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What is gentrification?
© 2004 Tom Wetzel
The patterns of capital flows have a visible effect on working class communities in the United States.
Some communities see de-industrialization, abandoned stores, boarded-up dwellings, scarce jobs. Such
are signs of disinvestment. Capital has moved elsewhere.
In other times and places an inflow of investment fuels gentrification. Upscale condos are erected,
houses are rehabbed. Candle-lit restaurants and stores catering to people with higher incomes displace
bodegas and used appliance stores. Rents rise as landlords realize they can attract professionals and
business people as tenants. An area of "valuable city real estate" is being cleansed of its working class
residents.
Both gentrification and disinvestment are processes made up of the activities of certain kinds of social
agents or institutions. Landlords, developers, and banks all play key roles. To understand how both
decay and gentrification of urban neighborhoods happen, we need to look at the dynamics of capital
flows into and out of the built environment.
Buildings represent a major investment. For this reason, they are not replaced for many years after they
are built. An older area in an American city may have been converted from open agricultural land to
urban uses in the 19th century or early 20th century. As the lots in a newly subdivided area get built
upon, builders and subdividers move outward into more outlying areas in search of new building sites.
A building is like a piece of machinery or a motor vehicle — it depreciates in value over time. Parts wear
out; the roof may need to be replaced after years of beating back the rain. The building style may go out
of fashion. Technological changes such as new standards in electrical or plumbing systems may erode
the value of a building.
Of course, the electrical or plumbing systems in a house, or the lighting system in a commercial
building, may be upgraded. This is new investment; a neighborhood where this is continuous is not in
decline.
Some neighborhoods continue to retain their ability to attract professional and business people to live
there. Owners of rental properties in such areas will have an incentive to upgrade their buildings because
they can command rents high enough to generate a good return on that investment. Other areas may fall
out of favor.
Capitalism generates a division into classes. At the top of the social pyramid is the tiny class that owns
the bulk of economic wealth. Filling their need for control over labor is another class — the
techno-managerial "middle class" who manage, plan, advise. Their class position is based on
monopolization of skills, education and connections rather than ownership of capital. Below them are
ranged the mass of workers who are forced to work under the control of this sort of hierarchy — the
working class. This class hierarchy in the economy generates great inequality in wealth and income.
The housing market tends to sort the population by income into different areas. Racism may add another
type of sorting. If an area is increasingly filled by lower income residents, landlords have an incentive to
not maintain their properties. If they were to invest in upgrades, they'd need to charge a higher rent to
make this a profitable investment. People with higher incomes who could pay the higher rents may not
be willing to live in that neighborhood. So landlords simply "milk" the decaying buildings of their rent.
By putting off repairs, they can save money to buy other buildings elsewhere.
The failure to continually upgrade buildings and replace the wornout building stock with new buildings
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amounts to a process of disinvestment — shrinkage of capital — in an area.
Houses serve a dual function to live-in owners. They are a source of shelter, a respite for private life, a
realm of personal control. But in the context of a capitalist economy, house ownership is also a form of
investment since it represents equity with sizable potential revenue from its sale. Owning a home is not
inherently a speculative investment but the market governance of urban real estate gives it this character.
If an area is declining a homeowner may decide that it wouldn't pay to put money into rehabbing their
house. They may choose to sell and buy a house in a newer neighborhood to protect their investment.
As an area becomes more of a low-rent area, some houses may be cut up into separate rooms or
apartments to increase the rental revenue.

The Dollar mansion (above), in the Alamo Square historic district, is an example of a large San
Francisco house that was cut up into small units.
In the early 20th century deteriorated "fringe" areas tended to develop around downtowns of major cities
in the USA by the sort of process described above. This process of inner-city disinvestment was
particularly prolonged in the USA in the decades after World War II. Rising real wages, Federal
Housing Administration loan policies, the homeowner interest deduction on income taxes, corporate
decisions to relocate plants to outlying areas, massive freeway construction, white flight — all these
things contributed to the outflow of investment into suburbanization and lack of investment in older city
areas.
As the urban area grows, the terrain now occupied by deteriorated buildings and a low-income
population may be close to areas of concentrated economic activity such as a downtown. Closeness to
downtown jobs, easy transit access, and interesting older architecture may give the area the potential to
attract higher income residents or more well-endowed businesses.
A gap thus emerges between the rents that an area of deteriorated buildings and low-income residents
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can generate and the potential rents that the area could generate if it were completely rebuilt or renovated
to its "highest and best use" (in real estate jargon). Neil Smith coined the phrase "rent gap" to refer to
this phenomenon. When this rent gap becomes large enough, the area may be ripe for gentrification, that
is, for a new round of investment. Speculators may begin to buy properties in anticipation of increased
market values of properties once such a process gets underway.
To make investment in new construction and rehab profitable, developers must be able to attract
residents who can pay higher rents such as professionals and managers (the urban "gentry"). Once this
process gets underway, landlords will have an incentive to evict low-income residents in favor of more
affluent tenants who can afford higher rent. Deferred maintenance by landlords during this phase may
be motivated by a desire to drive out the lower income tenants. Banks and other financial institutions
turn on the faucet for mortgage and construction loans. Construction of new upscale condos and office
buildings raise real estate values as other landowners realize that more upscale uses of the land are now
possible.
Some studies have been used to suggest that gentrification — inflow of investment and rising rents and
real estate prices — does not cause displacement. An example is Lance Freeman's study of low-income
residents of Harlem and Park Slope in New York. Freeman found that low-income residents stay in
their apartments longer than residents of non-gentrifying neighborhoods in New York. Some have
inferred that gentrification, by enhancing the neighborhood, makes the low-income residents more
desirous of staying. But there are other explanations. Working class neighborhoods that are at risk of
gentrification are generally those that have features that make them more desireable, and this may
account for the lower turnover. In addition, once a neighborhood is gentrifying, the low-income
residents of that neighborhood will have greater difficulty finding an apartment in that neighborhood
they can afford — they may hold on to their current apartment longer for this reason.
Displacement is a change in the class composition of a neighborhood over time. Once the rents and
housing prices are not affordable to people with lower incomes, people with lower incomes cannot
move into the neighborhood, and people in the neighborhood who need to move for some reason will
have a harder time staying. If the neighborhood is the center of a particular ethnic community, as with
Harlem in New York or the Mission District in San Francisco, displacement of the working class
residents may also mean destruction of that ethnic community.
Displacement, whether via urban renewal and the bulldozer or by market forces, is an act of force. It is
anti-democratic because it denies self-determination to an existing community.
Displacement usually doesn't happen without a fight. Tenant activists have pushed for things like
anti-eviction or rent control ordinances. In the long run, though, these are not likely to be more than a
speed bump in the process of displacement.
One way to ensure that the residents are not displaced is to change the ownership structure of the land
and buildings. Community land trusts offer one promising approach. On the community land trust
concept the residents own the buildings they live in, and a community land trust — a non-profit
neighborhood membership organization — owns the land under the buildings. Under this model,
restrictions are placed on the price or rental of dwellings. For example, if a resident owns a house or
apartment sitting on community-owned land and wants to sell it, she must offer it back to the community
land trust at a restricted price. Permanent price restrictions thus ensure that the housing will always be
affordable.
Learning from Vienna
About the Vienna housing program of the 1920s.
A Self-management Approach to Housing
About community land trusts as a way to combat displacement.
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Bohemian Today, High-Rent Tomorrow
Creative types are essential to urban and regional economic growth. Here's why—and the cities
artists should flock to now
by Maya Roney

Want to know where a great place to invest in real estate will be five or 10 years from now? Look at where artists are
living now.
Sociologists and policymakers have long been touting art and culture as the cure-all to economically depressed
neighborhoods, cities, and regions. The reason? It has been proven that artists—defined as self-employed visual
artists, actors, musicians, writers, etc.—can stimulate local economies in a number of ways.
Artists are often an early sign of neighborhood gentrification. "Artists are the advance guard of what's hip and cool,"
says Bert Sperling, founder and president of Portland (Ore.)-based Sperling's Best Places and compiler of
BusinessWeek.com's list of the Best Places for Artists in America.

CREATIVITY LEADS TO GROWTH
Artists, because of their typically lower incomes, usually need to seek out less expensive, developing neighborhoods
where they can afford the rent. But because of their creativity they are able to fix up these areas, eventually
attracting hip boutiques, galleries, and restaurants. Not all artists are starving. While some are able to achieve
success writing, acting, painting, or dancing, others get tired of scraping by as waiters or bartenders and sometimes
apply their abilities in more entrepreneurial ways.
Anne Markusen, an economist and professor at the University of Minnesota's Humphrey Institute of Public Affairs and
a leading researcher on the effects of the arts on regional economics, once profiled an abstract painter whose work is
now displayed on ceilings and in MRI machines in hospitals across the country. In Markusen's research, artists have
also been found to stimulate innovation on the part of their suppliers. A painter may need a certain type of frame that
is not manufactured, forcing the frame maker to create a new design that happens to also work well for other artists.
But Markusen also maintains that artists bring more than culture to a community. "Businesses don't often understand
the extent to which art affects them," Markusen says. "[Artists] are just as important as science and technology
companies."
Nonarts businesses also use artist contractors to improve product design, help with marketing, or even use dramatic
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theory to solve employee relationship issues. Being a cultural center also helps local businesses attract employees
who want to be able to regularly go to the ballet or the theater, hear authors read from their latest books, or attend art
gallery openings.

FOLLOW THE MONEY
Due to the individual nature and economics of their work, artists are also some of the most itinerant professionals out
there. When relocating, they often look for cities and towns that already have high concentrations of artists and a
young, racially and ethnically diverse population. The presence of a nurturing art community in the form of art
societies and centers is also essential, especially to young artists.
A low cost of living is important, but many artists make financial sacrifices to live near an art-rich urban center or live
in a cheaper neighborhood. Few struggling artists can afford to live in neighborhoods like New York's SoHo and
Greenwich Village, or even Williamsburg, which once were artistic havens before attracting wealthier residents. Now
you are more likely to find New York-based artists in the Bronx, Brooklyn, or even Philadelphia.
In addition to the presence of like-minded individuals, proximity to wealth is also important. The fact of the matter is
that artists can seldom earn a living, let alone become rich, selling to other artists. They need wealthy benefactors to
buy their paintings or support their local symphony, which explains why each of the places in the U.S. that we found
to be the best for artists are in or located near centers of wealth. Los Angeles, No. 1 on our list, is most commonly
associated with the film industry. While the city provides great opportunities for actors and directors, there are equally
rich prospects for musicians, artists, writers, and dancers. Of course, the majority of these people can't afford to live
in Beverly Hills—at least not until they get their big break—and instead opt for more affordable digs in areas like Echo
Park.

WHERE TO GO NOW
BusinessWeek.com and Sperling's Best Places came up with a list of the best places for artists in the U.S. by
identifying the metro areas that have the highest concentrations of artistic establishments. We also looked at the
percentage of young people age 25 to 34, population diversity, and concentration of museums, philharmonic
orchestras, dance companies, theater troupes, library resources, and college arts programs. Lower cost of living
played a part in the selection of some cities but had to be overlooked in others because of other very favorable
factors.
Some of the top ten are traditional art "super cities"—one of the reasons Los Angeles leads the list is because it has
56 artistic establishments for every 100,000 people, a diversity index of 84.2, and an arts and culture index of 100 (on
a scale of 1 to 100). New York City and San Francisco are also in the top ten. Other places are midsize cities, like
hippie havens Santa Fe and Boulder, and country-music nucleus Nashville. Smaller, less-obvious additions include
Carson City, Nev., which ranks third for its high concentration of art establishments, and the city of Kingston in New
York's Hudson River Valley.
Ready to quit your day job and make art your profession? These metro areas are good places to start. And with all the
economic benefits you'll be providing, they should welcome you with open arms.
Click here to see the Best Places for Artists in America.

Roney is Real Estate writer for BusinessWeek.com.
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Abstract
It is now a conventional wisdom that artistic, bohemian, and gay populations increase
housing values in the neighborhoods and communities they inhabit. But these groups
are small, and the evidence of their effect on housing prices is anecdotal. We argue
that artists, bohemians and gays through two kinds of mechanisms: aesthetic- amenity
premium and a tolerance or open culture premium. To examine this, we introduce a
combined measure of bohemian and gay populations – the Bohemian-Gay Index. We
conduct statistical analysis to test the efficacy and performance of this measure
against other variables that are expected to effect housing values: income, wages,
technology, and human capital. The findings indicate that the Bohemian-Gay Index
has substantial effects on housing values across all permutations of the model and
across all region sizes. It remains positive and significant alongside variables for
regional income, wages, technology and human capital. The Bohemian-Gay Index
also has a substantial direct effect on other key variables, particularly income, and
because of that has an additional indirect effect on housing values.

JEL: R10 R21 Z13
Key words: Housing, human capital, creative class, income, gay, artistic, bohemian
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Introduction
“Want to know where a great place to invest in real estate will be five or 10 years
from now? Look at where artists are living now,” so wrote a 2007 Business Week
story provocatively titled, “Bohemian Today, High-Rent Tomorrow.” A wide body of
studies has shown that artist and gay populations act as urban pioneers and that their
location choices can have substantial upward effects on housing prices (Castells 1983;
Ley 1994; Zukin 1995; Smith 1996). But artistic and gay populations are relatively
small and the evidence of their direct effect on housing prices is limited and
anecdotal. There are roughly 330,000 working artists in the United States and
approximately 1.3 million total “bohemians” if we count everyone who works in arts,
design, entertainment and media occupations, amounting to approximately 1.3 percent
of the US workforce in 2000. There are 8.8 million self-identified gay and lesbian gay
people in the United States, roughly 4 percent of the adult population (Gates and Ost
2004). Still, the basic idea that gay and bohemian populations effect on housing prices
surely makes for good headlines. And the notion has become an accepted
conventional wisdom among many urbanists and real estate developers. But, a basic
question remains: Can groups that are this small really have a significant effect of
housing prices? This is the core question for our research.
Housing prices, according to economic theory, are set at the intersection of
supply and demand. Acting on the demand side are wages and income, while the
availability of housing units conditions the supply side. Where new home building
can occur relatively easily, supply increases to meet demand and prices stay more or
less stable. Alternatively, when incomes rise in highly desirable areas or those with
complex or constraining zoning, appreciation will be more rapid (Glaeser et al 2005,
2006). The rise of so-called “super-star cities” has been noted, where appreciation far
outpaces the national average because these are desirable places where supply limited
(Gyourko et al 2006). In certain markets, then housing commands a premium.
We argue that artistic and gay populations effect housing values through two
classes of mechanisms. An important study by Glaeser et al (2001) finds that urban
rents have risen faster than urban wages. They thus conclude that demand for location
is driven by something other than the wage level - an urban amenity premium. They
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introduce a simple formula for this: Urban Productivity Premium + Urban Amenity
Premium = Urban Rent Premium. We extend this idea of an urban amenity premium,
arguing that bohemians and gays affect housing values on the supply side through an
aesthetic-amenity premium. Artists and bohemians are direct producers of amenities;
their location will thus directly reflect higher levels of amenity. Furthermore, their
location also reflects them. As selective buyers with an eye for amenity, authenticity
and aesthetics, locations where artists, bohemians and gays concentrate are likely to
be highly sought after for their cultural amenities, desirable neighborhood character,
and aesthetic quality of the housing stock.
Second, we argue that bohemian, artistic and gay populations reflect a second
premium – a tolerance or open culture premium. Markusen and Schrock (2006)
describe an “artistic dividend” through which arts and cultural activities increase the
vibrancy and diversity of metropolitan areas, influencing other industries and
generating growth. Florida (2002a, b, c) introduced a measure of the producers of
artistic and cultural amenities - the “Bohemian Index“- and found it to be associated
with concentrations of talent and innovation. Florida and Gates (2001) found a
positive association between concentrations of gay households and regional
development. This tolerance or open culture premium acts on the demand side by
reducing barriers to entry for human capital; increasing the efficiencies of human
capital externalities and knowledge spillovers; promoting self-expression and new
idea generation; and facilitating entrepreneurial mobilization of resources, thus acting
on regional income and real estate prices.
Our argument can be summarized in a simple equation: Regional Income +
Regional Amenity Premium + Regional Openness Premium = Regional Housing
Values. We introduce a combined measure of bohemian and gay populations – the
Bohemian-Gay Index as a proxy measure for regional amenity and regional openness.
We then operationalize our model and use a variety of statistical techniques analysis
to test the efficacy and performance of Bohemian-Gay Index against other variables
that are expected to effect housing values: income, wages, technology, and human
capital. Some might argue that bohemian and gay populations are not causal but
instead are themselves a function of higher income, higher human capital locations.
Taking this into account, we separate the direct and indirect effects, in a structural
4

equation model and path analysis, to further examine these variables in a regional
system. The analyses are cross-sectional, and based on data for 331 US metropolitan
regions for the year 2000.
The key findings confirm the general theory and hypotheses. The BohemianGay Index has substantial effects on housing values across all permutations of the
model and across all region sizes. It remains positive and significant alongside
variables for regional income, wages, technology and human capital. In addition to its
direct effect on housing values, the Bohemian-Gay Index also has a substantial direct
effect on other key variables, particularly income, and because of that has an
additional indirect effect in housing values as well. We thus reject the hypothesis that
Bohemian-Gay Index only reflects higher incomes or higher human capital. The
consistency of the findings clearly establishes that it works independently alongside
those factors to condition housing values.

Concepts and Theory
The literature covering the determinants of housing values is vast. Housing prices,
according to economic theory, are set at the intersection of supply and demand.
Acting on the demand side are wages and income, while the availability of housing
units conditions the supply side. Where new home building can occur relatively
easily, supply increases to meet demand and prices stay more or less stable.
Alternatively, when incomes rise in highly desirable areas or those with complex or
constraining zoning, appreciation will be more rapid (Glaeser et al 2005, 2006).
Recent research has noted the rise of so-called “super-star cities” where
appreciation far outpaces the national average (Gyourko et al 2006). This research
charts the growing divergence in housing prices between the highest-priced cityregions compared to those near the median. It finds that this divergence is the result
of limited land in specific metropolitan areas and the increase in high-income
households overall, which increases demand for these limited locations where supply
is constrained. Regional housing prices thus can and frequently do reflect a premium.
The literature has argued that there are several factors that affect this premium. Some
act on the supply side, others acting on the demand side.
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The first of these is the effect of amenities. Roback (1982) expanded the
traditional neoclassical model, where migration occurs in response to wage levels,
economic opportunity, and land rent to include quality-of-life amenities An empirical
study (Glaeser et al 2001) finds that high amenity cities have grown faster than low
amenity cities. Consumer and personal service industries such as restaurants, theatres,
and museums tend to be localized and thus demand geographic closeness between
producer and consumer. This study finds that urban rents have risen faster than urban
wages, and thus concludes that demand for location is driven by something other than
the wage level - an urban amenity premium which translates into higher housing
values. They introduce a simple formula for this: Urban Productivity Premium +
Urban Amenity Premium = Urban Rent Premium.
Several other studies (Lloyd and Clark 2001; Clark et al, 2002, Clark 2003,
Florida 2002a, b, c) document the role of amenities and lifestyle – in the form of
entertainment, nightlife, culture, and so on – in attracting educated populations, who
can pay more for housing. Florida (2002c) introduced a measure of observed
locational preferences of the producers of artistic and cultural amenities, the
“Bohemian Index,” and found it to be associated with concentrations of human capital
and innovation. Shapiro’s (2006) detailed study of regional productivity growth found
that "roughly 60 percent of the employment growth effect of college graduates is due
to enhanced productivity growth, the rest being caused by growth in quality of life".
Shapiro’s study finds that metropolitan areas with greater numbers of skilled workers
experienced faster increases in wages, rental prices and housing prices.
We extend this idea of an urban amenity premium, arguing that bohemians and
gays affect housing values on the supply side through an aesthetic-amenity premium.
Artists and bohemians are direct producers of amenities; their location will thus
directly reflect higher levels of amenity. Furthermore, the location decisions of artists
and gays also reflect community amenities. As selective buyers with an eye for
amenity, authenticity and aesthetics, locations where artists, bohemians and gays
concentrate will command a premium price for their cultural amenities, desirable
neighborhood character, and aesthetic quality of the housing stock. Thus following
Glaeser et al (2001), we argue that: Regional Income + Regional Amenity Premium =
Regional Housing Value.
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Second, other studies find that industrial structure affects housing values, by
acting on the demand side. A recent study explores the role of regional industry
structure, focusing especially the role of high-tech, “new economy” sectors on
housing values (Landis et al 2002). The research finds that new economy regions,
such as Silicon Valley, Washington DC, and Manhattan experienced surging home
prices in the 1990s. It also finds that homeownership rates were lower and crowding
was greater in these markets; even though wages were rising, home ownership was
harder to attain. We test directly for the effects of high-technology industry
concentration on housing prices.
A third factor relates to demographic shifts. There is a long literature on
neighborhood transition and its effects on housing values. More recent research notes
the inter-regional migration and concentration of highly skilled and education
populations. Building the seminal insights of Jacobs’ (1961, 1968) on cities, Lucas
(1988) argues that the clustering of human capital or what he refers to as human
capital externalities is the basic mechanism of economic growth. Central locations
localize human capital and information, create knowledge spillovers, and become
engines of economic growth. In doing so, they reduce the cost of knowledge transfer,
so ideas move more quickly, in turn giving rise to new knowledge more quickly and
spur economic growth. Research has empirically verified the role of human capital in
regional growth (Rauch 1993; Simon and Nardinelli 1996; Simon (1998). It would be
expected then that such human capital concentration would lead to increased demand
for housing and thus increased prices. Glaeser (2000) finds that firms follow human
capital to some degree, locating in areas of high human capital concentration to gain
competitive advantages, rather than letting suppliers’ and customers’ geography alone
dictate their location.
Recent research finds that human capital is becoming more concentrated
(Florida 2002b; Berry and Glaeser 2005), which acts on housing values by increasing
demand in local markets. Berry and Glaeser (2005) investigation into the divergence
of human capital levels across cities finds that the dispersion of human capital has
gone from relatively evenly dispersed among US metropolitan areas to increasingly
divergent. Glaeser and Saiz (2003) indicate that skilled cities grow, relative to less
7

skilled cities, through increases in productivity. There are reasons to believe that such
divergence will continue, affecting not only regional growth levels, but also housing
values (Shapiro 2005; Gyourko et al 2006). We test directly for human capital effects
by including variables for both human capital and the creative class in our model.
The fourth factor involves the role of artistic, bohemians and gay populations
on housing values. It has become a conventional wisdom to think of artists, designers,
and gay people as “urban pioneers” who drive up real estate values in the
neighborhoods where they are attracted. There is a substantial, mainly descriptive
literature on gentrification (Castells 1983; Ley 1994; Zukin 1995; Smith 1996). These
studies which are mainly historical and case study in nature cite the role of artists and
gay populations in improving neighborhood conditions leading to an increase in real
estate values and housing prices.
A recent stream of research examines the effects of artistic and gay
populations on regional development (Florida, 2002a, 2005; Florida and Gates 2001).
Markusen and Schrock (2006) describe an “artistic dividend” through which arts and
cultural activities increase the vibrancy and diversity life in metropolitan areas and
influence other industries. Their investigation into the multiple industries across
which artists work is congruent with Glaeser’s and others findings regarding the
effects of knowledge spillovers on urban innovation and productivity. This basic idea
is that artistic and culturally creative individuals can act as conduit for knowledge
transfer across firms and industries, creating a multiplier effect of sorts. Currid (2006,
2007) describes the role of creative industries and occupations as a driving factor in
the development of New York City, finding that networks of artistic and creative
individuals are key conduits for such spillovers that result in new ideas, commercial
innovation, and income growth.
Florida (2002c) introduced a measure of the producers of artistic and cultural
amenities - the “Bohemian Index“- and found it to be associated with concentrations
of talent and innovation. Noland (2005) found that tolerant attitudes toward gay and
lesbians are associated with both positive attitudes toward global economic activity
and international financial outcomes. Florida and Gates (2001) found a positive
association between concentrations of gay households and regional development. For
8

these reasons, we can expect that artistic and gay populations will affect housing
values through their association with broader demographic shifts, especially human
capital concentration, and also through their direct effects on innovation and regional
development.
Here, we argue that bohemian, artistic and gay populations reflect a second
premium – a tolerance or open culture premium. This tolerance or open culture
premium acts on the demand side by making local resources more productive and
efficient operating through four key mechanisms. First, locations of bohemian and gay
populations reflect low barriers to entry for human capital. Such locations will have
advantages in attracting a broad range of talent across racial, ethnic and other lines,
increasing the efficiency of human capital accumulation. Page (2007) provides
additional theory and evidence that such diversity is associated with higher rates of
innovation and economic growth. Second, larger bohemian and gay populations
signal underlying mechanisms that increase the efficiency of knowledge spillovers
and human capital externalities that Lucas (1988) identifies as the primary engine of
economic growth. Recent studies (Markusen and Schrock 2006; Currid 2006, 2007)
note the role of artistic networks as conduits for the spread of new ideas and
knowledge transfer across firms and industries. Greater concentrations of artists and
gays thus reflect regional mechanisms that accelerate human capital externalities and
knowledge spillovers. Third, artistic and gay populations reflect regional values that
are open-minded, meritocratic, tolerant of risk, and oriented to self-expression.
Inglehart et al (2003, 2005) has noted the correlation between self-expression values
and GDP growth at the national level, while psychological studies (Amabile, 1996,
Stenberg, 1999, Fredrickson, 2001) have found that self-expression is positively
associated with innovative and entrepreneurial activity. Lucas (1988) explicitly notes
the similarities in values and orientation as “creative” actors between technological
and entrepreneurial labor and artistic and cultural populations. And fourth, locations
with larger artistic and gay populations signal underlying mechanisms which increase
the productivity of entrepreneurial activity. Because of their status as historically
marginalized groups, traditional economic institutions have been less open and
receptive to bohemian and gay populations thus requiring them to mobilize resources
independently and to form new organizations and firms. We thus suggest that regions
where these groups have migrated and taken root reflect underlying mechanisms
9

which are more attuned to mobilization of such resources, entrepreneurship and new
firm formation. These four factors, when taken together, improve the efficiency and
productivity of regional human capital, innovation and entrepreneurship, increasing
local income and wealth and acting through those channels to increase housing prices.
Taking these two classes of factors together, our argument can be summarized
in a simple equation: Regional Income + Regional Amenity Premium + Regional
Openness Premium = Regional Housing Value. To examine this, we introduce a
combined measure of bohemian and gay populations – the Bohemian-Gay Index and
enter it into our theory and model alongside income, human capital, technology, and
other factors that are said to effect housing values.

Model
A schematic picture of our general model of regional housing values is outlined in
Fig.1. The model considers housing prices in terms of a system of relationships. It
thus allows us to test the direct and indirect effects of variables for income, human
capital, technology, and openness-amenity (the Bohemian-Gay Index) on one another
and on housing prices. The arrows identify the hypothesized structure of relationships
among the key variables. A schematic outline of the general model is provided in
Fig.1.

(Figure 1 about here)

Variables and Data
We now describe the variables and data sources used in the empirical model. The
variables cover 331 geographical units, and are for the year 2000. Descriptive
statistics for all measures and variables are provided in Table 1.

(Table 1 about here)
Median Housing Value: This variable is the weighted average of the housing
medians from all states in each MSA. If the MSA is contained in one state, it is equal
to the median. But, if the MSA crosses state borders, it is based on separate medians
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for each state in the MSA and calculated to a weighted average of the medians using
the number of owner occupied houses valued. This is for year 2000 from Census.
Income: This measure is based on reported income. Income is defined as proceeds
from wages and salaries plus self-employment income; interest, dividends, rents,
royalties, estates, trusts; social security or railroad retirement income, Supplemental
Security Income (SSI), public assistance, welfare payments, retirement, survivor, or
disability pensions, and all other income . It is measured on a per capita basis and is
from the 2000 US Census.
Wages: This measure is the sum of the wages and salaries. It is defined as total money
earnings received for work performed as an employee in the region. This measure
includes wages, salary, armed forces pay, commissions, tips, piece-rate payments, and
cash bonuses earned before taxes. It is measured on a per capita basis and is from the
2000 US BLS.
Technology: The technology variable is based on the Tech-Pole Index from 2000
published by the Milken Institute. This index ranks metropolitan areas based on: (1)
high-tech industrial output as a percentage of total US high-tech industrial output; and
(2) the percentage of the region’s own total economic output that comes from hightech industries compared to the nationwide percentage.
Human Capital: This variable is the conventional measure based on educational
attainment, measured as the percentage of the regional labor force with a bachelor’s
degree and above. It is from the 2000 US Census.
Creative Class: Following Florida (2002a), we define the creative occupations or the
“creative class,” defined as those in which individuals “engage in complex problem
solving that involves a great deal of independent judgment and requires high levels of
education or human capital.” Specifically, it includes the following major
occupational groups: computer and math occupations; architecture and engineering;
life, physical, and social science; education, training, and library positions; arts and
design work; and entertainment, sports, and media occupations. – as well as other
professional and knowledge work occupations such as including management
11

occupations, business and financial operations, legal positions, healthcare
practitioners, technical occupations, and high-end sales and sales management. It is
measured as share of the regional labor force aged 25-64. All data is from the US
Bureau of Labor Statistics for the year 2000.
Bohemian-Gay Index: This variable is based on the over- and under-representation of
two groups; (1) gay and lesbian households and (2) individuals employed in the arts,
design and related occupations (see Florida et al (2001, 2002a, b, c, 2005). It
combines the separate location quotients for these two groups into the Bohemian-Gay
Index. The data are from the US Census for the year 2000

Methods
We use path analysis and structural equations to examine the relationships between
variables in the model. In order to analyze the dynamics between this set of variables,
structural equation modeling is used. Structural equation models (SEM) may be
thought of as an extension of regression analysis and factor analysis, expressing the
interrelationship between variables through a set of linear relationships, based upon
their variances and co-variances. In other words, structural equation replaces a
(usually large) set of observable variables with a small set of unobservable factor
constructs, thus minimizing the problem of multi-collinearity (further technical
description in Jöreskog, 1973). The parameters of the equations are estimated by the
maximum likelihood method.
It is important to stress that the graphic picture of the structural model (Fig.1)
expresses direct and indirect correlations, not actual causalities. Rather, the estimated
parameters (path coefficients) provide information of the relation between the set of
variables. Moreover, the relative importance of the parameters is expressed by the
standardized path coefficients, which allow for interpretation of the direct as well as
the indirect effects.
From the relationships depicted in the model (Fig.1) we estimate three
equations:
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lnTalent = !11lnBohemianGay + e1

(1)

lnIncome = !21lnBohemianGay + !22lnTalent + e2

(2)

lnHousing = !31lnBohemianGay + !33lnIncome + e3

(3)

We also ran a revised version of path models (Fig 2), letting the talent
variables – human capital and the creative class – have a direct as well as an indirect
effect on housing.

(Figure 2 about here)

Findings
We begin by providing simple correlation coefficients between housing values and
key measures for income, human capital, the creative class, and the Bohemian-Gay
Index. We then present the findings of OLS models. A following section summarizes
the key findings from structural equation models and path analysis.
Table 2 provides a correlation matrix for all key variables. The highest
correlation is not surprisingly between income and housing (0.747). But the
correlation coefficient for the Bohemian-Gay Index and housing is only slightly less,
0.687. It is also considerably larger than that for wages and housing (0.494). Looking
at the various talent measures, the coefficient between human capital and housing
(0.643) is about the same as for Bohemian-Gay Index, while the coefficients for the
creative class (0.291) is about half that for the Bohemian-Gay Index. Furthermore,
the Bohemian-Gay Index is also closely correlated with income (0.648), human
capital (0.737), the creative class (0.470) and technology (0.601).

(Table 2 about here)
Fig 2 provides continues this line of analysis, providing scatter-graphs for
housing and income, wages, human capital, and the Bohemian-Gay Index. Not
surprisingly, the slope is steepest for the scatter-graph of income and housing, with
few outliers and observations clustered close to the line. But the line for the
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Bohemian-Gay Index is very similar. The slope is steep with observations clustered
close to the line and outliers pulling slightly away to the left.

(Figure 3 about here)

OLS Results
We ran OLS regressions to further probe the effects of income, human capital, and the
Bohemian-Gay Index on housing values. Table 3 presents the results for income and
wage regressions.
The Bohemian-Gay Index is significant when used in combination with wages,
income and both. The adjusted R2s for the equations that include it are significantly
higher than the ones where it is not included. Adding the Bohemian-Gay Index to the
income equation increases the adjusted R2 from 0.556 (Eq 2) to 0.611 (Eq 5). Adding
it to the wage model, increases the adjusted R2 from 0.242 (Eq 1) to 0.542 (Eq 4).
When the Bohemian-Gay Index is included in the final version of the model (Eq 6)
alongside both income and wages, the adjusted R2 increases to 0.675 and the
coefficient remains positive and significant. Furthermore, the Beta coefficients for the
Bohemian-Gay Index and income are similar, and the t values are as well. While
some might argue that artistic and gay populations are a reflection of higher incomes,
the Bohemian-Gay Index remains positive and significant alongside the income
variable and adds additional explanatory power to it. Also, when we test for the multicollinearity between income and the Bohemian-Gay Index in Equation 5 the VIF
value is 1.724, which leads us to conclude that they do not contain the same
information. Consequently we are led to conclude that the Bohemian-Gay Index is not
a reflection of higher incomes, but works independently alongside it on housing
values.

(Table 3 about here)
Table 4 presents the results for the human capital regressions. Here again the
Bohemian-Gay Index performs well, adding considerable explanatory power. Adding
the Bohemian-Gay Index to the human capital equation (Eq 4) increases the adjusted
R2 from 0.412 (Eq 1) to 0.555 (Eq 4), and its coefficient is positive and significant.
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Adding it to the creative class model, increases the adjusted R2 from 0.082 (Eq 1) to
0.527 (Eq 5). Here, the Bohemian-Gay Index provides virtually all the explanatory
power. When the Bohemian-Gay Index is included in the final version of the model
(Eq 6) alongside both human capital and the creative class the adjusted R2 increases
to 0.582, and the coefficient remains positive and significant. Clearly the findings here
indicate that the Bohemian-Gay Index operates independently, and in combination,
with human capital to condition housing values. We also run a multi-collinearity test
including both human capital and the Bohemian-Gay index (Eq 4) which resulted in a
VIF of 2.189 - an acceptable level.

(Table 4 about here)

Findings from Structural Equation Models and Path Analysis
We now turn the results from the structural equation models and path analysis. These
models include variables for income, wages and technology; human capital and the
creative class; and the Bohemian-Gay Index. These models allow us to isolate the
effects of each of these variables on each other and on housing variables in a system
of relationships.
Table 5 summarizes the SEM results. The Bohemian-Gay Index is consistently
strong, both in its direct effects on housing and in its indirect effects working through
income and wages regardless of which measure of human capital is used.

(Table 5 about here)
Fig. 4 presents the results for the first set of path models. These test the
relationships among variables for housing, income, human capital and the BohemianGay Index.
The Bohemian-Gay Index performed well in all versions of this model, with
coefficients between it and housing (0.43), similar to that between housing and
income (0.47). However, the Bohemian-Gay Index has an additional effect on human
capital (0.74) and income (0.29), giving it an additional indirect effect on housing via
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income. We also ran a revised of this model where we let the human capital and
creative class variables have direct effects on housing as well as on income. The
Bohemian-Gay Index again performed well in these models, while the coefficients
between housing and human capital and the creative class were small, negative or
insignificant. These findings further confirm the importance of the Bohemian-Gay
Index in acting directly on housing values and indirectly through its effects on both
human capital and income.
(Figure 4 about here)
The next series of path models substitute wages for income (see Fig. 5).
Wages are a core measure of regional productivity and account for roughly 70 percent
of income (see Florida, Mellander, Stolarick 2007). Fig 5 provides the results for
these paths.
The Bohemian-Gay Index performed even better in these models. The
coefficients between it and housing were consistently the highest (0.66),
outperforming the wage effect on housing (0.13). The Bohemian-Gay Index also has a
significant effect on human capital (0.74) and income (0.17), having an additional
indirect on housing through its effects on income. We ran model in a revised version,
letting human capital and the creative class variables have a direct effect on housing.
Other than the Bohemian-Gay Index, only the coefficient for human capital was
positive and significant (0.20), considerably smaller than for the Bohemian-Gay Index
(0.44).

(Figure 5 about here)
We ran a third version of the paths substituting an aspect of industrial structure
– high technology industry – for income. Recall the Landis et al (2002) find that new
economy industry concentration affects housing prices. Fig. 6 presents the results for
this set of models.
The Bohemian-Gay Index again performed well. The coefficient between it
and housing is 0.63, quite a bit larger than the coefficient of 0.16 between technology
and housing. The Bohemian-Gay Index also has a significant effect on human capital
16

(0.74) and technology (0.41), meaning it also indirectly effect on housing values
through its effect on technology. We also ran the revised version of the basic path
model letting the talent variables have a direct effect on housing. Other then the
Bohemian-Gay Index, only human capital had an effect - the coefficient between it
and housing is 0.20 - compared to 0.55 for the Bohemian-Gay Index.

(Figure 6 about here)

Region Size Effects
It might be argued that the effects of the Bohemian-Gay Index vary by size of region,
with large regions having an advantage in attracting gays and bohemians or in the
latter case providing the resources which produce them. To look more closely at the
effects of region size, we ran the basic SEM model for four regional size groupings:
regions over 1 million population, between 500,000 and 1 million; between 250,000
and 500,000; and less than 250,000. Table 6 summarizes the results.
Here again the findings confirm the role of the Bohemian-Gay Index. The
coefficients for it and housing are positive and significant across all regional size
groups, no matter if it is combined with income, wage or technology. The
Bohemian-Gay Index is positive and significant in all but one of the models where it
is combined with human capital and the creative class – the model with the creative
class in medium sized regions.
We also note that income has a substantial effect on housing values. Income
explains more of housing values than wages across all region sizes. Wages are
significant only in the largest regions. Technology is significantly related to housing
in the largest and smallest regions but not in between.
While income is slightly more important on housing directly, the BohemianGay Index affects all three variables – housing values, incomes and human capital.
Indeed, the Bohemian-Gay Index has a significant direct effect on income across all
size groups.
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These findings confirm the role of the Bohemian-Gay Index. It has a sizeable
effect on housing values regardless of region size as well as what other variables are
included in the models. In addition to its direct effect on housing values, it also has a
significant direct effect on other important key variables, including the most powerful
one, income, and operates through it to have an additional effect on housing. For these
reasons, we can conclude that the results for this variable are not being produced by
higher incomes or higher human capital, but that it works independently alongside as
well as through those variables to condition housing values.

(Table 6 about here)

Conclusions
This paper has examined the effects of artistic, bohemian and gay populations on
housing values across US metropolitan regions. It is now a conventional wisdom to
say gay and bohemian populations increase housing values. But these groups are
small, and the evidence of their effect comes from descriptive studies of s small
number of urban boutique neighborhoods. We advanced a novel theory for the effects
of bohemian and gay populations on housing values.
We argued that artistic and gay populations effect housing values through two
classes of mechanisms: an aesthetic or amenity premium which acts on the supply
side as per Glaeser et al (2001) and a tolerance or open culture premium which acts
on the demand side by reducing barriers to entry for human capital; increasing the
efficiencies of human capital externalities and knowledge spillovers; promoting selfexpression and new idea generation; and facilitating entrepreneurial mobilization of
resources, thus acting on regional income and real estate prices.
We represented our theory in a simple equation: Regional Income + Regional
Amenity Premium + Regional Openness Premium = Regional Housing Values. To
probe for this, we introduced a combined measure of bohemian and gay populations –
the Bohemian-Gay Index. We conducted a variety of statistical analysis to test the
efficacy and performance of this measure against other variables that are expected to
effect housing values: income, wages, technology, and human capital.
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The key findings confirm the general theory and hypotheses. The BohemianGay Index has substantial effects on housing values across all permutations of the
model, regardless of what other variables and included and across all region sizes. It
remains positive and significant alongside variables for regional income, wages,
technology and human capital. In addition to its direct effect on housing values, the
Bohemian-Gay Index also has a substantial direct effect on other key variables,
particularly income, and because of that has an additional indirect effect on housing
values as well. The findings clearly indicate that its effects operate independently of
those factors as well as in combination with them to effect housing values. Our results
convince us that the regional concentration of artists, gays and bohemians really does
matter especially for housing prices - the best indicator we can think of for the
effective demand for location – even if it does so in different ways than most people
think.

19

References
AMABILE, T. (1996) Creativity in Context, Boulder, CO: Westview Press
BERRY, C. R., GLAESER, E. L. (2005) The Divergence of Human Capital Levels
Across Cities, NBER Working Paper No. 11617, September 2005.
CASTELLS, M.. (1983) Cultural identity, sexual liberation and urban structure: the
gay community in San Francisco, in The City and the Grassroots: A Cross-Cultural
Theory of Urban Social Movements, London: Edward Arnold,138–170
CLARK, T. N., LLOYD, R., WONG, K. K., JAIN, P. (2002) Amenities Drive Urban
Growth, Journal of Urban Affairs, 24:5: 493-515.
CLARK, T. N. (2003) Urban Amenities: Lakes, Opera and Juice Bars Do They Drive
Development? In: The City as an Entertainment Machine. Research
in Urban Policy, Volume 9: 103-140, Oxford: Elsevier Ltd.
CURRID, E. (2006) New York as a Global Creative Hub: A Competitive Analysis of
Four Theories on World Cities, Economic Development Quarterly, 20(4): 330-350
CURRID, E. (2007) The Warhol Economy, Princeton University Press, forthcoming
FLORIDA, R., GATES, G. (2001) Technology and Tolerance – The Importance of
Diversity to High-Technology Growth, Urban Institute, June 01
FLORIDA, R. (2002a) The Rise of the Creative Class, New York: Basic Books.
FLORIDA, R. (2002b) The Economic Geography of Talent, Annals of the Association
of American Geographers, 92(4): 743-755.
FLORIDA, R. (2002c) Bohemia and economic geography, Journal of Economic
Geography, 2: 55-71.

20

FLORIDA, R. (2005) Cities and the Creative Class, New York: Routledge.
FLORIDA, R. (2006) Where the brains are, The Atlantic Monthly, 298(3):34
FLORIDA, R., MELLANDER, C., STOLARICK, K. (2007), Human Capital, the
Creative Class and Tolerance – the Effects on Regional Wages and Incomes,
forthcoming
FREDRICKSON, B. L. (2001) The role of positive emotions in positive psychology:
The broaden-and-build theory of positive emotions, American Psychologist, 56: 218226
GATES, G., OST, J. (2004) The Gay and Lesbian Atlas, Urban Institute Press
GLAESER, E. L. (2000) The new economics of urban and regional growth, In The
Oxford handbook of economic geography, ed Gordon, C., Meric, G., Feldman, M, 8398, Oxford: Oxford University Press.
GLAESER, E. L., KOLKO, J., SAIZ, A. (2001) Consumer City, Journal of Economic
Geography, 1:27-50.
GLAESER, E. L., SAIZ, A. (2003) The Rise of the Skilled City, Brookings-Wharton
Papers on Urban Affairs, 5: 47-94
GLAESER, E. L., GYOURKO, J., SAKS, R. (2005) Why Have Housing Prices Gone
Up?, American Economic Review Papers and Proceedings, 95(2): 329-333
GLAESER, E. L., GYOURKO, J., SAKS, R. (2006) Urban Growth and Houisng
Supply, Journal of Economic Geography, 6: 71-89
GYOURKO, J., MAYER, C., SINAI, T. (2006) Superstar Cities, NBER Working
Paper No 12355, July 2006.

21

INGLEHART, R., NORRIS, P. (2003) Rising Tide, New York and Cambridge:
Cambridge University Press.
INGLEHART, R., WELTEL, C. (2005) Modernization, Cultural Change and
Democracy, New York and Cambridge: Cambridge University Press.
JACOBS, J. (1961) The Death and Life of Great American Cities, New York:
Random House.
JACOBS, J. (1969) The Economies of Cities, New York: Random House.
JÖRESKOG, K.G. (1973) Analysis of covariance structures, in Multivariate analysis
vol III. ed Krishnaiah. P.R., New York: Academic Press.
LANDIS, J. D., ELMER, V. (2002) New Economy Housing Markets: Fast and
Furious – But Different? Housing Policy Debate, 13(2): 233-274
LEY, D. (1994) Gentrification and the politics of the new middle class, Environment
and Planning D: Society and Space, 12: 53-74
LLOYD, R. CLARK, T. N. (2001) The city as an entertainment machine, In Research
in urban sociology, 6, Critical perspectives on urban redevelopment, ed Fox Gatham,
K. 357-78, Oxford: JAI/Elsevier.
LUCAS, R. (1988) On the Mechanics of Economic Development, Journal of
Monetary Economics, 22: 3-42.
MARKUSEN, A. SCHROCK, G. (2006) The Artistic Specialization and Economic
Development Implications, Urban Studies, 43(10): 1661-1686, forthcoming
NOLAND, M. (2005) Popular Attitudes, Globalization and Risk, International
Finance, 8(2):199-229
PAGE, S. (2007) The Difference, Princeton: Princeton University Press, forthcoming
22

ROBACK, J. (1982) Wages, Rents, and the Quality of Life, The Journal of Political
Economy, 90:6: 1257-1278.
SHAPIRO, J. M. (2006) Smart Cities: Quality of Life, Productivity, and the Growth
Effects of Human Capital, The Review of Economics and Statistics, 88(2): 324-335.
SIMON. C. (1998) Human capital and metropolitan employment growth, Journal of
Urban Economics, 43:223-43
SIMON, C., NARDINELLI, C. (1996) The Talk of the Town: Human Capital,
Information and the Growth of English Cities, 1861–1961, Explorations in Economic
History, 33(3): 384–413
SMITH, N. (1996) The New Urban Frontier: Gentrification and the Revanchist City,
London: Routledge
STENBERG, R.J. (Ed.) (1999) Handbook of Creativity, New York: Cambridge
University Press
RAUCH, J. (1993) Productivity Gains from Geographic Concentration of Human
Capital: Evidence from the Cities, Journal of Urban Economics, 34: 380-400
ZUKIN, S. (1995) The cultures of cities, Cambridge, Mass. and Oxford: Blackwell
Publishers

23

Figures:

BohemianGay Index

Talent

Income

Housing
Value

Fig. 1: Basic Path Model

BohemianGay Index

Talent

Income

Fig. 2: Revised Path Model

24

Housing
Value

Stamford

San Francisco

San Jose
Stamford

Santa Barbara

Santa Barbara

Oakland
Salinas

Salinas

Ventura
Bergen

Vallejo

Housing

Housing

Santa Fe

Naples
Monmouth

Jersey City
Provo

Gary

Columbia MO

Dubuque

Stockton

Iowa City
Las Vegas
Merced

Bloomington IN

New Bedford

Lawrence KS

Yuba City
Columbia MO

Visalia

Gainesville

Nassau

Los Angeles

Bryan-College Station

Houston

Champaign-Urbana

Tampa

Gainesville

Jackson MI

Oklahoma City
Lubbock

Lubbock

Elmira

Danbury
Seattle

Riverside

Modesto

Austin
Dallas

Bergen

Brockton

Fort Lauderdale

Modesto

Oakland

Orange County

Boston

San Luis Obispo

Greeley

Santa Rose
San Luis Obispo

Danbury

Nassau

Richland

San Francisco

Honolulu

Honolulu
Orange County

Stockton

San Jose

Santa Cruz

Santa Cruz

Topeka

Abilene
Enid

Pine Bluff

McAllen

Brownsville

Wichita

Odessa

Brownsville

Human_Capital

Bohemian_Gay_Index

Stamford
San Francisco

San Francisco
San Jose

San Jose

Santa Cruz

Santa Cruz

Honolulu

Honolulu
Oakland

Salinas

Orange County
San Luis Obispo

Nassau

Seattle

Orange County

Boston

Los Angeles

Housing

Housing

Corvallis

San Luis Obispo

Ventura
Santa Fe

Santa Barbara

Boulder

Bergen
New York

Vallejo

Oakland
Salinas

Santa Barbara

Barnstable

Naples
Bremerton

Yolo

Naples

Provo
Flagstaff

West Palm Beach
Sarasota

Merced
Yuba City

Dallas

Des Moines

Fort Myers

Merced

Punta Gorda

Houston
Topeka

Springfield IL

Cedar Rapids

Jacksonville FL
Springfield IL

Laredo

Wichita
Decatur AL

Decatur AL

Odessa Elmira

Enid

Odessa

Beaumont
McAllen

McAllen

Pine Bluff
Brownsville

Enid
Brownsville

Wages

Income

Fig 3: Scatter-graphs

25

Stamford

Human capital
BohemianGay Index
0.74***

0.43***
0.29***

Human
Capital

0.49**

Income

0.47***

Housing
Value

Creative Class

BohemianGay Index
0.47***

0.43***
0.55***

Creative
Class

0.22**

Income

0.47***

Housing
Value

Fig. 4: Path models for housing, income and the Bohemian-Gay Index

26

Human capital

0.74***

BohemianGay Index

0.66***

0.17***

Human
Capital

0.53**

Wages

0.13***

Housing
Value

Creative Class

0.47***

BohemianGay Index

0.66***

0.20***

Creative
Class

0.75**

Wages

0.13***

Housing
Value

Fig. 5: Path models for housing, wages and the Bohemian-Gay Index

27

Human capital

0.74***

BohemianGay Index

0.63***

0.41***

Human
Capital

0.25**

Technology

0.16***

Housing
Value

Creative Class

0.47***

BohemianGay Index

0.63***

0.46***

Creative
Class

0.30**

Technology

0.16***

Housing
Value

Fig. 6: Path models for housing, technology and the Bohemian-Gay Index

28

Tables:

Table 1: Descriptive Statistics
Standard
Obs

Mean

Deviation

Minimum

Maximum

Human Capital

326

23.72

7.43

11.05

52.38

Creative Class

299

20.30

5.88

8.55

42.73

Bohemian-Gay Index

326

0.876

0.281

0.44

2.87

Technology

328

0.701

2.253

0.00

29.96

Wages

331

13.428

3.700

5.153

30.311

Income

326

20.607

3.972

9.899

51.462

Housing

326

117.524

56.570

52.400

469.500

Table 2: Correlation Matrix for Key Variables

Human Capital

Human
Capital
1

Creative Bohemian- Technology
Class
Gay Index

Creative Class

.727(**)

1

Bohemian-Gay

.737(**)

.470(**)

1

Technology

.558(**)

.516(**)

.601(**)

1

Wages

.653(**)

.840(**)

.557(**)

.610(**)

1

Income

.701(**)

.474(**)

.648(**)

.578(**)

.723(**)

Housing

.643(**)

.291(**)

.731(**)

.544(**)

.494(**) .747(**)

** Correlation is significant at the 0.01 level (2-tailed).
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Wages

Income

Housing

1
1

Table 3: Regression results for income and wages
Variable
Wages

Eq 1

Eq 2

0.661***
(10.226)
1.519***
(20.206)

Income

Eq 3

Eq 4

-0.130*
(-1.816)

0.168***
(2.777)

1.662***
(15.315)

Bohemian-Gay
Index
Obs
R2 Adj

326
0.242

326
0.556

326
0.559

Eq 5

Eq 6
-0.243***
(-3.901)

0.958***
(11.095)

1.188***
(11.528)

0.827***
(14.627)

0.533***
(10.044)

0.568***
(10.773)

326
0.542

326
0.661

326
0.675

Table 4: Regression results for human capital and the creative class
Variable

Eq 1

Human Capital

0.769***
(15.118)

Eq 2

0.382***
(5.239)

Creative Class

Eq 3

Eq 4

1.098*
(14.316)

0.273***
(4.177)

-0.470***
(-5.744)

Bohemian-Gay
Index
Obs
R2 Adj

326
0.412

299
0.082

326
0.459
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Eq 5

Eq 6
0.557***
(6.333)

-0.065
(-1.434)

-0.377***
(-5.213)

0.704***
(10.281)

0.956***
(16.760)

0.669***
(9.535)

326
0.555

299
0.527

299
0.582

Table 5: Overall SEM results
Wages

Variables
Bohemian-Gay
Talent
Wages
Observations
R2
Income
Variables
Bohemian-Gay
Talent
Income
Observations
R2
Technology
Variables
Bohemian-Gay
Talent
Technology
Observations
R2

Human
Capital
Eq 1
0.771***

Human Capital
Wages
Housing
Eq 2
0.155***
0.474***

Eq 3
0.827***

0.168***
331
331
0.439
0.545
Human Capital
Human
Income
Housing
Capital
Eq 1
Eq 2
Eq 3
0.771***
0.177***
0.533***
0.287***
0.958***
331
331
331
0.543
0.529
0.663
Human Capital
Human
Technology Housing
Capital
Eq 1
Eq 2
Eq 3
0.771***
3.372***
0.790***
2.178***
0.023**
331
331
331
0.543
0.391
0.552
331
0.543
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Creative
Class
Eq 1
0.470***

Creative Class
Wages
Eq 2
0.187***
0.710***

331
0.224

331
0.751
Creative Class
Creative
Income
Class
Eq 1
Eq 2
0.455***
0.335***
0.139***
331
0.221

331
0.457
Creative Class
Creative
Technology
Class
Eq 1
Eq 2
0.457***
4.110***
2.823***
331
0.222

331
0.434

Housing
Eq 3
0.827***
0.168***
331
0.545
Housing
Eq 3
0.533***
0.958***
331
0.663
Housing
Eq 3
0.791***
0.023***
331
0.552

Table 6: SEM results by region size
Over 1 million population
Human Capital
Talent
Income
Housing
Variables
Eq 1
Eq 2
Eq 3
Bohemian-Gay 0.455***
0.023
0.644***
Talent
0.596***
Income
1.489***
Observations
61
61
61
R2
0.265
0.705
0.687
R2
0.265
0.623
0.511
500,000 to 1 million population
Human Capital
Talent
Income
Housing
Variables
Eq 1
Eq 2
Eq 3
Bohemian-Gay 0.705***
-0.074
0.518***
Talent
0.613***
Income
0.876***
Observations
42
42
42
R2
0.390
0.611
0.481
250,000 – 500,000 population
Human Capital
Talent
Income
Housing
Variables
Eq 1
Eq 2
Eq 3
Bohemian-Gay 0.992***
0.170
0.914***
Talent
0.370***
Income
0.836***
Observations
79
79
79
R2
0.614
0.531
0.716
Less than 250,000 population

Variables
Bohemian-Gay
Talent
Income
Observations
R2

Human Capital
Talent
Income
Housing
Eq 1
Eq 2
Eq 3
0.835*** 0.165*** 0.469***
0.139***
0.711***
144
144
144
0.531
0.400
0.565
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Talent
Eq 1
0.350***
61
0.132
0.132

Talent
Eq 1
0.117
42
0.013

Talent
Eq 1
0.580***
79
0.193

Talent
Eq 1
0.380***
144
0.159

Creative Class
Income
Housing
Eq 2
Eq 3
0.207***
0.644***
0.249***
1.489***
61
61
0.331
0.687
0.774
0.511

Creative Class
Income
Housing
Eq 2
Eq 3
0.325***
0.518***
0.281***
0.876***
42
42
0.309
0.481

Creative Class
Income
Housing
Eq 2
Eq 3
0.515***
0.914***
0.037
0.836***
79
79
0.413
0.716

Creative Class
Income
Housing
Eq 2
Eq 3
0.240***
0.469***
0.107***
0.711***
144
144
0.386
0.565

Appendix
Table 1: SEM results for wages and technology by region size
More than 1 million population
Human Capital
Eq 1
Variables
Bohemian-Gay

Talent
0.455***

Talent

Eq 2
Wages

Eq 3
Housing

0.060

0.833***

R2

0.455***

0.738***

Eq 2
Technology
0.929

Eq 3
Housing
0.861***

4.777***

Wages/Technology
Observations

Eq 1
Talent

0.629***

0.071***

61

61

61

61

61

61

0.265

0.623

0.511

0.265

0.438

0.504

Creative Class
Eq 1
Variables
Bohemian—Gay Index

Talent
0.350***

Talent

Eq 2
Wages

Eq 3
Housing

0.141**

0.833***

0.350***

0.727***

Eq 2
Technology
2.113**

Eq 3
Housing
0.861***

2.823***

Income/Wages/Technology
Observations

Eq 1
Talent

0.629***

0.071***

61

61

61

61

61

61

0.132

0.774

0.511

0.132

0.309

0.504

Eq 1

Eq 2

Eq 3

Eq 1

Eq 2

Eq 3

500,000 to 1 million population
Human Capital
Variables
Bohemian-Gay Index

Talent
0.705***

Talent

Wages

Housing

-0.323**

0.795***

R2

0.705***

0.847***

Technology
-0.138

Housing
0.784***

4.313***

Wages/Technology
Observations

Talent

0.132

0.016

42

42

42

61

61

61

0.390

0.595

0.304

0.390

0.385

0.303

Eq 1

Eq 2

Eq 3

Eq 1

Eq 2

Eq 3

Creative Class
Variables
Bohemian-Gay Index

Talent
0.132

Talent

Wages

Housing

0.171*

0.795***

R2

0.150

0.783***

Technology
2.368**

Housing
0.784***

3.558***

Wages/Technology
Observations

Talent

0.132

0.016

42

42

42

42

42

42

0.016

0.679

0.304

0.021

0.371

0.303

Technology

Housing

250,000 – 500,000 population
Human Capital
Talent
Variables
Bohemian-Gay Index

Eq 1
0.992***

Talent

Wages

Housing
Eq 3

Eq 1

0.011

1.349***

0.992***

0.620***

R2

Eq 2

Eq 3

1.227

1.283***

3.309***

Wages/Technology
Observations

Talent

Eq 2

0.022

0.018

79

79

79

79

79

79

0.614

0.499

0.620

0.614

0.369

0.625

Technology

Housing

Creative Class
Talent

Wages

Housing

33

Talent

Variables
Bohemian-Gay Index

Eq 1

Eq 2

Eq 3

Eq 1

Eq 2

Eq 3

0.584***

0.266***

1.349***

0.580***

2.962***

1.283***

Talent

0.617***

2.666***

Wages/Technology
Observations
R2

0.022

0.018

79

79

79

79

79

79

0.196

0.733

0.620

0.194

0.412

0.625

Technology

Housing

Less than 250,000 population
Human Capital
Talent
Variables
Bohemian-Gay Index

Wages

Housing

Eq 1

Eq 2

Eq 3

Eq 1

Eq 2

Eq 3

0.835***

0.025

0.658***

0.835***

2.451****

0.615***

Talent

0.341***

1.123

Wages/Technology
Observations
R2

Talent

0.034

0.016**

144

144

144

144

144

144

0.531

0.238

0.485

0.531

0.183

0.499

Creative Class
Talent
Variables
Bohemian-Gay Index

Wages

Housing

Housing

Eq 1

Eq 2

Eq 3

Eq 1

Eq 2

Eq 3

0.046

0.658***

0.379***

2.823***

0.616***

0.682***

1.449*

Wages/Technology
R2

Technology

0.388***

Talent
Observations

Talent

0.034

0.016**

144

144

144

144

144

144

0.154

0.684

0.485

0.158

0.194

0.499
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Introduction
In March of 2006 New Zealand’s dominant internet auction site, the eBay equivalent,
Trade Me was sold for a staggering NZ$700million (£235m/!342m) to the country’s
dominant newspaper group, Australian-owned, Fairfax. This internet site, which opened
for business in 1999, netted its owner, 30-year-old kiwi Sam Morgan, a colossal
NZ$230million (£80m) fortune. The remaining NZ$470m was shared among just
eleven other investors. In the days that followed the sale New Zealand’s media crowed
about the transaction. It was evidence, they mostly said, of the creativity and tenacity of
the site’s founder, and the inability of ‘old’ media to understand the nature of new
economy businesses (O’Sullivan, 2006; Gaynor, 2006; King, 2006). Among the
commentators was one Gareth Morgan.1 Morgan is a prominent New Zealand
economist, investment analyst and newspaper columnist. He is also Sam Morgan’s Dad,
and $47m richer from the Trade Me sale.2 While evidently proud of his son’s
achievement, Morgan senior used his newspaper column in the week of the sale to
__________
1
2

This is not the same Gareth Morgan who authored ‘Images of Organization’ (Sage, 2006).
As an investor in the site Morgan senior became a beneficiary of the sale. He has subsequently
announced that he doesn’t need the money and will give it to charity (Chalmers, 2006).
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identify the lessons that the development and sale of Trade Me offered. Firstly he
claimed the sale sent a message to young New Zealanders that they did not have to
travel to London or Sydney or elsewhere to do creative and subsequently valuable
things. It proved there were openings in the New Zealand economy for creative people
including those who did not fit-in as ‘functionaries’ in corporate ‘Dronesville’. He said
his son had opted out of his university study to avoid just such places. Trade Me
offers a beacon of hope that the contemporary New Zealand economy is not the preserve of State
and Foreign owned corporates that have vacancies only for journeymen (sic) and which, by their
very nature, choke innovation and certainly self-determination. (2006: 2)

Morgan’s column carries his by-line. But his claims about the value of creativity, the
importance of retaining it in a particular location, and the challenges it poses for
traditionally managed workplaces, are almost identical to the economic advice of
American creativity and regional development guru Richard Florida. As far as we are
aware Morgan and Florida have never met. But this isn’t necessary. What they share is
a form of knowledge with a particular degree of political and cultural cache. In this
essay we offer a critical review of this form of knowledge as elaborated in Florida’s key
thesis and we use the Trade Me sale to illuminate some of the problematic features of
Florida’s work. Here we focus largely on the original book, The Rise of the Creative
Class. Florida’s follow up texts – Flight of the Creative Class, Cities and the Creative
Class, and the DEMOS pamphlet Europe in the Creative Age – are largely appendices
to the original work. Each extends in empirical and prescriptive directions Florida’s
original thesis. In particular these texts explore the location and distribution of the
creative class across the US, Europe and around the World.

Why is Florida’s Work Engaging?
Richard Florida is no stranger to the question of the mobility of labour and capital.
Trained as an economic geographer his earlier books address the threat of Japanese
capital and production processes to US superiority in manufacturing in the 1990s
(Kenney and Florida, 1993; Florida and Kenny, 1990), and the failure of some US
companies to capitalise on high tech ideas (e.g. Xerox). This work does address the
mobility of elite forms of labour, particularly between firms. The ‘creative class’ thesis
throws this theme wider and explores the mobility between cites, regions and countries.
A key difference between the Rise of the Creative Class and the earlier works is the
style. Florida’s recent work has had a ‘best-seller’ make over (Furusten, 1999). The
earnest closely argued text of the first books has been replaced by a folksy, storied and
prescriptive style similar to other popularized academic authors [compare for example
Shoshana Zuboff (1988) and Zuboff and Maxim (2002)].
What is Florida’s ‘problem’? In broad terms it is the economic impact of a group of
mobile high value workers he labels the creative class and how nations, regions and
cities can maximise the impact of this group. His advice – stripped to its barest elements
– is the need to develop social and cultural environments that attract and retain this class
in countries (see The Flight of the Creative Class), cities (see Cities and the Creative
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Class) and regions (see the Europe in the Age of Creativity). So why might this work be
of interest to ephemera readers? For one thing Florida addresses the relationship
between social and cultural environment, and global flows of work and labour. And
secondly Florida offers a contemporary and popularized form of ‘class’ analysis.
On the first issue we ourselves were drawn to Florida’s work because we found it
flowing effortlessly into the texts of policy makers, politicians and commentators in our
location – Aotearoa/New Zealand. Our Minister for Economic, Regional and Industry
Development described Richard Florida as “one of the most influential people in the
world in economic development right now” (Anderton, 2004). Florida himself has
visited New Zealand, spoken at various government orchestrated ‘talk-fests’ and
featured Kiwi Lord of the Rings film maker Peter Jackson in the opening to his The
Flight of the Creative Class. For Florida the Jackson case demonstrates neatly his
creative class thesis. On the back of an extraordinarily profitable movie deal Jackson
and his chums have built a state of the art film-making complex in suburban Wellington
and drawn swathes of high tech ‘creatives’ from around the planet – particularly
California – to work there. According to Florida they come not only to work with each
other, but to live here. Place plays a role in their migration and retention. It is, in other
words, an independent variable in the distribution of labour and capital. The Jackson
case is, we might suggest, a rather more complex story but it nevertheless seems to
make sense to policy makers, politicians and business spokespeople in our place at
least. But how does Florida’s advice work? How does it work to make sense of what is
going on? It seems to us to work by taking a seemingly enormous and intractable
problem – the global mobility of work, labour and capital – and presenting it in a way
that is amenable to concrete solutions. This seems to make a lot of sense particularly for
those responsible for some very material and immovable resources e.g. nation states,
regions and cities. The solution, create a culturally diverse, tolerant, and simulating
local environment that aligns with the cultural and political identifications of this high
value group of workers, is to some degree achievable (symbolically at least). But how
does Florida frame this seemingly intractable problem? How does his approach make
sense of global mobility of labour, work and capital? He does it primarily through a
form of ‘class analysis’ and it is with this that we have some problems.
In the preface to The Rise of the Creative Class Richard Florida boldly identifies the
creative class as ‘the dominant class in society’. Why are they dominant? Well, because
they are the ‘purveyors of creativity’ (simple!). Despite this rather circular logic, his
claim is that a new, economically important, class of individuals is emerging whose call
on resources and/or ability to create surpluses comes down to their particular creative
abilities. On the face of it this seems like a perfectly reasonable claim. Before we
discuss some of the problem with this let us first note how Florida’s use of ‘class’
works rather nicely.
As a device for presenting his thesis, Florida’s use of ‘class’ allows him, rhetorically at
least, to locate this new group in a history of dominant ‘groups’. In his view such
groups include the feudal aristocracy and the bourgeoisie. Thus ‘class’, as a term,
allows him to dabble in a series of literatures that not only carry significant persuasive
weight. They have also, for various reasons let’s say, fallen into disuse. This ‘disuse’
means that some of the negative connotations of ‘class’ have fallen away. But the key
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problem here is that for Florida ‘class’ is, largely, a form of social and cultural identity
while the economic relations and processes that form or contribute to the formation of
these identities is not presented. Florida’s take on class is, in other words, rather narrow.
We can illustrate this neatly with Florida’s celebration of the founders of Google, eBay
and Amazon (like Morgan Senior with respect to Trade Me). Like Morgan Senior,
Florida seems to be at a loss to explain just how the extraordinary quantities of value
these businesses have accumulated are actually produced, let alone discuss the basis
upon which this value is distributed. What both commentators offer instead is a claim
that attributes the value embedded in these firms to a magic, precious, mysterious and
extraordinary quality they call ‘creativity’. Instead of a discussion of how Google, eBay
and Trade me are off-spring (but in a different space) of older industrial value
production and distribution formulas, Morgan and Florida attribute the success of these
businesses to personalized attributes and dispositions that include an impatience with
bureaucracies, non-conventional social and cultural behaviours and extensive use of
new technologies. In place of discussion of the complex set of social, political and
economic processes involved we get simply ‘creativity’. Creativity seems to be inserted
into the gap between assembling a certain group of workers, users and customers
together and the wealth that seems to miraculously accrue from this formation.
So how is the extraordinary wealth that the likes of Google, eBay and (locally) Trade
Me (that Florida lauds as expressions of the work of the creative class) realized,
appropriated and distributed? The fact is that the economic returns from these firms is
largely due to their ability to reproduce on the internet, and thus on an internet scale,
business practices that bricks and mortar companies pioneered. Furthermore, much of
the value of ebay, Google and Trade me is a function of the internet activity we produce
as users, traders, visitors and webpage builders. So just as supermarket owners charge
grocery producers for space on their shelves (because they have been able to assemble
an audience of ‘passers-by’), market square owners charge traders for space to sell
goods, television companies charge advertisers on the basis of the number of watchers
they have assembled into an audience, and press barons get rich filling newspapers with
small ads, these new economy businesses have found cyber-spatial ways of
appropriating value from the activity of others (those that once watched, now ‘click’).
Of course, doing the ‘same again’ in a new space isn’t easy. There is a lot of hard work
to do and some very difficult problems to solve but there’s nothing particularly
mystifying about this. If you read Florida’s books, and Morgan’s column, such
processes seem to be regarded as ‘magic’!
What we might suggest is that Morgan and Florida are simply doing a particular kind of
job here. They have been seduced by a cloud of ‘creativity’ (see for extended discussion
Bill, 2004; Prichard, 2003) that makes the rather more mundane economic relations at
stake more engaging. And then, for good measure, they put themselves in the position
of arbiters of truth about these ‘magicians’. In both cases they then also go a little
further and offer guidance to politicians, policy makers and business analysts on how to
pander to the seemingly idiosyncratic life-styles of these new receivers of surplus.
This is not to say that Florida’s presentation of the ‘creative class’ and his guidance on
how to woo or keep them to one’s city, region or nation is not without novelty. For
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Florida the ‘creative class’ is a reincarnation of the bohemian spirit of ‘subversion’.
This is not bohemian depravity or debauchery however. It is the subversion of
established institutional processes (functionaries in ‘Dronesville’, as Morgan noted) and
the ‘evils’ that these create. For the creative class “(t)he real enemy was not the
oppressive capitalist economic order but the suppression of key elements of the human
spirit by the prevailing culture” (2003: 194). With the enemy identified the tools for
combating it are clear. In his three books Florida advises managers and policy analysts
to build into their cities, regions and nations a subversive, bohemian ethic that mirrors
the same bohemian style of economic production. “The Big Morph
[change]…encompasses the sphere of work and involves an interpenetration of new
work forms with new lifestyle forms” (Florida, 2003: 192). The aim then is to create
cultural and physical environments where there is greater continuity between economic
and social identities. Florida offers the same kind of advice for managers. But this is
rather more humdrum. It amounts to support for familiar calls for the dismantling of the
boundary between work and home (Arthur & Rousseau, 1996; du Gay, 1991; Kanter,
1990).
Our next problem is with Florida’s ‘class structure’. In staking out the rise of the
creative class Richard Florida puts himself in a position of having to delineate the shape
of the new class society. His typology includes three categories: the super creative core
(SCC), the creative professional (CP), and non-creative class (NC). The latter is the
service (or servant) class. They take out the Creative Class’ rubbish, make them their
coffee, iron their collarless shirts, and generally supply the labour necessary to keep
them in place. Meanwhile Florida’s creative class is divided into two. At the top of the
heap is the elite ‘Super Creative Core’ (SSC) of scientists, engineers, novelists and
those that supply the ‘thought leadership of modern society’. These super creatives owe
their position to their ability to
produce new forms or designs that are readily transferable and widely useful – such as designing a
product that can be widely made, sold and used; coming up with a theorem or strategy that can be
applied in many cases; or composing music that can be performed again and again. (2003: 69)

Second tier ‘creative professionals’ (CP) are those in business, finance, law, health care
and related fields that make the Super creative core’s work possible and valuable.
Florida suggests their subordinate positioning is due to their lower levels of useful
(meaning ‘surplus’ realizing) output. The line between super creatives and the (average)
creatives is fuzzy. But the line between the creatives and the non-creatives is more
indelible. Non-creatives are in manufacturing, construction, transportation and the
myriad of service industries e.g. personal care, food service and clerical occupations
who seemingly do, compliantly, what the creatives ask. As a corollary to this typology
Florida also offers some notes on mobility between classes. One form of mobility is
clearly downward. Many fall through the creative gaps and into the service/servant
class, he says. Not only are certain jobs continuing to be de-skilled, or as he puts it ‘decreatified’, the rise of the well paid but busy creative class has created a demand for a
service/servant class who will “take care of them and do their chores” (Florida, 2003:
71).
What about mobility into the creative class? College students or highly educated
immigrants get a mention here but for those without access to the privileges of
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education and/or creative social networks, the opportunities for being recognised as
(and rewarded for) being creative are extremely limited. “At its minimum-wage worst,
life in the Service Class is a gruelling struggle for existence amid the wealth of others”
(Florida, 2003: 71).
Florida’s ‘class structure’ is effectively a simple delineation between those who ‘think’
and those who ‘do’. But how does ‘thinking’ (or rather ‘creating’) translate into wealth?
Florida’s answer is that ‘thinking’ amounts to a reinvention of craft work. Unlike the
low cost Scientific Management/Fordist response to competition, Florida claims that the
new era of competition reinvests the creative worker with craft knowledge and this
offers control over their means of production. Through creative craft knowledge “more
workers than ever control the means of production because it is inside their heads; they
are the means of production” (2003: 37). Of course to a point this has always been the
case. Some groups of workers do at certain points and under certain circumstances
manage to extend their control of the production process and successfully exercise a
claim on the surplus value they have produced. It is clearly ludicrous to suggest that
Peter Jackson and his chums are not without control over their production processes and
through this extend their claim over the value produced by their work. But this is some
way short of control of the means of production of the film industry or, in the case of
the whole creative class’, of economic activity in general. In Jackson’s case for instance
he continues to wrestle NewLine Cinema (a subsidiary of Time-Warner) via legal
means for his share of returns from the first Lord of the Rings movie (Johnson, 2005).
Time Warner financed the movies and did the distribution and marketing. Jackson’s
argument is that Time Warner manipulated the movie’s total value figure (upon which
Jackson’s share is based) by selling movie rights at discounted rates to Time Warner
subsidiaries. In other words, the creatives might control the production processes but
this matters for little if they are unable to extend control to those moments and spaces
where value is realized. This issue leads us to question Florida’s claim that the rise of
the ‘creative class’ is akin to the rise of the bourgeoisie or feudal aristocracy. There is a
significant qualitative difference between the rise of a certain group of high value
labourers, such as Florida’s creative class, and the position of being primary or first
receivers of the surpluses produced and realized from that work.
What Florida gains from using terms like ‘means of production’ and the ‘bourgeoisie’ is
some rhetorical leverage on his claims while ultimately class for him is found in the
cultural and social identity of particular groups and he distances himself from
discussion of the economic relations at stake. For example he writes:
I am not talking here about economic class in terms of the ownership of property, capital or the
means of production. If we use class in this traditional Marxian sense, we are still talking about a
basic structure of capitalists who own and control the means of production, and workers under
their employ. But little analytical utility remains in these broad categories of bourgeoisie and
proletarian, capitalist and worker. (Florida, 2003: 68)

In other words, Florida wants it both ways. He leverages the rhetorical appeal of a
Marxian approach to class in general (‘means of production’ etc) and then says that
traditional Marxian approach to class has little remaining utility. One could simply see
this as shoddy scholarship. We would prefer to see it as opting for a singular form of
class analysis when, in fact, there are others that might have been considered. Contrary
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to Florida’s claim, the Marxian tradition includes many more forms of class analysis.
Class’ can refer to ‘ownership’, of course, but it can also refer to ‘consciousnesses’, or
to ‘struggle’, or to a particular group or to the positions in relations of distribution (of
surplus value). In other words class is not a noun, but an adjective as well (Resnick and
Wolff, 1987). It describes things and names things. It can describe different forms of
‘ownership’, ‘consciousnesses’, ‘struggle’ and practices and positions in the distribution
of value. At best Florida has simply ignored these other ways of understanding ‘class’.
This is not to claim that Florida’s work lacks some ethical or political sensibility.
Despite his celebration of ‘creativity’, and his celebration of the group he ascribed it to,
Richard Florida criticises his favoured class for its lack of direction and sense of
purpose. The creative class is not doing enough to help others or to realize its social
mission. This might be the case. From our perspective this ‘tub thumping’ is however a
poor substitute for some critical commentary on the economic processes that help
produces this group in the first instance.

Relations of Meaning and Relations of Distribution
The key problem is that Florida has confused the appearance of a certain cultural and
social identity with change in the economic processes of value distribution. It is
certainly true that Sam Morgan’s Trade Me articulated a certain cultural logic: no-collar
workplaces full of young workers with little respect for bureaucratic rules and
traditional organizational practices. But we should not then assume that the rules of
economic exchange followed from these new norms and identities. Trade me was also
constituted in such a way that a certain group, when the time came, were able to assert
their claim over and privatise a significant quantity of economic value sourced to the
activity surrounding the Trade Me web environment. The staff might have never gone
to work in a tie, but when the time came Sam Morgan and his business angels (as the
press called his fellow investors) were securely in position to take possession of a truly
handsome fortune. The point is that we should not confuse the social and cultural
norms, behaviours and dispositions of a group of intellectually able workers with the
class practices of asserting a claim on and receiving the economic value from the
activities of others.
The final problem, and perhaps what finally sinks Florida’s claim to have spotted the
emergence of a new class to challenge the bourgeoisie, is the continuity of big business.
Florida notes that “companies, including very big ones, obviously still exist, [and] are
still influential and probably always will be” (Florida, 2003: 6). He also writes that
our money is managed not by upstarts but by large financial institutions. The resources that power
our economy are similarly managed and controlled by giant corporations. (Florida, 2003: 27)

What Florida is observing here is little or no change in the core institutionalized
formations. Big business (Microsoft, Intel, etc.) and finance capital not only continue to
exist but are actually very important, as Florida admits, to the creative class. They
provide useful services; bring creative products to mass markets faster and most
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importantly make the creative class materially rich with their acquisition strategies. So,
one has to ask, just what has changed?

Concluding Points
Ultimately Florida is a geographer who confused the appearances and dispositions of a
social group with the relations and processes that produces them. The likes and dislikes,
cultural and social identities, expectations and global mobility of a particular swathe of
intellectually able workers is certainly a feature of contemporary capitalism. But this
grouping has in no way changed the core relations and processes involved. Far from
rivalling the bourgeoisie, as Florida claims, some members of this group have simply
taken up positions as the new receivers of surpluses and thus are heir to established
relations. Of course the particular social and cultural characteristics (and how they
orchestrate productive relations) of this group may well differ to some degree from
those who populate ‘Corporate Dronesville’ (to quote Gareth Morgan). Also the above
normal surpluses he identifies are being appropriated from quite different sites e.g.
software and internet real estate. But this is an empirical feature. The core distributive
mechanisms, those that give some a living (or less than a living) and make others the
beneficiaries of very serious fortunes, have changed little. Ultimately the likes of Sam
Morgan and his eleven ‘angels’ are just the next generation of beneficiaries of the social
formation that funnels extraordinary wealth into the pockets of those who by
comparison with the numbers involved in actually producing this wealth – can (almost)
fit on the head of a pin.
Of course Florida’s work doesn’t entirely ignore wealth appropriating mechanisms. The
Rise of the Creative Class includes a few pages on the importance of a vibrant venture
capital system (2003: 48-52) to the creative economy. But Florida’s discussion of these
mechanisms is disconnected from the problems they help to create. Late in The Rise of
the Creative Class Florida worries that the “worsening divides in our society” will
“eventually limit our long-run economic growth and development” (2003: 321). He
calls on everyone to “create new mechanisms for building social cohesion” (2003: 323).
Sadly Richard Florida himself seems unable to see any connection between the need to
connect these mechanisms and the already established mechanisms of wealth
distribution.
We could regard Florida’s failure to connect these mechanisms as a weakness of the
text. But it is much more than this. It is a systematic fault-line in this and other texts like
it that link wealth and identity, but keep these features disconnected from the particular
mechanisms of wealth production and distribution. But then is this where we find the
value of Florida work? Maintaining this ‘fault-line’ allows his texts to flow effortlessly
into the speeches of politicians, the programmes of policy makers and the column
inches of economic journalists who, arguably, are in the same business of creating
mystifying forms of knowledge (like the one named ‘creativity’) without attending to
the particular mechanisms and processes that surround them.
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Creative class, rising
‘Be creative — or die’ is how Salon writer Christopher Dreher summarized the new
urban imperative: ‘cities must attract the new “creative class” with hip neighborhoods,
an arts scene and a gay-friendly atmosphere — or they’ll go the way of Detroit’ (2002:
1). The occasion was an interview with Richard Florida, whose newly-released book,
The Rise of the Creative Class: And how it’s Transforming Work, Leisure, Community
and Everyday Life was already on the way to becoming both an international bestseller
and a public-policy phenomenon. The book’s thesis — that urban fortunes increasingly
turn on the capacity to attract, retain and even pamper a mobile and finicky class of
‘creatives’, whose aggregate efforts have become the primary drivers of economic
development — has proved to be a hugely seductive one for civic leaders around the
world, competition amongst whom has subsequently worked to inflate Florida’s
speaking fees well into the five-figure range. From Singapore to London, Dublin to
Auckland, Memphis to Amsterdam; indeed, all the way to Providence, RI and Green
Bay, WI, cities have paid handsomely to hear about the new credo of creativity, to learn
how to attract and nurture creative workers, and to evaluate the latest ‘hipsterization
strategies’ of established creative capitals like Austin, TX or wannabes like Tampa Bay,
FL: ‘civic leaders are seizing on the argument that they need to compete not with the
plain old tax breaks and redevelopment schemes, but on the playing fields of what
Florida calls “the three T’s [of] Technology, Talent, and Tolerance” ’ (Shea, 2004: D1).
According to this increasingly pervasive urban-development script, the dawn of a ‘new
kind of capitalism based on human creativity’ calls for funky forms of supply-side
intervention, since cities now find themselves in a high-stakes ‘war for talent’, one that
can only be won by developing the kind of ‘people climates’ valued by creatives —
urban environments that are open, diverse, dynamic and cool (Florida, 2003c: 27).
Hailed in many quarters as a cool-cities guru, assailed in others as a new-economy
huckster, Florida has made real waves in the brackish backwaters of urban economicdevelopment policy. As the conservative critic Steven Malanga (2004: 36) has observed,
the ‘notion that cities must become trendy, happening places in order to compete in the
twenty-first century economy is sweeping urban America . . . A generation of leftish
policy-makers and urban planners is rushing to implement Florida’s vision [just as] an
admiring host of uncritical journalists touts it’. In the field of urban policy, which has
hardly been cluttered with new and innovative ideas lately, creativity strategies have
quickly become the policies of choice, since they license both a discursively distinctive
and an ostensibly deliverable development agenda. No less significantly, though, they
also work quietly with the grain of extant ‘neoliberal’ development agendas, framed
around interurban competition, gentrification, middle-class consumption and placeThanks to Chris Gibson, Graham Haughton, Wendy Larner, Marc Levine, Andrew Leyshon, Dave McBride,
Eugene McCann, Rianne Mahon, Peter Marcuse, Ann Markusen, Phil O’Neill, Norma Rantisi, Nik Theodore
and Anthony Vigor for comments on an earlier draft of this paper, and to participants at the Studies
in Political Economy conference, York University, Toronto, 3–5 February 2005, where this article was
first presented. Responsibility for the arguments here is mine.
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marketing — quietly, in the sense that the banal nature of urban creativity strategies in
practice is drowned out by the hyperbolic and overstated character of Florida’s sales
pitch, in which the arrival of the Creative Age takes the form of an unstoppable social
revolution. These claims are large and loud, and they have undeniably enlivened urbanpolicy debates. The Rise of the Creative Class has been described as ‘the most popular
book on regional economies in the past decade’ (Glaeser, 2004: 1), having garnered
awards and acclaim from sources as varied as the Washington Monthly, Harvard
Business Review, the Modesto Bee, Entrepreneur.com, Money magazine, the Phoenix
New Times, and actress Cybill Sheppard. ‘Although the idea of a professor of regional
development being a celebrity’, Dreher knowingly observes, ‘seems like a contradiction
in terms . . . Richard Florida is managing that feat’ (2001: 1).
Somewhat implausibly, the architect of this feat claims not to have seen this coming.
Apparently, some confluence of the deep currents of historical destiny and the froth of
happenstance placed this particular surfer atop the wave of creativity, one who purports
to be ‘amazed by how quickly city and regional leaders began to use my measures and
indicators to shape their development strategies’ (Florida 2002: x). The critiques and
attacks were also ostensibly unanticipated. Pointed, sarcastic, and in some cases plain
nasty criticisms have come from the right, from economically conservative bastions like
the Manhattan Institute and from a tawdry band of anti-immigrant and homophobic
groups, who variously construct Florida’s thesis as an attack on (big) business-oriented
development strategies and suburban lifestyles, if not a frontal assault on ‘family values’.
Responses from the left have been more patchy but in some respects just as vigorous,
ranging from skeptical screeds in the Democratic Leadership Council’s Blueprint
magazine to snide cultural critique in The Baffler. Innocent, aloof, or tactically perching
on the fence, Florida maintains that:
Such heated rhetoric puzzles me; I harbor no hidden agendas. I am a political independent,
fiscal conservative, social liberal, and believer in vigorous international competition and free
trade. Over the course of a twenty-year academic career, I have voted for and served under
Democrats and Republicans. Today, I work closely with mayors, governors, business, political,
and civic leaders from both sides of the aisle on economic development issues, and a good
deal of the time, I cannot even tell who is Republican and who is a Democrat (2004b: ii).

This ambiguity is echoed in the politically ambivalent arguments contained in The Rise
of the Creative Class, which mixes cosmopolitan elitism and pop universalism,
hedonism and responsibility, cultural radicalism and economic conservatism, casual and
causal inference, and social libertarianism and business realism. The irreverent,
informal, sometimes preachy, but business-friendly style is in many ways a familiar one,
echoing as it does the lifestyle guides, entrepreneurial manuals, and pop sociologies of
the new-economy era (see Frank, 2000; Maliszewski, 2004). As one of Florida’s former
teachers, Peter Marcuse (2003: 40), said of the book: ‘Well written in an almost chatty
style, it reads like a series of well-crafted after-dinner speeches at various chamber of
commerce dinners’. Recall also that the new-economy discourse of the late 1990s,
epitomized by magazines like Fast Company, was replete with paeans to the creativity,
if not artistry, of its casually-dressed entrepreneurial heroes (Cox, 1999; Thrift, 2001).
The vast how-to literature that sought to ‘manualize’ the associated techniques and
habits of mind, so as to meet and make a market for creative aspirants, often did so,
moreover, by proclaiming the productive virtues of heterodox association, of mixing
heterogeneous ideas, actors, processes and things (see Osborne, 2003). Florida’s streetlevel analog of such attempts to ‘harness’ creativity comes in the form of a celebration
of the buzzing, trendy neighborhood, a place where everyday innovation occurs through
spontaneous interaction, a place literally ‘seething with the interplay of cultures and
ideas; a place where outsiders can quickly become insiders’ (2002: 227). For Florida,
such places are the very fonts of creativity, essentially because they attract creative
people. Ensuring that creatives are ‘welcomed’, by extension, becomes the new task for
cities. ‘Thus, the old mode of people moving to follow jobs is turned on its head’, Baris
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(2003: 42) writes, as in order to compete in the new race for talent, cities ‘must
restructure themselves for the Creative Class’s needs much as companies have already
done’.
Even as The Rise of the Creative Class retreads some familiar ground, deploying
some established discursive routines, it also does some very distinctive work of its own.
While clearly tapping into many of the same ‘cultural circuits of capitalism’ as its neweconomy predecessors (see Thrift, 2001) — Fast Company, for example, is featured on
Florida’s bulging and bright www.creativeclass.org web site as one of ‘our allies’ —
the book opens up new territory by yoking these new managerial orthodoxies to a
specific, and in many translations strikingly concrete, urban development agenda.
While the new business knowledges of the 1990s helped make new kinds of managers,
establishing novel ways of ordering, reading and acting in the world, and establishing
a ‘kind of grammar of business imperatives’ (Thrift, 2001: 416), the creative-cities
script has found, constituted and enrolled a widened civic audience for projects of newage urban revitalization, anointing favored strategies and privileged actors, determining
what must be done, with whom, how and where. And the tone is appropriately
declarative and direct: ‘I like to tell city leaders that finding ways to help support a
local music scene can be just as important as investing in high-tech business and far
more effective than building a downtown mall’ (Florida, 2002: 229). This is a script
that gives urban actors significant new roles, while prodding them with talk of new
competitive threats, and on recent evidence they have been extremely keen to get in on
the act. A strikingly large number of cities have willingly entrained themselves to
Florida’s creative vision.
Notwithstanding the issue of the intrinsic value of Florida’s insights, a perhaps more
pertinent question concerns why they have struck such a chord amongst urban elites.
Where, in other words, did the audience for Florida’s arguments come from? Apart
from his obvious promotional and presentational skills, what made him ‘the toast of
city conferences from Toronto to Auckland’ (Steigerwald, 2004: 1)? Why was the
mayor of Denver moved to buy multiple copies of the book, distributing them as
bedtime reading for his senior staff, while initiating a strategy to rebrand the city as a
creative center (Shea, 2004)? Why was the Government of Singapore moved to relax
its absurd restrictions on homosexuality, and for that matter busking and bungeejumping, in the name of spurring urban-economic innovation (Economist, 2004)? Why
was the Governor of Michigan so profoundly taken by Florida’s arguments that she
posed in fashionable shades when launching a ‘Cool Cities’ program across the state,
in order to attract and retain those ‘urban pioneers and young knowledge workers who
are a driving force for economic development and growth’ (Michigan, 2004a: 1)? Why
did a large group of chosen ones embark on a creative pilgrimage to Memphis, TN in
order to appoint themselves as ‘the Creative 100’, issuing a Memphis Manifesto (see
Figure 1), and publicly committing its principles of ‘helping communities realize the
full potential of creative ideas’ (Creative 100: 2003: 2)? What, in other words,
motivates the disciples of the new-found cult of urban creativity? What does the
demand side of the creative-cities phenomenon look like? As Gibson and Klocker
(2004: 431) point out, for all the rapid international diffusion of Florida’s prescriptions,
‘little critical attention [has been] paid to the structures and networks that support,
sustain and profit from [their] circulation’. These are the questions addressed here. The
first step, though, must be to get a fuller sense of the vulgate itself. Welcome to the
Creative Age . . .

Creative juices
Florida’s argument in The Rise of the Creative Class is, at the same time,
straightforward and rather elusive. Its gist is that we have entered an age of creativity,
comprehended as a new and distinctive phase of capitalist development, in which the
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The Creative 100 are dedicated to helping communities realize the full potential of creative ideas
by encouraging these principles:
1) Cultivate and reward creativity. Everyone is part of the value chain of creativity. Creativity can
happen at anytime, anywhere, and it’s happening in your community right now. Pay attention.
2) Invest in the creative ecosystem. The creative ecosystem can include arts and culture, nightlife,
the music scene, restaurants, artists and designers, innovators, entrepreneurs, affordable spaces,
lively neighborhoods, spirituality, education, density, public spaces and third places.
3) Embrace diversity. It gives birth to creativity, innovation and positive economic impact.
People of different backgrounds and experiences contribute a diversity of ideas, expressions,
talents and perspectives that enrich communities. This is how ideas flourish and build vital
communities.
4) Nurture the creatives. Support the connectors. Collaborate to compete in a new way and get
everyone in the game.
5) Value risk-taking. Convert a “no” climate into a “yes” climate. Invest in opportunity-making,
not just problem-solving. Tap into the creative talent, technology and energy for your community.
Challenge conventional wisdom.
6) Be authentic. Identify the value you add and focus on those assets where you can be unique.
Dare to be different, not simply the look-alike of another community. Resist monoculture and
homogeneity. Every community can be the right community.
7) Invest in and build on quality of place. While inherited features such as climate, natural
resources and population are important, other critical features such as arts and culture, open
and green spaces, vibrant downtowns, and centers of learning can be built and strengthened.
This will make communities more competitive than ever because it will create more opportunities
than ever for ideas to have an impact.
8) Remove barriers to creativity, such as mediocrity, intolerance, disconnectedness, sprawl,
poverty, bad schools, exclusivity, and social and environmental degradation.
9) Take responsibility for change in your community. Improvise. Make things happen.
Development is a “do it yourself” enterprise.
10) Ensure that every person, especially children, has the right to creativity. The highest quality
lifelong education is critical to developing and retaining creative individuals as a resource for
communities.

Figure 1 The Memphis Manifesto (source: www.memphismanifesto.com)

driving forces of economic development are not simply technological and
organizational, but human. In essence, the book seeks to describe a new new economy,
in which human creativity has become the ‘defining feature of economic life . . . [It]
has come to be valued — and systems have evolved to encourage and harness it —
because new technologies, new industries, new wealth and all other good economic
things flow from it’ (Florida, 2002: 21). Creative types have always been critical to
capitalist growth, of course, but in the past few decades, so the argument here goes,
they have grown both in number and influence, such that they now account for some 38
million US workers (or about 30% of the workforce), and therefore justify proper-noun
status — ‘the Creative Class has become the dominant class in society’ (Florida, 2002:
ix). This discovery having been made, the challenge is to understand what makes the
members of this class tick, how they like to spend their money and their (precious)
time, what they want. As the source, apparently, of all good economic things, the
Creative Class must be nurtured and nourished, its talents must be harnessed and
channeled. And the stakes here could hardly be higher: in addition to getting the
technological basics right, companies and cities must make purposive efforts to
establish the right ‘people climate’ for the favored class of creatives, ‘or they will
wither and die’ (Florida, 2002: 13).
International Journal of Urban and Regional Research
© 2005 The Author.
Journal Compilation © 2005 Joint Editors and Blackwell Publishing Ltd.

744

Jamie Peck

Yet while this is an urgent task, it is by no means an easy one, because figuring out
what the Creative Class wants means adopting an entirely new analytical and political
mindset, and, even then, learning to accept that creatives will not be pushed around,
that their behavior will be difficult to predict, and that above all they need space to
‘actualize their identities’. The old categories of class analysis are manifestly
inadequate to this task, because in this ‘post-scarcity, post-material’ stage of
capitalism, the ownership and control of property in the physical, bricks-and-mortar
sense no longer matters, since the only property with any salience is the new
überclass’s ‘creative capacity [which] is an intangible because it is literally in their
heads’ (Florida, 2002: 68). Such is the radical nature of this challenge to extant
systems of social and economic order, which Florida equates to the transition from
feudalism to factory capitalism, that the rules of the game have forever changed.
Modestly, Florida claims no unique insight into these new realities, but instead
presents his argument as a voyage of discovery (2005a: 1). The voyage began in
1999, somewhat inauspiciously, with a series of focus groups with Carnegie Mellon
management students, assembled with a view to answering the innocuous question,
‘How do you choose a place to live and work?’ From here came what Florida
describes as the ‘initial hunches’ concerning the rise of the Creative Class (quoted in
Dreher, 2002: 2). This group of aspiring professionals, it transpired, were not simply
motivated by material rewards, like salaries and stock options and suburban security,
but instead wanted to live exhilarating lives in interesting places, to be challenged and
stimulated 24/7. Particular jobs would come and go — such is the nature of the new,
creative economy. What really mattered, the as yet unnamed creative class revealed,
were these magnetic ‘qualities of place’. As Florida explained of this revelation, his
focus-group respondents had precise demands to match their precocious talents,
wanting their city ‘to be creative, we want it to be exciting, we want all kinds of
amenities, we want to have outdoor sports, extreme sports, rollerblading, cycling, art
scene, music scene’ (quoted in Dreher, 2002: 2–3). The creatives, apparently, wanted
it all, but this should not be confused with some shallow expression of cultural
hedonism or conspicuous recreation, about which so much was made in the neweconomy era of the late 1990s. The fateful events that were soon to pass — the tech
bust and 9/11 — would underscore the profound nature of this incipient social
transformation:
Economic shifts are . . . altering the structure of everyday life. The rise and decline of the New
Economy did not cause these changes, though it did help push them to the surface and make
them more noticeable. In a deeper and more pervasive way, the September 11, 2001, tragedy
and subsequent terrorist threats have caused Americans, particularly those in the Creative
Class, to ask sobering questions about what really matters in our lives. What we are witnessing
in America and across the world extends far beyond high-tech industry or any so-called New
Economy: It is the emergence of a new society and a new culture — indeed a whole new way
of life. It is these shifts that will prove to be the most enduring developments of our time. And
they thrust hard questions upon us. For now that forces have been unleashed that allow us to
pursue our desires, the question for each of us becomes: What do we really want? (Florida,
2002: 12, emphasis added).

If the NASDAQ crash exposed the lie that technology alone would secure the economic
future, 9/11 sent the Creative Class on a search for its calling. Florida himself was so
shaken by these events that he canceled his speaking engagements for a time, and
watched TV.
It is this shared awakening of an incipient Creative-Class consciousness that Florida
sets out both to chronicle and to enable, typically adopting a second-person mode of
communication, while weaving often excruciating details of his own biography, lifestyle
and consumption habits into a new-age narrative of individual freedom, economic
destiny and slowly-dawning social responsibility. Not infrequently, these less-thananalytical musings descend into self-indulgent forms of amateur microsociology and
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crass celebrations of hipster embourgeoisement.1 By implication, the choices made by
Richard and his Creative Class, which right down to the selection of kitchen utensils
and hairstyles are minutely documented in the book, are validated because they are being
made by the Chosen Ones. And play and consumption really matter here because
creatives confront the unique challenge of fitting these in around their demanding work
schedules,2 squeezing in a quick bike ride or latte at the art gallery before starting the
second shift. While many members of this class are understandably absorbed in the tasks
of nurturing their own creativity through work and play — the fusion of which Florida
terms the ‘Big Morph’ — they also bear an (as yet unrealized) responsibility, a
responsibility to lead. Florida (2002: 315, 326) informs his fellow creatives that they
‘need to see that their economic function makes them the natural — indeed the only
possible — leaders of twenty-first century society . . . [W]e must harness all of our
intelligence, our energy and most important our awareness. The task of building a truly
creative society is not a game of solitaire. This game, we play as a team’.
Glimpses of the kind of society the creatives might build are to be found, we learn,
in the distinctive locational decision-making of the talented, whose revealed preferences
are quite unambiguous. The Creative Class seek out tolerant, diverse and open
communities, rich in the kind of amenities that allow them precariously to maintain a
work-life balance, together with experiential intensity, in the context of those demanding
work schedules. Uniquely suffering from a relentless ‘time warp’, creatives gravitate
towards ‘plug and play’ communities, where social entry barriers are low, where
heterogeneity is actively embraced, where loose ties prevail, where there are lots of other
creatives to mingle with, where they can ‘validate their identities’ (Florida, 2002: 304).
One of the primary indicators of these diagnostically critical conditions — of openness
and tolerance — is the conspicuous presence of gays and lesbians, characterized here
as the ‘canaries of the creative economy’, because of the way in which they signal a
‘diverse, progressive environment’, thereby serving as ‘harbingers of redevelopment and
gentrification in distressed urban neighborhoods’ (Florida and Gates, 2005: 131). Should
these avant-garde economic indicators somehow be overlooked, more concrete clues —
which have not been lost on urban planners and consultants — include ‘authentic’
historical buildings, converted lofts, walkable streets, plenty of coffeeshops, art and livemusic spaces, ‘organic and indigenous street culture’, and a range of other typical
features of gentrifying, mixed-use, inner-urban neighborhoods.3 Creatives want edgy
cities, not edge cities. They contemptuously reject suburbia, the ‘generica’ of chain
stores and malls, and places that are oriented to children or churches. Indeed, many of
the mundane and time-consuming tasks of social reproduction are also spurned by
creatives, amongst whom ‘marriage is often deferred and divorce more common’; they
1

‘The person who cuts my hair’, Florida (2002: 76) informs us, ‘is a very creative stylist . . . and drives
a new BMW. The woman who cleans my house is a gem [who will] suggest ideas for redecorating;
she takes on these things in an entrepreneurial manner. Her husband drives a Porsche’. Meanwhile,
bicycling is hailed as a ‘de rigueur social skill’ for creatives, who can’t get enough of the experiential
thrills associated with ‘the up-and-down pumping of the legs’, since ‘to climb onto a bicycle and
become the engine is a truly transformative experience — a creative experience’ (Florida, 2002: 174,
181–2). Chris Lehmann (2003: 167) responds that, ‘the bicycle supplies an apt metaphor for the kind
of commentary we get in an intellectual world that grows steadily more indifferent to questions of
economic fairness and narrowing social opportunity. Its inhabitants find themselves speaking
confidently on behalf of recombined new elites and entire economic orders. They are pleased to see
their consumer choices ratified by history, and their own taste preferences elevated as models for
new networks of production, urban geographies, and, indeed, for the sprawling new complex of
global democracy. Their minds race and their hearts beat faster. But they ignore the ground speeding
by beneath their feet’.
2 ‘Creative Class people literally live in a different kind of time from the rest of the nation’ (Florida,
2002: 144).
3 For a fuller description of the geographies of ‘cool’ that attach to such conspicuously, but often
fleetingly, funky neighborhoods, see The Economist’s (2000) casual observations on the locational
characteristics of the London scene.
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prefer more spontaneous associations in localized ‘mating markets’ (Florida, 2002: 177).
Meanwhile, the ‘absence of a support spouse crunches time’ even further (Florida, 2002:
151), inducing yet greater reliance on a wide range of local services and ‘amenities’.
Homo creativus is an atomized subject, apparently, with a preference for intense but
shallow and noncommittal relationships, mostly played out in the sphere of consumption
and on the street.
Much of The Rise of the Creative Class is given over to celebratory descriptions of
the work, play and consumption habits of the Creative Class — which Marcuse (2003:
41) curtly summarizes as an ‘engaging account of the lifestyle preferences of yuppies’
— occasionally punctuated by finger-wagging over the negative externalities of these
forms of free-market self-actualization. At various points, Florida concedes that the
crowding of creatives into gentrifying neighborhoods might generate inflationary
housing-market pressures, that not only run the risk of eroding the diversity that the
Class craves but, worse still, could smother the fragile ecology of creativity itself. He
reminds his readers that they depend on an army of service workers trapped in ‘low-end
jobs that pay poorly because they are not creative jobs’ (2002: 322), while pointing
soberly to the fact that the most creative places tend also to exhibit the most extensive
forms of socio-economic inequality (Catalytix and Richard Florida Creativity Group,
2003b; Florida, 2005b). Ultimately, though, since it is the creatives’ destiny to inherit
the earth, it is they who must figure out how to solve these problems, in their own time
and in their own way, as part of what Florida characterizes as their ‘growing up’. The
uncreative population, one assumes, should merely look on, and learn. Certainly, there
is no space here for ‘obsolete’ forms of politics, like unions or class-aligned political
parties, all of which are breezily dismissed; what matters is the capacity of the Creative
Class to generate ‘new forms of civic involvement appropriate to our times’, based on
a ‘shared vision’ of universal and humanistic creativity (2002: 316–17).4

Biscotti and circuses
Cities loom significantly in Florida’s account of the Creative Class, as settings for the
most salient social processes, as the germinal sites of new cultural and economic
imperatives, and as reconstituted places of culturally inflected political agency. On the
analytical side of this account the argument goes that all three T’s — technology, talent
and tolerance — are necessary to ignite the economic sparks of creativity. Technological
capacity is a prerequisite, but on its own is manifestly insufficient — just look, we are
told, at the bleak social landscapes of the suburban nerdistans. Flows of talented
individuals, the second T, are essential and necessary, since this restless-but-critical
factor of production has become the carrier of creativity. But the third T, tolerance, is
the crucial magnet, the supply-side foundation upon which creative clusters are built.
Florida’s principal method is to rank cities according to multiple direct and stand-in
measures of these phenomena, both in isolation and combination — a transparently
calculated but also highly effective means of popularizing the creative cities thesis.
Urban regions are ranked on everything from the number of patents per head to the
density of bohemians and gays, on their respective shares of immigrants, credentialized
knowledge-workers, and even ‘fit versus fat’ residents,5 the endlessly manipulated
4 Most twentieth-century forms of progressive politics — the civil rights, women’s, peace and labor
movements — are written off as relics of a defunct, preCreative era, the achievements of which
apparently pale into insignificance alongside the transformative power of creativity (Florida, 2002:
203).
5 Florida also correlates his rankings with those from a series of popular publications, such as Wired,
Places Rated Almanac, Yahoo! Internet Life, Forbes, The Walking Magazine, Money magazine and
Men’s Fitness. The latter is his source for a surely spurious correlation between creativity and body
weight, since ‘the fittest cities were those that scored highly on my Creativity Index’ (Florida, 2002:
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combinatorial outcome of which is Florida’s ‘Creativity Index’. The declared winners
in the big-city race are San Francisco, followed by Austin, TX, Boston, and San Diego;
atop the midsize cities category are Albuquerque, NM, Albany, NY, and Tucson, AZ;
and at the next level down in the new urban hierarchy come Madison, WI, Des Moines,
IA, and Santa Barbara, CA. ‘Nothing’, Paul Maliszewski (2004: 76) observes, ‘can quite
guarantee a book national media attention, reviews in local newspapers, and a shot at
becoming a best seller than a list like this, declaring authoritatively that some stuff is
better than other stuff, but only one is best of all’. The received and, one might say,
fairly obvious appeal of cities like Seattle and San Francisco is translated into a new
kind of currency in Florida’s rankings. Rather than plodding through a complex causal
argument, the mobilization and manipulation of extant urban images functions here to
great effect. Positive urban images are crudely quantified, then recast as objects of
deference — as places to be emulated. As Florida explained to Money magazine, ‘what
makes a place hot’ is, well, being hot:
As a paid consultant, Florida often suggests that cities should look to successful role models
like Austin or Seattle at the same time that they nurture their own unique qualities . . . [Florida
believes] that buzz and energy are very real factors in a city’s popularity (Gertner, 2004: 88–9).

Almost at a stroke, a new dimension of urban competition was constituted by Florida’s
league tables (which are periodically revised, just to maintain the attention) and the
relentless marketing of his supporting thesis. They allow some city leaders to
congratulate themselves on a job well done, even if this had been achieved
subconsciously, while the rest have something, or somewhere, to aim at. Playing to this
newly constituted gallery, Florida confidently asserts that any big city, with the right
political will, ‘can turn it around’, and most of the other urban centers can at least have
a shot, if they possess the essentials — like a good university, some ‘authentic’
neighborhoods, a handful of high-tech employers. In fact, there are very few entirely
‘hopeless places’, like Enid, OK and Youngstown, OH, which languish as
technologically backward and tragically unhip locations at the very bottom of the league
table. Here, but just about only here, it is not even worth the effort, because these are
‘small places with huge working-class backgrounds, or places that are service-class
centers that aren’t tourist destinations’ (quoted in Dreher, 2002: 6). These are, in other
words, the wrong kinds of places.
Outside Youngstown and Enid, most cities do have hope, at least once they have
recognized the significance of the creativity imperative. These aspirant cities are
Florida’s audience, and his market. And a large number have been ready, willing and
able to join the new market for hipsterization strategies. Those cities seeking a more
finely-grained analysis of their creative health can order a standard-format report for
just $495 from Catalytix, the organization in the Richard Florida Creativity Group with
proprietary rights over the Creative Class database (www.catalytix.biz). The next step
might be, as the web site suggests, ‘having Richard Florida come to your city or region
to speak’, usually at a price tag well into the five-figure range. This provides an
opportunity for the mayor and other civic leaders to appear on platforms, invariably in
appropriately bohemian locations, with local creative entrepreneurs and arts activists.
And typically there will be several hundred in the audience, including the local press,
and as many people with purple hair as gray. Florida evidently attends scores of such
events every year, in major cities across the United States and (increasingly) overseas,
as well as in plenty of less exotic would-be hipstervilles. The market here can extend
as far down the urban hierarchy as Green Bay, WI, which trailed in at number 45 in the
original ranking of 124 small cities, and which was suddenly induced to set its sights
177). The direction of the causality between talentlessness and tubbiness, however, Florida will not
be drawn on, though he remarks that ‘the body [has become] an arena for creative expression’,
while finding it irresistible to recycle the ‘pernicious stereotype [that] an in-shape person is often
perceived to be more reliable and more presentable to the public than someone who is, say,
overweight’ (2002: 177–9).
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Figure 2 The creativity treatment (source: www.catalytix.biz)

on a newly visible set of creative competitors, like La Crosse, WI, Lubbock, TX, and
Fargo, ND. The letter of gratitude from the Green Bay organizer, posted on the Creative
Class web page, characterized Florida’s appearance at the Northeast Wisconsin Creative
Future Event as:
an invigorating and eye-opening experience . . . [O]ur lives have been changed for the better.
We are in a period of incredible growth and excitement in our region as the concepts you
brought to light are being shared, embraced, and built upon on a daily basis. My phone has
been ringing off the hook since the day you left . . . I knew we were paying for professionalism
and knowledge when we made the decision to invest in your visit to our region, but what I
had not expected was the passion and purpose you showed for helping us to shape our future.
You practice what you preach — it is all about people. Rather than a flashy trend, you have
brought to us insights and language which will serve us well as we explore new directions for
successful economic and community development . . . [Y]our work with us [has been] a true
catalyst for infusing creativity into our workplaces, communities and individual lives.6

Cities that want to go one step further might recruit Catalytix, or for that matter any one
of a countless number of urban-development consultants that have become suddenly
active in the creativity business, to provide customized analysis and advice, and to
help fashion local strategies. Many of these efforts involve increasingly elaborate
benchmarking — a long-established urban consultancy activity that has been
rejuvenated by the challenge of developing new metrics for fields like the arts —
together with comparative evaluations of peer-city strategies. Increasingly, creativity
strategies exude a distinctly off-the-shelf quality, their production now being subject to
largely routinized methodology. Even the ‘treatment regimen’ of the market leader,
Catalytix, resembles a combination of a trip to the repair shop and a course of new-age
psychoanalysis (see Figure 2).
6 Letter from the Executive Director of the Employers Workforce Development Network, Inc., Green
Bay WI, 21 October 2003 (www.creativeclass.org/inquotes.shtml, accessed 5 January 2005).
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In a fashion that recalls the way in which a few ‘turnaround’ entrepreneurial cities,
like Cleveland and Baltimore, were celebrated during the 1980s for pioneering propertyled and partnership-facilitated downtown revitalization (see Hall and Hubbard, 1998),
a new set of extant and aspirant creative cities has quickly risen to prominence on the
back of the work of Florida and his followers. Cities like San Francisco and Austin are
continuously invoked, and are subject to instrumental practices of ‘case study’, since
these are the places that define the new urban genre. Typical of such emulative efforts
was the response of Memphis, TN. Spurred into action by its near-bottom location on
the Creativity Index, the chamber of commerce and several local-government agencies
commissioned a study of the city’s image amongst ‘young urban knowledge workers’,
benchmarking themselves against ‘high-performing’ creative cities, and dissecting
Austin’s experience in order to identify ‘hopeful signs of what happens when a city
actively fosters creativity’ (Memphis Talent Magnet Project and Coletta & Company,
2003: 8). Similarly, Portland, OR has also been promoted as a ‘compelling case study’
of urban creativity, the replication-friendly lessons for other cities from which include:
identifying creative leaders; building new systems of communication within the local
community; enabling artists and other creatives to build sweat equity in emerging
creative neighborhoods; promoting the adaptive reuse of buildings; supporting festivals
and other street-level events; and, above all, being ‘authentic’ (see Bulick et al., 2003).
But rhetorically and practically more important, in many ways, are the earnest efforts
of creative strivers, since these experiences suggestively place the goal of creative
transformation within reach, even for ‘ordinary’ places. They also help concretize the
creativity script, through its performative enactment in the domain of everyday urban
policy. So, Providence, RI, for example, is (perhaps prematurely) celebrated for
‘emerging as one of the nation’s and the world’s leading Creative Hubs’, apparently on
the basis of the city’s ‘commitment to a creativity-driven economic development
strategy’, the efficacy of which will surely be reflected in ‘move[ment] steadily upward
in the rankings’ (Catalytix and Richard Florida Creativity Group, 2003c: 1). Currently,
the city sits in an underwhelming 36th position amongst 61 cities with a million-plus
population, a ranking that it hopes to improve — quite reasonably, one assumes —
having enlisted the support of Catalytix in fashioning a local strategy. Amongst other
things, this has involved the creative development of consultancy products, such as
surgically precise benchmarking techniques, measuring the city’s balance of trade in
talented people according to a newly developed Brain drain/gain index (Catalytix and
Richard Florida Creativity Group, 2003a). Such comparative metrics are accompanied
by concerted processes of symbolic (and financial) revalorization of extant creative
and ‘people-climate’ assets, such as the well-established example of local event
art, WaterFire, which involves floating bonfires down the town’s three rivers, now
revalidated as a ‘community-building event’, and local performance and project spaces
like AS220 (which has been active for more than a decade): ‘When Richard Florida
visited Providence in late 2002, young African-American hip-hop poets performed their
work in the main venue space [of AS220]’ (Catalytix and Richard Florida Creativity
Group, 2003c: 2). Notwithstanding the presentational benefits of linking contemporary
art and culture to economic development efforts, the awkward question is what is
meaningfully deliverable from a public-policy standpoint. Investments in the ‘soft
infrastructure’ of the arts and culture are easy to make, and need not be especially costly,
so the creativity script easily translates into certain forms of municipal action. Whether
or not this will stimulate creative economic growth, however, is quite another matter.
Florida’s confident message, of course, is that the treatment will work, and the long list
of cities that have signed up for the treatment only reinforces this message. Increased
public subsidies for the arts, street-level spectacles, and improved urban façades, with
expected ‘returns’ in the form of gentrification and tourist income, run the self-evident
risk that such faux-funky attractions might lapse into their own kind of ‘generica’. The
creatives’ restless search for authentic experiences may, of course, lead them to spurn
such places. As Florida’s critics frequently point out, the production of authentic
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Arching Strategy 1: Position Providence as the Authentic Creative Hub in the Southern New
England Region
Tell the Providence story of creativity, open-mindedness and its unique status as an authentic,
quirky place — featuring design, biomedical science, technology, and arts and culture.
Project for 2003: Make the creative hub the unifying vision, driving city design, planning and
economic development. Execute a marketing campaign . . .
Arching Strategy 2: Build a Creative Community That Attracts and Retains Creative People
Foster a culture of creativity, diversity, art and science for all people. Foster creativity-based
education in high school and college; reduce brain drain and attract new talent.
Projects for 2003: Establish an Office of Cultural Affairs in city government, open to all creators,
serving as a resource and broker for artists, an “aggregator” of projects . . . Do a cultural audit
and provide a common calendar of events . . . Turn pioneers into owners by providing the
technical and financial assistance to develop more artists-owned work/live spaces, including
artist co-ops, artist trusts, mixed income and mixed use spaces . . . Reduce the brain drain by
connecting young people to creative companies and authentic neighborhoods through creditbearing internships . . . Invest in emerging creators through a program of creativity grants . . .
Arching Strategy 3: Grow the Creative Economy with Emphasis on the Design and Business
Innovation and Biomedical Research Clusters
Help diverse types of entrepreneurs to build companies of different scales in the core and other
neighborhoods throughout the city, targeting design in the core and biomedical research in the
Jewelry District.
Projects for 2003: Grow the biomedical industry . . . Take advantage of what colleges and
hospitals provide the creative economy . . .
Arching Strategy 4: Build an Integrated Infrastructure to support Economic Development and
foster an Entrepreneurial Climate
Ensure that the city’s economic development function and network supports the growth of the
creative economy. Foster an entrepreneurial climate composed of diverse investors, entrepreneurs
and innovative business-building practices.
Projects for 2003: Create a Providence Office of Economic Development that supports the
growth of the creative economy . . . Increase support for venture formation . . . Explore the
feasibility of hosting a best practice conference in Providence for other cities in the country
building creative economies.
Arching Strategy 5: Build Quality and Authentic Places for Creative People
Connect creative people to the sense of place in neighborhoods as a way of retaining our
authenticity and minimizing displacement.
Projects for 2003: Grow Downcity as a creative neighborhood and place. Implement the Business
Improvement District (BID) for downtown . . . Revitalize neighborhood centers. Identify and
amplify organically evolving nodes of creative energy . . . Connect creative people to the
outdoors. Develop the city’s bikeway system to the next level.

Figure 3 Providence’s call to action (source: Providence Foundation, New Commons, Inc.,
and Rhode Island Economic Policy Council, 2003)

neighborhood cultures through deliberate public-policy interventions is a daunting, if
not infeasible, task.7
This may not be the biggest challenge for Providence, however, since its weakest T
is perhaps the most expensive one: ‘Technology is frankly the region’s weakspot’
(Catalytix and Richard Florida Creativity Group, 2003c: 2), the irrefutable evidence of
which is to be found in its sorry, bottom-half position in the national ‘Tech-pole’ league
table. While Catalytix can talk up the ‘strong local universities’, these are apparently
not strong enough when it comes to Florida’s own measures like the rate of registration
of patents, while mere ‘proximity to the Cambridge-Boston intelligence complex’
sounds like a point-stretching attempt to ride someone else’s creative coattails. However,
7 Those predisposed to be skeptical of public-policy capacities, in particular, have a field day with this
issue: ‘Not only does [Florida] believe that marginal attractions like an idiosyncratic arts scene can
build economic power, but he thinks that government officials and policymakers like himself can
produce those things artificially. He doesn’t seem to recognize that the cultural attributes of cities
he most admires are not a product of government planning but have been a spontaneous
development, financed by private-sector wealth’ (Malanga, 2004: 45).
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there remains important work for Providence’s dons to do, in their unrealized role
as agents of gentrification — creating ‘a whole new model of university-community
redevelopment’, universities can play a leading role in the ‘adaptive reuse of older urban
facilities, renovating the downtown core and surrounding areas as a seamless work-livelearn-play environment’ (Catalytix and Richard Florida Creativity Group, 2003c: 2).
This initiative is embedded within a strategic framework for the city, which combines
creative exhortation with the prioritization of a series of ‘doable’ projects (see Figure 3).
In addition to plucking some low fruit — like using creativity as a keyword in marketing
and promotion campaigns, establishing new offices of cultural affairs and (creative)
economic development in City Hall, and fixing up the bike paths — Providence also
pledges, in a much more bold but unspecified way, to ‘grow the biomedical industry’.
Now, while such strategies may have some limitations, certainly if measured against
Schumpeterian-cum-Kontratievian rates of technological productivity and economic
growth, the delivery of most of their modest supply-side components is at least feasible
within the parameters of local electoral horizons and fiscal constraints. They also have
an apple-pie quality, which has the dual effect of generating a certain degree of warmand-fuzzy support, while disarming local opposition. This said, there is often a rather
large credibility gap between the means and ends of creativity strategies. Consider
Michigan’s Cool Cities program, which seeks to reverse the state’s ‘alarming’ negative
balance of trade in young ‘knowledge workers’ on the basis of an ‘economic
development strategy that puts “creative people” first’ (Michigan, 2003: 3). Governor
Granholm, despite having recently enacted the largest spending cuts in state history —
‘twisting the wet towel of government tight, to wring out ounce after ounce of
inefficiency’ (including limiting cell-phone usage and out-of-state travel, turning off
lights and canceling subscriptions) — was nevertheless able to eke out funds for the
Cool Cities program, a central component of the state’s strategy for economic and social
revitalization:
Michigan’s greatest economic successes have always been tied to the creative and productive
power of our cities. From the Furniture City to the Motor City to the Cereal City — the fates
of our industries and cities have been intertwined from their beginnings. [W]e will grow . . . by
spurring strong regional economies anchored by cool cities . . . [T]his is a bottom-up
movement in which nearly 80 of our communities have local commissions on cool that are
uncorking the bottle of creativity and unleashing the genie of possibility — planning
everything from bike paths to bookstores to attract more people and new businesses. I applaud
the creativity and enthusiasm of these cities from Calumet to Kalamazoo from Saginaw to
Saugatuck.8

The mechanism for achieving this feat is a series of $100,000 ‘catalyst’ grants,
awarded to cities that have demonstrated some measure of faith by establishing a Local
Cool Cities Advisory Group, to be spent along with funds from the state’s ‘Resource
Toolbox’ (a package of 113 preexisting funding measures, modestly retasked around
cool-cities goals). These grants are expected to achieve measurable results within one
year in neighborhoods that are (already, to an identifiable extent) ‘vibrant, mixed-use
[and] happening’ (Michigan, 2004b: 2). Neighborhoods that are not experiencing at
least early-stage creative gentrification, in other words, need not apply. A more
concrete sense of what it takes to meet the criterion of ‘neighborhoods with potential’
is provided by the following indicative list of characteristics, the specification of which
implies the targeting of public resources not to socio-economic need, but creative
potential:
• Mixed-income housing opportunities
• Pedestrian-friendly environment
8 Governor Jennifer M. Granholm (2004) ‘Our determination, our destination: a 21st Century
economy’, State of the state address, 22 January (www.michigan.gov/gov/0,1607,7-16823442_21981-84911--,00.html, accessed 25 January 2005).
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Commercial retail (basic goods and services, as well as entertainment venues)
Championing neighborhood/organizing mechanisms . . .
Higher density
Clean/cared for public and private space
Food venue options (restaurants, grocery stores, etc.)
Historic districts . . .
Recreation opportunities/parks
Arts — galleries, shops, venues
Accessibility (Michigan, 2004b: 2).

Eligible activities within the Cool Cities program include rehabilitation or new
construction of buildings (specifically, theaters, galleries, mixed-use housing), physical
infrastructure development, farmers’ markets, streetscaping and public art, façade
improvements, outdoor recreation facilities, greenspace, parks, pavilions and demolition
(‘where viable historic resources are not damaged’).9 Spending on ephemeral items —
like festivals, cultural events, or consultancy — is, however, expressly prohibited. Even
though the creative-cities thesis rests precariously on a series of elusive ‘intangibles
— excitement, attitude, open-mindedness, buzz’ (Gertner, 2004: 88), its translation
into urban-development practice, in states like Michigan, entails both literal and
metaphorical forms of concretization.
In Michigan, the creative awakening was an abrupt one. Within a few weeks of the
Cool Cities program announcement, some 129 communities across that state had been
mobilized for action, and just a few weeks later 20 had developed full proposals for
funding, nearly all of which rather unimaginatively parroted the State Government’s
guidelines — most were for mixed-used, pedestrian-friendly initiatives, leveraging
public and private resources to revalorize historic districts through the construction of
lofts, bike paths, riverwalks and other street-level cultural amenities.
In their specifics, each of these proposals recycled a rather narrow repertoire of newly
legitimized regeneration strategies. The recurrent themes are unmistakable, and they are
already on the way to being routinized. With apologies for repetition, for this is really
the point: the City of Saugatuck proposed to convert a dilapidated pie factory into an
arts center; Flint’s Uptown Reinvestment Corporation sought assistance in converting a
historic bank building into a 16-unit loft development; turning a parking lot into an icerink and performance space was the priority project for the City of Marquette; Detroit
Jefferson East Business Association called on the State to subsidize desirable business
clients — in the technology and entertainment sectors — for a mixed-use complex
containing 28 lofts, a TV studio, an ice cream parlor, ‘an upscale bar, an art
gallery . . . and a coffee shop that will double as a music production and education café’;
a heritage riverwalk was the centerpiece of the proposal from the City of Alpena; Grand
Rapids proposed streetscaping and public art installations around a 35-unit loft complex;
the City of Ypsilanti sought help to make its historic downtown neighborhood ‘more
intriguing’, ostensibly by turning a vacant office building into a retail gallery and
overflow space for the nearby Riverside Arts Center; the City of Warren, along with
General Motors Corporation, sought help with the construction of a new city square,
part of a $75 million downtown plan, which also includes 96 newbuild brownstones and
a few public facilities in order to ‘provide an environment necessary to help businesses
like GM attract the most talented young professionals [to its Warren Technical Center]’;
and in practically the only proposal that did not tout its pedestrian-friendliness, the
Southwest Detroit Business Association sought subsidies for the renovation of a historic
building to house a ‘Neighborhood that built the car’ cultural-tourism center.10

9 Michigan State Housing Development Authority (2004: 3).
10 Michigan Cool Cities Pilot Program, project summaries (www.michigan.gov/mshda, accessed 31
December 2004).
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While such bricks-and-mortar methods have become increasingly commonplace in
the competitive race to attract talent workers, other cities have focused on ‘softer’
strategies to build and sustain their communities of talent. Creative TampaBay, for
example, which was established in the wake of Richard Florida’s visit to the city in the
Spring of 2003 and which boasts four signatories of the Memphis Manifesto, focuses
its energies on events, social activities and information-sharing, including ‘regular
discussion salons and cultural encounters’. And in another widely emulated strategy, the
city’s cultural pioneers like to recharge their creative batteries by getting together
regularly for early-evening walks. The Creative TampaBay web site11 mixes yuppie
futurology with an undercurrent of urban entrepreneurialism — so alongside the
universalizing statements to the effect that ‘[c]reativity resides in everyone, everywhere’,
and that ‘building a community of ideas means empowering all people with the ability
to express and use the genius of their own creativity’, come sobering revelations that ‘a
demographic wave is sweeping across our nation’. This will be ‘a decisive force in
shaping the economic destiny of Tampa Bay [because as] cities move increasingly into
a knowledge-based economy, the kind of talented people each attracts will determine
whether it wins or loses in the campaign for future prosperity’. The spur for action in
this case is the yet-more-sobering fact that Tampa Bay has been on the losing side of
the interurban war for talent — the area being ranked almost bottom of 50 metro regions
in terms of its attractiveness to the ‘young and restless’ population of 25–34 year-olds
(Impresa and Coletta & Company, 2004). The formation of Creative TampaBay, which
rushed to host the first creative cities ‘summit’ in September, 2004, represents a response
to this newly appreciated strategic deficit. While describing itself as a ‘grassroots
organization’, Creative TampaBay also has the backing of a number of local institutions,
including Greater Tampa Chamber of Commerce, Tampa Bay Partnership, the Pinellas
and Hillsborough Arts Councils, Tampa Downtown Partnership, Tampa Bay Technology
Forum, and the Florida High Tech Corridor. The region’s civic leaders have begun to
focus on the vexing question of how to reproduce a ‘San Francisco or Austin or Boston
or Florida’s gulf coast [albeit] with a uniquely Tampa Bay flavor’ (Trigaux, 2003: 1E).
However, the consultants hired to probe the hopes and desires of the young and restless
reported that Tampa Bay has a long way to go to realize this goal. Genuflecting before
focus groups of young creatives, and earnestly reporting their lifestyle preferences as
indicators of some new cultural reality, has become a modus operandi for this form of
creative consultancy. So, the faltering public-school system is not simply a social and
public-policy problem in its own right, but worse still, it is producing an insufficient
supply of ‘equally educated partners’ for the rising class. The city’s creative leaders
were also informed that the radio stations must be improved and that the nightlifedeficient downtown just ‘sucks’ (Impresa and Coletta & Company, 2004: 17). Potential
remedies were, however, conveniently at hand in the form of a ‘Toolkit for Cities’, which
is illustrative of the kind of new consultancy products that are being developed to serve
the new market for (ostensibly authentic and homegrown) creativity strategies:
• Deliver an ‘appealing reality’, because ‘young people are very savvy in assessing
cities’
• Put values on display, demonstrating how the city ‘welcomes newcomers and new
ideas’
• Keep in touch with former residents, and find ways to have them ‘return to your city’
• Create opportunities for civic involvement, deliberately seeking out the opinions of
young people
• Use internships to connect with young adults
• Survey young adults regularly, including ‘exit interviews’
• Celebrate young entrepreneurs and civic contributors
• Communicate development plans to young adults
11 www.creativetampabay.com, accessed 21 January 2005.
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• Promote your city: ‘place marketing works best when it is based on authentic stories
that people are willing to tell about their cities’
• Promote a young adult lifestyle, particularly ‘active nightlife’, and do not be fearful
that this might ‘scare off the soccer moms’ (Impresa and Coletta & Company, 2004:
64–65).
For his part, Florida (2002: 294) also emphasizes that ‘an environment attractive to
young people must be part of the mix’ for contemporary cities. In some cases,
following this advice has led cities to endorse targeted promotional campaigns as a
substitute for, or low-cost complement to, orthodox urban-regeneration policies.
Another Florida-inspired, though also ostensibly ‘grassroots’ group, Cincinnati
Tomorrow, has produced a strategy that focuses almost exclusively on redefining the
city’s battered image, proposing that marketing brochures should hitherto feature fewer
‘cityscape photos’ and more ‘shots of busy streets in the urban core’. It is advisable,
moreover, that neighborhoods should have ‘more pronounced identities’, in order that
the ‘creative class can better find the area that best suits their needs’, the Creative City
Plan suggesting that marketing consultants be brought in to help with this pressing
task, while a new website will help employers and realtors ‘locate new residents that fit
the broad “creative class” profile’ (Cincinnati Tomorrow, 2003: 8, 16). As public and
private agencies are mobilized around these goals — which the Mayor was prepared
to endorse, if for no other reason than ‘Our image sucks’ (quoted in Trapp, 2003: 2)
— they are also reminded of the ‘demanding’ nature of the creatives’ lifestyle
requirements: ‘Creative class members are looking for experiences, not commitments.
Their busy schedules and tangential approach to life constrain them from joining
organizations or taking on new responsibilities. Instead, they seek out
activities . . . where they can make quick, temporary, and stringless attachments’
(Cincinnati Tomorrow, 2003: 15). This insight is presented next to an image of a group
of well-dressed young women, drinking.
While Florida has voiced concerns about how ‘some cities have oversimplified his
ideas’,12 at the same time, he lambastes those places that ‘just don’t get it,’ since these
cities are clearly ‘trapped by their past’, suffering as they do from a form of ‘institutional
sclerosis’ that blinds them to the emergence of new social and economic norms, norms
that he finds dazzling (2002: 302–303). The city that defines this negative condition, for
Florida, is Pittsburgh: ‘Trapped in the culture of a bygone era, it has great difficulty
opening up the social space in which members of the Creative Class can validate their
identities’ (2002: 305). As if to prove his own theory, Florida left Pittsburgh, his home
for 17 years, in 2004, taking time before his departure to inform the local newspaper,
the Tribune-Review, that the city needed to get rid of both its Mayor and its ‘1950s
country club’ culture (quoted in Steigerwald, 2004). His relocation to Washington, DC
clearly represented an upward move — from 36th to 8th place on the Creativity Index.

12 National Public Radio, Morning Edition, 7 September 2004. Alternatively, for an ‘authorized’ form
of trivialization, see the creative-city quiz developed by Florida in association with Fast Company,
the readers of which are invited to assess whether their ‘city is on the cutting edge . . . or just on
the edge’. Multiple-choice questions enable readers to assess their cities according to whether gays
and immigrants ‘are prominent amongst our business and civic leaders’, or ‘try to avoid suspicion
by driving pickup trucks with American flags’; just as it pointedly asks if ‘bike lanes and footpaths
are everywhere’ and ‘local firms have started a fund to support the grassroots music scene’, or if
instead the city is blighted by ‘new stadiums, a convention center, and a downtown mall with a Hard
Rock Café’. The quiz also gently, though perhaps a little recklessly, pokes fun at Florida’s prime
constituency, those ‘earnest good-government types launching initiatives to fund biotech
incubators, wire coffee houses, and outfit the public parks with rock-climbing walls’. And what do
locals, in the creative capitals, make of a quiz like this? ‘The mayor thinks it’s a hoot [and the]
newspapers reported our high scores’ (www.fastcompany.com/articles/2002/07/cityquiz.html,
accessed 22 January 2005).
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Florida recount
One of the primary objectives of The Rise of the Creative Class was to show ‘cities how
to operate within the new paradigm’, in the form of a ‘smart, energetic “how to” manual,
loaded with supporting statistics and examples’ (Cronheim, 2004: 934). The foundation
for this policy advocacy is a sweeping theoretical assertion. ‘With little in the way of
academic studies or literature to guide me’, Florida (2002: 223) reports, he street-tested
his homegrown theory in interviews and focus groups,13 later turning to regression
analyses for verification, before confidently concluding that ‘regional economic growth
is driven by the locational choices of creative people — the holders of creative capital
— who prefer places that are diverse, tolerant and open to new ideas’. The basis of this
argument, that urban growth is a function of a privileged set of supply-side, humancapital attributes, has some support in the orthodox urban economics literature (see
Glaeser, 2000). What is distinctive in Florida’s thesis is the more specific claim that
bohemian places function as ‘talent magnets’, and the urban-policy prescriptions that
are derived from this assertion.14
Edward Glaeser, while conceding the point that human capital (broadly defined) has
become a principal determinant of urban fortunes, risked an alliterative brawl by
insisting that the fundamental forces at work were not Florida’s three T’s but, instead,
the three S’s of ‘skills, sun, and sprawl’ (quoted in Shea, 2004: D1): ‘Most [creative
people] like what most well-off people like — big suburban lots with easy commutes
by automobile and safe streets and good schools and low taxes’ (Glaeser, 2004: 2).
Running his own regressions against Florida’s data, Glaeser concludes that humancapital endowments basically explain US urban population growth in the 1990s, with
little or no evidence of an independent ‘Bohemian effect’. In the service of a much more
critical, conservative critique of Florida’s thesis, Malanga (2004) contends that the bestperforming cities on measures like employment and population growth, or the rate of
formation of high-growth companies, are not creative capitals like San Francisco or
New York, but low-tax, business-friendly cities like Las Vegas and Memphis, ostensibly
the ‘creative losers’. Demonstrating, if nothing else, the ease with which urban league
tables can be manipulated, Malanga mischievously suggests that Florida constructed his
measures in such a way as to elevate a predetermined set of favored liberal-leaning
cities, linked to the 1990s technology boom. In a classic circular fashion, certain
conspicuous features of these cities are then ascribed causal significance as foundations
of economic creativity. But the arguments are scrambled. Street-level cultural
innovation and conspicuous consumption may just as easily be consequences of
economic growth, rather than causes of it. And loose correlations between economic
development and certain cultural traits may be no more than contingent, or easily
challenged by counterfactual cases. This is the Las Vegas critique: high growth, lousy
culture, how come? For their part, right-wing critics will use such arguments, but rather
than taking issue with the eccentric economics, they seem more offended by the liberal
cultural politics and exhortations to urban intervention that they see all over the Florida
thesis:
Yes, you can create needed revenue-generating jobs without having to take the unpalatable
measures — shrinking government and cutting taxes — that appeal to old-economy

13 Many of the claims in The Rise of the Creative Class are, in fact, very loosely attributed to focusgroup discussions and unspecified ‘interviews’, which irritated Peter Marcuse (2003) so much that
he started to count these references to unattributed sources, reaching a total of 43.
14 To his credit, Florida has taken the argument directly to social conservatives, editorializing against
the policies of the Republican Right in locations like USA Today and beltway publications like the
Washington Monthly (Florida, 2003a; 2003b); though whether reactionary social policies are most
effectively opposed on the grounds of their supposed economic inefficiency, rather than on humanrights or other progressive principles, remains (highly) debatable.
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businessmen (sic), the kind with starched shirts and lodge pins in their lapels. You can bypass
all that and go straight to the new economy, where the future is happening now. You can draw
in Mr. Florida’s creative-class capitalists — ponytails, jeans, rock music and all — by liberal,
big-government means: diversity celebrations, ‘progressive’ social legislation and government
spending on cultural amenities. Put another way, Mr. Florida’s ideas are breathing new life
into an old argument: that taxes, incentives and business-friendly policies are less important
in attracting jobs than social legislation and government-provided amenities . . . Not only does
he believe that marginal attractions like an idiosyncratic arts scene can build economic power,
but he thinks that government officials and policy makers like himself can figure out how to
produce those things artificially . . . Concerned with inessentials, cities under Mr. Florida’s
thrall can easily overlook what residents really want (Malanga, 2004: 40, 45).

Writing in the New Democrats’ Blueprint magazine, Kotkin and Siegel (2004: 16) also
take issue with both the analysis and the policy prescription in what they dismissively
characterize as a ‘creativity craze’. Like Malanga, they contend that in the aftermath of
the dot.com bubble, growth has been shifting to ‘less fashionable but more livable
locales’ like Riverside, CA and Rockland County, NY. Such ‘family-values’ places are
the locus points for a still-suburbanizing economy, Kotkin (2003: 34, 33) argues,
dominated as they are by far-from-trendy characteristics like ‘single-family homes,
churches, satellite dishes, and malls’, all of which are held to add up to the kind of
‘cultures attractive to ordinary families’. The deliberately marked contrast here is to
Florida’s favored population of ‘homosexuals, sophistos, and trendoids’. After all, if the
geography of economic growth does not align with the spatial distribution of this
population, then the basis of Florida’s argument — which rests on correlation rather
than causality — is undermined.
The Rise of the Creative Class has also attracted criticism for its relative neglect of
issues of intraurban inequality and working poverty. A swelling contingent economy of
underlaborers may, in fact, be a necessary side-effect of the creatives’ lust for selfvalidation, 24/7 engagement, and designer coffee. Baris (2003: 44) observes that the
‘overall tone [of the book] is unequivocally celebratory’, the possibility that there might
be serious downsides to unrestrained workforce and lifestyle flexibilization strategies
warranting no more than a passing — if moralizing — mention. The Rise of the Creative
Class both glorifies and naturalizes the contracted-out, ‘free-agent’ economy,
discursively validating the liberties it generates, and the lifestyles it facilitates, for the
favored class of creatives. Florida is inclined to revel in the juvenile freedoms of the
idealized no-collar workplaces in this flexibilizing economy,15 while paying practically
no attention to the divisions of labor within which such employment practices are
embedded. There is little regard for those who are on the thin end of Florida’s ‘thick
labor markets’, beyond the forlorn hope that, one day, they too might be lifted —
presumably acts of sheer creative will — into the new overclass.16 There is certainly no
15 ‘Pittsburgh and Detroit were still trapped in that Protestant-ethic/bohemian-ethic split, where people
were saying, "You can’t have fun!" or "What do you mean play in a rock band? Cut your hair and
go to work, son. That’s what’s important". Well, Austin was saying, "No, no, no, you’re a creative.
You want to play in a rock band at night and do semiconductor work in the day? C’mon! And if you
want to come in at 10 the next morning and you’re a little hung over or you’re smoking dope, that’s
cool"’ (quoted in Dreher, 2002: 6).
16 Baris (2003: 44) notes that Florida’s assessment of labor-market flexibility is positive and one-sided
— his argument focusing narrowly on the consequences for creativity, business efficiency and middleclass consumption — while there is scant regard for those ‘unwilling "free agents" — temps and day
laborers, who are forced into flexible work patterns’. In fact, when Florida visited Tampa Bay — which
has the dubious distinction of being the most ‘temped’ urban labor market in the United States
(Theodore and Peck, 2002) — he was ‘schmoozed at a private gathering . . . at the headquarters of
the Tampa staffing company Kforce Inc’ (Trigaux, 2003: 2E). Always keen to associate itself with
positive messages concerning labor-market contingency, the temporary staffing industry would later
anoint Florida ‘one of our patron saints’ (Grantham and Ware, 2004).
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need for unions or large-scale government programs, creativity-stifling institutions that
these are held to be, since Florida’s vision of a creative meritocracy is essentially a
libertarian one (Maliszewski, 2004).
Rather evasively, the creativity credo holds that everyone is — at least potentially
— creative, that ‘[t]apping and stoking the creative furnace inside every human
being is the great challenge of our time’ (Florida, 2005a: 4; see also Shaw, 2003). If
only a way could be found, Florida (2005a: 5) muses, to pull the two-thirds of
society currently stranded in ‘deadening’ jobs within the working and service classes
into the creative economy, then all might share the fruits of the creative Eden. This,
in effect, is a curious form of class analysis, in which there are no meaningfully
enduring class divisions. Leaving unanswered, then, the nagging question of who
will launder the shirts in this creative paradise, Florida exhorts his fellow creatives
to show others the path — indeed portraying this as a moral duty. Ultimately,
however, the solution seems to be that the working and service classes need to find
a way to pull themselves up by their creative bootstraps. So while all people are
creative, some are evidently more creative than others, and there are some that
simply ‘don’t get it’.
Creative individuals, in other words, are the drivers, the lumpen two-thirds are
merely passengers; the Creative Class generates growth, the rest live off the spoils. In
his interview with Salon, Florida insists that his ‘supercreative core’ of scientists,
artists and techies ‘is really the driving force in economic growth’, just as it has
become evident that ‘[w]hat drives a city . . . are good places to live, great
neighborhoods, great cafes, night life, places to have fun’; and then comes the moral
imperative:
We have to take responsibility for the society we’re driving. If not, the social and political
consequences are dire. The creative class has to look beyond itself and offer members of
society a vision in which all can participate and benefit from (sic). That’s the challenge of our
age (quoted in Dreher, 2002: 8).

The frequent resort to such driving metaphors in The Rise of the Creative Class not
only sends strong signals about who is in the driving seat and the direction of the
traffic, at a more implicit level it also suggests causality. So, growth derives from
creativity and therefore it is creatives that make growth; growth can only occur if
the creatives come, and the creatives will only come if they get what they want;
what the creatives want is tolerance and openness, and if they find it, they will
come; and if they come, growth will follow. The causal mechanisms themselves,
however, are not specified (Marcuse, 2003). Instead, Florida’s arguments are largely
fashioned on the basis of some suggestive correlations, for example between gays
and technology-intensive growth, whereas in the text, ‘the arguments for [the]
connection’ between various stand-in measures of cultural openness and ‘the actual
processes of regional economic development are virtually nonexistent’ (Sawicki,
2003: 90).
Florida has responded to his critics in a number of ways. Some he has dismissed
as ‘squelchers [who] divert human creative energy by posing road blocks and saying
“no” to new ideas’ (2004b: ii), offering offhanded and selective responses, in some
cases without even taking the trouble to cite his interlocutors (see Florida, 2005a: 20–
5). When challenged on his rankings, Florida has responded by effortlessly
requantifying urban economic performance in various ways, thereby restoring the
chosen creative cities to the top positions. The clear implication from Florida’s
responses to the ‘squelchers’ is that his critics on the right are afflicted by tunnel
vision, tinged with social nostalgia, while those on the left seek to restore a lost era,
their affliction being economic nostalgia: ‘if social conservatives can’t turn back the
moral clock to a time when every family resembled the Cleavers, neither can the left
magically restore a time when forty or fifty percent of the workforce toiled in bluecollar factory jobs’, the get-with-the-program conclusion being that: ‘The creative
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economy is not going away’ (Florida, 2004b: vi).17 Or, as the events page on the
Creative Class web site pompously puts it, quoting Victor Hugo, ‘You can resist an
invading army, but you cannot resist an idea whose time has come’.18
As for the argument that creativity and inequality may be mutually dependent, Florida
increasingly portrays such negative externalities as a pressing analytical, political, and
indeed moral challenge for the Creative Class, not least since his own subsequent
researches have confirmed the connection between creativity and polarization (Catalytix
and Richard Florida Creativity Group, 2003b), a link that only had the status of a passing
observation in The Rise of the Creative Class. Having recognized that the creative haves
do rely upon, as well as preferring occasionally to mingle with, the creative have-nots,
and that this ‘massive functional division of human labor produces the bulk of our
income divide [and also] threatens our national competitiveness’ (Florida, 2003c: 30),
Florida is left with little, however, but a series of ‘open questions’. Having lauded the
creative overclass for its achievements, having accounted for its privileged position as
the consequence of intrinsic talent, and having made the case for increased public
subsidy for this elite group, Florida’s own arguments reduce the uncreative two-thirds
to an afterthought, defined largely in terms of its creative deficits. While some members
of this majority underclass appear in Florida’s account — usually waiting tables or
cutting hair — most are absent. In terms of economic growth and development, those
who are not dependent on the creative class seem to be little more than deadweight. But
if only in response to the looming threat of ‘social unrest’ (Florida, 2005b: 246), or to
realize this untapped reservoir of potential creativity, something must be done.
The Creative Class, having become a uniquely restless factor of production, motivated
by extrinsic rewards and the ‘pursuit of happiness’, is apparently sorting itself into likeminded enclaves (see Bishop and Florida, 2003),19 with little concern for the wider social
consequences, maybe little concern for wider society. The creative capitals are actually
more unequal than the rest of the United States, an uncomfortable fact that had
previously only been acknowledged in terms of soft-focus recognition of urban
‘diversity’. If the pop sociologies of the Creative Class are to be trusted, then openness
to cultural diversity may indeed be more of a lifestyle choice than a political trait, which
might explain why it can coexist with apparent indifference to social inequality.
Creatives, fellow traveler Charles Shaw (2003: 5, 7) writes, seem to have little interest
in public-sector jobs, neither are they ‘big on Solidarity’; they ‘don’t care much for news
or politics, and hold a special contempt for things that they are not directly involved in’.
Asking creatives to pay higher taxes is bound to be a ‘tough sell’, Florida (2003c: 31)
warns, because ‘[h]igh-end creative workers, who often send their kids to private or elite
public schools, may have to be persuaded to pay higher taxes for educating children
other than their own’. The challenge is to persuade this group of precocious
individualists that they should become less self-absorbed and self-oriented, though the
main lever that Florida and his followers have is moral exhortation. This may fall on
deaf ears, however. As Shaw (2003: 6) observes, the politics of the creative class stem
from their self-image as an unruly tribe of independent consultants — ‘the élan vital of
the Creative Class is “take me as I am and facilitate the use of my unique skills, but
17 ‘If you look at the critics of my work, look at where they come from, they come from the socially
conservative right and they come from the far left . . . I can show you two quotes, one coming from
the Democratic Leadership Council’s Blueprint magazine and the other coming from the
(conservative Manhattan Institute’s) City Journal. Both critiques are political. And both critiques are
essentially saying, "Don’t let the genie out of the bottle. Don’t let these creative people get their
way. Let’s control, control, control. Let’s squelch"’ (quoted in Steigerwald, 2004: 3). The task of
‘building a . . . prosperous, creative society’, Florida (2005b: 245) implausibly counters, is a
‘nonpartisan, nonideological issue’.
18 www.creativeclass.org/events.shtml, accessed 24 January 2005.
19 These ‘social congealing’ processes are contributing to, if not ‘driving’ the polarizing political
geography of the US, since mobile individuals are held to be increasingly moving to cities for cultural
reasons, to be amongst their own, rather than merely following jobs (Bishop and Florida, 2003: B5).
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don’t expect me to buy into some corporate culture that requires me to change who I
am” ’.
Earnest attempts to graft social inclusion and antipoverty objectives onto the basic
creative-cities script — which are clearly evident in the Canadian and British debates,
for example (see Cannon et al., 2003; Bradford, 2004b), pay insufficient attention to the
script’s predication on, and infusion with, the realpolitik of urban inequality. The less
creative underclasses have only bit parts in this script. Their role is secondary and
contingent, in economic terms, to the driving and determinant acts of creativity. Their
needs and aspirations are implicitly portrayed as wrongheaded and anachronistic, their
only salvation being to get more creative. And the libertarian politics that envelops the
creativity thesis, in as far as it concerns itself with the underclasses at all — for the most
part, these are portrayed as servants of the creative class, or the stranded inhabitants of
‘hopeless’ cities — peddles only voluntaristic and usually moralizing solutions. This,
in effect, is a recipe for creative (market) distribution, not social redistribution, one that
is entirely compatible with a low-tax, market-oriented polity. For example, Dublin is
praised for offering ‘tax breaks to culturally creative people’, like the members of U2,
Liam Neeson and Andrew Lloyd Webber (Florida, 2002: 301).
Skeptical of big government solutions, Florida instead advocates a form of creative
trickle-down, with the lumpen classes of noncreatives eventually learning what the
overclass has already figured out, that ‘there is no corporation or other large institution
that will take care of us — that we are truly on our own’ (2002: 115). This is familiar
neoliberal snake-oil, of course — insecurity as the new freedom.20 So, it is supposedly
reassuring news that waves of layoffs in the millennial slowdown of the US economy
produced ‘no picket signs, no demonstrations, not a peep from the politicians’, because
this reveals the essential truth that the now-dominant class of creatives are at one with
the flexibilized labor market — ‘we simply accept it as the way things are and go about
our busy lives’ (2002: 115). Once contingent workers and the laboring poor come fully
to share this revelation, throwing off their entitlement mindset, then they too may be
able to join the creative class. Florida (2003c: 28–9) concedes that while a ‘living wage
is still essential’, what the poor really want to is not so much a ‘chance to get rich’, but
an opportunity to ‘reap intrinsic rewards from [their] work’, just like the creatives. As
he explains of his politics:
Where I share common ground with some Republicans and libertarians, is that I think that
old-style government programs have become a huge impediment to leveraging the creative
age and allowing it to emerge. That said, I think there is still a role for government to set up
the parameters in which market-based actions take place . . . If you asked me what the
problems of our current structure are, I’d say it is oriented toward large-scale political
institutions and large companies when it should be oriented to entrepreneurial efforts, small
firms and to people’s energy. We have to move away from large-scale government programs
to community-oriented efforts (quoted in Steigerwald, 2004: 2).

While Florida implores his fellow creatives to ‘grow up’ (2002: 315), his critics bristle
at how the discourse of creativity simply sidesteps many of the concerns of grown-up
politics, intractable challenges and distributional questions. From the right, Malanga
(2004: 40) characterizes this form of liberal hedonism as ‘the equivalent of an eat-allyou-want-and-still-lose-weight-diet’, which evades what he sees as the most pressing
imperative of cutting taxes and downsizing government. Addressing an audience of New
Democrats, Kotkin and Siegel (2004: 17) reveal a lot about where the center of gravity
now lies in the American political conversation when they complain that the Memphis
Manifesto is ‘an urban strategy for a frictionless universe. There is no mention of
government or politics or interest groups. There is no recognition of the problems
produced by outmoded regulations, runaway public spending, or high taxes’. Yet this
20 ‘The old employment contract was group oriented and emphasized job security. The new one is
tailored to the needs and desires of the individual’ (Florida, 2002: 135).
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neoliberalized urban environment is, in fact, the backdrop for Florida’s performance.
His plea is really for a new kind of urban liberalism, framed in this restructured context,
and some of the reactions to his work say as much about this context as they do about
the thesis itself.
Florida’s quite appropriate and entirely understandable skepticism about the value of
old-school urban-economic development — based on business subsidies, convention
centers, sports stadia and shopping malls — has produced an orthodox cultural recoil
in the form of a rejection of his brand of hipster elitism: affordable and safe suburban
lives, his critics respond, is what the middle classes really want (Kotkin, 2003; Malanga,
2004). And Florida’s relatively modest proposals for fostering creative ecosystems —
things like small-scale arts subsidies, support for grassroots cultural activities;
communitarian creativity strategies, if you like — are derided by fiscal conservatives of
the center-left as well as the right. Amongst Republicans, they are hysterically portrayed
as a ‘kind of aggressive, government-directed economic development (albeit with a New
Age spin)’ (Malanga, 2004: 45). This exaggerated response also has its echoes on the
center-left, where Florida has been accused of offering the false promise of a way around
those urban roadblocks that ostensibly really deter business — ‘schools that fail to
improve, despite continuous infusions of money; contentious zoning and regulatory
policies; and politically hyperactive public-sector unions and hectoring interest groups
that make investment in cities something most entrepreneurs studiously avoid’ (Kotkin
and Siegel, 2004: 16).
(Over)reactions like these allow Florida to position himself outside the neoliberal
mainstream and above the political fray, but they belie the fact that the creative credo
is only modestly disruptive of neoliberal models of development. Self-described as
fiscally conservative and socially liberal (see Steigerwald, 2004), Florida’s proposals
ultimately amount to a plea for grassroots agency with a communitarian conscience
amongst a privileged class of creatives, lubricated by modest public-sector support for
culturally appropriate forms of gentrification and consumption. There is no challenge
to the extant ‘order’ of market-oriented flexibility (see DeFazio, 2002; Lehmann, 2003);
indeed, this environment is presented as the natural habitat of the Creative Class. Florida
is not asking for a blank check for new government programs, for major concessions
to be made to the noncreative underclasses, nor even for regulatory transformation.
His calls for creative empowerment can be met in relatively painless ways — by
manipulating street-level façades, while gently lubricating the gentrification processes.
This, critics justly complain, is cappuccino urban politics, with plenty of froth.
In this sense, Florida’s ideas may have traveled so far, not because they are
revolutionary, but because they are so modest. Kotkin and Siegel (2004: 17) recognize
this in a curious way when they state that, ‘mayors, city councils, and urban development
officials seem ready to embrace any notion of reform that holds out hope without
offending entrenched constituencies that resist real reform’. While Kotkin and Siegel’s
version of ‘entrenched constituencies’ evidently does not extend far beyond publicsector unions, big bureaucracies, and social-advocacy groups, the shared enemies of
most neoliberals and many third-wayers, the rather more deeply entrenched
constituencies of the business community and mainstream city politicians are in practice
no less positively inclined towards this low-cost, market-friendly urban placebo. Surely,
Florida’s notions would not be ‘sweeping urban America’ (Malanga, 2004: 36) if they
fundamentally ran counter to these latter interests? In truth, establishment constituencies
have little to fear from conspicuous urban consumption, key-worker attraction strategies,
and gentrification-with-public-art. For the average mayor, there are few downsides
to making the city safe for the creative class — a creativity strategy can quite easily
be bolted on to business-as-usual urban-development policies. Why not, as Mayor
Bloomberg of New York has asked, have artists step up to the tasks of transforming
‘communities that are down on their heels’ (quoted in Next American City, 2004: 20),
rather than bother elected officials with this niggling and somewhat intractable task?
Where is the harm in Cincinnati’s creativity strategy, which espouses self-organization
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and self-help amongst the nascent creative community, assisted only by a low-cost
rebranding strategy and modest efforts — like putting together nightlife guides and
‘help[ing] young creatives who want to try adventurous food experiences’ (Cincinnati
Tomorrow, 2003: 39)? The reality is that city leaders from San Diego to Baltimore, from
Toronto to Albuquerque, are embracing creativity strategies not as alternatives to extant
market-, consumption- and property-led development strategies, but as low-cost, feelgood complements to them. Creativity plans do not disrupt these established approaches
to urban entrepreneurialism and consumption-oriented place promotion, they extend
them. Florida (2004b: ii, v) perhaps implicitly concedes as much when pointing out, in
response to his critics’ axe-grinding attacks, that he works with ‘civic leaders from both
sides of the aisle on economic development issues’, disarmingly observing that
‘[w]hatever pundits might say about our findings, business and civic leadership in city
after city has taken them to heart’.

Fast urban policy
More than fifteen years ago, David Harvey (1989) called attention to the rise of
‘entrepreneurial’ urban strategies, pointing to emergent features of the city-political
terrain that have since been, to all intents and purposes, normalized. Describing the
responses of deindustrializing cities in the 1980s, where the accelerating retreat of the
Fordist economy was compounded by diminished urban fiscal capacity and a political
turn against redistributive spending and social programming, Harvey portrayed the rise
of interurban competition as a disciplining and coercive force. Confronted by an
extremely limited repertoire of politically feasible options, cities threw themselves into
a series of zero-sum competitions for mobile public and private investments, thereby
inadvertently facilitating (indeed subsidizing) the very forms of capital circulation and
revenue competition that were major sources of the problem in the first place. In this
climate of beggar-thy-neighbor competition, cities turned to a restrictive suite of supplyside and promotional strategies, which were serially reproduced and emulated in the
scramble for mobile investment, jobs and discretionary spending. None of this, of
course, increased the aggregate amount of available investment, though it certainly
contributed to its increasing rate of circulation.
Recall, though, that the 1980s imperative was not only to attract jobs and mobile
corporations, both of which were in short supply, but to reposition cities within the
spatial division of consumption. ‘Above all’, Harvey (1989: 9) explained, ‘the city has
to appear as an innovative, exciting, creative and safe place to live or visit, to play and
consume in’, as festivals, spectacle and display, cultural events and the arts were
increasingly appropriated as ‘symbols of [a] dynamic community’. Symptoms of this
intensification of urban competition included the overproduction of certain urban forms,
resulting in their simultaneous devaluation and — hamster-wheel style — even more
aggressive, anxious and ultimately futile competitive behavior. In terms of the built form
of cities, these moves were associated with the abandonment of comprehensive planning
in favor of the selective and piecemeal development of ‘urban fragments’, particularly
those with some kind of market potential, usually with the aid of gentrification and
image makeovers:
[The] urban terrain is opened for display, fashion, and the ‘presentation of self’ in a
surrounding of spectacle and play. If everyone, from punks to rap artists to the ‘yuppies’ and
the haute bourgeoisie can participate in the production of an urban image through their
production of social space, then all can at least feel some sense of belonging to that place
(Harvey, 1989: 14).

From these inauspicious origins, it is but a short hop to one of Florida’s creative
epicenters, where members of the Creative Class today indulge their ‘passionate quest
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for experience’ and expressive consumption amid the throb of ‘indigenous street-level
culture — a teeming blend of cafes, sidewalk musicians, and small galleries and bistros,
where it is hard to draw the line between participant and observer, or between creativity
and its creators’ (Florida, 2002: 166). This is not simply a matter of learning to live with
gentrifying cities, not even merely to accommodate the process; it is to go several steps
further, in asserting the ostensibly productive nature of creative gentrification within
what Florida calls the ‘Eminem economy’. Rapping, he discloses, is a creative act, and
while it might be unwise to suggest that large numbers of young people can realistically
make a living from rapping, ‘conceptually, it’s in the right ballpark’, since the challenges
of tapping talent are a ‘pretty good starting point for a serious debate on how to keep
our economy healthy’ (Florida, 2003c: 29).21 Florida’s idea of the ‘New Deal for the
creative age’ turns out to be a pious call for ‘investment’ in the creativity of all, not just
the high-tech entrepreneur, but the would-be hip-hop poet from a disadvantaged
neighborhood. This philosophy has been compared less than favorably with the previous
New Deal, in which ‘society’s challenge was to improve the lives of everyone in that
disadvantaged neighborhood, not to seek out one individual and tap him (sic) with an
entrepreneurial wand, making him briefly and unimaginably rich’ (Maliszewski, 2004:
78–9).
The ethos of the Creative Age, however, is an anti-entitlement one; it is about
nurturing and rewarding creativity, not compensating the creative have-nots. The hard
news for civic leaders is that while they can, and must, do whatever is in their power to
cultivate creativity, there is no way of knowing where the creative sparks will ignite. As
Florida counsels: ‘We cannot know in advance who the next Andy Warhol, Billie
Holiday, Paul Allen, or Jimi Hendrix will be, or where he or she will come from’ (2005a:
5); yet it would appear to be a racing certainty that these as-yet unborn supercreatives
will want to live in Austin, TX, or somewhere very much like it. And they will likely
ride into town by mountain bike. The duty of civic leaders, in the meantime, is to make
sure that a network of bike paths connects the funky neighborhoods and authentic
entertainment districts, so that the creatives will feel ‘welcomed’. This is another variant
of the Papua New Guinean cargo cults, in which airstrips were laid out in the jungle in
the forlorn hope of luring a passing aircraft to earth.
The creative cargo cults of today are consequently little more than retreads of some
very familiar local strategies. Urban creativity strategies facilitate and extend the ‘third
generation’ forms of gentrification, in which the (local) state assumes an increasingly
active role in ‘[r]etaking the city for the middle classes’ (Smith, 2002: 443). Discourses
of creative competition, moreover, serve to enroll cities in more far-reaching forms
of cultural commodification and artistically inflected place promotion, targeted at a
new audience. Pioneers of some of the early rounds of urban entrepreneurialism, like
Baltimore, quickly discovered that the allure of ‘innovations’ like waterfront
redevelopment schemes and tourist-retail complexes can quickly fade (see Levine, 1987;
Harvey, 1989). The leapfrogging logic of these investments meant that cities could never
stand still, but always had to be on the lookout for the next big thing. No surprise, then,
that we should find the City of Baltimore unveiling its own strategy for the Florida Age,
rather-less-than-creatively entitled Creative Baltimore. In Baltimore, where civic leaders
joke that they ‘should be so lucky to have [the] problem’ of gentrification,22 the scope
for actually delivering on creativity-led urban regeneration may be limited, but the costs
of trying are not especially high. Mayor O’Malley, doing his part by fronting a Celtic
rock band in his spare evenings, clearly has his work cut out — amongst other things,
trying to reduce the murder rate, while dealing with a locally racialized AIDS epidemic
21 Bordering on self-parody, a hip-hop tribute to Florida is featured on the Creative Class web site: ‘The
Rise of the Creative Class/Thirty eight million and growing fast/Building community and having a
blast/When it comes to money rollin’ in cash . . .’ (quoted in Gibson and Klocker, 2004: 430).
22 Tom Wilcox, President of the Baltimore Community Foundation, quoted in Next American City (2004:
21).
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— but even in the face of a protracted budget crisis, he has found some additional
funding for a creativity strategy. The Mayor’s Plan involves the creative retasking
of a long list of existing programs (City of Baltimore, 2004a), complemented with a
rather shorter set of ‘new ideas’, including, in addition to the mandatory bike
paths . . . establishing a mentoring scheme for creative wannabes; extending liquor
licensing hours to 4am; ridding Howard Park of its drug dealers and vagrants, so that it
might be made safe for dog-walkers; creating a street performers program; converting
unused industrial buildings to art studios and live-work spaces; setting up a city-wide
music festival and arts parade; memorializing creative locals like Frank Zappa and Billie
Holiday; initiating a duckpin bowling tournament, in which the Mayor’s team would
take on challengers from the business and cultural communities; welcoming newcomers
to the city with a ‘fun networking event’, including three minutes face time with the
Mayor himself; placing chess tables outside City Hall; promoting offbeat and eccentric
events that are unique to Baltimore, including the American Dime Museum, John Waters
and Edgar Allan Poe, and the Night of 100 Elvises; developing ‘stick around stipends’
for creatively inclined college students; overcoming residual ‘squeamishness’, which
apparently stretches to ‘covert bigotry’ in some quarters, around the idea of a strategy
for attracting gays, not least because ‘Florida makes no bones about [this]’ in his advice
to the Mayor (City of Baltimore, 2004b). Just in case creatives might inadvertently stray
into the wrong neighborhoods, possibly encountering the wrong kind of buzz, the
Baltimore plan also proposes an arts shuttle service for secure transit between cultural
attractions. For his part, Mayor O’Malley seems to have completely absorbed the
creative-cities script:
Economist Richard Florida, author of The rise of the creative class, joined us at our arts town
hall this year. His major thesis is that our country’s economy is now fueled by the growing
creative class, a diverse and expanding class of Americans whose economic and social lives
are organized not by employers but by place, by cities . . . Cities that are diverse, cities that
nurture creativity, cities that are culturally alive, and cities that preserve their history are cities
that thrive — because they create a better quality of life . . . they create new businesses . . . they
create living neighborhoods, they retain and they attract members of this growing creative
class . . . We make our city welcoming, not with stadiums or by subsidizing corporate
relocations from other cities, but by having great parks, and walkable neighborhoods, and
authentic buildings, and galleries and music clubs, and restaurants and shops, and by
respecting, indeed, treasuring diversity.23

Creativity strategies, even as they have promptly become clichés in their own right, are
in many ways tragically appropriate for late-entrepreneurial cities like Baltimore, the
cities that have already tried practically everything, including, of course, building
stadiums and offering corporate inducements. Today, hopes are pinned on ‘an
increasingly standardized narrative of “creativity-led urban economic development” ’
(Gibson and Klocker, 2004: 431), one which nevertheless reorganizes the stakes, sites
and scales of urban competition — around creative individuals and their favored
neighborhood habitats.
Rather than ‘civilizing’ urban economic development by ‘bringing in culture’,
creativity strategies do the opposite: they commodify the arts and cultural resources,
even social tolerance itself, suturing them as putative economic assets to evolving
regimes of urban competition. They enlist to this redoubled competitive effort some of
the few remaining pools of untapped resources; they enroll previously-marginalized
actors for this effort, enabling the formation of new governance structures and local
political channels; they constitute new objects of governance and new stakes in
interurban competition; and they enable the script of urban competivity to be performed
— quite literally — in novel and often eye-catching ways. And they do all of this within
23 Mayor Martin O’Malley, State of the city address, Baltimore, MD, 2 February 2004
(www.baltimorecity.gov/mayor/speeches/sp040202.html, accessed 6 January 2005).
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the framework of an inherited complex of new urban ‘realities’, that variously
contextualize, channel and constrain ‘creative’ urban politics — including the material
and social artifacts of gentrification, as a definitionally uneven process of financial and
symbolic valorization; a proclivity for ‘soft’, pliable and task-oriented modes of urban
governance, organized around short-term, concrete projects (like funding competitions
or development schemes), rather than progressive and programmatic goals (such as
poverty alleviation or environmental sustainability); and a substantially neoliberalized
urban policy environment, within which a range of competitive and market-oriented
metrics, techniques and rule regimes are displacing urban-Keynesian systems, like
comprehensive planning, bureaucratic delivery, needs-based approaches, and
progressive socio-spatial redistribution. In the short run at least, the discursively
privileged actors on this stage are not the (distracted and self-absorbed) members of the
Creative Class itself, since these are the ones who must be catered to, but those ‘regional
leaders’ with the vision and the will to adopt ‘aggressive measures’ (Florida, 2005a:
151–2).
Creative-city strategies are predicated on, and designed for, this neoliberalized terrain.
Repackaging urban cultural artifacts as competitive assets, they value them (literally)
not for their own sake, but in terms of their (supposed) economic utility. In order to be
enacted, they presume and work with gentrification, conceived as a positive urban
process, while making a virtue of selective and variable outcomes, unique neighborhood
by unique neighborhood. And with almost breathtaking circularity, it is now being
proposed that these gentrification-friendly strategies should be evaluated, not according
to hackneyed metrics like job creation or poverty alleviation, but according to more
relevant measures like . . . increased house prices! So Robert Sirota, an advocate of the
Creative Baltimore plan, enthuses that many of the city’s newly constructed downtown
housing units ‘are leasing for higher than anticipated rents to what we might call
Creative Class types’ (quoted in Next American City, 2004: 20), while Florida himself
muses that there may be a need to develop alternative measures of economic growth,
like ‘house prices [since these] indicate how the market views the “attractiveness” of
various places — the real demand for place, if you will’ (2004a: 5, original emphasis).
As if this were not circular enough, it is increasingly common for cities to evaluate the
effectiveness of their creativity strategies according to their shifting position in Florida’s
league tables (Duxbury, 2004).
Both the script and the nascent practices of urban creativity are peculiarly well suited
to entrepreneurialized and neoliberalized urban landscapes. They provide a means to
intensify and publicly subsidize urban consumption systems for a circulating class of
gentrifiers, whose lack of commitment to place and whose weak community ties are
perversely celebrated. In an echo of the Creative Class’s reportedly urgent need to
‘validate’ their identities and lifestyles, this amounts to a process of public validation
for favored forms of consumption and for a privileged class of consumers. In fact,
indulging selective forms of elite consumption and social interaction is elevated to the
status of a public-policy objective in the creative-cities script. ‘The challenge before us’,
Cincinnati Tomorrow (2003: 15) for example intones, ‘is to help young creatives develop
ties with each other and connect with the events, places, and experiences they crave’.
Moreover, and no less significantly, the notion of creative cities extends to the urban
domain the principles and practices of creative, flexible autonomy that were so
powerfully articulated in the libertarian business ideologies of the 1990s (see Frank,
2000; Thrift, 2001), for all the knowing distinctions that creativity advocates ritually
draw with their new-economy forebears. As Lehmann (2004; 163–4) notes, ‘the core
values that Florida charts as the key to the “creative ethos” — individuality, meritocracy,
diversity, and openness — are all by now slogans of first resort for the same corporate
economy that [he] claims is being displaced by high-tech innovators in no-collar
workplaces and edgy neighborhoods’. Discourses of urban creativity seek to normalize
flexible labor-market conditions, lionizing a class of workers that can not only cope
with, but positively revel in, this environment of persistent insecurity and intense,
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atomized competition, just as they enforce modes of creative governmentality based on
‘compulsory individualism, compulsory “innovation”, compulsory performativity and
productiveness, compulsory valorization of the putatively new’ (Osborne, 2003: 507).
This is achieved, in part, by the suggestive mobilization of creativity as a distinctly
positive, nebulous-yet-attractive, apple-pie-like phenomenon: like its stepcousin
flexibility, creativity preemptively disarms critics and opponents, whose resistance
implicitly mobilizes creativity’s antonymic others — rigidity, philistinism, narrow
mindedness, intolerance, insensitivity, conservativism, not getting it.
The urban creativity script also enables a subtle reworking of the scalar politics of
the post-Keynesian era. Reflecting on the way in which Florida’s work is being read by
city leaders, it would seem that there is a predisposition to accept the most controversial
steps in his thesis — that creativity is the root cause of growth, and this is borne by a
mobile class of elite workers — in order to jump to the chase on the question of how
to lure the creatives to town. The cities that grow will be those with cool people in them,
and cool people will only go to cool cities. But ‘what makes a city cool?’ Michigan
Governor Granholm rhetorically asks, ‘We understood that the best place to look for the
answer to this question was at the local level’ (quoted in Michigan, 2003: 3). Uncool
cities, it seems, have no-one to blame but themselves, while creative places stand to be
rewarded both with economic growth and targeted public spending. Thus, the creativity
script works seamlessly with the new urban realpolitik, neoliberal-style. Apparently
operating on the presumption of a distant, dysfunctional, largely irrelevant, if not
terminally hollowed-out national state, creativity discourses privilege the local and
bodily scales as the locations both of determinate processes and meaningful social
action. Florida insists that creative ‘environments cannot be planned from above’
(2004b: iii), just as he endows cities with significant degrees of agency: So Austin was
not merely fortunate or well placed, according to Florida’s account, its civic leaders
‘really hustled’, reportedly declaring that, ‘We’re going to make Austin really unique’
(quoted in Dreher, 2002: 6; Gertner, 2004: 90). Meanwhile, the problem with
‘institutionally sclerotic’ cities that have not participated in the creativity explosion, like
Detroit and Pittsburgh, is that they still ‘just don’t get it’, or, worse still, ‘they don’t
want to change’ (quoted in Dreher, 2002: 6). In this respect, the creative-cities script is
a mobilizing discourse: it spells out the nature of the challenge and the necessity for
action, framed as a historic imperative; then it outlines a simple urban formula for
creative turnaround, sternly warning that civic leaders had better take heed, or else. And
increasingly, the threat is a global one: the competition for talented workers is no longer
simply a domestic one, the next threat on the horizon is an international ‘flight of the
creative class’ (Florida, 2005b). As Florida informed the readers of Money magazine,
the talent war is globalizing and cities in Australia, Canada, Ireland, New Zealand and
Sweden will increasingly be the ones to watch:
[A] new global order will not pit Boston against Austin for jobs, but Boston against Dublin.
‘I believe the US has the most amazing transformative capacity’, [Florida] says, and also that
we’re still the leading country. But those places are beginning to become more open. They are
beginning to see that our strength in the US has not been our market size, nor our own intrinsic
genius, but that we’ve been open. We’ve always been the place that has attracted the tired,
hungry and incredibly energetic. And I think these other countries are increasingly pursuing
that (Gertner, 2004: 92).

The insidious ‘scalar narrative’ (Swyngedouw, 1997) of creativity has it that the bodies
— or perhaps more accurately, the souls — of creative individuals have become the
preeminent carriers of economic-development potential, so the pursuit of economic
growth becomes neatly synonymous with the publicly funded seduction of the Creative
Class. This is a uniquely mobile factor of production, a supply-side counterpart to the
footloose corporation, whose locational reach is wide and therefore whose locational
preferences must be accommodated. If the business-oriented strategies of yore involved
building industrial parks and subsidizing corporate activities, this new variant of the
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supply-side catechism has it that creatives will only come to cities that buzz. A premium
is therefore placed on the capacity of cities to make their authentic, funky neighborhoods
welcoming to monied incomers, whose inherent precociousness must be rewarded with
additional gifts like bike paths and street-level entertainment, while the task of the
residualized public sector is underwriting and subsidizing these developments with what
tax dollars it has left. Florida does not pull his punches when advising city leaders:
‘[Y]ou need to have [these amenities] because if you don’t have them, then people won’t
come to your city’, since the question that creatives are asking, itinerant hedonists that
they are, is: ‘What kind of location offers me the full bundle of lifestyle choices with
the diversity of amenities and options that I desire?’ (quoted in Dreher, 2002: 4, 5).
Discursively subjected, in this way, to the soft discipline of creative-capital mobility,
cities must quickly figure out how to act. Fortunately, help is on hand, since there is
now a well-publicized and purposefully circulated repertoire of strategies that (may)
work. Florida’s has been but the most conspicuous contribution to this burgeoning
business of manualizing local creativity strategies (see Kotkin and Devol, 2000; Landry,
2000; Partners for Livable Communities, 2001; Duxbury, 2004). The snake oil cannot
be guaranteed, of course, because the finicky creatives may decide to stay on in Austin.
But the allure of Dr Florida’s prescription has been sufficient to secure robust domestic
sales, and a growing international market. The sobering evidence of this lies in the sheer
number of cities that have willingly entrained themselves to his course of treatment, not
to mention the unmistakable zeal of its many converts. Particularly high doses of the
urban-creativity medicine must be administered if the patient has been suffering from
(institutional) sclerosis, or if earlier courses of (entrepreneurial) treatment have failed.
Even so, some (probably delusional) patients in rustbelt regions may develop the feeling
that they have been slipped another placebo. In a rare moment of reflection, Florida has
pondered whether he may have ‘inadvertently glorified’ some creative urban strategies,
which may not even be sustainable in their places of origin (quoted in Gertner, 2004:
90). Meanwhile, the contagion of urban creativity strategies continues to spread, to
Europe and beyond (see National Economics, 2002; Bradford, 2004a, 2004b; Florida
and Tinagli, 2004; cf. Gibson and Klocker, 2004). Audaciously upscaling his argument,
Florida (2005b: 3) has recently asserted that ‘the new global competition for
talent . . . promises to radically reshape the world in the coming decades’.
The contemporary cult of urban creativity has a clear genealogical history, stretching
back at least as far as the entrepreneurial efforts of deindustrialized cities. The script of
urban creativity reworks and augments the old methods and arguments of urban
entrepreneurialism in politically seductive ways. The emphasis on the mobilization of
new regimes of local governance around the aggressive pursuit of growth-focused
development agendas is a compelling recurring theme (see Leitner, 1990). The tonic of
urban creativity is a remixed version of this cocktail: just pop the same basic ingredients
into your new-urbanist blender, add a slug of Schumpeter lite for some new-economy
fizz, and finish it off with a pink twist.
The flavor, though, is a distinctive one. Cities, and urban policies, remain substantially
constituted by an ideologically amplified deference to ‘external’ competitive forces and
threats, though the struggle to replace working-class jobs is partially superceded by a
nouveau-bourgeois war for talent. The indiscriminate pursuit of growth is superseded
by a new emphasis on rewarding, good-quality jobs, though these are reserved for the
new overclass of interloping creatives. The competitively induced overbuilding of malls
and convention centers morphs into the creatively impelled overbuilding of bike paths
and artistic venues (as if this could grow the aggregate supply of creativity), the
inevitable consequence of which must surely be devaluation, no doubt followed by yet
more rounds of leapfrogging creative ‘innovation’. The subordination of social-welfare
concerns to economic development imperatives (first, secure economic growth, then wait
for the wider social benefits to percolate through) gives way to a form of creative trickledown; elite-focused creativity strategies leave only supporting roles for the two-thirds
of the population languishing in the working and service classes, who get nothing apart
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from occasional tickets to the circus. A new generation of entrepreneurializing subjects
is formed, as the disciplines of creative productionism are extended to every aspect of
self and soul, to the spheres of consumption and play, as well as to those of work, while
the circumstances of those outside the favored class are rationalized according to a
deficit model of creativity. And the strategic emphasis shifts from a narrow focus on the
sphere of production to a deeper engagement with the marketizing and commodifying
spheres of consumption and reproduction, positions within which become the primary
markers of distinction in the creative city.
Finally, there is a question of speed. The extraordinary rate of adoption of urban
creativity strategies can in some respects be explained in terms of the enduring legacies
of entrepreneurial urbanism. The rapid diffusion and ultimate exhaustion of
entrepreneurial-city strategies established a massive potential market for their creatively
inflected successors, together with an elaborate infrastructure for cross-jurisdictional
policy transfer (see Wacquant, 1999; Peck 2002). The Rise of the Creative Class, as
a knowingly constructed ‘mutable mobile’, entered this hypertrophied sphere of
circulation at a velocity that revealed less about its intrinsic qualities than it said about,
firstly, the profound policy vacuum that characterized the neoliberalized urban realm,
and secondly, the now-extensive circuitry of the fast-policy regime that has been
constructed around cities. Whatever else it may be, Florida’s creative-city thesis is
perfectly framed for this competitive landscape, across which it has traveled at alarming
speed. Agents and artifacts of fast-policy circulation help realize this process, though in
themselves they surely cannot constitute the demand for creative fixes. The market for
creative policy products is propelled by the endless pursuit of creative urban advantage,
the (generally negative) distributional consequences of which are variously denied,
obfuscated or finessed out of existence in the creativity script and its routinized practices.
The creative cities discourse is both saturated in, and superficially oblivious to, the
prevailing market ideology, such that the mere suggestion that creative advantage
presupposes creative disadvantage, that there must be losers in the Creative Age, borders
on the ‘heretical’ (Bradford, 2004b: 9). Contra the self-evident myth that every person
and every place can be a creative winner, the creativity script represents a culturally
inflected reinscription of these competitive relations.
In the creative economy, regional advantage comes to places that can quickly mobilize the
talent, resources, and capabilities required to turn innovations into new business ideas and
commercial products. Leading regions establish competitive advantage through their
capabilities. They are vehicles for mobilization that can almost instantaneously bring together
the resources required to launch new businesses and turn innovations into successful products.
For these reasons, the nexus of competitive advantage shifts to those regions that can generate,
retain, and attract the best talent. This is particularly true because creative workers are
extremely mobile and the distribution of talent is highly skewed (Florida, 2005a: 49–50).

So packaged, creativity strategies were in a sense preconstituted for this fast policy
market. They empower, though only precariously, unstable networks of elite actors,
whose strategies represent aspirant attempts to realize in concrete form the seductive
‘traveling truths’ of the creativity script; they give license to ostensibly portable
technocratic routines and replicable policy practices that are easily disembedded and
deterritorialized from their centers of production — at least in a shallow, essentialized
form — for all the talk of local ‘authenticity’; they reconstitute urban-elitist,
‘leadership’ models of city governance, despite their ritual invocation of grassroots
efforts; they foster experimental and mutually referential policy development processes,
framed within the tight parameters of urban fiscal capacity, and manifest in the form of
the serial reproduction of an increasingly clichéd repertoire of favored policy
interventions, the value of which is eroded in the very act of their (over)construction;
they legitimate new urban development models and messages, which travel with great
speed through interlocal policy networks, facilitated by a sprawling complex of
conferences, web sites, consultants and advocates, policy intermediaries and centers of
International Journal of Urban and Regional Research
© 2005 The Author.
Journal Compilation © 2005 Joint Editors and Blackwell Publishing Ltd.

768

Jamie Peck

technocratic translation, the combined function of which is to establish new venues and
lubricate new channels for rapid ‘policy learning’; and they discursively and
institutionally select subnational scales, highlighting in particular gentrifying urban
neighborhoods as the preeminent sites for both privileged forms of creative action and
necessary modes of political proaction, the places that can and must act. As such,
creativity strategies subtly canalize and constrain urban-political agency, even as their
material payoffs remain extraordinarily elusive. The cult of urban creativity is therefore
revealed in its true colors, as a form of soft law/lore for a hypercompetitive age.
Jamie Peck (japeck@wisc.edu), Department of Geography, University of Wisconsin-Madison,
Madison, WI 53703, USA.
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Nature as an icon of urban resistance: artists, gentrification and New York City's Lower East Side, 1979-1984 social conditions depicted in art
Gregory Sholette
The state of this Lower East Side of New York City provides pictures for painters, operas for actors and poets from urban
shambles of a slum where monstrous inequity is met with savagery, a nearly perfect specimen of malignant city life . . . yet this
neighborhood has also functioned as a cultural insulator. Within its bosom minority cultures have remained intact, and new
ideas have incubated.(1)
Urban cycles of decline, decay, and abandonment followed by rebirth through rehabilitation, renovation, and reconstruction
may appear to be natural processes. In fact, however, the fall and rise of cities are consequences not only of financial and
productive cycles and state fiscal crises but also of deliberate social policy.(2)
Metaphors of urban decay, rebirth and incubation suggest that the process of "constructing nature" has its corollary in the act
of naturalizing culture. This complementary operation ascribes organic processes to the workings of human labor and
economic systems. In this essay I will look at the way the inner city is naturalized(3) through the work of several artists active
on Manhattan's Lower East Side between 1979 and 1984. What makes these artists' works exceptionally coherent is that each
uses natural iconography - nature as image or as idea - to critically respond to the entwined processes of real estate speculation
and class displacement known as gentrification while effectively treating the neighborhood itself as a thing brimming with
"malignant city life."(4)
By and large the work examined here was initially seen in outdoor locations, often on abandoned buildings. These "street"
settings presented their own artificial ecology, where competing species of images inhabited an environment of licit and illicit
visual chaos of wheatpasted hand bills, commercial advertising, signage from retail businesses, fluorescent graffiti, stencils,
murals and posters, some of which also presented anti-gentrification messages to the public. How and why these artists chose
natural imagery to agitate or comment on housing and economic issues is the concern of this text. The answers that present
themselves place the battle to maintain low income rents in inner-city neighborhoods within a broader cultural and political
context.
One response of these artists was to satirize the naturalizing language of the real estate industry itself. Through advertisements
and press releases, land developers, speculators and even the city government described low income neighborhoods such as
Hell's Kitchen and the Lower East Side as "untamed territories" where upwardly mobile white renters were called upon to serve
as "trail blazers" or "urban pioneers."(5) Another way artists "naturalized" or challenged the myths surrounding gentrification
on the Lower East Side is less straightforward. It involved what cultural critic Craig Owens described as a search "for lost
difference [that] has become the primary activity of the contemporary avant-garde."(6) Owens's critical remarks were aimed at
the appropriation of subcultures by the East Village art scene in the early 1980s, a process of "recycling" that he attributes to
the contemporary avant-garde which "seeks out and develops more and more resistant areas of social life for mass-cultural
consumption."(7)
Owens's acerbic analysis frames in historical terms what he called the "shifting alliances between artists and other social
groups" by comparing the 1980s avant-garde fascination with the "racial and ethnic, deviant and delinquent subcultures" of the
Lower East Side to the infatuation of a previous avant-garde with the "ragpickers, streetwalkers and street entertainers" of
mid-nineteenth-century Paris.
Against what he calls the "puerilism" of the East Village art scene, Owens champions the anti-gentrification imagery produced
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by members of Political Art Documentation and Distribution (PAD/D), a project that I helped organize and which I detail in
part here. Yet in championing PAD/D's work as "mobiliz[ing] resistance against the political and economic interests which
East Village art serves,"(8) Owens overlooks the way a left version of this search for "lost difference" operated within
progressive cultural formations, including the work of PAD/D, even if this longing occasioned more reflexive practices. By not
critically engaging this oppositional art and only using it as a counter-example, Owens misses the way a certain naturalizing
of the neighborhood (as difference/as a lost plenitude) also allows some artists to identify and constructively engage with the
social and economic plight of the inner city.(9)
In various and often unexpected ways, the work under consideration naturalizes this urban culture, extending this process to all
parts of the Lower East Side, or "Loisaida" as its Spanish speaking residents called the neighborhood, including the streets, the
political economy, the history and even the heterogeneous population of the neighborhood. Within the work of these artists,
Loisaida is represented variously as: an endangered species or as one that is biologically out of control, a tableau in which
predators and prey are locked in a primeval struggle, a cyclical organic process revealed to be man-made or a corrupted
ecological utopia in need of liberation. It is this last instance that I will turn to in my conclusion when examining some of the
art from the late 1990s, art that reworks the ecological themes of the last decade but so far remains primarily wedded to art
world display.
Malignant City
Like myself, many of the artists immigrating to the Lower East Side in the mid to late 1970s were voluntary refugees from the
managed communities of New Jersey, Long Island or towns in the mid-West or California - places where life's rough edges and
natural disorder had been displaced in favor of the regularity of landscaped yards, shopping malls and parking lots. To these
children whose parents had themselves fled the cities, the mix of Afro-Caribbean, European and Asian cultures proved
enduringly vital despite the crumbling tenement buildings and empty lots.
In many places the Lower East Side circa 1979 indeed looked like a B-movie version of life amidst the ruins of a nuclear or
environmental catastrophe. Overturned cars, their chassis stripped of parts, were strewn along the sides of streets, especially on
the alphabet Avenues B, C and, most of all, D. Burnt out or demolished properties cut spaces between tenement buildings. These
openings became filled with rubble, trashed appliances, syringes and condoms, as well as pigeons and rats. Often they appeared
to be returning to a state of wilderness as weeds and fast-growing ailanthus trees began to sprout from the piles of fallen bricks
and mortar. Along some stretches of these avenues there were more square feet of this antediluvian scenery than extant
architecture.
Still, residents in this predominantly Latino community could be seen organizing gardens amid the rubble and entering and
leaving tenements to go to work, always outside the neighborhood, to shop or to visit social clubs. In the summer Ukrainian
men played checkers in Thompkins Square, while the women sat together on the opposite side of the park conversing. Black
leather and mohawks, remnants from the already fading punk scene, shared sidewalks with kids chilling in open hydrants.
There was always the sound of a conga drum, meting out a near 24-hour pulse.
Even the neighborhood's ethnic and cultural vitality could be read as a dense forest of signs where typographical tracings,
mostly in Spanish or English but some in Hebrew, Chinese or Slavic characters, overlapped on brick or stucco walls and in
shop windows.(10) The total effect on the influx of young artists in the late '70s was that of a mongrel thing: part living, part
mineralized ruin, part text but always more authentically "natural" than the genteel communities of either SoHo or Nassau
County.
The anti-suburb
In the later half of the 1970s came a new wave of young "immigrants." Many of these young people who moved to the streets
west of the Bowery, south of 14th Street, and north of Delancey were artists - a class of individuals traditionally willing to
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forego bourgeois comforts and even risk their safety in pursuit of three goals: cheap rent, discovery in the traditional manner by
a patron - a ticket out of the East Village for the lucky few - and finally, contact with something "authentic," such as the
imagined organic quality of other peoples' (ethnic) communities. However, the national and regional economy of the 1970s was
in a depression and the low-income areas of the city were the worst hit. This malaise was reflected in the fin-de-siecle spirit of
the art and club scene in the Lower East Side. Downward mobility caused by high unemployment and a tight money supply cut
off any route leading out of low rent neighborhoods and back into the middle class (at least until the boom years of the
mid-1980s).
Yet in spite of this sense of "zero" option combined with such ominous signs as the energy crisis, where people shot each other
at gas stations, or the unprecedented global nuclear build-up of the 1970s, the punk years were filled with a sense of macabre
festivity. As one observer put it:
The first generation to grow up under the specter of nuclear annihilation angrily came of age in an era of diminishing
expectations. It was in this atmosphere that a rock club CBGB [in 1975] opened in New York's East Village . . . CBGB launched
the punk movement, and it's no coincidence that many of the early punks looked like survivors from a nuclear holocaust. . .(11)
By 1979 Presidential contender Ronald Reagan was offering tax cuts for the wealthy and trickle-down leftovers for the working
poor (in a plan dubbed "Supply Side Economics" a.k.a. "Voodoo Economics"). Combined with his bizarre remarks about a
coming biblical showdown, Reagan's persona became proof enough that the world had all but ended and that the only option
was to party (or to imitate one at any rate). Nevertheless, throughout the 1970s there were artists within this
anarcho-apocalyptic mix who claimed a specifically political agenda. These art activists understood that they were themselves
central to the displacement process because as artists they enhanced the desirability of the neighborhood for potential middle
and upper income residents. When a second wave of artists began arriving in the late 1970s this political awareness would
become exceptionally, if temporarily, focused.
Copping an Octopus
The smoke of burning buildings fills the street. . . Rats and dogs are coming out to eat . . . the landlords have been buried in the
basements of their buildings . . . throw away your clothes - you no longer need them. . .(12)
On the last day of 1979 a splinter from the one-year-old artists' group Collaborative Projects (COLAB) entered a city-owned
building on Delancey Street that had been sitting empty in Loisaida for years. Aiming to liberate and occupy the site as a means
of exposing "the system of waste and disuse that characterizes the profit system in real estate"(13) the Committee for the Real
Estate Show opened their "squat-gallery" to friends and the public on January 1, 1980. The show was filled with coarsely made
artworks that decried rent-gouging landlords, city-run development agencies and what would become a favorite target of the
new scene: the "suburbs," as a series of suburban real estate photographs with sardonic captions like "3 BR, no rats, no
unemployment" demonstrated.(14)
in a move that prefigured the pop-piracy of East Village art, Rebecca Howland copped the image of a monstrous octopus - the
consummate left-caricature of big business - and painted it onto the bland facade of the appropriated space of "The Real Estate
Show." In the creature's tightly coiled arms were depicted two tenement buildings, a bundle of cash, a gem (signifying the
speculator's perception of the building) and a dagger. But one of the beast's arms had been violently severed. The artist
positioned this liberated limb pointing to just above the entrance to the building, forming an arrow that directed the eyes of the
neighborhood toward both the exhibition and to the example set by the artists' collective action.
Within the context of the Lower East Side, with its graffiti covered brickwork, handmade store signage, street graphics and
didactic murals, the "Real Estate Show's" polymorphic sea creature appeared inevitable, natural, like a denizen attracted to the
region's visible ecological fatigue. Howland also put her octopus icon on the "Real Estate Show's" fliers and posters, some of
which were printed over actual page-spreads from the New York Times Real Estate section, thus turning the creature into a
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veritable logo for the squat-action.
Howland would in fact continue to use the mollusk image in her work for years, her most ambitious version being a large
three-dimensional sculpted metal piece, 3 x 6 feet, from 1983 titled "Real Estate Octopus with Dead Horse," that she created for
the walkway of the Williamsburg Bridge. "Real Estate Octopus with Dead Horse" presented Howland's now emblematic
invertebrate writhing beneath the towers of the World Trade Center as if it were the radioactive spawn of a secret Port
Authority experiment.
One likely source for Howland's initial octopus effigy may have been the mural "Chi Lai - Arriba - Rise Up!" (1974) by Alan
Okada on a building just five blocks to the south of the "Real Estate Show." Within Okada's four-story-high painting a
squirming cephalopod, draped in a U.S. flag, clings like a parasite to the figure of a money-grubbing landlord. Another source
for Howland's image is undoubtedly the 1901 novel Octopus by radical socialist author Frank Norris, where the railroad is
represented as a many armed monster: ". . . with tentacles of steel clutching into the soil, the soulless Force, the iron-hearted
Power, the monster, the Colossus, the Octopus."(15)
It is difficult to miss Howland's version of real estate speculators with their "tentacles . . . clutching into the soil" of the Lower
East Side. But the Real Estate "insurrection" was itself a mixture of anarchistic bravado and analytical naivete. The artists
mimicked the "direct action" strategies of the Civil Rights Movement of 1968 and in so doing they imagined that the community
would be inspired to take similar action and stop the irrational warehousing of useful property. There was, however, nothing
irrational about the city's plan for the neighborhood. It was part of a long-standing grand design to weaken investment and
living conditions in certain low income areas so that re-development could attract real estate developers and upper income
residents.(16)
Neither did neighborhood people necessarily get the point of the exhibit. According to artist Joe Lewis, a fellow COLAB
member, ". . . a lot of people saw the show, the community people, they thought it was just a group of artists protesting that they
could not show their work anywhere."(17) The day after the opening of the "Real Estate Show" the city padlocked the building.
Then, after receiving some bad press exacerbated by the appearance of artist Joseph Beuys, the city reversed itself and offered
the artists a smaller space a few blocks away to resume the exhibition.(18)
"Real Estate Octopus" was just one specimen in an ersatz natural history of the Lower East Side targeting landlord abuse and
neighborhood degradation. While Howland's tentacled speculator cast the real estate wars in terms of natural predation and
defense, artists such as Christy Rupp and Michael Anderson presented images of animals as signs and victims of an urban
environment gone wrong.
Rats, Kingfishers and Voodoo Economics
In works like "Rubble Rats" and "Rat Patrol," Rupp approached the Lower East Side as if it were the locus of an ecological
disaster. In 1979 Rupp pasted some 4000 offset images of running rats throughout the city. The action, titled "Rat Patrol," was
intended to make "visible during the day what went on at night."(19) It also played on traditional images of plagues or miasma
where corruption spreads like an infection throughout the urban body.
What was the source of this contagion? In an interview with the New York Post in 1980, Rupp stated, "Rats are not terrorists. . .
I see them as part of the history of ecology, in the whole chain of things. It's simply that they're out of control in the cities."(20)
Elsewhere the artist has commented that "Rats are a symptom," insisting that garbage and "the environment and economics"
are the cause, presumably of an imbalance in the city's ecology.(21)
The success of "Rat Patrol" was followed by a series of rodent-sized sculptures such as Rubble Rat (1980). Rupp cast a cement
rat directly onto a pile of bricks she found in the debris- and weed-filled backyard of the ABC No Rio building. In keeping with
the camouflaging common to the animal kingdom, Rupp's small concrete sculpture was at first indistinguishable from other
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chunks of broken building that littered the area. Since it was partly embedded in the debris, it is only when the rat figure is at
last discerned that we are tipped off to the artifice of the work.
A somewhat different reading of the work places it in the category of the post-traumatic souvenir along with other petrified
curiosities, such as the melted watches of Hiroshima or the mummified inhabitants of ancient Pompeii. The piece first
appeared in ABC No Rio's inaugural exhibition, sponsored by the anti-nuclear coalition Artists for Survival, in May 1980. In
contrast to Rupp's more recent, skillfully crafted and assertively beautiful animal sculptures, these scabrous rodents retain an
ambivalence about art as commodity production.
The abject look of Rupp's sculptural vermin hints at another ambivalence by reflecting at once the rawness of the Lower East
Side and an uneasiness concerning the absence of bourgeois standards. Once again my speculation is that for Rupp, as well as
for other East Village artists, the inner city landscape appeared as pathological, as "malignant city life." And whether her
representations of rodents were intended to make visible a nocturnal urban ecology or to amplify the already abundant evidence
of New York's social and environmental crisis, these works are symptomatic of art that used the poor ecological hygiene of the
city to agitate for social improvement.
In 1984 Anderson added another specimen to the zoological garden of the Lower East Side. Anderson's silkscreened poster "In
Memorium" featured the unusual pairing of an endangered bird, a Kingfisher, together with an altogether different endangered
species, the neighborhood "mom and pop" store, in this case the Orchidia, a popular Lower East Side restaurant serving a
unique combination of Ukrainian and Italian cuisine. The Orchidia had been forced to close down because of unregulated
commercial rent increases brought about by the "upturn" in the neighborhood's property values. But it was also one of the focal
points for neighborhood anti-gentrification activists such as the Lower East Side Joint Planning Council, who used the
Orchidia situation to expand community participation and garner media attention.
Anderson was an exhibition preparator for the American Museum of Natural History at the time, and he was also actively
involved in anti-gentrification work in Brooklyn and on the Lower East Side. The poster, which was made for a
neighborhood-wide art project called "Out of Place: Art For the Evicted," has a bold headline that is dedicated: "To those felled
by environmental/economic pollution." On the left side of the 24 x 30 inch piece is the image of a dead bird. Beneath it in small
type is a label-like caption reading: "Belted Kingfisher (Megacerle Alcyon) Found in New York City alive but with legs
paralyzed. Died August 25th 1983 of suspected poisoning by environmental pollutants." To the right of the Kingfisher memorial
Anderson printed an image of the neighborhood eatery along with another testimonial that reads: "Orchidia Restaurant:
almost 37 years at 2nd Avenue at 9th street, landlord Sydney Wiener in defiance of community opposition raised rent from
$950/month to $5,000/month. The Orchidia, despite protest, closed April 11, 1984." Surrounding each image is an irregular
color smudge - one blue, one red, like the color of the dyes used to stain microscopic specimens - and within these blots are
images of roses and hovering cherubs.
"Out of Place" was a project of PAD/D, the activist art collective founded in 1980 that lasted until 1987 and whose archives of
socially committed art are now housed at the Museum of Modern Art in New York. Since 1982 eight PAD/D members had been
meeting as a reading group, and in 1983 decided to put theory into practice by organizing an exhibition about the changes
taking place in the neighborhood where they met and where the majority of them lived. In 1983 the PAD/D Reading Group
became the PAD/D Not For Sale (as in "this neighborhood is not for sale") Committee.(22)
The group's first project was planned as an ambitious interactive gallery display showing a city skyline with
viewer-manipulated information panels on economics, racism, landlord abuses and city housing polices. A lack of funds, as
well as an inability to agree on the precise look of the installation, led to a large but traditional art exhibition on the theme of
the Lower East Side that was held at El Bohio, a former public school building appropriated by neighborhood activists.
The following year the PAD/D Not For Sale Committee changed tactics, moving into the public sphere with a parodic street
project called "Out of Place: Art For the Evicted." The readers-turned-activists solicited graphic work from artists on the
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subject of gentrification and displacement. The group then designated four specific street locations in the East Village as mock
"art galleries," going so far as to spraypaint the names of fake establishments - The Discount Salon, The Leona Helmsley
Gallery, Another Gallery and the prophetic Guggenheim Downtown - on the sides of boarded up buildings. During the summer
of 1984 the group wheatpasted the various works at each location, replacing those that had been damaged or covered over by
other unrelated street advertising and graffiti. The opening for the project was held in front of the Guggenheim Downtown on
the corner of Avenue A and 10th Street, complete with refreshments and voter registration drives by local housing activists.
Along with Anderson's memorial to economic and environmental pollution was another lament for a lost neighborhood
business that was part of the "Out of Place" project. The Garden Cafeteria was a Jewish cafeteria-style restaurant located on
East Broadway that had been bought out by a Chinese restaurant (more likely a symptom of the changing demographics of the
Lower East Side than real estate gouging). The artist Marianne Nowak paid tribute to the establishment's passing in the form
of color Xeroxed images of actual gardens interspersed with Cafeteria diners. Arranged in the form of a single horizontal
panorama on the deteriorated building that was temporarily known as the Guggenheim Downtown, the work linked urban life
and personal memory with natural cycles of growth and dissolution. But where Anderson's dirge-like "In Memorium" worked
as a visual and conceptual pun, mixing document with lamentation and patently confusing the categories of nature and culture,
"Garden Cafeteria" resolves this opposition by using nature to invoke the rapture of dwelling on what has recently been lost.
In Ed Eisenberg's street poster titled "Reaganomic Galleries" (1984) a silvery waterfall is surrounded by several boxes filled
with text. Upon inspection, these diacritical captions serve to trace the history of the economic assault on the neighborhood in
terms of Reagan's trickle-down metaphor. Reagan claimed unprecedented federal tax cuts for the wealthy would mysteriously
and assuredly "trickle down" to those in the economic lowlands.
Eisenberg's waterfall starts with the 1981 tax bill cutting taxes to corporations and the upper class, splashes its way down to
the revitalization of the luxury art market before passing through the gush of the East Village art scene and landing in a pool
where the caption reads: "some young art stars profit handsomely; community's poor residents continue to dehydrate."
Other works the Not For Sale group "exhibited" in the streets invoked concepts of natural history in a more ethnographic mode,
including the ironic poster by Nancy Sullivan that depicted an iconic cowboy on horseback with a bold caption that read "Area
Natives make your Reservations Now." Behind the lasso-wielding horseman is an image of a Southwestern desert Both images
were printed on graph paper, suggesting the rationalizing of natural landscape in the wake of invading capital.
This Euro-expansionist sentiment carried over to Edgar Heap of Birds's poster with the word Natural spelled backwards:
NATURAL
we don't want Indians . . . just their names . . . mascots . . . machines . . . cities . . . products . . . buildings . . . LIVING PEOPLE.
Like artist John Fekner, whose spraypaint and stenciled slogans "Growth/Decay" and "Broken Promises" labeled the exterior
of crumbled buildings and torched car bodies both downtown and in the South Bronx, Heap of Birds's and Sullivan's posters
functioned as ironic warnings about the effects of what might be termed ecological urban colonialism.
But as Janet Koenig, another member of the "Out of Place" project, had already observed, the contradictions involved in making
art against gentrification were not going to be resolved within the cultural sphere; indeed, they might even be heightened.
For artists, mere awareness of their roles in gentrification is not sufficient. On the one hand, this project attempts to raise
consciousness about the issue, on the other hand, it can be seen as another "Off Off West Broadway" encroachment on the Lower
East Side community.(23)
Ecotopia on the Lower East Side?
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Within these varied re-configurations of city as nature and nature as city, another tendency is visible. This includes artists who
presented designs, often of a fantastic nature, for a new ecological-urban utopia. In fact, the Lower East Side already had a
tradition of both pragmatic and fantastical ecological undertakings that combined the recycling of natural resources with the
existing architecture and community. Though not the subject of this essay, a short list of these attempted projects would
include: La Plaza Cultural and garden on East 9th Street; Adam Purple's "Garden of Eden," two buildings with solar panels
and windmills, one on East 5th and one on East 11th Streets; the Cuando urban agricultural collective on Houston Street; and
even a purported fish farm in the basement of an abandoned tenement building. At one time even theorist and inventor
Buckminster Fuller had been involved in demonstrating to members of CHARAS, a former Latino gang turned community
activist group, how to construct geodesic living structures within their neighborhood.
The list could also include the home of Anton van Dalen, a longtime member of the East Village art scene. Born in Holland
during World War It, van Dalen moved to the Lower East Side in the mid 1960s. On the roof of his building van Dalen kept
pigeon coops and on the first floor he raised an indoor "farm" of rabbits and chickens. van Dalen's surrealist-inspired art
enlarged upon this improbable urban agrarianism by offering a three-dimensional, wooden pigeon coop car and the Auto
Botanica - a Ford made of leaves - as well as emblematic street stencils of a women's shoe with a dove nestled inside, a flying
bus launching missiles and an x-rayed arm with a vine sprouting from its lace-like arteries. The latter was both a reference to
shooting galleries and the potential for grassroots revival on the mean streets of Loisaida.
In a more theoretical hybrid of ecology and activist ideals, artist and architect Peter Fend, who was active in the "Real Estate
Show," presented (circa 1980) his plan for a project he called Ocean Earth Construction Development (OECD). Fend's idea was
to set up a "community corporation" that would design environmental engineering projects and then channel the profits from
these into neighborhood improvements. Stock would be held exclusively by residents of the Lower East Side who would
democratically vote on how profits would be used.
Under the slogan of "Delancey Street Goes to the Sea," Fend aimed to secure autonomy for the neighborhood by establishing "an
independent energy and waste-conversion cycle, possibly in Jamaica Bay or the shoals off Staten Island, and to build structures
which - being elevated above existing structures or lots - are virtually exempt from taxes or rents." Exactly where the "profit"
would come in Fend's project is unclear. With his fantastic re-workings of topographical maps so that nations might be
organized around shared resources and drainage basins, Fend was a sort of East Village version of the conceptual art team of
Helen and Newton Harrison. But Fend's Libertarian-like schemes fit the entrepreneurial style of the '80s more than the
anti-commercialism of early '70s conceptual art.
Proposals to fix the environmental and socioeconomic problems of the inner city through conceptual projects have recently
re-appeared in the work of '90s artists like Mark Dion and Nils Norman. Dion's project for the exhibition, "Culture In Action"
in Chicago in 1992-93, combined a high school science project with a field trip to a South American rain forest and resulted in
temporarily recycling an abandoned building in Chicago into what Dion described as an "eco drop-in center and clubhouse."
According to the curator of the project, Mary Jane Jacob, the participating young Chicagoans learned "to frame nature in an
art context and to frame art in relation to the natural world. It initiated in the students a way of thinking about nature."(24)
Far closer to the present subject of the Lower East Side are the conceptual schemes and prototypes made by British-born
Norman. In a 1997 exhibition at American Fine Arts in SoHo, Norman presented detailed scale models and blueprints for a
number of utopian architectural and/or garden projects, including "The Sky Village" for Thompkins Square Park (designed for
both habitation and as a defense against city marshals and police), a communally owned solar-powered news kiosk for senior
citizens and a proposed agricultural workers' collective to be known as the "Underground Agrarians."
"Underground Agrarians" would be constructed at Norfolk and Delancey Streets on the Lower East Side. ("The Real Estate
Show" was held on Delancey in 1979.) Each of the plexiglas-covered miniatures in the exhibition is a site analysis. The various
proposed functions of the site model is detailed in the accompanying document: "Food Coop, Specialized info/book shop

7 of 10

7/11/07 10:06 AM

Afterimage: Nature as an icon of urban resistance: artists, gentrificati... http://findarticles.com/p/articles/mi_m2479/is_n2_v25/ai_20236308...

(gardening, tenant rights, autonomous energy use), Prosthetic Gardening Limbs Shop, Self-composting toilet, and Sustainable
model permaculture roof garden." The organizational structure is composed of work detachments and democratically voted
commanders who supervise "composting, watering, weeding, sowing." Norman has even proposed re-naming Delancey Street
as Wobblies Street, after the radical turn-of-the-century workers' organization known as the Industrial Workers of the World,
or Wobblies.
Norman's models, even more than Dion's largely symbolic investigations, borrow from the little known history of left politics
and ecological utopianism, including the kind of iconographic and polemical uses of nature that I have touched on in this essay.
Nevertheless, in light of the present anti-progressive and the self-satisfied insularity of the '90s art industry, it is often the less
than ideal history of actual political work by artists in places like the Lower East Side that is in danger of being simplified and
treated as an exotic, organic thing.
There is, however, a seductive pleasure in the new ecological art, not least of all derived from the conceptual linkage, especially
in Norman's projects, to the history of collective practices and militant political resistance. And while New York City's Lower
East Side continues to serve as the "natural" site for locating these alternate histories, what can not be stressed enough is the
need to move beyond idealized exhibition settings and into long range political commitments where conceptual theorizing, such
as Norman's, can be field tested through site specific collaborative work involving artist and activists on the Lower East Side,
or in the outer boroughs where many of these issues over housing and displacement have now moved. In other words, for this
work to be useful within the political and historical arena that it has appropriated, artists must engage the contradictions and
compromises that comprise the "malignant city landscape" of the urban activist.
NOTES
1. Alan Moore and Marc Miller, eds., "The ABC's of No Rio and its Times," in ABC No Rio Dinero: The Story of a Lower East
Side Art Gallery, (New York: ABC No Rio, 1985), p. 1.
2. Martha Rosier, "Fragments of a Metropolitan Viewpoint," in If You Lived Here: The City in Art, Theory and Social Activism,
Brian Wallis, ed., (Seattle: Bay Press, 1991), p. 25.
3. The city also appears as a malevolent "natural thing" in sources like the detective novel and film-noir cinema, as well as in
the urban naturalism of writers like Frank Norris and Theodore Dreiser. Readings of the city as a form of "second nature" can
be found in the work of Walter Benjamin, especially in his unfinished Arcades Project, as well as in discussions about public
space; for example, the work of Richard Sennett and Simon Pugh.
4. A concise analysis of the gentrification of the East Village that also focuses on the role of artists within this process can be
found in Rosalyn Deutsche and Care Gnedel Ryan, "The Fine Art Of Gentrification," October 31 (Winter 1984), pp. 91-111.
5. Consider the language used in this advertisement from a full page ad in the New York Times as quoted by urban geographer
Neil Smith: "The Armory [a new condo facility] celebrates the teaming of the Wild Wild West with ten percent down payment
and twelve months' free maintenance. The trail blazers have done their work. West 42nd street has been tamed, domesticated,
and polished into the most exciting freshest most energetic neighborhoods in New York." In "Housing: Gentrification;
Dislocation and Fighting Back," in Wallis, If You Lived Here, p. 108.
6. Craig Owens, "Commentary: The Problem with Puerilism," Art in America (Summer 1984), p. 135
7. Here Owens is applying arguments made by Thomas Crow in his essay "Modernism and Mass Culture" to the phenomena of
the East Village art scene. Crow understands what he terms "resistant subcultures" to be the source material for high-art
avant-garde re-cycling. But Crow also bestows upon these marginalized groups an "original force and integrity" that is later
appropriated by high art and turned into a commodity. In this way, both Crow and Owens tacitly invest subcultures and
marginalized communities with an exploitable, organic richness manifest as difference. Thomas Crow, "Modernism and
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Mass" in Modernism and Modernity, Benjamin H. D. Buchloh, Serge Guilbaut and David Solkin, eds., (Halifax: Press of the
Nova Scotia College of Art and Design Culture, 1983), pp. 252-55.
8. Owens, p. 163.
9. For example, one year before Owens's text, cultural activist Lucy Lippard chose a distinctively organic metaphor to stand for
the Lower East Side (note the way Lippard uses the street as the place where difference is manifest as scar tissue): "Loisaida's
wounds are bandaged with posters, stencils, and graffiti that bear witness to the internal struggles and triumphs of its diverse
populace . . ." Lucy R. Lippard, "Too Close to Home," The Village Voice (June 14, 1983), pp. 94-95.
10. I refer the reader to Lippard, cited above, as well as to this fragment from Walter Benjamin's "Passagen-Werk" where he
compares faded wall posters in the Paris Arcades to: "the first drops of a rain of letters that today pours down without let-up
day and night on the city and is greeted like the Egyptian plague" or shop signs "recording not so much the habitat as the origin
and species of captured animals," as quoted by Susan Buck-Morss in The Dialectics of Seeing: Walter Benjamin and the
Arcades Project, (Cambridge, MA: MIT Press, 1989), p. 66.
11. Steven Hager in Art After Midnight, The East Village Scene, (New York: St. Martin's Press, 1986), p. 1.
12. Excerpted from the poem "Thermidor" by Alan Moore in Moore and Miller, p. 185.
13. Excerpted from the "'Manifesto or Statement of Intent' Committee for the Real Estate Show, 1980" in Moore and Miller, p.
56.
14. Moore and Miller, p. 61.
15. Prank Norris, The Octopus: A Story of California, (New York: Doubleday, 1901), p. 48.
16. A useful account of Manhattan's planned urban restructuring from an industrial working class city to a professional service
economy can be found in Robert Fitch, The Assassination of New York, (New York, London: Verso Books, 1993).
17. Moore and Miller, p. 57.
18. Soon after the "Real Estate Show," the city offered the artists still another storefront a few blocks north on Rivington Street
to use as an ongoing gallery. The new space was named ABC No Rio after a garbled nearby sign reading ABOGADO
NOT-A-RIO. Since 1980 the space has occasioned changing exhibitions, musical events, happenings and an occasional
educational art project with neighborhood kids.
19. Rupp quoted in Deborah Wye, Committed To Print: social and political themes in recent American art, (New York: Museum
of Modern Art, 1988), p. 86.
20. Moore and Miller, p. 78.
21. Wye, p. 86.
22. See Lucy R. Lippard, Lure of the Local, forthcoming.
23. Janet Koenig in PAD/D's journal Upfront Nos. 6-7 (Summer 1983), p. 3.
24. Mary Jane Jacob, in "Outside the Loop," in her Culture in Action, (Seattle: Bay Press, 1995), p. 114.
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"The Fine Art of Gentrification"
by Rosalyn Deutsche and Cara Gendel Ryan
"One day I walked with one of these middle-class gentlemen into Manchester. I spoke to him about the
disgraceful unhealthy slums and drew his attention to the disgusting conditions of that part of town in
which the factory workers lived. I declared that I had never seen so badly built a town in my life. He
listened patiently and at the corner of the street at which we parted company he remarked: 'And yet there is
a good deal of money made here. Good morning, Sir.'"--Friedrich Engels, THE CONDITION OF THE
WORKING CLASS IN ENGLAND
New York's Lower East Side is valuable property for today's art and real estate markets, and speculators
have every reason to feel optimistic. A working class neighborhood for 160 years, the area has become in
the 1980's the scene of a new art "phenomenon": over forty commercial galleries displaying their wares to a
clientele of corporate art consultants and wealthy international collectors. In the fall of 1981 Fun Gallery
and 51X opened. "When we started," explained Bill Stelling of Fun, "we didn't want to be considered a
little podunk gallery in the East Village. We wanted people to see that we were as serious as any gallery on
57th Street."-1 By the spring of 1982 Nature Morte, Civilian Warfare, and Gracie Mansion were also ready
for serious business. During the 1983 art season the number of galleries escalated to twenty-five. Scattered
throughout an area of twelve square blocks, these galleries coalesced into "Manhattan's third art district,
after Uptown and Soho"-2 Most observers attribute the flurry of activity to a mystical vitality electrifying
the Lower East Side and thus refuse to account for the interests operating to create the scene:
"UNACCOUNTABLY, at different times certain places--Paris's Left Bank, New York's Tenth Street--have
an aura of art that attracts painters and sculptors"-3 Far from the natural development that words such as
PHENOMENON and AURA suggest, however, Art District Three has been constructed with the aid of the
entire apparatus of the art establishment. This role was uncritically applauded in a brochure accompanying
one of the first exhibitions devoted exclusively to art from the Lower East Side galleries: "[The galleries]
have been enthusiastically embraced by the full complement of the art world--public and private
institutions, journalists, collectors and artists...This development affirms the perpetual renewal of the artists'
community."-4
When articles on East Village art as a new collective entity began to appear in the major art publications
in September 1982, there were only the original five galleries. Four months later these "pioneer" enterprises
were lauded in the VILLAGE VOICE as the "heroes" of the art world for their dealings on the "NeoFrontier"-5. In 1983, as an outpouring of articles on the new scene appeared in the VOICE, ARTS,
ARTNEWS, the NEW YORK TIMES, FLASH ART, and ARTFORUM, galleries began to proliferate. By
May 1984 the WALL STREET JOURNAL announced that the art scene had moved to the East Village,
and that summer ART IN AMERICA published a lengthy round-up in a special section entitled "Report
From the East Village."
An aura of fascination suffuses all of these accounts. The adulatory tone was engendered by a group of
writers who continue to build their careers on regular updates of East Village art developments. These
"East Village critics"--who are, in fact, not critics but apologists--celebrate the scene with an inflated and
aggressive rhetoric of "liberation," "renewal," "ecstasy." Nicholas Moufarrege, one of the most prolific and
rhapsodic of these propagandists, sums up the local zeitgeist as a savage and invigorating explosion of
repressed energies. "It's the law of the jungle and the fittest survive...ultimately quality prevails," is his glib
explanation for the scene's success.-6 Bill Stelling attributes the "turning point" in Fun Gallery's success
story to an ARTFORUM article by Rene Ricard revealingly entitled "The Pledge of Allegiance." Using a
militaristic language imbued with a dangerous romanticism, Ricard spells out his notion of the ideal artist-an East Village artist: "I want my soldiers, I mean artists, to be young and strong, with tireless energy
performing impossible feats of cunning and bravura..."-7 Like Ronald Reagan's campaign optimism, these

writers' enthusiasm knows no bounds, and, also like that optimism, ignores hard social realities and
complex political questions: questions in the first case, about what is being done to other people's countries
and, in the second case, to other people's neighborhoods. For unlike other recent art developments, this time
New York's two-billion-dollar art business has invaded one of the city's poorest neighborhoods. As an
integral element of "a major phenomenon of the early-80s art scene,"-8 essential to its packaging, the
Lower East Side has been described in the art press as a "unique blend of poverty, punk rock, drugs, arson,
Hell's Angels, winos, prostitutes and dilapidated housing that adds up to an adventurous avant-garde setting
of considerable cachet."-9 The area is hyperbolically compared with Montmartre-- "...we may be
witnessing a kind of American Bateau Lavoir, eighties style. It is perhaps too soon to predict which of the
artists is our Picasso or Stravinsky."-10 A recent novel about the racy adventures of a young East Village
painter is entitled IT WAS GONNA BE LIKE PARIS.
The representation of the Lower East Side as an "adventurous avant-garde setting," however, conceals a
brutal reality. For the site of this brave new art scene is also a strategic urban arena where the city, financed
by big capital, wages its war of position against an impoverished and increasingly isolated local population.
The city's strategy is twofold. The immediate aim is to dislodge a largely redundant working-class
community by wresting control of neighborhood property and housing and turning it over to real-estate
developers. The second step is to encourage the full-scale development of appropriate conditions to house
and maintain late capitalism's labor force, a professional white middle class groomed to serve the center of
America's "postindustrial" society.-11 "We are so close to the Twin Towers and the financial district. They
are both within walking distance from here," explains Father Joaquin Beaumont, the vicar for the Lower
East Side, "and there are so many people who work there. I'm sure they would love to live closer instead of
commuting to the suburbs every day. I think the plan is for the middle class and upper class to return to
Manhattan. That's the gentrification process. It's so unjust. Those with a lot of money are playing with the
lives and futures of people who have so little hope."
It is of critical importance to understand the gentrification process--and the art world's crucial role within
it--if we are to avoid aligning ourselves with the forces behind this destruction. Definitions of
gentrification--most generally issuing from the gentrifying classes--describe moments in the process, not
the process itself. For the "urbanologist" gentrification is the "transfer of places from one class to another,
with or without concomitant physical changes taking place."-12 For the amss media it is a "renaissance in
New York City."-13 For one member of an urban minority, however, "gentrification is the process of white
people 'reclaiming' the inner cities by moving into Black and Latin American communities..."-14 But none
of these definitions adequately sets out the reasons for this "transfer" of property, for this "renaissance."
Nor do they explain the resettling of a white population in neighborhoods where until recently they would
never have dared to venture. For gentrification cannot be defined unless we first isolate the economic forces
that are destroying, neighborhood by neighborhood, city by city, the traditional laboring classes.
Between March 1977 and March 1984, over 215,000 jobs were added to New York City's economy.
Most of these were created either in the business service sector or in the financial industries. During the
same period over 100,000 blue-collar jobs disappeared from the city's industrial base. This shift from bluecollar to white-collar industries makes the economy of the city, according to the NEW YORK TIMES
"even more incompatible with its labor force." -15 Such an incompatibility between the work force and the
economy is by no means specific to New York City; it is, rather, a national trend that began in the 1950's.
In 1929, fifty-nine percent of the labor force was blue-collar; in 1957 the percentage slipped to forty-seven.
By 1980 less than one-third of the total work force in the United States consisted of blue-collar workers.-16
These percentages do not, however, reveal the profound nature of the "incompatibility." For the period
between the end of the Second World War and the late '50s witnesses the "third industrial revolution," the
increasing automatization of labor power. While between 1945 and 1961 the number of blue-collar workers
increased by fourteen million, only two and a half million new jobs were created in the industrial sector. As
the rate of unemployment increased, the rate of surplus value and profit also increased, in part because of
the reduction of the relentless substitution of machines for men was, according to Ernest Mandel, "the very
rapid reappearance of the industrial reserve army which had disappeared in the course of the Second World

War." As long as the presence of this reserve army allowed the rate of surplus value to grow, there were no
obstacles to unlimited capitalist expansion. Thus the years between 1951 and 1965 comprised, in the United
States, a "genuine halcyon period for late capitalism." -17
The economic and social policies of the Reagan administration reflect the nostalgia of the present
capitalist classes for those "halcyon" days. It is, then, not surprising that these policies have had a disastrous
effect on every stratum of the laboring classes, from the skilled "middle-class" blue-collar worker to the
poor unskilled worker at the margins of the labor force. During the past four years this immiseration of the
working classes has taken two forms. On the one hand, high interest rates, ballooning deficits, and an
intractable dollar have swelled the ranks of the industrial reserve army with unemployment figures that
have duplicated post-Depression records. During the first six months of 1984 the economy surged ahead
with a growth rate of 8.6 percent, leaving in its wake eight million skilled and semi-skilled laborers out of
work.-18 On the other hand, the second prong of Reagan's domestic policies, directed against those who
will never serve the interests of "postindustrial" society, as either workers or consumers, carries the full
vengeance of two hundred years of capitalism. These people, dwelling in the lower strata of what Marx
identified as capital's surplus population, are victims "chiefly" of their own "incapacity for adaptation, an
incapacity which results from the division of labor."-19 Thus, by tightening eligibility requirements for
welfare programs, the Reagan administration has pushed some five and a half million working poor into
official poverty. Then, by slashing funds from human resources programs, the government has insured that
both the new and the old poor, who now number thirty-five million, will remain--if they survive at all--the
"underclass" well into the next century.-20
Gentrification is an important aspect of this strategy of impoverishment. By creating neighborhoods and
housing that only the white-collar labor force can afford, the cities are systematically destroying the
material conditions for the survival of millions of people. Expelled from the economy by Reaganomics,
turned out of their homes by state legislation, these cast-offs of late capitalism are fast losing the right to
survive in society at all.
The process of gentrification in New York City takes various forms. On the Lower East Side these have
included abandoned buildings, harassing and evicting tenants, and rapidly turning over neighborhood
property in order to escalate real-estate values. Generating a crisis of survival for the displaced class, this
process contributes substantially to the plight of homeless people, who are now estimated to number at least
60,000 in New York City. Referring to these growing numbers of displaced families, an attorney for the
Coalition for the Homeless recently stated, "We're talking about survival needs. They need a bed or a crib
to sleep in. They need a blanket. They need milk."-21 A position paper issued by the Lower East Side
Catholic Area Conference in response to the city's newest housing plan for the Lower East Side--the CrossSubsidy program--states that "displacement is one of the most serious and socially disorganizing processes
at work on the Lower East Side," and that the "need for low and moderate income housing for the people of
our community cannon be left to the market place." Through gentrification, "low and moderate income
people with few options...become the powerless victims of dynamic economic forces that are beyond their
control."-22
As one agent of these economic forces, the city--which owns sixty percent of the neighborhood's
property through tax defaults and abandonment of buildings by landlords--employs well-tested tactics to
facilitate the transformation of the Lower East Side. The first of these is to do nothing at all, to allow the
neighborhood to deteriorate of its own accord. Through a strategy of urban neglect, the city has been biding
its time until enough contiguous lots can be put together to form sums of money at municipal auctions to
developers who thus amass entire blocks for the construction of large-scale upper-income housing. Another
tactic of the city is the 421-a tax abatement program. Since 1971, 421-a--which provides tax exemptions to
developers of luxury housing--has been instrumental in converting entire areas of Manhattan from middleand low-income neighborhoods into neighborhoods that only the rich can afford. Recently the city council
approved a bill that restricts from further tax-exempted development the area between 96th and 14th
Streets, an area already saturated with the results of this program. The new bill now leaves the Lower East
Side even more vulnerable to what amounts to subsidized housing for the rich. As President Nixon's

Council of Economic Advisors discovered fifteen years ago, "Investing in new housing for low-income
families--particularly in big cities--is usually a losing proposition. Indeed the MOST PROFITABLE
INVESTMENT is often one that demolishes homes of low-income families to make room for business and
high-income families."-23
The 421-a program makes clear the city's choice of succession to the Lower East Side. The rights of the
beneficiaries are being contested, however, by those whose claim is more legitimate. "The basic issue," in
the words of Carol Watson, Director of the Catholic Charities' Housing Leverage Fund, "is who owns the
land. By 'own' I mean in the very real sense, morally. And we believe that that land belongs to the poor,
literally, in every way, legally, morally. It belongs to the people. Because they were the people who
struggled when nobody else wanted the Lower East Side."
While it might be tempting to view this current situation as merely the latest development in an
unchanging immigrant history of the Lower East Side, there are fundamental differences between the past
and the present. The experience of European immigrants was one of gradual assimilation; for today's
minorities, it is one of attrition. Any attempt to equate these experiences would result in profound
distortions. The immigrants admitted to this country from the mid-nineteenth century to the close of the
First World War belonged to a displaced, "floating" labor force following capital, which had itself
emigrated to the New World.-24 Because most of these European immigrants were allowed a niche either
in the closed circuitry of the immigrant economy or in the city's burgeoning manufacturing industry, there
were opportunities for many eventually to move out of the tenements and beyond the borders of the Lower
East Side. The present inhabitants of the area have no equivalent role to play in today's economy, and
therefore "upward mobility" is not the reason that fifteen percent of the residents left the neighborhood
between 1970 and 1980. The exodus was due instead to arson and the wholesale abandonment of buildings
by landlords. In many ways the demographic and economic transformations that have overtaken the Lower
East Side coincide with what Michael Harrington described in 1962 as the evolution of the old ethnic slums
into new slums for the "rejects of the affluent society." As Harrington stated it, "Where the ethnic slum
once stood, in the 'old' slum neighborhood, there is a new type of slum. Its citizens are the internal
migrants, the Negroes, the poor whites from the farms, the Puerto Ricans. They join the failures from the
old ethnic culture and form an entirely different kind of neighborhood. For many of them, the crucial
problem is color, and this makes the ghetto walls higher than they have ever been."-25 But the "new slum"
of the Lower East Side is itself being radically transformed as the affluent classes invest millions to live
there themselves at the expense of displacing a population that has nowhere else to go. It is this process of
displacement that is often termed "renewal" or "revitalization." A cover story about gentrification in the
NEW YORK TIMES MAGAZINE, for example, featured a glittering New York skyline with the strippedin caption: "Rediscovering the City: The New Elite Spark an Urban Renaissance."
The concurrence of the two Lower East Side "renewals"--the process of gentrification and the unfolding
of the art scene--is rarely remarked in the art press. The possible interrelationship is treated in two ways:
either it is ignored altogether or it is raised only as a side issue to be quickly dispensed with. Although they
give the neighborhood a central role in their promotion of the scene, Moufarrege and Ricard never mention
the word gentrification. Carlo McCormick and Walter Robinson, two other apologists for East Village art,
concede in passing that artists affect gentrification, but that done, they immediately return to the business at
hand: a lavishly illustrated, empirical categorization of the art and a paean to the pleasures of the scene.
"Early coverage," they write, "came in the form of 'human interest' stories and pseudo-sociological
examination of shifts in neighborhood population. More serious attention came from the area's own critics-Nicholas [sic] Moufarrege, for example." -26 Hidden within the reportorial style of these two sentences is a
strategic maneuver that dictates the focus of art-world attention. It is, of course, gentrification that causes
these shifts in neighborhood population so casually dismissed by the authors. We, however, are encouraged
to make a shift of our own, to direct our attention away from "pseudosociological" concerns to the "more
serious" matter of art criticism. The reality of gentrification is in this way severed from what are deemed to
be proper cultural concerns. Artists' relationship to gentrification may be a controversial issue for the
Lower East Side community, but for the art world it is of marginal interest at best. Thus, Irving Sandler, in
his essay "Tenth Street Then and Now," keeps his social commentary safely within the limits of

parenthetical statement: "(Ironically, the emergence of the East Village art scene is a major cause of
gentrification or Sohoization of the neighborhood)...Be all that as it may, at the moment there are a nubmer
of lively artists identified with the East Village...and that's the bottom line." -27 And at the end of an article
which poses a number of questions about the problematic nature of the East Village galleries, Kim Levin
concludes succintly, "in the end, who cares, as long as they are trying to show good art." -28
Such a closure having been effected at the level of the aesthetic, it has been perpetuated by writers who
claim to reorient earlier texts in a more rigorous direction, sobering up the intoxicated assessments of the
"East Village critics." Among these is Roberta Smith, who in her VILLAGE VOICE piece entitled "The
East Village Art Wars" responded to the special East Village section in ART IN AMERICA. In that
section, a brief commentary by Craig Owens follows the long article by Robinson and McCormick.
Owens's essay is, to date, the only attempt in the art press at an economic and social analysis. He indicts the
East Village scene as a "surrender...to the means-end rationality of the market-place" and as a "cultureindustry outpost" where "subcultural" forms are fed to that marketplace as products of consumption, their
vital resistance to dominant culture thereby defeated. The implication of Owens's argument is that, by
advertising and validating the products of the East Village scene, preceding press coverage forms part of
the scene's alliance with the market and its leveling of meaning and difference. By drawing attention to the
economic and social functioning of the East Village scene, which has been suppressed by previous
commentators, Owens's article clears the way for a meaningful inquiry into the implication of that scene in
the process of gentrification. -29
Roberta Smith assumes a liberal posture towards the two ART IN AMERICA texts, positioning herself
as mediator between extremists. "To denounce or embrace the proceedings absolutely is simplistic," she
writes, and then castigates Owens for what she terms his "unworldly and not-a-little repressive brilliance."30 It would be a study in the workings of distortion to explain why the author of a single article on the East
Village scene that addresses the material operations of power in the real world is called "unworldly," why
the author of the only two critical pages amidst a deluge of celebratory articles is considered "repressive."
This is yet another example of an increasing tendency in the art world for critics who are themselves
steeped in prejudices to characterize as authoritarian anyone who raises difficult questions about the
oppressive workings of the cultural apparatus. Smith ahs missed the point of Owens's article entirely.
Owens is not functioning as the other side of the promotional enthusiasm for East Village art by becoming
its censor; rather he explores the ways in which the East Village scene participates in the dominant culture
even as it poses as "subcultural." To adopt what Smith sees as the correct thing to do--to decide whether
any given East Village artist's work is "good" or "bad"--is once again to preclude questions about the
scene's complex relation to the concrete conditions of contemporary life. Smith, then, is not a mediator at
all; she has placed herself squarely within the dominant camp. Similarly, writers who pose "critical"
questions about whether or not artists can survive early success, and whether or not the galleries can
survive economically, keep the discussion well within the limits of the art-world self-interest, bolstering the
scene they purport to criticize. Is it after all, the GALLERIES' survival that is in question? What of the
survival of the people of the Lower East Side?
Although the new East Village art scene and its legitimators in the press ignore the workings of
gentrification, they have, in fact, allowed themselves to become enmeshed in its mechanism. Galleries and
artists drive up rents and displace the poor. Artists have placed their housing needs above those of resdients
who cannot choose where to live. The alignment of art-world interest with those of the city government and
the real-estate industry became explicit to many residents on the Lower East Side during the ultimately
successful battle which community groups waged to defeat Mayor Koch's Artist Homeownership Program
(AHOP). "The Artist Homeownership Program was like the discovery of power," as Father Beaumont put
it. "We never thought that we would win, but we won, and then we discovered our own strength." In
August 1981 the city, acting through its Department of Housing Preservation and Development, issued a
Request for Proposals for the development of AHOP. The request solicited "creative proposals to develop
cooperative or condominium loft-type units for artists through the rehabilitation of properties owned by the
city." The goal, according to the city administration, was "to provide artists with an opportunity for
homeownership to meet their special work requirements, to encourage them to continue to live and work in

New York City and to stimulate unique alternatives for the reuse and rehabilitation of city-owned
property."-31 By May 1982 the mayor's office announced that five groups of artists and two developers had
been selected to rehabilitate sixteen vacant tenement buildings on the south side of East 8th Street between
Avenues C and B, and on the east side of Forsyth Street between Rivington and Stanton Streets. The seven
buildings to be rehabilitated by artists would eventually yield fifty-one units ranging in size from 1,500 to
3,000 square feet, at an estimated purchase price of $50,000 and a monthly carrying charge of $500. After
three years these original owners would be free to sell their spaces to other artists at market rates. The nine
buildings designated for rehabilitation by developers were first to be converted into sixty-nine units and
then sold to "moderate income artists." The cost of AHOP, calculated by the city to total seven million
dollars, was to be partially financed through the Participation Loan Program. This program consists of
twenty-five million dollars in federal funds designated for low and moderate income people to help them
secure mortgages at below market rates. The city's eagerness to allocate three million dollars of these public
funds for the housing needs of white, middle-class artists was seen as a clear indication of the city's
attitudes toward the housing needs of the poor. "It's like taking food out of the mouth of someone who is
hungry and giving it to someone who is eating everyday," commented one community worker.-32
For the fifty-one artist participants in AHOP, however, it was "vital to the cultural community that this
program be approved by the City's Board of Estimate because it may offer an ongoing solution to the
housing problems faced by artists in our City."-33 Various art institutions also wrote in support of the
program:
--Artists are "working-class" individuals who often hold two jobs in order to support their families and
art-making activities. It is fitting that the people of the City of New York support them in their efforts to
lead less "nomadic" lives.-34
--Before all our artists are forced out of Manhattan, [it is sincerely hoped that] the City will look into this
problem with sensitivity and foresight. It should be recognized by the City that artists have very special
housing needs.-35
--An art city does not exist without a thriving community of committed, working artists. Without this
community and the manifold peripheral activities it generates, New York will lose a great deal--not only
intellectually but economically as well as collectors and tourists go elsewhere to buy and be stimulated by
new art forms [sic]. The Artists Homeowners [sic] Program now being proposed is a means to combat this
dilemma.-36
Despite the fact that members of the art community lobbied hard to have AHOP implemented, it was
defeated in February 1983. Considerable pressure brought to bear by vaiour community groups forced
many supporters in the art world and member of the Board of Estimate to change their minds.
No matter how thoroughly obscured by the art world, the role that artists and galleries play in the
gentrification of the Lower East Side is clear to those who are threatened with displacement, as well as to
the community workers who are trying to save the neighborhood for its residents. "I think that artists are
going to find themselves in a very unfortunate situation in the coming year," says Carol Watson. "There is
going to be a real political struggle, a very serious struggle on the Lower East Side. And those who line up
on the side of profit are going to find themselves on the enemy list. It's just that simple. Certainly the
gallery, new artists, white artists." It is not a case of mistaken class identity for the people of the Lower
East Side to place artists among the neighborhood enemies. For despite their bohemian posturing, the artists
and dealers who created the East Village art scene, and the critics and museum curators who legitimize its
existence, are complicit with gentrification on the Lower East Side. To deny this complicity is to perpetuate
one of the most enduring, self-serving myths in a bourgeois thought, the myth that, as Antonio Gramsci
wrote, intellectuals form a category that is "autonomous and independent from the dominant social group.
This self-assessment is not without consequences in the ideological and political field, consequences of
wide-ranging import."-37

The influx of artists in the late '70s and the opening of galleries in the early '80s constituted the first
moment in the sustained process of the Lower East Side's gentrification. It is not surprising that young
artists, as well as more established ones priced out of the loft market in Soho and Tribeca, found the
neighborhood attractive. The median rent was $172, and a space, a precious commodity everywhere else in
Manhattan, was being squandered by the city in a display of calculated neglect. According to the Census of
1980, well over half the area's housing stock was built before 1939, including old-law tenements dating
back to the days of Jacob Riis. "This neighborhood was always like starting over," recalls Marisa Cardinale
of Civilian Warfare. "I've lived here a long time and there was nothing here." This attitude, common among
many art-world "pioneers," is reminiscent of the late nineteenth-century Zionist slogan, "a land without a
people for a people without a land."-38 And like the existence of the Palestinian people, the existence of the
original residents of the Lower East Side is in the eye of the beholder. There were, in fact, over 150,000
people living in the area, thirty-seven percent Hispanic and eleven percent black. The median income for a
family of four living in the neighborhood in the 1980s is $10,727, while that of an individual is $5,139.-39
The fact that more than forty percent of the total population lives in official poverty might account for their
high rate of invisibility.
The second moment in the process of gentrification is contingent upon the success of the first. As one
"urban expert" discovered, "For all the manifest political and 'social' liberalism of the gentrifying classes,
its members display the same anxieties with respect to living among or near racial minorities as everyone
else."-40 On the Lower East Side it was not until artists, the middle-class's own avant-garde, had
established secure enclaves that the rear guard made its first forays into the "wilderness." The success of
these forays can best be measured by the rapid escalation in real-estate activity. According to a December
1982 article in the VILLAGE VOICE, Helmsley-Spear, Century Management, Sol Goldman, and Alex
DiLorenzo III had all invested in empty lots, apartment houses, and abandoned buildings. Rents in the last
two years have risen sharply. A small one-bedroom apartment rents for approximately $1,000 a month, and
storefront space that once rented for $6.00 a square foot now costs as much as $35.-41
"I get irritated," says Dean Savard of Civilian Warfare, "when people point their finger at a gallery and
say 'that's the reason why.' I know damn well that I'm not the reason why. It's a city plan that has been in
existence for over twenty years." Gracie Mansion agrees that it is too "easy to point a finger at art galleries
and say 'that's the problem.' Because if all galleries got up and moved it would not stop gentrification. Or if
the galleries hadn't opened at all it wouldn't have made any difference. You see, the area was marked for
gentrification way before a single gallery opened up." Peter Nagy of Nature Morte admits that he feels
guilty. "I mean, what is this monster we created?--a monster that may end up causing more harm than good.
The good angle is that more younger artyists have spaces to exhibit their work. The bad angle is that it is
certainly going to gentrify the neighborhood by turning it into something like Soho. But I also think that it
would have happened whether the galleries had been here or not. I also can't help but feel that in some ways
the battle against gentrification is a provincialist attitude towards Manhattan."
Common threads of denial and rationalization run through these responses from East Village dealers to
questions about their role in gentrification. Attitudes range from aggressiveness through puzzlement to the
genuine concern expressed by Jack Waters and Peter Cramer of the alternative space ABC No Rio. "I don't
see how [the galleries] can't be implicated," says Jack Waters. "We fall into that area of implication because
we've got the best deal in town. We've got low rent and minimal pressure. And the reason that we're here is
because we're attractive, because we represent an art organization. Whether or not that's a save-face for the
city, allowing it to say it's not involved in gross speculation...'Look we gave the building to ABC No
Rio'...it's really complex and for that reason I don't want to project an image of purity."
ABC No Rio is an exception, however, Similarly, certain artists and artists' groups who are not part of
the commercial scene have taken a public position against gentrification. Most gallery dealers and artists,
however, are all too eager to avoid the implications of their place in the neighborhood's recent history and
to present themselves as potential victims of gentrification. This is the trap that Craig Owens falls into
when he claims that "Artists aree not, of course, responsible for 'gentrification'; they are often its victims, as
the closing of any number of the East Village galleries, forced out of the area by rents they helped to

inflate, will sooner or later demonstrate."-42 To portray artists as the victims of gentrification is to mock
the plight of the neighborhood's real victims. This is made especially clear by the display of wealth. At this
moment in history artists cannot be exempted from responsiblity. According to Carol Watson, the best
thing the artists of this city can do for the people fo the Lower East Side is to go elsewhere. She realizes,
however, that the hardest thing to ask individuals is not to act in their own best interest. Nonetheless, they
need to decide whether or not they want to be part of a process that destroys people's lives. "People with
choices," she says, "should choose not to move to the Lower East Side."
In addition to the economic impact of artists and galleries, the art world functions ideologically to exploit
the neighborhood for its bohemian or sensualist connotations while deflecting attention away from
underlying social, economic, and political processes. The attitudes that permit this exploitation are the same
as those that allow the city and its affluent residents to remain indifferent to the fate of the displaced poor:
assessments of poverty as natural and gentrification as inevitable and in some ways even desirable. Armed
with these attitudes and received notions of artists' exemption from social responsiblity, together with more
recent cultural trends--crass commercialsim and the neoexpressionist ideology whereby subjective
expression obfuscates concrete social reality--the participants in the new East Village scene arrive on the
Lower East Side prpared to make it over in their own image. Consciously or unconsciously, they approach
the neighborhood with dominating and possessive attitudes that transform it into an imaginary site. Art
journals, the mass media, galleries, established alternative spaces, and museums manipulate and exploit the
neighborhood, thereby serving as conduits for the dominant ideology that facilitates gentrification. Myriad
verbal and visual representations of the neighborhood circulate in exhibition catalogues, brochures, and
magazines. Through such representations a neighborhood whose residents are fighting for survival
metamorphoses into a place "that encourages one to be the person he is with greater ease than the other
parts of the city."-43 Inevitably, concrete reality evaporates into thin air: "One must realize that the East
Village or the Lower East Side is more than a geographical location--it is a state of mind."-44
Why have exploitative representations of the Lower East Side and its residents met with so little
resistance from today's art-world audience? What is responsible for this aquiescence in power and for the
ease with which social considerations about the Lower East Side are pushed into the background? Would
this cooperation between the art scene and a process like gentrificaton have been so easily achieved in the
past? Throughout the '60s and '70s significant art, beginning with minimalism, was oriented toward an
awareness of context. Among the radical results of this orientation were art practices that intervened
directly in their institutional and social environments. While a number of artists today continue
contextualist practices that demonstrate an understanding of the material bases of cultural production, they
are a minority in a period of reaction. The specific form this reaction takes in the art world is an
unapologetic embrace of commercialism, opportunism, and a concomitant rejection of the radical art
practices of the past twenty years. The art establishment has resurrected the doctrine that aestheticism and
self-expression are the proper concerns of art and that they constitute realms of experience divorced from
the social. This doctrine is embodied in a dominant neoexpressionism which, despite its pretentions to
pluralism, must be understood as a system of rigid and restrictive beliefs: in the primacy of the self existing
prior to and independently of society; in an eternal conflict, outside of history, between the individual and
society; in the efficacy of individualized, subjective protest. The participants in the East Village scene serve
this triumphant reaction. But the victory of neoexpressionism and its East Village variant, like the victory
of all reactions, depends on a lie in order to validate itself, in this case the lie that neoexpressionism is
exciting, new and liberating. Such a lie obstructs critical thinking by obscuring the social subjugation and
oppression that such "liberation" ignores and thereby assists.
The rule of the neoexpressionist regime and its culmination in the legitimation of the East Village scene
depend on yet another lie--the falsification of art's recent history with the purpose of concealing its radical
basis and presenting it as, instead, oppressive. This enables the new scene to congratulate itself for breaking
the bonds of tyranny. The specific content of this revision of history authorizes the current rejection of
politics and the prevailing false definitions of liberation that justify both art-world support for the East
Village scene and its blindness to the social struggle on the Lower East Side. For it is not "energy" that has
produced the distorted perspective of neoexpressionism. Since this rewriting occurs within our most

prestigious art institutions, it is not surprising that they are also extending their approval to the East Village
phenomenon.
One of the clearest instances of this reconstruction of recent art history in the name of neoexpressionism
is the Whitney Museum's 1983 exhibition MINIMALISM TO EXPRESSIONISM, which attempted to
supplant earlier views of minimal art. Originally understood as a materialist critique of the artwork's
autonomy, a consideration which led to a recognition of the contingency of perception. In contrast to this
initial assessment of the radicality of minimalism, the Whitney presented the movement as conservative,
thereby setting it up as a foil for neoexpressionism's pretense to liberation. To effect this, the museum
guided the deceptive judgements of minimalism as the following:
--Art adopted inflexible and authoritarian qualities.
--In Minimalism individual personality was repressed.
--Cool precise icons of formalism filled pristine, white-walled, and artificially lit exhibition spaces.
--In Minimalism life and art were compartmentalized.-45
INFLEXIBLE, AUTHORITARIAN, REPRESSIVE, COLD, FORMALIST, LIFE-DENYING--these
words have grown increasingly familiar. They are the simplistic charges leveled against any critical
questioning of received idealist notions of art. An art practice that challenged the prevailing authority of
formalism and entrenched ideas of individual creation is now called authoritarian and formalist; art that
made context part of the work through attnetion to real time and space now becomes divorced from life or
simply cold. The hidden agenda of the Whitney's exhibition was to bolster the pretensions of
neoexpressionism to a radicality purported to reside in its excessive emotion. According to the exhiition's
curator Patterson Sims, this emotion CONTRASTS with our conservative era, while minimalism's
"coldness" was at odds with the radical society of its day: "The heightened realities of the NeoExpressionists seem as contrary to their nubmered, impoverished, and conservative times as Minimalism's
denial of the eccentricities and energy of the 1960s. Now, at a time of cutbacks and retrenchment, artistic
excess has taken over." Within the terms of this inverted view, RADICAL and CONSERVATIVE are
depoliticized into synonyms for EMOTIONAL and INTELLECTUAL, HOT and COLD. It is only within
the restricted confines of such an argument that neoexpressionism's retreat from political art practice into
the expression of solipsistic feelings can be heralded as a significant development.
But this is exactly waht is being done by the artists, dealers, and critics of the East Village scene:
--The art world has done it again...A new avant-garde has been launched.-46
--Art too long repressed, exploded with savage energy.-47
--One finds here a sophisticated sense of current issues and trends, unrestrained by any stylistic borders.48
--Politically and socially relevant, a reaction to the reckoning severity of the '70s, lives in the art itself...49
--...the East Village is greatly a reaction against intellectualization...If there is indeed nothing new in the
East Village, it is because its basis of individuality does not rely on such measures. Artists seek only to
express themselves.-50
While it might seem that this last passage is intended as criticism of the scene, Carlo McCormick
actually supports the notion of individual liberation embodied in an expressive painting. This program of
individual, as opposed to social or political liberation is so unthreatening to the status quo that Fun Gallery

does fifty percent of its selling to art consultants. The graffiti art that Fun specializes in is now largely
indistinguishable from standard neoexpressionism, with its gestural painting, mythological motifs, and
apocalyptic themes. "Art consultants," says Bill Stelling, "obviously like the art that is less controversial.
This is why this kind of art works in corporate headquarters...It's not something that would offend someone
in the Moral Majority."
Individual liberation is yet another element of the dominant ideology that determines the way in which
the art world represents the neighborhood. East Village scene makers view the Lower East Side as a
liberating place that offers "a choice which allows one to be oneself."-51 But who has such choices? To
characterize the neighborhood as a place of choices is to base one's assessment on nonpolitical concepts of
freedom, and is therefore to be unconscious of the crippling lack of options that is the real condition of
Lower East Side residents. The limitations on these people's lives are not all a result of emotional
repression but of the formidable economic forces arrayed against them.
Last fall the Institute of Contemporary Art at the University of Pennsylvania mounted the first musum
exhibition of East Village art. It took only three years from the opening of the first East Village galleries for
the most prestigious of art-world institutions--the museum--to authorize the new system. The University of
California at Santa Barbara quickly followed suit with NEO-YORK, an exhibition augmented as a "public
forum," film and video about the Lower East Side, as well as a "street party" featuring "East Village food
and drink." The ICA show was more modest, accompanied only by an illustrated catalogue containing three
essays. The exhibition was motivated, according to its curator Janet Kardon, by the museum's mandate to
be on the "cutting edge of the newest art issues," and the catalogue's introductory essay, written in a matterof-fact, informative manner, expressed the hope that the show would inspire a critical discourse. The
catalogue itself, however, offered not a single critical assessment. Filled instead with cliches about the
freedom, spirit, and diversity of the East Village scene, Kardon's introduction refers to gentrification in
terms of the appearance of new restaurants and boutiques. One essay notes that there has been a "youthful
restoration of the inner city."-52 With these museum exhibitions, the neighborhood has once again been
exploited for its promotional value.
The Lower East Side enters the space of the ICA catalogue in three forms: mythologized in the texts as
an exciting bohemian environment, objectified in a map delimiting its boundaries, and aestheticized in a
full-page photograph of a Lower East Side "street scene." All three are familiar strategies for the
domination and possession of others. The photograph, alone, is a blatant example of the aestheticization of
poverty and suffering that has become a staple of visual imagery. At the lower edge of the photograph a
bum sits in a doorway surrounded by his shopping bags, a liquor bottle, and the remnants of a meal. He is
apparently oblivious of the photographer, unaware of the composition in which he is forced to play a major
role. Abundant graffiti covers the wall behind him, while at the left the wall is pasted over with layers of
posters, the topmost of which is an advertisement for the Pierpont Morgan Library's Holbein exhibition.
The poster features a large reproduction of a Holbein portrait of a figure facing in the direction of the bum
in the doorway. High art mingles with the "subculture" of graffiti and the "low-life" represented by the bum
in a photograph which is given a title, like an artwork: FIRST STREET AND SECOND AVENUE
(HOLBEIN AND THE BUM). The photograph displays familiar elements of an easily produced artfulness:
the "rightness" of the image, its "meaningful" juxtaposition of high culture and low life, and the
compositional unity achieved through the figure's placement at the bottom of the graffitied spiral and the
manner in which the bum and portrait in similar dress appear to face each other. While its street subject has
long been popular among art photographers, this photograph is inserted into the pages of a museum
catalogue for the purpose of advertising the pleasures and unique ambience of this particular art scene.
Only an art world steeped in the protective and transformative values of aestheticism and the blindess to
suffering that such an ideology sanctions could tolerate, let alone applaud, such an event. For this picture
idology sanctions could tolerate, let alone applaud, such an event. For this picture functions as a tourist
shot, introducing the viewer to the local color of an exotic and dangerous locale. It is, however, ironic that
the site of this photograph is also the place where a very different kind of photograph was first produced in
the United States. At the turn of the century, Jacob Riis published texts illustrated with photographs of the
Lower East Side in books such as HOW THE OTHER HALF LIVES in order to stimulate social reform.

Whatever the manifold failings of this mode of liberal social documentary, they pale beside the photograph
in the ICA catologue, which is untroubled by any social conscience whatsoever. Whereas Riis's
muckraking attemted to foce attnetion on unpleasant realities that people would rather have ignored,
HOLBEIN AND THE BUM exemplifies a completely degraded, aestheticized documentary of the present,
the petted darling of the monied, a shiver-provoking, slyly decadent, lip-smacking appreciation of alien
vitality or a fragmented vision of psychological alienation in city and town."-53 This is the documentarycum-art-photograph that, like HOLBEIN AND THE BUM, is intended not to call attention to the plight of
the homeless but to fit comfortably into the pages of an art catalogue, unveiling to art lovers the special
pleasures of the East Village as a spectacle for the slumming delectation of those collectors who cruise the
area in limousines.
To such missions a dazed bum presents no barriers. He is, rather, a consummate lure, since his presence
forecloses complex thoughts about the reality or social causes underlying "ambience." The figure of a bum
is laden with connotations of the eternally and deservedly poor. It thus holds historical analysis at bay. A
recognition of the entrenched bourgeois social codes in images of bums lies behind another work that deal
with Lower East Side subject matter, THE BOWERY IN TWO INADEQUATE DESCRIPTIVE
SYSTEMS by Martha Rosler. Rosler's BOWERY is notable for its ABSENCE of bums, for its refusal to
perpetuate the codes and thereby serve the workings of power. "The buried text of photographs of drunks,"
Rosler writes, "is not a treatise on political economy."-54 Rather, as a member of that group which Marx
referreed to as the "refuse of all classes," -55 the bum is poor but avoids placement in class struggle. Insofar
as he signifies laziness and a consious refusal to earn his own living, he provides an alibi for revelers in the
East Village scene to earn his own living, he provides an alibi for revelers in the East Village scene to
indulge in the most callous attitudes toward poverty, and like the gentrifiers on the Lower East Side they
remain indifferent to the miseries surrounding them. This is the difference that the young Engels described
with such amazement in 1844, after his first trip to the industrial city of Manchester. Even in his horror,
Engels could point to the reasons, engendered by capitalism, for such callousness: "The middle-class have a
truly extraordinary conception of society. They really believe that all human beings...have a real existence
only if they make money or help to make it."-56 The beggar in middle-class society is therefore "stamped
forever as one who has lost all claim to be regarded as a human being."-57 Yet, because the bum also
signifies a decision not to work, he has been commandeered by the art world for another purpose--as a
metaphor for the artist's own purported refusal of bourgois convention. In this way, the figure of the bum
provides the requisite identification with marginal figures and social outcasts by which avant-garde and the
bohemian glamour accrues to the East Village scene despite its embrace of conventional values.
In the image of the bum, the problems of the homeless poor, existing on all sides of the East Village art
scene, are mythologized, exploited, and finally ignored. Once the poor become aesteticized, poverty itself
moves out of our field of vision. Images like HOLBEIN AND THE BUM disguise the literal existence of
thousands of displaced and homeless people who are not only produced by late capitalism but constitute its
very conditions. As a process of dispersing a "useless" class, gentrification is aided and abetted by an
"artistic" process whereby poverty and homelessness are served up for aesthetic pleasure.
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Last spring, USA Today ran a story with the headline
“Gentrification: A Boost for Everyone.” A little more than a
week after the story appeared, it showed up on the web sites of
a variety of organizations and media, including Smart Growth
America, the Urban Land Institute, Nation’s Building News and
The Real Deal (a web site about New York real estate). Here at
last, the headline suggested, was evidence that gentrification
could be the rising tide that lifts all boats.
The widespread press coverage of the new wave of
displacement studies is part of a broader effort to rescue the
word “gentrification.” In the 1970s and 1980s, “gentrification”
became familiar because it seemed to summarize all of the
market failures, polarization and injustice that shaped life in
America’s inner-city communities. Developers and public
officials learned to defend their actions against the “g” label,
because the word served as a powerful rallying cry. But
advocates have become much more bold in recent years (the
prominent architect Andres Duany even wrote an article titled
“Three Cheers for Gentrification” for a conservative magazine),
and the new studies certainly provide a boost for anyone who
wants to encourage gentrification.
But a far more subtle and ambiguous portrait emerges if one
looks beyond the USA Today headline and reads the original
studies – a national analysis by Lance Freeman, a Columbia
University professor; a New York City case by Freeman and
Frank Braconi; and a Boston study by Jacob Vigdor. Based
primarily on statistical analyses of housing surveys, these
studies were careful to avoid making any claims that
gentrification is a “boost” for anyone. But they did challenge the
conventional wisdom by demonstrating that disadvantaged
renters living in gentrifying neighborhoods have lower rates of
mobility than similar renters living in non-gentrifying areas. One
interpretation is that the improved public services and other
neighborhood conditions brought by gentrification offer
incentives for poor renters to find ways to remain in their homes
– even in the face of higher rent burdens and other stresses. But
this interpretation does not mean that we should ignore or
dismiss concerns about displacement.
Much of the debate about gentrification and displacement
involves struggles over definition. Although it is often equated
with neighborhood improvement, in reality gentrification is a
process of class transformation: it is the remaking of
working-class space to serve the needs of middle- and
upper-class people. Sometimes this does not displace people
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from their homes, but from their jobs (as when factories are
converted to luxury housing); at other times upscale housing is
developed on vacant land. In any case, when an established
working-class residential area becomes attractive to investors,
developers and middle-class households, the risk of
displacement can become quite serious.
The new research made us wonder if poor people remain in
gentrifying neighborhoods because of the market or in spite of
it. With a grant from the Fannie Mae Foundation, we set about
exploring these questions in New York City. We expected to
find evidence that some low-income residents do manage to
remain in gentrifying neighborhoods, but we also anticipated
that displacement pressures continue. We also paid careful
attention to the mix of market forces and public policies that
sometimes allow low-income renters to resist displacement.
Displacement – A View from Below
Displacement is extremely difficult to measure. Yet we can get
some sense of the scale of the problem from the 2003 American
Housing Survey, which included a question on reasons for
moving. The survey showed that in the previous year, about
225,000 renters with incomes below the poverty line had moved
at least once and cited cost pressures among their reasons. Of
these, 96,000 were directly displaced either by private landlord
or government actions.
When we narrow the focus to gentrifying neighborhoods,
however, it becomes trickier to measure displacement. By
definition, it’s hard to find people who have disappeared from
the places where we’re looking – especially in neighborhoods
where gentrification and displacement have been underway for
30 or 40 years. Fortunately, in the case of New York City, it is
possible to use multiple methods to measure the links between
gentrification and displacement. We drew on a special survey
that is unique to New York (the New York City Housing and
Vacancy Survey, NYCHVS), and then we undertook in-depth
field research and interviews in seven gentrifying
neighborhoods (Park Slope, Fort Greene and
Williamsburg/Greenpoint in Brooklyn; the Lower East Side,
Chelsea/Clinton, Central Harlem and Morningside Heights in
Manhattan). We interviewed a total of 33 residents and
community organization staff in these neighborhoods, along
with legal services attorneys and city agency staff who monitor
housing and homelessness issues.
Many of these neighborhoods experienced some gentrification
in the 1970s and 1980s, but respondents explained that the
reinvestment that occurred towards the end of the 1990s and
continues today is of a scale and pace that is unmatched
historically. Gentrification since the late 1990s has transformed
New York City, pushing into neighborhoods that had been
devastated for decades. During this period, gentrification
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expanded beyond the neighborhoods with appealing housing
stock and excellent transportation access, into those with
considerably less desirable housing, challenging transportation
connections and few amenities.
The booming housing market, fed in part by low mortgage
interest rates and enormous demand, trickled down to
neighborhoods in the form of skyrocketing rents, condominium
conversions, new construction and conversions of buildings that
were former single room occupancy hotels. Much of Harlem’s
outstanding brownstone stock has been transformed during this
period from low-cost renter housing to homeownership and
high-cost apartments. The average apartment in these buildings
now rents for more than $1,700. People from across the city
described almost unprecedented pressure from landlords who
push tenants out in order to capture higher rents, including
tenants who should have some protections under rent regulation.
Within this general picture of neighborhood change, we used the
NYCHVS to capture the total number of renters displaced
during the 1990s. Our analysis revealed that 176,900 renters
were displaced between 1989 and 2002. Displacement
worsened slightly during the 1990s, reaching nearly 10 percent
of all moves, and displaced renters were forced to look farther
afield for housing in Queens, the Bronx and more distant parts
of Brooklyn.
But our field research also revealed important limitations in
these quantitative estimates. Displaced renters literally disappear
from the housing survey if they leave the city. In Fort Greene
and Harlem, two communities with large black populations, we
learned about the reverse Great Migration to the South. In
communities with large immigrant populations, older and even
younger immigrants return to their country of origin when they
are priced out of their housing. Still others move out of the city
to Long Island, New Jersey and upstate New York. Other
displaced renters double up with family or friends or they move
into shelters or onto the streets. Some CDCs and neighborhood
groups reported that 2002 was the first year since their
organizations were founded in the 1970s that they referred
people to homeless shelters. Those who are most vulnerable to
displacement, and those who must endure its greatest hardships,
are invisible in the dataset. Unfortunately, these are precisely the
kinds of crises that residents and organizers described to us.
Surviving the Market – With Assistance
Many poor people have managed to stay in gentrifying
neighborhoods. Not surprisingly, residents appreciate many of
the changes taking place in their neighborhoods – increased
safety, less overt drug dealing, better transportation, improved
governmental responsiveness and more stores. After all, many
of these long-term residents have been working to make just
these improvements for decades. But they don’t remain merely
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to appreciate the improvements occurring in their
neighborhoods. They remain because these are their
communities. Their families, networks and lives are all there.
Those who remain, by and large, receive some form of private
or public assistance. Rent regulation is the most frequently cited
form of support. It is followed by a suite of programs that
includes public housing, housing vouchers, an exemption from
rent increases for senior citizens, project-based Section 8 and a
state version of the latter. Homeowners of one to three-family
properties are protected by low tax rates for homeowners and a
property tax cap.
Data collected by the New York University Furman Center
suggest the importance of the rental programs: more than half of
all housing units in New York City are either rent regulated or
controlled and less than a third are unregulated. Only one out of
15 poor renters living in a gentrifying neighborhood is able to
do so in the unregulated rental market.
Other tenants benefit from what is described as the informal
housing market in which landlords charge less than market-rate
rents, often to tenants they have known for decades. Still other
poor people remain in gentrifying neighborhoods by doubling
up, living in substandard housing or paying a high percentage of
their income for housing.
Capturing the Benefits of the Boom
Poor people appreciate neighborhood improvements as much as
anyone else. But few among the poor view gentrification as a
benevolent market force that gives them a reason to stay. Poor
renters living in areas “rediscovered” by wealthy and
middle-class people find themselves in a constant struggle to
avoid being displaced.
The unfortunate paradox is that studies showing low mobility
rates among the poor are being used to vindicate gentrification
and to dismantle precisely those policies that help to cushion its
worst impacts. Contracts on federally assisted housing are
coming due, forcing tenants to organize every few years to
negotiate with landlords and HUD to preserve thousands of
units of affordable housing. Thousands of units formerly
controlled by state regulation have been lost to vacancy and
luxury decontrol, which enable landlords to remove units from
the regulated housing stock under certain conditions.
Residents who remain in gentrifying neighborhoods fear that it
is just a matter of time until they are displaced. Instead of
appreciating the changes wrought by gentrification, these
citizens are organizing to create neighborhood norms that value
mixed-income communities. They are organizing to press city
government to adopt mandatory inclusionary zoning
requirements in order to capture some of the benefits from the
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current building boom. And they are joining national coalitions
to press Congress to stop cuts to federal housing programs. For
them, the experience of gentrification is not a boost. It is the
daily threat of displacement – for themselves, their families and
their communities.
Copyright 2005
Kathe Newman is an assistant professor of urban planning and
policy development at Rutgers University. Elvin Wyly is an
associate professor of geography at the University of British
Columbia. A study that this article is based on will appear in a
forthcoming issue of Urban Studies.
Resources
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A Condo Tower Grows in
Brooklyn

Hipster Haven Loses Its Cool As Big Bucks Flow in
Fast
By Michael Powell
Washington Post Staff Writer
Wednesday, February 21, 2007; C01

BROOKLYN, N.Y.
So this is truth: About eight nanoseconds ago
Williamsburg was the national-magazine-certified
coolest hood in America, with more vaguely
employed white hipsters per square inch than
anywhere on the continent. There are 22 clubs and 61
art galleries and enough pubs pouring fine Belgian
beers to pitch any 22-year-old into a state of bleary-eyed ecstasy.
Makis Antzoulatos was fine with all that.
But something nagged. As the neighborhood went hyper-hip and rents spiked, where would all the
Puerto Ricans go? Or the old Poles who run the delis, and the Italians in East Williamsburg, where you
can wander into a pasta joint at 11 p.m. and get a plate of scungilli and
okay-but-slightly-headache-inducing Chianti?
Antzoulatos gathered pierced hipsters on the bare floor of his tenement living room and founded
Gentrifiers Against Gentrification. They vowed to make common cause with Puerto Rican teachers and
Italian bus drivers -- who, not incidentally, gave Williamsburg the working-class edge that made it hip in
the first place -- and repulse the moneyed waves.
Whatever. Condos kept flipping. Antzoulatos dialed for a moving van.
"I realized the struggle was about negotiating the terms of departure," says Antzoulatos, 28, who now
lives in a working-class precinct of slightly less rapidly gentrifying Boston.
Much has been written about gentrification and its discontents, but in few places has the speed and
finality of that transformation been more startling than in Williamsburg, a formerly working-class
Brooklyn neighborhood of 180,000 people along the East River. A wall of luxury glass towers is rising
for 25 blocks along the "East River Riviera." Wander inland and check out the needle condo towers with
three-bedroom places retailing at $1,135,000.
Overnight, another preserve of working-class American culture is rendered unaffordable to thousands
of families -- and to the hipsters themselves. Want to know the next move? Toll Brothers, the nation's
preeminent McMansion builder, has built a new luxe waterfront condo. Its ad features a preppy and
distinctly unpierced blonde and the line: "Williamsburg, All Grown Up."
Anthropologist Neil Smith of City University's Center for Place, Culture and Politics has tracked
gentrification with an obsession worthy of Ahab. He's charted the transformation of blue-collar
neighborhoods, from Shaw in the District and San Francisco's Mission to the wharfs of London and the
canal-lined streets of Amsterdam. This isn't the old block-by-block stuff, the grinding rehab of old
rowhouses by scruffy young gentry. He's convinced he's found a new beast.
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"We are witnessing the corporate and geographical restructuring of cities -- the wealthy are
suburbanizing the center and pushing the poor to the fringes, and it's turbocharged," Smith says.
"Artists are disposable -- developers just toss them out in hopes they'll colonize the next 'hot'
neighborhood.
"And no one bloody knows where the working class will go."
As Williamsburg turns urban Disneyland, those who own homes, a small fraction, see values spike and
pass the dough to their kids. Everything becomes safer, hipper, there's better sushi.
"Follow the gays and the artists -- they restore cities. It's that or wither away," says Frank Braconi,
director of the Citizens Housing and Planning Council of New York.
As for the working class?
"A high-school-educated person," Braconi says, "stands a much better chance of prospering in Atlanta
than in New York."
But that raises the question: What does become of millions of middle- and working-class residents who
represent the majority of New York, Boston, Chicago and Los Angeles? An edgy mix of races and
classes has for generations defined the world city. Now coolness does the suburban dance.
Elvin Wyly of the University of British Columbia authored a Fannie Mae report that found mortgage
lending in Williamsburg has increased in recent years at twice the national average -- and most of those
dollars go to upper-class families. "We are transforming class character of the American city," says
Wyly. "There's nothing 'natural' about it."
"The struggle in the 1970s was to force banks to loan in poor neighborhoods," he adds. "Now we're
trying to slow the banks down."
Change comes with particular poignancy in Williamsburg. Residents wrested their neighborhood from
blight's maw long before the gentry arrived. From 1986 to 1995, New York City poured $750 million
into Williamsburg and Greenpoint, and tenants created thousands of low-income cooperative
apartments. When factories shuttered, boutique manufacturers and artists took root, employing laborers
at good wages.
Nor did natives object when their old neighborhood slipped on a new dress.
Luis Acosta, a 61-year-old former seminarian, won't wax nostalgic for the day a teenager bled to death
on his front stoop. Nor does Rob Solano, the thickly muscled son of a Puerto Rican knish vendor,
object to the wasabi-and-poblano-sauce restaurants; it beats convincing his girlfriend to ride the L
subway line to Manhattan for a dinner out.
You walk into South Williamsburg and find Rabbi David Niederman, black-hatted and bearded,
standing by the automotive river that is the Brooklyn-Queens Expressway. His ultra-Orthodox Hasidic
Jewish sect washed ashore with a dozen families 50 years ago and built a 50,000-strong shtetl that
repelled the crack gangsters of the late 1980s.
"We thanks God for making this world safe," Niederman says.
But dislocation looms. The median family in Williamsburg earns $27,466 and spends 45 percent of its
income on rent. The three-piece-suited newcomer hails from the financial sector, where the average
salary is $195,857. "How do we compete with this tsunami?" Niederman asks. "Our insularity is no
match for this money."
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Hasidic Jews march to protest the intrusion of another luxury loft -- Busta Rhymes lives there. Polish
and Puerto Rican families put hand-lettered signs in their windows -- "Speculators Beware: This
Building Not for Sale!" -- and burn candles in protest.
And still the moneyed waves wash in.
Acosta, dark hair swept back to his shoulders, walks across the bones of a once-great industrial land.
He points out blackened stumps of piers where freighters docked and grassy lots where spice
warehouses stood. He touches the brick wall of the Domino Sugar Factory, which two years ago
employed thousands but now stands vacant, and sweeps his hand at Williamsburg. An onion-domed
Russian Orthodox cathedral still dominates the skyline. Poles and Puerto Ricans, Italians and artists,
they battled arsonists and heroin gangs, city bureaucrats, and sometimes each other.
They always won -- until now. Acosta doffs his fedora and waves to the south.
"That is our future now." He points to a blue condominium tower rising near the Williamsburg Bridge.
A water taxi will ferry residents to Wall Street. "Which means we have no future at all."
***
The future of America's cities happened here once. Robber barons built foundries and factories, and
immigrants poured into the most industrialized county in America. Catholic parishes and breweries rose.
No one with a strong back starved -- or went thirsty.
Five-foot-tall Angela Ortiz, 74, with hair dyed red, and gold hoop earrings and a pink jumpsuit, and
hands tiny and wrinkled, talks about raising three daughters and working in a union textile factory.
"Work, you could always find, and with work you have happiness," says Ortiz.
She climbs creaking stairs to her apartment. Panting, she points through the kitchen to a fire escape
entwined with Christmas lights. "My balcony," she says.
The Williamsburg that Ortiz loved turned to ashes. From 1969 to 1974, the city lost 215,000
manufacturing jobs, including 60,000 in the textile industry. Arsonists made bonfires of buildings. In
1975, officials tried to shutter Engine House 212 in Williamsburg. Families and parish priests sat in
until it reopened. Veterans of the Williamsburg struggle led the way in rehabilitating apartments and
building day-care centers.
Acosta migrated from the Young Lords -- a militant Puerto Rican nationalist group modeled after the
Black Panthers -- to El Puente, a neighborhood nonprofit. He and his campaneros founded a school and
a health clinic, which still sits on Driggs Avenue where, as it happens, a wine store next door now sells
a fine $30 Malbec.
A young couple, in matching black-on-black jeans and T-shirts, sip coffee and discuss the joys of $749
Stokke Xplory strollers. "The telescoped handle is so cool," she coos.
Acosta wags his eyebrows. "We were formed out of rage at the decay around us," he says. "When I told
my family I was going to live here in the 1970s, man, they thought I was nuts."
But now the cultural dislocation is considerable in Billyburg, as hyperventilating realtors and a few
hipsters have dubbed it. You meet tenant organizer Debra Medina on a balmy weekday. Down Bedford
Avenue, musicians play electronica on their guitars and a mime troupe reenacts the slaughter of
innocents, and the line at the Verb Cafe goes out the door. It's like lunchtime at Oberlin College.
Medina, 42, strolls down to a new cafe, a blond-wood place with coffee from four continents, that sits
within the shadow of the entrance ramp to the Williamsburg Bridge. A young white woman pours and
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chats with a friend. When this neighborhood changes more, the woman says, she wants to rent this cafe
for parties. Medina pivots, leaving her steaming cup at the counter.
"All this veiled language about 'pioneers' and 'settlers' -- it's from the perspective that we're temporary."
Medina's feet clip faster across the sidewalk. "We need to speak up or it's all over."
***
City officials proposed two years ago to rezone Williamsburg's last industrial areas, hoping to seed a
new forest of luxury condos. This was a step too far. Poles, Italians and Latinos shouted pols off stages
and demanded affordable housing. And for the first time they joined forces with financially
hard-pressed hipsters and performance artists who tossed up protest Web sites and trooped to City Hall
to perorate against the plan.
City officials relented; they agreed last year that 20 percent of the apartments should be affordable to the
working class. Celebrators pushed through the door at Teddy's Bar, a tin-ceilinged joint on North Eighth
Street. Round after round of shots were tossed back.
Late that night, a young activist stood on not so steady feet and led a beery chant:
"No justice! No peace! No justice! No . . . " Then the sky bled red at sunrise and reality leaked back in.
Hobbled by poor credit, many working-class tenants cannot qualify even for "affordable" apartments.
(A city report estimates the new development will displace 2,500 residents -- very much a low-ball
estimate, officials acknowledge.)
The housing bubble supposedly has deflated, but developers flip vacant lots at double the inflated prices
of a year ago. When residents proposed landmark status for a massive warehouse in Greenpoint -which would have slowed a luxury condo plan -- a mysterious fire sent thick clouds of smoke billowing
miles into Brooklyn. So the neighborhood circles round, from the arson of disinvestment to the arson of
the land rush.
"Clearly the city didn't drive a hard enough bargain," says Martin Dunn, a developer of low-income
housing. "What was wrong with holding developers to a mere 500 percent profit?"
Over on Union Avenue, Barbara Schliff, a tough-talking blond organizer of three decades' vintage with
the nonprofit housing group Los Sures, stands by a graffitied tenement with 30 Mexican and Ecuadoran
tenants. The landlord offered tenants $5,000 to vacate -- he has condos in mind.
The tenants are defiant, but history isn't in their favor. Schliff's voice slides edgy. "I can't feel like this
rezoning battle was some great victory," she says. "I feel like in five years we're all gone."
As for the boutique manufacturers who are the postmodern face of Williamsburg? Dawn Ladd, 55, an
expat Arkansas artist, owns Aurora Lampworks, which designed the handsome iron lamps in City Hall
Park. She points across North 11th Street.
A luxury condo rises. No resident, she notes, wants to hear trucks backing up at 7 a.m. or listen to a
$19-an-hour Latino craftsman banging hammer on metal like a mad monk. She purses her lips. "I fought
like hell and lost. My next move is out of the city."
Rabi Elbaz, an intense architect, moved here in 2000. His friends are having kids and no one can afford
Williamsburg anymore, and besides: How cool is a place dominated by white Manhattanites and hedge
funders anyway? "We are becoming like the Hispanics," Elbaz says. "We're all moving."
Elbaz has tracked the gypsy hipsters to Bushwick. Crack and smack gangs once controlled it, but that
was yesterday. It's the new land of cool. He's bought an apartment building and is turning it into condos.
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And what of Solano, the knishmaker's son? He sits in an old Italian restaurant and fiddles with his
penne. He bridles at the notion he's a goner. He has his eye on a subsidized apartment, which he will
eventually obtain. "I'm not good enough to live next door to you?"
Then he asks: "Where are most of us going to live?"
Then he answers: "Pennsylvania."
© 2007 The Washington Post Company
Ads by Google
Middleton Condo
Contact Us Today! One, Two & Three Bedroom, Garden-Style Apartments.
www.AvalonDanvers.com
New Luxury Condominiums
Duplex penthouses from just $280k! 24 hr doorman, Gym, Parking!
www.empireview.com
Luxury NYC Condominium
Manhattan Elegance, Riverdale Charm Space. Amenities. Finishes. Parking
www.SolariaRiverdale.com
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Immaterial Civil War

Prototypes of Conflict within Cognitive Capitalism
Matteo Pasquinelli
We are implicit, here, all of us, in a vast physical construct of artificially
linked nervous systems. Invisible. We cannot touch it.
William Gibson, In the Visegrips of Dr. Satan
Conflict is not a commodity. On the contrary, commodity is above all conflict.
guerrigliamarketing.it

1. A revival of the Creative Industries
In early 2006 the term Creative Industries (CI) pops up in the mailboxes and mailing lists of many cultural
workers, artists, activists and researchers across Europe, as well as in the calls for seminars and events.
An old question spins back: curiously, for the first time, a term is picked up from institutional jargon and
brought unchanged into alt culture, used so far to debate other keywords (that may deserve an acronym
as well!) and other post-structures like network culture (NC), knowledge economy (KE), immaterial labour
(IL), general intellect (GI) and of course Free Software (FS), Creative Commons (CC) etc. The original 1998
definition adopted by the Creative Industries Task Force set up by Tony Blair stated: “Those industries that
have their origin in individual creativity, skill and talent and which have a potential for wealth and job
creation through the generation and exploitation of intellectual property”.[1] As you can see, social
creativity remains largely left out of that definition: after many years Tony Blair is still stealing your ideas.
Let’s try to do another backstory.
First, there is a European genealogy. Adorno and Horkheimer in 1944 shaped the concept of “cultural
industry” as a form of “mass deception” in their Dialectic of Enlightenment. In the early 90’s the Italian
post-Operaism (in exile or not) introduced the concepts of immaterial labour, general intellect, cognitive
capitalism, cognitariat as the emerging forms of the autonomous power of the multitudes (authors like
Negri, Lazzarato, Virno, Marazzi, Berardi). In the same period Pierre Levy was talking of collective
intelligence. Later, since 2001, the transnational mobilisation of the Euro May Day has linked precarious
workers and cognitive workers under the holy protection of San Precario. Second, there is an
Anglo-American genealogy. During the golden age of net culture the debate around ICT and new
economy was often linked to the knowledge economy (conceptualised by Peter Drucker in the 60’s). In
2001 the copyleft debate escaped the boundaries of Free Software and established the Creative
Commons licences. In 2002 the best seller The Rise of the Creative Class by Richard Florida (based on
controversial statistical evidences) pushed trendy concepts like creative economy.
After years of fetishising precarious labour and abstract gift economy, a Copernican turn is taking place
(hopefully): attention shifts to autonomous labour and autonomous production. A new consciousness
arises around the creation of meaning, that is creation of value and – consequently – creation of conflict.
It is the political re-engagement of a generation of creative workers (before getting mixed up with chain
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workers) and at the same time the “economic” engagement of a generation of activists (as the Seattle
movement was more concerned about global issues than their own income). My creativity = my value = my
conflict. And backwards.

2. The most part of the value (and of the conflict)
In this essay I try to frame a missing part of the debate around “creative” labour. First, I point out the
collective dimension of value creation: it is an investigation of the social processes behind creativity, the
creative power of collective desire and the political nature of any cognitive product (idea, brand, media,
artefact, event). Question: what or who produces the value? Answer: the “social factory” produces the
greatest portion of the value (and of the conflict). Second, I spotlight the political space of cognitive
competition. I do not focus on labour conditions or neoliberal policies within Creative Industries, but on the
public life of immaterial objects. I put cognitive products in a space of forces, framing such objects from
outside rather than inside. I am trying to answer another question: if production goes creative and
cognitive, collective and social, what are the spaces and the forms of conflict? As a conclusion I introduce
the scenario of an “immaterial civil war”, a semiotic space that Creative Industries are only a small part of.
So far it seems a linear scenario, but there is also a grey zone to take in consideration: the massification of
the “creative” attitude. “Everyone is a creative” is a common slogan today. Many years after Benjamin’s
artwork, the mass artist enters the age of his social reproducibility and “creativity” is sold as a status
symbol. The social base of Creative Industries is getting bigger (at least in the Western world) and unveils
new scenarios. In a first period, Creative Industries become hegemonic (as a fact and as an concept). In a
second one, they face an entropy of meaning and producers. Thanks to the internet and the digital
revolution, everyday we witness the conflicts of the latter stage.
All the different schools previously introduced focus each on a different perspective. To clarify the subject
we have to explode the question in its components. The “creative thing” could be dismantled in: creative
labour (as autonomous or dependent work), creativity as faculty and production, the creative product (with
all its layers: hardware, software, knoware, brand, etc.), the free reproducibility of the cognitive object, the
intellectual property on the product itself, the social creativity behind it, the process of collective
valorisation around it. Moreover, the social group of creative workers (the “creative class” or “cognitariat”),
the “creative economy” and the “creative city” represent further and broader contexts.
The original definition of Creative Industries focus on the intellectual property exploitation. Richard Florida’s
concepts of creative class and creative economy are based on (controversial) statistics only and on the
idea of a political agenda for CI fuelled by local governments. On another level, Creative Commons is
about open licences, a formal solution to handle the free reproduction and sharing triggered by the digital
revolution on a mass scale (“building a layer of reasonable copyright”[2] as they put it). Coming from a
different (Latin) background, the post-Operaism and the precarious workers movement point out the social
and distributed form of production (Tronti’s “social factory”[3]) and ask for a guaranteed minimum income.
Geographically close to the last ones, Enzo Rullani (initiator of the term ‘cognitive capitalism’) suggests to
focus on the autonomous power of producers rather than on the dimension of dependent labour, as
public welfare is a solution that transfers knowledge, risk and innovation capital to institutions. Such a
disambiguation of political views around CI is needed to clarify what the present essay is not covering. I will
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not focus on the labour conditions of (precarious) cognitive workers, on the exploitation of intellectual
property an on the legal protection of the public domain, but on the collective production of value and the
strong competition cognitive producers face in the “immaterial” domain.

3. Lazzarato reading Tarde: the public dimension of value
Contemporary criticism does not have a clear perspective of the public life of cognitive products: it is largely
dominated by the metaphors stolen from Creative Commons and Free Software, which support quite a flat
vision with no notion of value and valorisation. For this reason, I want to introduce a more dynamic
scenario following Maurizio Lazzarato and Gabriel Tarde that explain how value is produced by an
accumulation of social desire and collective imitation. Lazzarato has re-introduced the thought of the
French sociologist Tarde in his book Puissances de l'invention[4] [Powers of invention] and in his article
“La psychologie économique contre l’economie politique”[5].
To sum up in few lines, Tarde’s philosophy challenges the contemporary political economy because it: 1)
dissolves the opposition of material and immaterial labour and consider the “cooperation between brains” a
main force in the traditional pre-capitalist societies not only in postfordism; 2) puts innovation as the driving
force instead of monetary accumulation only (Smith, Marx and Schumpter did not really understand
innovation as an internal force of capitalism, a vision more concerned about re-production rather than
production); 3) develops a new theory of value no more based on use-value only, but also on other kinds
of value, like truth-value and beauty-value (Lazzarato: “The economic psychology is a theory of the
creation and constitution of values, whereas political economy and Marxism are theories to measure
values”[6]).
Tarde’s crucial insight for the present work is about the relation between science and public opinion. As
Lazzarato put it: “According to Tarde, a invention (of science or not) that is not imitated is not socially
existent: to be imitated an invention needs to draw attention, to produce a force of ‘mental attraction’ on
other brains, to mobilise their desires and beliefs through a process of social communication. […] Tarde
figures out an issue crossing all his work: the constituent power of the public.”[7] We could say: any
creative idea that is not imitated is not socially existent and has no value. In Tarde the Public is the “social
group of the future”, integrating for the first time mass media as an apparatus of valorisation in a sort of
anticipation of postfordism. Moreover Tarde considers the working class itself as a kind of “public opinion”
that is unified on the base of common beliefs and affects rather than common interests.
The Tarde-Lazzarato connection introduces a dynamic or better competitive model, where immaterial
objects have to face the laws of the noosphere – innovation and imitation – in quite a Darwinistic
environment. Tarde is also famous for introducing the S-shaped curve to describe the process of
dissemination of innovation, another good suggestion for all the digital planners that believe in a free and
flat space.
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However a dissemination process is never as linear and peaceful as a mathematical graph might suggest.
On a collective scale a cognitive product always “fights” against other products to attain a natural
leadership. The destiny of an idea is always hegemonic, even in the “cooperation between brains” and in
the digital domain of free multiplication. The natural environment of ideas is similar to the state of nature in
Hobbes. The motto Homo homini lupus [the man is a wolf to man] could be applied to media, brands,
signs and any kind of “semiotic machines” of the knowledge economy. It is an immaterial but not often
silent “war of all ideas against all ideas.” If Lazzarato and Tarde track back the collective making of value,
such a competitive nature is more transparent reading Enzo Rullani.

4. Enzo Rullani and the “law of diffusion”
Rullani was among the first to introduce the term cognitive capitalism[8]. Unlike most, he does not point out
the process of knowledge sharing, but above all the process of cognitive valorisation. He is quite clear
about the fact that competition still exists (is perhaps even stronger) in the realm of “immaterial” economy.
Rullani is one of few people that try to measure how much value knowledge produces and as a seasoned
economist he gives mathematical formulas as well - like in his book Economia della conoscenza [Economy
of Knowledge][9]. Rullani says that the value of knowledge is multiplied by its diffusion, and that you have
to learn how to manage this kind of circulation. As Rullani puts it, in the interview with Antonella Corsani
published on Multitudes in 2000[10]:
An economy based on knowledge is structurally anchored to sharing: knowledge produces value if it is
adopted, and the adoption (in that format and the consequent standards) makes interdependency.
The value of immaterial objects is produced by dissemination and interdependency: there is the same
process behind the popularity of a pop star and behind the success of a software. The digital revolution
made the reproduction of immaterial objects easier, faster, ubiquitous and almost free. However, as Rullani
points out, “proprietary logic does not disappear but has to subordinate itself to the law of diffusion”[11]:
proprietary logic is no longer based on space and objects, but on time and speed.
There are three ways that a producer of knowledge can distribute its uses, still keeping a part of the
advantage under the form of: 1) a speed differential in the production of new knowledge or in the
exploitation of its uses; 2) a control of the context stronger than others; 3) a network of alliances and
cooperation capable of contracting and controlling modalities of usage of knowledge within the whole
circuit of sharing.
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A speed differential means: “I got this idea and I can handle it better than others: while they are still
becoming familiar with it, I develop it further”. A better understanding of the context is something not easy
to duplicate: it is about the genealogy of the idea, the cultural and social history of a place, the
confidential information accumulated in years. The network of alliances is called sometimes “social capital”
and is implemented as “social networks” on the web: it is about your contacts, your PR, your street and
web credibility.
Here it is clear that a given idea produces value in a dynamic environment challenged by other forces and
other products. Any idea lives in a jungle – in a constant guerrilla warfare – and cognitive workers follow
often the destiny of their brainchildren. In the capitalism of digital networks time is a more and more crucial
dimension: a time advantage is measured in seconds. Moreover, in the society of white noise the rarest
commodity is attention. An economy of scarcity exists even in the cognitive capitalism as a scarcity of
attention and related attention economy. When everything can be duplicated everywhere, time becomes
more important than space.
An example of the competition advantage in the digital domain is the Wired CD included with the
November 2004 issue under the Creative Commons licences. Music tracks were donated by Beastie Boys,
David Byrne, Gilberto Gil, etc. for free copying, sharing and sampling (see:
www.creativecommons.org/wired). The neoliberal agenda of Wired magazine provides the clear
coordinates for understanding that operation. Indeed, there are more examples of musicians and brain
workers that associate their activity with copyleft, Creative Commons or file sharing on P2P networks. We
only heard about the first runners, as it is no longer a novelty for those who came second. Anyway, there
never is a total adherence to the Creative Commons crusade, it is always a hybrid strategy: I release part
of my work as open and free to gain visibility and credibility, but not the whole work. Another strategy is
that you can copy and distribute all this content, but not now, only in four months. And there are also
people complaining about Creative Commons and Free Software being hijacked by corporations and
majors - the point is that the world out there is full of bad music which is free to copy and distribute. No
scandal, we have always suspected it was a race.
Rullani shows how competition is still present in the knowledge economy, even in the parallel enclave of
digital commons. Competition is a field radical thought never attempted to enter: because it is not politically
correct to admit such a competition and because any political solution is controversial. It is impossible to
reconstruct any unified political subject (as at the times of proletariat) starting from such a balkanised
scenario of “social factories” and molecular biopolitical production. However, if individual surplus-value is
difficult to measure and reclaim, the collective accumulation is still something visible and tangible.

5. David Harvey and the collective symbolic capital
If Tarde, Lazzarato and Rullani are useful for framing the competitive habitat of ideas (dissemination,
imitation, competition, hegemony), David Harvey’s essay “The Art of Rent”[12] introduces a clearer
description of the political dimension of symbolic production. He manages to link intangible production and
real money not through intellectual property but by tracking the parasitic exploitation of the immaterial
domain by the material one.
The key example is Barcelona, where there is the clearest connection between real estate economy and
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the production of culture as social capital. The success of Barcelona as an international brand has been
created by its cultural and social roots and is continuously fuelled today by a cosmopolitan and alternative
culture: in fact, that collective product is exploited first and foremost by real estate speculators. The kinds
of gentrification processes are well known. Bottom-up: outsiders attract artists that attract gentry. Or, on
the contrary, top-down: open-minded and futuristic art institutions built in a ghetto (like the MACBA in the
Raval in Barcelona) raise rents and force people to move. However, Harvey wants to point out a more
general process.
Harvey applies the concept of monopoly rent to culture: “All rent is based on the monopoly power of
private owners of certain portions of the globe.” There are two kinds of rent: you can exploit the unique
quality of a wine or you can see the vineyard producing that extraordinary wine. You can put a hotel in a
very charming city, or selling the land where to put hotels like that. Capitalism is always looking for marks of
distinction. According to Harvey culture produces today the marks of distinction that capitalism can exploit
selling material goods. On a city scale, real estate business is the biggest business triggered by
knowledge economy. Any immaterial space has its material parasites. Think about files sharing and iPods.
If the degree of dissemination makes the value of a cognitive product, as Rullani points out, Harney put a
limit to that valorisation. Dissemination that goes too far can dissolve the marks of distinction into a mass
product. There is an entropic ending in any idea after its hegemonic period. Harvey highlights the first
contradiction: the entropy of the marks of distinction:
The contradiction here is that the more easily marketable such items become the less unique and special
they appear. In some instances the marketing itself tends to destroy the unique qualities (particularly if
these depend on qualities such as wilderness, remoteness, the purity of some aesthetic experience, and
the like). More generally, to the degree that such items or events are easily marketable (and subject to
replication by forgeries, fakes, imitations or simulacra) the less they provide a basis for monopoly rent. […]
therefore, some way has to be found to keep some commodities or places unique and particular enough
(and I will later reflect on what this might mean) to maintain a monopolistic edge in an otherwise
commodified and often fiercely competitive economy.
A second contradiction connected to the first is the tendency towards monopoly: if the value inflates, the
only way to preserve the rent is to set up monopolies and avoid competition. For example, the digital and
network revolution has attacked traditional monopoly rents (used to quite stable ‘territories’) and forced
them to reinvent their strategies. The common reaction was to reclaim a stronger regime of intellectual
property. On another level, capitals were forced to find new material and immaterial territories to exploit.
Harvey notices that capitalism rediscovers local cultures to preserve monopolies: the collective and
immaterial sphere of culture is a crucial dimension to maintain marks of distinction in a postfordist economy.
They have particular relevance to understanding how local cultural developments and traditions get
absorbed within the calculi of political economy through attempts to garner monopoly rents. It also poses
the question of how much the current interest in local cultural innovation and the resurrection and
invention of local traditions attaches to the desire to extract and appropriate such rents.
The cultural layer of Barcelona and its unique local characters are a key component in the marketing of
any Barcelona-based product, first of all the real estate business. But the third and most important
contradiction discovered by Harvey is that global capital feeds local resistance to promote mark of
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distinction.
Since capitalists of all sorts (including the most exuberant of international financiers) are easily seduced by
the lucrative prospects of monopoly powers, we immediately discern a third contradiction: that the most
avid globalizers will support local developments that have the potential to yield monopoly rents even if the
effect of such support is to produce a local political climate antagonistic to globalization!
Again it is the case of Barcelona, quite a social-democratic model of business that is not so easy to apply
to other contexts. At this point Harvey introduces the concept of collective symbolic capital (taken from
Bourdieu) to explain how culture is exploited by capitalism. The layer of cultural production attached to a
specific territory produces a fertile habitat for monopoly rents.
If claims to uniqueness, authenticity, particularity and speciality underlie the ability to capture monopoly
rents, then on what better terrain is it possible to make such claims than in the field of historically
constituted cultural artefacts and practices and special environmental characteristics (including, of course,
the built, social and cultural environments)? […] The most obvious example is contemporary tourism, but I
think it would be a mistake to let the matter rest there. For what is at stake here is the power of collective
symbolic capital, of special marks of distinction that attach to some place, which have a significant drawing
power upon the flows of capital more generally.
The collective symbolic capital of Barcelona is shaped more clearly now. The brand of Barcelona is a
“consensual hallucination” produced by many but exploited by few. The condition of the creative workers
(and of the whole society) is a vicious circle: they produce symbolic value for the real estate economy that
squeeze them (as they suffer the housing price of Barcelona). Furthermore, Harvey helps to understand
better Florida: the so-called “creative class” is nothing but a simulacrum of the collective symbolic capital to
raise the marks of distinction of a given city. The “creative class” is the collective symbolic capital
transformed into an anthropomorphic brand and a monopoly rent applied to distinctive parts of the society
(“creative class”), of the territory (“creative city”), of the city itself (“creative district”). The “creative class” is a
parasitic simulacrum of the social creativity that is detached from the precariat and attached to the upper
class.
The rise of Barcelona to prominence within the European system of cities has in part been based on its
steady amassing of symbolic capital and its accumulating marks of distinction. In this the excavation of a
distinctively Catalan history and tradition, the marketing of its strong artistic accomplishments and
architectural heritage (Gaudi of course) and its distinctive marks of lifestyle and literary traditions, have
loomed large, backed by a deluge of books, exhibitions, and cultural events that celebrate distinctiveness.
[…] This contradiction is marked by questions and resistance. Whose collective memory is to be celebrated
here (the anarchists like the Icarians who played such an important role in Barcelona’s history, the
republicans who fought so fiercely against Franco, the Catalan nationalists, immigrants from Andalusia, or
a long-time Franco ally like Samaranch)?
Harvey tries to sketch out a political response questioning which parts of society are exploiting symbolic
capital and which kinds of collective memory and imaginary are at stake. Symbolic capital is not unitary but
a multiple space of forces, and can be continuously negotiate by the multitude that produced it.
It is a matter of determining which segments of the population are to benefit most from the collective
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symbolic capital to which everyone has, in their own distinctive ways, contributed both now and in the past.
Why let the monopoly rent attached to that symbolic capital be captured only by the multinationals or by a
small powerful segment of the local bourgeoisie? […] The struggle to accumulate marks of distinction and
collective symbolic capital in a highly competitive world is on. But this entrains in its wake all of the localized
questions about whose collective memory, whose aesthetics, and who benefits. […]. The question then
arises as to how these cultural interventions can themselves become a potent weapon of class struggle.
The crucial question is: how to develop a symbolic capital of resistance that can not be exploited as
another mark of distinction? As Harvey points this kind of vicious circle works even better in the case of
local resistance. Global capitals need anti-global resistance to improve the monopoly rent. Especially in the
case of creative workers resistance is always well-educated and well-designed: and in the case of
Barcelona it produces a titillating and never dangerous environment for the global middle-class. Inspired
by the history of Barcelona, we introduce an immaterial civil war into the space of symbolic capital.

6. Immaterial civil war
We suggest the term ‘civil war’ as conflicts within cognitive capitalism have no clear class composition and
share the same media space. Moreover, if it is true that “there is no more outside” (as Negri and Hardt
state in Empire[13]) and that “there are no longer social classes, but just a single planetary petty
bourgeoisie, in which all the old social classes are dissolved” (as Agamben puts it in The Coming
Community[14]), conflicts can only take the form of an internal struggle. The multitude has always been
turbulent and fragmented. If Florida dreams of a “creative class struggle” (where fashion victims are the first
casualties, we guess), we push for a civil war within that comfortable “class” (and within a comfortable
notion of multitude). Moreover ‘civil war’ ties into the glorious resistance of Barcelona (a political
background that interestingly fuels its current social capital) and is also a reminder of the internal fights of
any avant-garde group (anarchists and communists started to shot each other then).
On the other hand, “immaterial” is the constant struggle on the stage of the society of the spectacle: a
cruel Ballardian jungle of brands, pop stars, gadgets, devices, data, protocols, simulacra. Immaterial
exploitation is the everyday life of precarious workers, in particular of the younger generations, quite aware
of the symbolic capital produced by their lives “put to work” (new trends and lifestyles generated by what
post-Operaism calls biopolitical production). The immaterial civil war is the explosion of the social relations
enclosed in the commodities. In his book Les révolutions du capitalisme[15] Lazzarato says that
“capitalism is not a mode of production, but a production of modes and worlds” (engineered by
corporations and sold to the people) and that the “planetary economic war” is an “aesthetic war” between
different worlds.
Immaterial civil war is also the usual conflicts between brain workers despite all the rhetoric of knowledge
sharing and digital commons. It is the joke “a friend of mine stole me my idea for a book on Creative
Commons”. It is the well known rivalry within academia and the art world, the economy of references, the
deadline race, the competition for festivals, the envy and suspicion among activists. Cooperation is
structurally difficult among creative workers, where a prestige economy operates the same way as in any
star system (not to mention political philosophers!), and where new ideas have to confront each other,
often involving their creators in a fight. As Rullani points out, there is almost more competition in the realm
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of the knowledge economy, where reproducibility is free and what matters is speed.

7. Facing the parasite
The parasite is the parallel exploitation of social creativity. There are indeed modes of exploitation of
creative work that are not based on intellectual property and produce more value and conflict. As we have
seen, Harvey introduces the framework of “collective symbolic capital” and suggests that “cultural
interventions can themselves become a potent weapon of class struggle”. Political activism in the cultural
sector, creative industries and new economy have always remained within these fictional enclosures,
making local protests and demanding more cultural welfare or stable contracts. Recently, a more radical
demand to counter the exploitation of social creativity involves a basic income for all (see
www.euromayday.org). Conversely, Rullani notes that a welfare system transfers both innovation and risk
to the state apparatus reinforcing it. However, what Harvey suggests is to take action not only on the level
of collective symbolic capital, but also on the level of the parasite exploiting the cultural domain. A difficult
point difficult for the radical thought to grasp is that all the immaterial (and gift) economy has a material,
parallel and dirty counterpart where the big money is exchanged. See Mp3 and iPod, P2P and ADSL, free
music and live concerts, Barcelona lifestyle and real estate speculation, art world and gentrification, global
brands and sweatshops.
A form of resistance suggested by Harvey in the case of Barcelona is an assault on the myth of the
“creative city” rather than wanna-be-radical reactions that can contribute to making it even more exclusive.
If the people want to reclaim that symbolic surplus-value vandalised by a few speculators, all we can
imagine is a re-negotiation of the collective symbolic capital. Here comes the option of a grassroots
rebranding campaign to undermine the accumulation of symbolic capital and alter the flows of money,
tourists and new residents attracted by specific marks of distinction (Barcelona as a tolerant, alternative,
open-minded city, etc.). Moreover another field of action suggested here are the specific areas where the
“art of rent” plays (particular districts like the Raval or Poblenou), where the symbolic accumulation could be
reset by a less symbolic sabotage. In the case of Barcelona the “parasite” to spotlight is real estate
speculation, but we could apply that insight to a broader scale.
Recent forms of resistance have almost always been quite representative and media-oriented, dreaming of
the rise of a new cognitariat or of a repoliticization of the collective imagery and its producers, like in the
golden 60’s. Many activists and artists – like Harvey – are aware of the risk of overcoding of their
messages and practices. In the end many protest actions merely succeeded in focusing the attention
economy around their target. Traditional boycotts of big brands sometimes turn into free advertisement in
their favour. What recent activism and critical thought have never attempted to explore is the material (and
economic) dimension connected to the symbolic. Creative workers should start to recognize the
surplus-value of imagery they produce beyond their immaterial objects and all the remote political effects of
any sign. Leaving the symbolic, entering the economy of the symbolic. We are waiting for a generation of
cognitive workers able to mobilise out of the imagery.

[1] Source: www.wikipedia.org/Creative_industries. The DCMS category list consists of production in the
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following sectors: Advertising, Architecture, Art and Antiques Market, Crafts, Design, Designer Fashion,
Film and Video, Interactive Leisure Software, Music, Performing Arts, Publishing, Software and Computer
Services, Television and Radio.
[2] Source: www.creativecommons.org/about/history
[3] M. Tronti, Operai e capitale, Torino: Einaudi, 1971.
[4] M. Lazzarato, Puissances de l'invention: La Psychologie économique de Gabriel Tarde contre
l'économie politique, Paris: Les empêcheurs de penser en rond, 2002.
[5] M. Lazzarato, “La psychologie économique contre l’Economie politique”, in Multitudes n. 7, 2001,
Paris. Extentended Italian version “Invenzione e lavoro nella cooperazione tra cervelli” in Y. Moulier
Boutang (ed.), L'età del capitalismo cognitivo, Verona: Ombre Corte, 2002. Web:
multitudes.samizdat.net/La-Psychologie-economique-contre-l.html
[6] [translation mine] M. Lazzarato, “Invenzione e lavoro nella cooperazione tra cervelli” in Y. Moulier
Boutang (ed.), L'età del capitalismo cognitivo, op. cit.
[7] Ibid.
[8] E. Rullani, L. Romano, Il postfordismo. Idee per il capitalismo prossimo venturo, Milano: Etaslibri, 1998;
E. Rullani, “La conoscenza come forza produttiva: autonomia del post-fordismo”, in Capitalismo e
conoscenza, Cillario L., Finelli R. (eds), Roma, Manifesto libri, 1998; E. Rullani, “Le capitalisme cognitif: du
déjà vu?”, Multitudes n. 2, 2000, Paris,.
[9] E. Rullani, Economia della conoscenza: Creatività e valore nel capitalismo delle reti, Milano: Carocci,
2004.
[10] [translation mine] A. Corsani, E. Rullani, “Production de connaissance et valeur dans le postfordisme”,
Multitudes, n. 2, May 2000. Paris. Original Italian version in Y. Moulier Boutang (ed.), L'età del capitalismo
cognitivo, op. cit. Web: multitudes.samizdat.net/Production-de-connaissance-et.html. Spanish version:
www.sindominio.net/arkitzean/xmultitudes/multitudes2
[11] Ibid.
[12] D. Harvey, “The art of rent: globabalization and the commodification of culture”, chapter, in Spaces of
Capital, New York: Routledge, 2001. And as “The Art of Rent: Globalization, Monopoly, and the
Commodification of Culture” in A World of Contradictions: Socialist Register 2002, London: Merlin Press,
November 2001.
Web: www.16beavergroup.org/mtarchive/archives/001966.php
[13] A. Negri, M. Hardt, Empire, Harvard University Press, 2000, p. 186.
[14] G. Agamben, The Coming Community (Michael Hardt, trans.), Minneapolis: University of Minnesota
Press, 1991, p. 65.
[15] [translation mine] M. Lazzarato, Les révolutions du capitalisme, Paris: Empêcheurs de Penser en
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ESSAY

Leaving Room for the Troublemakers
By HOLLAND COTTER
LAST May, a 30-something American curator named Chris Gilbert stormed off his job at the Berkeley Art
Museum in California. He left in a dispute over a word.
He had just organized a show called “Now-Time Venezuela: Media Along the Path of the Bolivarian Process,”
about the leftist revolution in progress in South America. In a wall label, he described the exhibition as being in
“solidarity” with that struggle, and museum officials balked. They wanted him to use more neutral wording, like
“concerned” with the struggle. An ideological standoff ensued. Mr. Gilbert quit, posting his resignation letter,
which was also a political position paper, on the Internet.
Two concepts of what a museum should do — and be — crystallized and clashed, with Mr. Gilbert’s view by far the
less traditional. To him, art is an instrument for radical change. The museum is a social forum where that change
catches fire. The curator is a committed activist who can help light the spark. The goal is to transform the values of
the culture that had created the museum. If in the process an obsolete museum went up in flames, a new one
would rise from its ashes.
Whatever your thoughts about Mr. Gilbert’s politics, it is hard to deny the commitment and excitement of his
vision of the museum as an ethically charged experience, a psychologically fraught encounter, a stage for
disruptive, possibly dangerous, ideas. It isn’t just a place where you go to look at old things, but a place where you
see in fresh ways.
This vision can seem especially dynamic when set beside recent events in New York museums. Last fall, the
big-ticket items at three of the city’s major institutions all mined the same surefire marquee draw, Pablo Picasso,
in boilerplate group shows: “Cézanne to Picasso” at the Met; “El Greco to Picasso” at the Guggenheim; and
“Picasso and American Art” at the Whitney.
None gave a challenging take on its subject. “Picasso and American Art” was, basically, a deluxe version of the
small-budget show “Picassoid,” which the Whitney put together in 1995 with easy-to-get loans and accompanied
with an inexpensive brochure. The three fall shows had costly loans and lavish books, but their museums
arguably saved money just the same. How? By using the opportunity perhaps to pass up a major scholarly show
on other kinds of art: African art, Latin American art, Islamic art, South Asian art, Oceanic art and
Native-American art, among them.
Africa, after all, is not Picasso.
Now, as we approach the 20th anniversary of the stock-market plunge that brought the art market to its knees,
money is again in truly fathomless supply. People think about it constantly, about how much there is of it, spilling
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out of pockets, oozing from hedge-fund accounts.
Curators find themselves enlisted as personal shoppers to the collectors who swarm through the art fairs.
Museums hope these guided purchases will end up on their walls; collectors hope they will serve as tickets to
higher ground on the art-world social terrain.
When the painter Brice Marden was interviewed in The New York Times before his recent MoMA retrospective,
he talked primarily about real estate, about how many houses and how much land he had bought, or was buying
thanks to his phenomenal sales. “What else am I going to do with all this money?” he asked.
Talking about money in public is fairly new to an industry famous for its strategic discretion, its insistence that
“value” means beauty, not bucks. Not that the sudden candor should be mistaken for some kind of ethical turn of
mind. Wealth is so common that it’s now the norm, not a sign of selling out to “the establishment.” Money is like
white noise, so there that you forget it’s there.
A similar trick of illusion surrounds the vaunted populism of museums. Every American city, to be a proper city,
now needs to have its own jewel-box art museum. Any existing museum anywhere needs to be expanded
expensively. Thanks to all this stretching, art and its institutions have, we are told, grown increasingly democratic,
more accessible to all.
In fact, the more successful a museum grows, the more elitist it tends to become. Social distinctions based on
money and patronage can assume the intricate gradings of court protocol. At street level, admission prices climb,
reinforcing existing socioeconomic barriers. Programming grows more cautious. If you’re laying out $20, you
want to see “the best” art, which often means art that adheres to conventional versions of beauty, authority,
“genius” (white and male) set in a reassuringly familiar context.
An extreme spin on museum populism came into vogue not too long ago, with exhibitions of “nonart” materials:
motorcycles at the Guggenheim, hip-hop ephemera at the Brooklyn Museum of Art. Critics surprised themselves
by raving over the Guggenheim show. Custom-made bikes, it turned out, are High Design. On the other hand, the
hip-hop material, most of it mass-produced, inexpensive and readily available, was dismissed as mere
merchandise. What was it doing in an art museum?
It was illustrating, among other things, Andy Warhol’s canny prediction that all museums will become
department stores, and vice versa. Sure enough, here we are and we have to ask the question: What’s the
difference between a top-of-the-line Harley, a Tupac poster and a Marden abstraction? Fundamentally, none.
They are all brand-name items distinguished by different price tags. Populist or not, they are products of
corporate marketing, of the money holders.
A good many people, including some who benefit from the current boom, are critical of this state of affairs. I
would guess that Mr. Gilbert, whom I have never met and know about only third-hand, would have trenchant
things to say about Mr. Marden’s plight, suggesting inventive ways for him to dispose of his surplus capital.
I would also guess that Mr. Gilbert, like certain other idealists, is at heart an optimist, if an intensely critical one,
when it comes to the subject of art in the social sphere. Optimism is a useful attitude, because cynicism is so
exhausting and pacifying. It can wear you down. After a while it starts saying: Relax. Lighten up. Life is just like
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that. Give the art world a break. It can’t help being a miniature version of the culture that made it. What can it do
about that?
One thing it can do — that museums can do — is clear an alternative space in that culture, a zone of moral inquiry,
intellectual contrariness, crazy beauty. In this space, artists can simultaneously hold a magnifying glass up to
something called “America” and also train a telescope on it: probe its innards and view it from afar, see it as others
see it. From these perspectives, they might come up with models of a cosmopolitan, leveled-out society for a
country in solidarity with the world, in contrast to the provincial, hierarchical, self-isolating one that exists today.
The common wisdom of the moment, however, tells us that carving out such a zone is no longer possible. The
market, that state of manipulated consensus called freedom of choice, is so omniscient, so all consuming, so
universal that there is no alternative left, no margin; no outside, only inside.
Well, yes and no. There are, in fact, still many artists “out there”: out of fashion, out of sync, out of touch, waiting to
be rediscovered or discovered or not. “Wack! Art and the Feminist Revolution,” an international survey of 119
women artists at the Museum of Contemporary Art in Los Angeles, includes a number of them.
The show is, among other smart things, an indictment of what happens when the market is left to write history:
much of the good stuff gets left out, and the task of finally bringing it in is overwhelming. When I visited the
exhibition I saw not only a panorama of fascinating art and radical sensibilities, but also 119 books — doctoral
dissertations — begging to be written, and as many retrospectives waiting to be organized.
A few of the artists have already been, or will be, picked for commercial enshrinement. They have earned the
attention they receive. Others will be shunted back outside. What is most moving about the show, though, and is
most likely to inspire young artists in the decades to come, is the record of collective creativity it represents, a
creativity generated by the lived politics of 119 committed artists who were outsiders in their time.
A good number of artists today self-consciously position themselves both inside and outside the mainstream. This
is true of many new collectives, clusters of artists who have formed their own creative environment, their own
audiences and distribution systems, even — very important — their own economy. Unsurprisingly, they have
historically had an indifferent reception from museums and the market in thrall to the “genius” cult. So, by
design and by default, they maintain a maverick way.
And, finally, there are art-world figures like Mr. Gilbert who simply, conscientiously opt out. While his legend has
been growing online, he seems to have been in Venezuela (at least as of a few months ago), doing I don’t know
what. Supporting a movement of radical social change. Building the alternative people’s museum of the future?
Treating the two jobs as one? What I do know is that in the world he has left behind, such movements and such
museums feel a very long way off.
Copyright 2007 The New York Times Company
Privacy Policy
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2001. Heidegger’s Children: Hannah Arendt, Karl Lowith, Hans Jonas, &
Herbert Marcuse

DIUM/a

And the third is "From Marx to Schiller": Great quote "Marcuse believed that
philosophy was a form of practical criticism whose primary aim was the
defetishization of false consciousness." (Pg 156) Oddly Marcuse, aligns himself with
Kant in favoring the notion of an aesthetic disinterestedness, where leisure is favored
over labor: There is a freedom that exists between the person and the activity of
"play" contrary to labor where the person is always bound to the thing itself. It is
here where interesting conversations and debates on this point-play vs. labor, could
take place as it relates to our own practice as Directors of TT.

The second is "Ontology, Life and Labor". There is more on Marx and Wolin
distinguishes the popular Marx from the one in his 1932 Paris Manuscripts, which
associates humans and their labor to the realization on their being (ontology); This is
radically opposed, Marcuse argues, to the fabricated economic laws placed on
humans in capitalist society.

I have specifically chosen sections out of the chapter discussing Herbert Marcuse.
The first is "Concrete Philosophy". Marcuse argues that Heidegger's fundamental
ontology ignores "Being" in history and claims that a philosophy of ontology must
take into account the history that Beings find themselves in. (Marcuse, though not
rejecting Heidegger favors Marx) There is the great quote (pg 146) where he
critically speak about humans organizing their existence around and in the service to
things.)

If Being is by its nature situational and truth is always revealed in time with all the
specificity that comes with it, then I argue as we look at late capitalismgentrification-and how it affects the urban American dweller of the early 21st
century, we can consider that "Being" is determined by how we consciously or
unconsciously situate ourselves and respond to specific current historical and social
events.

In 1927 Heidegger wrote the work "Being and Time." This philosophical book was a
radical break from Western metaphysical transcendental philosophy. Heidegger
argued that "being" does not dwell outside of the world, as a universal idea or form
(i.e.: God), but rather was determined and created from existence itself. Being, is
primordial, however by its very nature is situated in and through existence is.

Perhaps you are thinking what does this have to do with gentrification in the early
21st century. And for this reason I will continue with this short explanation:

I am submitting to the reader sections of Chapter 6 taken from the book
"Heidegger's Children” by Richard Wolin. This book chronicles four 20th century
philosophers and political thinkers who studied under Heidegger in Germany in the
1920's. All four were not only deeply influenced by Heidegger’s philosophical work,
but also were place in a controversial and problematic position, in that each happen
to be Jewish and in 1934 Heidegger joined, for a brief but not insignificant time, the
National Socialist (Nazi) Party.

Submitted by: The Director of the Department for the Investigation of the
Unmentionable and the authentic (DIUM/a)

Submitted to: The Reader2: Chapter 6- Herbert Marcuse, Sections- Concrete
Philosophy, Ontology, Life and Labor and From Marx to Schiller.

by Richard Wolin

Marcuse
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Farewell, Bohemia
On Art, Urbanity, and Rent, by Rebecca Solnit

IN A RECENT LETTER to the San Francisco
Bay Guardian’s sex column, “Ask
Isadora,” a masochist asked whether he
had to obey his dominatrix by sexually
servicing their ancient landlord.
Although the letter was ostensibly about
the extent to which a bottom’s obedience
must go, it was really about what so
much is about in this city—rent.
Apparently even dominatrixes worry
about keeping a roof over their heads in
San Francisco, and rent, housing, housing prices, and eviction stories fill the
collective dirge chanted whenever the
San Franciscans I know gather. The city
is changing too fast for its bohemian
inhabitants to keep pace, many of them
don’t expect to be living here many more
years, and some have already left. (To
designate those overlapping groups—
artists in all media, grassroots activists,
students with leftist leanings, and pursuers of alternative lifestyles—I’ll use the
catch-all term “bohemian.”) Last year’s
heated mayoral run-off race between
incumbent Willie Brown and insurgent
candidate Tom Ammiano was a war of
sorts, about what kind of a city San
Francisco should be, and for whom.
Brown spent $5 million to win the race

and drew support from big business,
developers, and out-of-town interests, as
well as from the African-American community; Ammiano’s sponsors included
the San Francisco Tenants Union, the
Bicycle Coalition, and an army of volunteers. On my corner, and many others,
someone spray-stenciled, “People who
make less than $50,000 don’t belong
here.—Willie Brown.” “Another terrified tenant for Tom,” read one popular
button. Ammiano’s support came from
the neighborhoods identified with the
bohemianism that has long characterized San Francisco—from the heart of
the city, in other words, where its civic
image originates and its influential cultures gestate.
In the past few years, Silicon Valley’s
wealthy workers have discovered San
Francisco and begun to transform the
former capital of the west into their
bedroom community, in the process
making an already bad housing market
far, far worse. And small computerrelated businesses are setting up offices
in the city at a frenzied pace. The technology boom is doing more than creating hundreds of new millionaires in the
region; it is resituating the status of
H A RVA R D D E S I G N M A G A Z I N E
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those who don’t participate in this
economy. All the tenants of the Bay
View Building in the Mission district—
including two Spanish-language newspapers, radio stations, and social services for the local Latino community—
got evicted when the building was sold
to a dot.com; nearby, the former San
Francisco Labor Temple, which now
houses dozens of progressive activist
and alternative arts organizations, is up
for sale.1 American Indian Contemporary Art lost its downtown lease when
the rent nearly doubled, and its director
doubts that the nonprofit gallery can
relocate.2 Evictions have skyrocketed,
and so have rents and housing prices.
Moderate-income San Franciscans and
nonprofits who lose their homes or
work spaces often cannot find another
that they can afford in the city, and the
former refuge of the East Bay—the
local equivalent of Brooklyn—has been
hit by the same boom. Although the situation is more extreme in the Bay Area
than elsewhere, a similar flush of
upscale resettlement of cities across the
country—Seattle (which is similarly
affected by the computer economy),

Farewell, Bohemia
Haussmann. But while Baron
Haussmann changed the whole infrastructure and tore down the slums in a
frenzy of urban reconstruction, San
Francisco is mostly changing who and
what occupies the existing structure.
Those who mourned the medieval
thicket that Haussmann razed in favor
of light, logic, and manageability
lamented the loss of the intricate relationship between imagination and
place, of the mystery and subversive
delight of a city that crowded together
the rich and poor. Like Second Empire
Paris, contemporary San Francisco is
being simplified, and the poor are
being exiled to the periphery (whose
outer reaches haven’t yet been charted). But by some measures, of course,
the Parisian experience was more
benign. The new metropolis created
by Haussmann and his emperor
brought genuine benefits to all citizens—clean water, sewers, parks. In
modern gentrification, the infrastructure often declines as private desire
prevails over public interest—as, for
example, the number of cars increase
and the thoroughfares become

Gentrification used to be a relatively organic process in
which affluence crept up gradually on a neighborhood—forest
succession was the naturalizing metaphor often used. But
evictions have more than tripled since 1996, to five per day
last year, instituting widespread fear among tenants, and
housing costs for both renters and buyers are rising so rapidly
across the region that moving someplace else in the city or
even the Bay Area is becoming an increasingly unfeasible
option. And when there’s no place left to go, it’s not forest
succession; it’s clearcutting.
Boston, and Denver, to name a few—is
displacing those who have long lived
there, changing the nature of urbanism
and even starting to alter the culture
itself. And of course, Manhattan led the
way long ago.3 It may be that the whole
geography of culture is changing.
What is happening in San Francisco
today can be compared in scale to the
transformation of mid-19th-century
Paris under the direction of

2

H A RVA R D D E S I G N M A G A Z I N E

clogged.
The
boulevards
of
Haussmann’s Paris were rich settings
for generations of artists who, in fact,
were not displaced directly; Baudelaire
had his trust fund, however mismanaged, as did the brothers Goncourt,
who deplored the changes, and for
generations Paris remained porous
enough for less well-funded artists to
remain within its bounds. The global
city of today, though, with its ubiqui-

tous Starbucks, Rite-Aid, and Banana
Republic, and its condos and gridlock,
offers no such richness of experience.
As the chains and conglomerates are
multiplying, diversity of business, culture, and class is disappearing.
Artmaking has, at least since the
ideas of bohemia and modernism were
developed in mid-19th-century Paris,
been a largely urban enterprise: The
closer artists were to museums, publishers, audiences, patrons, politicians,
other enemies and each other, the better for the artists and also for art. For if
cities have been essential to artists,
artists have been essential to cities.
(The rural artists who come to mind as
exceptions to this rule—Georgia
O’Keeffe, Gary Snyder—early on
made their urban connections so effectively they could thereafter maintain
them from a distance.) The complex
connection of artists and urbanity gave
rise to the definitive modernisms of the
Left Bank and Montmartre, of
Bloomsbury and Greenwich Village.
Being an artist is one way of being a
participant in the large cultural debates
about meaning and value, and the closer one is to the center of things the
more one can participate. This is part
of what makes a city vital and stimulating—this braiding together of disparate lives and diverse cultures; but
the new gentrification threatens to
yank out some of the strands altogether, diminishing urbanism itself. The
Left Bank and Bloomsbury no longer
beckon artists; bohemia has been all
but driven out of Manhattan as the last
pockets of poverty get gentrified.Of
course, the relationship of bohemia to
gentrification is ambiguous, in San
Francisco as well as almost everywhere
else.
In the contest for the future of San
Francisco, the most visible battlefield
is the mural-bedecked Mission, a
longtime Latino neighborhood which
in the 1980s began to harbor both
refugees displaced from Central
America and bohemians seeking cheap
apartments. More and more bookstores and cafés appeared among the
SUMMER 2000
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bakeries, thrift shops, and hardware
stores; then, in the early 1990s,
upscale restaurants began to appear
among the cafés and burrito shops,
followed by clothing and housewares
boutiques. The central stretch of
Valencia Street has become an upscale
restaurant row. More than 50 percent
of the businesses there in 1990 had
vanished by 1998, and the street has
changed more in 1999 than in any previous year.4 Although the process of
transformation has never stopped in
the Mission, it has lately accelerated
with the proliferation of upscale businesses and with the colonization of
San Francisco by the well-heeled of
Silicon Valley. The southern part of
the city—for generations its poorer
half—has better access to the valley
and has been hardest hit by the wave
of evictions and of conversions of
buildings into condos, and by the creation of expensive “live-work space”
lofts benefitting from zoning rules and
from affordable-housing and property-tax loopholes created to support
artist housing in SoMa (the area South
of Market) in the 1980s. Seventy percent of those evicted leave the city.5
Gentrification used to be a relatively
organic process in which affluence
crept up gradually on a neighborhood—forest succession was the naturalizing metaphor often used. (In fact,
few neighborhoods in this country are
truly stable in terms of ethnicity or
economics.) But evictions have more
than tripled since 1996, to five per day
last year, instituting widespread fear
among tenants, and housing costs for
both renters and buyers are rising so
rapidly across the region that moving
someplace else in the city or even the
Bay Area is becoming an increasingly
unfeasible option.6 And when there’s
no place left to go, it’s not forest succession; it’s clearcutting.
One highly visible response is an initiative called the Yuppie Eradication
Project, whose Mission district posters
and letters to the editor call for class
war—including such tactics as the vandalism of luxury cars and fancy restaurants. Like many other responses, this
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project clearly regards artists and their
ilk as casualties of class warfare. But the
role of artists in neighborhoods like the
Mission is more ambiguous. Though
artists have sometimes settled in partially abandoned industrial districts like
Soho and SoMa, they have just as often
moved into poor neighborhoods and,
however inadvertently, made them
attractive to whiter and more middleclass settlers—and indeed, the artists
themselves have often been whiter and
more middle-class. Though bohemians
would like neighborhood flux to stop
with their own arrival, they function as
catalysts of change, even trailblazers. In
Neighborhoods in Transition: The Making
of San Francisco’s Ethnic and Nonconformist Communities, Brian Godfrey
outlines the usual metamorphosis:
In the first stage, a bohemian fringe discovers a neighborhood’s special charms—
e.g., social diversity, subcultural identification, architectural heritage. Nontraditional “footloose” elements are
favored, such as single people, counterculturals, homosexuals, artists, feminist
households, or college students. These
“urban pioneers” make a run-down or
even dangerous area livable and attractive
to others who would not normally venture there; they constitute the unintentional “shock troops” for gentrification
and encourage the beginnings of housing
speculation. These social elements are
not necessarily wealthy in objective
terms, but they do often enjoy a conditional affluence, at least insofar as they
have more disposable income to spend on
renovation because of smaller households
and fewer traditional pursuits.7

During almost two decades of living
in another metamorphosing part of
San Francisco, the Western Addition, I
have realized that most of the young
people there move too frequently to
notice that the neighborhood itself is
changing and that they (and I) are a
force for change. Skyrocketing rents
(the city has rent control but not
vacancy control) have finally forced
this transient community to move
more slowly than the world around

it—the precondition for noticing
change. Still, most people tend to
notice the changes that they themselves haven’t caused more than those
that they have. At Cell Space, a
Mission district industrial cavern housing artists and activists and hosting
many community events, I attended a
meeting about gentrification held in
conjunction with an art show on the
issue.8 Many were astute about the
complexities. One young white man
described how his artist parents were
first gentrified out of Boulder,
Colorado; then moved to an AfricanAmerican neighborhood and a
Hispanic neighborhood in Denver;
and then, after these were successively
gentrified, fled to San Francisco; and
he advocated armed struggle against
the forces of gentrification—which he
himself unwittingly embodied. That
the first stage of gentrification in San
Francisco—the move of white artists,
students, and activists into then nonwhite neighborhoods such as the
Mission—took place with relatively little fanfare says more about who has a
voice than what has an impact. It’s the
second stage, when the bohemians
themselves get replaced, that is causing
the stir. The conflict in the Mission is
frequently described in terms of Usversus-Them, but the lines are hard to
draw and many cross them.
Carol Lloyd, a writer who now
works for the online magazine Salon
and owns a flat in the Mission, writes
that:
As a dyed-in-the-wool progressive, community-volunteering, social-working
artist, I was once a member of the endangered species that these activists are so
diligently trying to save from extinction.
What happened? I got a job—in the scurrilously libertarian Internet sector—that
allowed me to buy a home. That alone
has transported me across the battle lines.
The problem is that in San Francisco
downward mobility had become a
lifestyle choice every bit as self-indulgent
as upward mobility. I know because I was
one of the voluntarily low-income: lionizing the working class, despising my

SUMMER 2000

© 2001 by the President and Fellows of Harvard College and The MIT Press. Not to be reproduced without the permission of the publisher

Design and Class

“white-skinned” privilege, camouflaging
the capriciousness of my aesthetic tastes,
nursing a love-hate relationship with the
middle-class identity my parents imbued
in me. There is a real pleasure and even,
I think, a virtue in that kind of voluntary
poverty, but it really doesn’t have much
in common with the poverty in my
neighborhood.9

Lloyd has a point, for often the differences between artists and those they
view as gentrifying them out of their
homes and communities is less dramatic than the difference between those
artists and the neighborhood’s earlier
residents. The bohemians and the gentrifiers are two empowered groups,
one of whom chose to get MFAs, while
the others got MBAs—or nowadays,
software skills. Artists often identify
with the poor, but the rich identify
with artists.
But Lloyd overlooks an important
point: The realm she left behind is
genuinely imperiled—even if some of
its downwardly mobile denizens have
safe ways out—and its loss will be a loss
to the culture as a whole. From this
urban culture come activists, tenant
organizers, teachers, muralists, environmentalists, human rights advocates
and others directly advocating for
diversity and democracy. From the
East Village in the 1980s to the
Mission now, many of the recent
arrivals tend to identify with and wish
to support rather than usurp the longtime denizens of their neighborhood.
They—we—may be the shock troops
for gentrification, but I believe our
activities benefit the culture as a whole
in ways that, say, day-trading does not.
Rather than tell the story in Lloyd’s
defensive way—as being about whiny
middle-class kids—one could tell it as
being about what happens when the
price of admission to certain places is
too high for those most engaged with
questions of justice, meaning, and culture, as well as for the most economically vulnerable. Understood as a
morality tale about the deterioration of
choice and complexity in urban life,
gentrification involves much more
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than the victimization of the lower
middle class by the upper middle class
(or the disappearance of the middle
class as everyone in it rises or falls).
Bruce Conner’s black-and-white film
The White Rose documents the 1964
removal of Jay DeFeo’s monumental
one-ton painting The Rose from her
longterm home by a group of unusually priestly-looking moving men. The
seven-minute movie is about many
things—the artist’s passionate commitment to this work, the mandala-like
spiritual icon the painting had become,
the melancholy end of the intricate
relationship between artist, home, and
art. But the bottom line is rent, and
DeFeo and her magnum opus were
forced to move. In the mid-1950s,
DeFeo and many other artists and
poets had moved into the spacious flats
at 2322 Fillmore Street in what was
then the edge of the Western Addition
and is now called Lower Pacific
Heights. In 1964 DeFeo’s rent was
raised from $65 to $300 a month and
she was forced to move. My first book
was about Conner, DeFeo, and other
San Francisco visual artists closely tied
to the Beat poets; writing in the
already-lousy-for-tenants late-1980s, I
came to appreciate how strongly a
copious supply of cheap housing contributed to the Beat era’s sense of freedom.10 The artist-poet David Antin,
who harks from this era, once gave a
lecture arguing that rent had destroyed
the avant-garde, specifying the
changes from the 1950s, when a
Manhattan artist could work a few days
a month and paint the rest of the time,
to the late 1980s, when such an artist
would have to work two jobs to afford
space there.11 This explains why squatting was part of punk culture but not
that of earlier insurgencies—and why
an accurate history of the countercultural flourishings of the 1950s and
1960s would have to be in part a history of urban real estate. As Bay Area
geographer Richard Walker puts it:
Prosperity worked its magic more effectively as long as rents remained low

enough to allow artists, refugees, and
those outside the mainstream to survive,
if not prosper, in the inner city. The long
slump in central-city investment due to
depression, war, and suburbanization had
left property markets relatively
untouched for two decades. The confluence of economic growth without property speculation through the 1950s was
ideal for nurturing the countercultures
that mushroomed in San Francisco.
Conversely, the heating up of real estate
in the seventies and eighties drove out
many of the marginals; as old commercial
space disappeared; the affluent crowded
into gentrifying neighborhoods. . . .12

I once asked the poet Michael
McClure why North Beach has always
been associated with the Beats, when
the majority of them lived elsewhere—
particularly in the Western Addition,
on the edges of the city’s main AfricanAmerican district in the postwar era.
(Allen Ginsberg’s 1955 first reading of
“Howl” took place in a cooperative
gallery further up Fillmore Street, and
McClure read that night too.) “North
Beach was like a reservation in which
there was a free space for bohemians
and oddballs of all stripes to meet inbetween the Italian and the Chinese
districts, in what was still a remarkably
inexpensive part of town with lots of
[residential] hotels,” McClure told me.
“A lot of those very constructive people got out of there in ’56 or ’57, when
the beatnik thing started—because the
tour buses [started coming too]—and
the obvious place to go was the
Western Addition.”13 McClure and his
family, along with the painters Sonia
Gechtoff,
James
Kelly,
Craig
Kauffman, and James Weeks, and later
Joan Brown and Bill Brown, lived at
2322 Fillmore as neighbors and friends
of DeFeo and her painter husband,
Wally Hedrick. “We were enjoying the
black stores, the black ambience, the
black music,” recalls McClure. “We
had our faces toward them but our
butts towards Pacific Heights.” Many
artists had already arrived in the neighborhood—the poet Robert Duncan,
the painter Jess, and Kenneth Rexroth,
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who long hosted a salon at 250 Scott
Street (not far from where artist
Wallace Berman and his family would
live along with the poet Jon Wieners in
1960, as described in Wieners’s book
707 Scott Street, and Bruce Conner
lived around the corner on Oak
Street). The city’s African-American
population had jumped from 5,000 to
43,000 during the 1940s, and the
Fillmore district had become a thriving
community with political force and
cultural activity. During the Beats’
tenure on the fringe of the Fillmore,
the city began the massive urban
renewal project bitingly nicknamed
“Negro removal.” More than a thousand Victorians were destroyed
(Conner and his fellow artist George
Herms scavenged in the ruins for fragments to incorporate into their assemblages and collages), before, in 1968,
Fillmore activists won the first courtordered stay against urban renewal.
Under seige, the African Americans of
the Western Addition moved south, to
the far more isolated Bayview and
Hunter’s Points neighborhoods or east
to Oakland and Richmond across the
bay. Many of the vacant lots created in
the heart of the Fillmore grew nothing
but weeds until the late 1980s, and its
edges have been whittled away by gentrification—by the counterculture in
what became known as the HaightAshbury, by gay men in what is now
Hayes Valley, by the upscale themselves in DeFeo’s old haunts. There
were not enough artists, nor was there
enough interest in artists, to make
them a force for gentrification then
(though they did become a tourist
attraction).
But another cultural force of the era
did much to increase the bohemian
population across the country. As
Richard Candida Smith writes in his
history of California artists, Utopia and
Dissent, “Between 1945 and 1957 two
and a quarter million veterans attended
college-level schools under the GI Bill
(65,000 were women). By 1947 the
total college enrollment in the United
States had jumped 75 percent over the
prewar record. . . . Educators were
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suprised by the educational choices
veterans made. The assumption that
their primary goal would be to learn
practical skills was overturned when
veterans who attended college-level
institutions preferred liberal arts education over professional training.”14
Postwar prosperity made possible a
broad middle class as well as a broad
culture of people engaged in unremunerative explorations. The few bo-

were no twenty-something cybermillionaires; but there were also few
homeless people. Although the
Internet is incessantly praised for connecting people, the Internet economy
is clearly disconnecting people as it
creates nouveaux riches and the newly
evicted.
And in the future there may be very
few artists, at least artists whose origins
are middle class, not because the urge

It may be that the rise of an influential culture of bohemia in
the United States was possible only during a special period
like the era of postwar affluence; it may be that the GI Bill and
cheap rents and the fat of the land helped to create a large
cultural community that is today being downsized, like the
white-collar workforce of corporate America. It may be that
artmaking will become like blue-collar American jobs—it’ll be
relocated to places where it can be done more economically.
hemians who flourished in San
Francisco in the ’50s became a huge
force in the city in the 1960s. And in
the 1970s two other groups became a
strong presence on the scene: the gay
and progressive communities. The
reactionary Dan White’s 1978 assassination of fellow supervisor Harvey
Milk and Mayor George Moscone was
part of the conservatives’ revolt against
these groups, but this murder didn’t
stop gays and lesbians from becoming
major forces. Now, as a recent essay in
the San Francisco Chronicle noted, those
who won the battle of the 1970s—progressives and bohemians—are losing
the battle of the 1990s.15 Culture as a
widespread activity, as a lifestyle—to use
that very ’70s phrase—seems to be in
decline. Kids graduating from high
school nowadays often can’t afford to
leave home even if they work full-time,
and the brutal realities of the new
economy focus them more on survival.
Although the official version is that the
economy is great and inflation at an
all-time low, rising housing costs constitute a localized inflation of virtually
Brazilian proportions, a situation that
is making many citizens feel more economically strapped than ever, and
more nervous. A generation ago there

stirred up during the postwar era has
died down, but because the circumstances that make it possible to make
art—or at least to live modestly with
access to the center—are drying up.
(Writers and artists who teach are, economically speaking, educators, not
artists, and I have left them out of this
narrative.) On my most cheerful days, I
imagine an outmigration of artists to
the small towns they can afford, a sort
of unofficial artist-in-residence program throughout the nation’s outback,
one that will give rise to a populist art
identified with the overlooked populations of rural places, reservations,
resource-industry jobs—something
akin to 1930s regionalism (without
WPA funding, of course). On my least
cheerful days, I imagine a nation in
which those who have something to
say have nowhere effective to say it. I
went to Seattle to protest the meeting
of the World Trade Organization, and
where my bohemian friends can now
afford to live is much farther from
downtown than it used to be, when
they lived in now-gentrified-by-computer-capital Capital Hill. Political
participation, along with access to the
main museum, library, and bookstores,
had become a little less convenient; it
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long time it seemed that the death of
cities would result from the decline of
public space; but it may be that the disappearance of affordable private space
in which public life is incubated will
deliver the fatal blow. At least, it looks
that way in San Francisco.
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could get inconceivably more so, and
the Internet isn’t going to make up for
that.
It may be that the rise of an influential culture of bohemia in the United
States was possible only during a special period like the era of postwar affluence; it may be that the GI Bill and
cheap rents and the fat of the land
helped to create a large cultural community that is today being downsized,
like the white-collar workforce of corporate America. It may be that artmaking will become like blue-collar
American jobs—it’ll be relocated to
places where it can be done more economically: to Marathon, Texas;
Virginia City and Tuscarora, Nevada;
Jerome and Bisbee, Arizona, just to
name a few remote places to which
artists have been migrating. Artists in
small towns could become the equivalents of maquiladora workers, making
goods for an economy in which they
cannot afford to participate (writers
who depend on large libraries are in a
tighter bind altogether).16 It may be
that cities have raised, so to speak,
their admission fees—by obliging
those who wish to stay in a city like San
Francisco, for example, to join the
dot.com economy, or an equally flush
sector. But paying that fee—as Carol
Lloyd almost admits—might mean
abandoning the values and goals that
brought one to the city in the first
place and that perhaps made the city
livelier, more tolerant and generousspirited, than the suburbs and small
towns one came from. Cities can probably keep their traditional appearance
as they change fundamentally at heart,
becoming as predictable, homogeneous, and politically static as the suburbs and gated communities. Those
who can afford both to make art and to
reside in the center will come with
their advantages in place, and much
good work might be produced; but
work critiquing and subverting the status quo might become rarer just when
we need it most. Art won’t die, but that
longstanding urban relationship
between the poor, the subversive, and
the creative called bohemia will. For a
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Ammiano is a symbol of the battle between two
lifestyles in the new San Francisco,” Mike
Weiss, San Francisco Chronicle, December 9,
1999.
16. Although the happily uninformed tell me
otherwise, the Internet—that bastion of term
papers and advertising brochures—will not
replace libraries in the foreseeable future. Some
reports and publications may go online as they
are generated, but no one is about to put, for
example, the complete letters of Dorothy and
William Wordsworth, or newspaper archives
from the 1950s, online. Libraries and the recent
anti-WTO demonstrations make it clear there
is no substitute for being in the center, even if
the Internet connects centers. And in the Bay
Area, the Internet economic explosion is
destroying the center by dispersing the populations that made it the center in the first place
© 2001 by the President and Fellows of Harvard College and The MIT Press. Not to be reproduced without the permission of the publisher

and by supporting decentralized lifestyles—i.e.,
driving rather than walking, cell phones rather
than phone booths or conversation with
strangers, lofts rather than light industry, online
shopping rather than flânerie.

Rebecca Solnit is a writer living in San
Francisco, thanks to rent control; her books
include Secret Exhibition: Six California
Artists of the Cold War Era, and, most
recently, Wanderlust: A History of
Walking.
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NEO-BOHEMIAN
RHAPSODY
Andrew O’Hehir

2005. Salon.com. http://dir.salon.com/story/books/review/2005/11/17/
lloyd/index.html?pn=1

Neo-bohemian rhapsody
Neighborhoods like Chicago's Wicker Park and San Francisco's Mission District -- where I lived in the
'80s -- once teemed with hipsters living cheaply and making art. But should we be nostalgic for a life we
ourselves transformed?
By Andrew O'Hehir
November 17, 2005 | In the fall of 1984, when I was a few months out of college, I moved out of my dad's
suburban house (after discovering one of his graduate students in his bed) and into an enormous,
ramshackle apartment in San Francisco's Mission District with a bunch of people I barely knew. I'd hardly
ever been to the neighborhood before, but it was obvious that people more or less like me -- middle-class
kids from suburbia who wanted to be musicians or writers or artists -- were starting to congregate there.
In fact, I was by no means an early arrival. It took me a while to figure out that our scummy apartment was
a quasi-legendary crash pad well known to a certain self-selected rock 'n' roll circle. (Bono once dropped by
for a visit, and the bass player for the Go-Go's stayed with us for a few weeks.) One of my roommates was
the singer for Wire Train, a moderately successful '80s college-radio band that still has a cult following.
(Their commercial high point came when they landed a song on the soundtrack of the 1991 Keanu Reeves
surfing film "Point Break.")
Another roommate and good friend had been the leader of an arty punk band called B Team, and went on to
found a much less dour pop-rock outfit called the Naked Into, which really should have made it big but
never did. (I honestly think it may have been that name, Todd.) We also got mail for various former
occupants well known in the insular San Francisco hipster scene, including members of the classic punk
band Flipper and the machine-performance troupe Survival Research Laboratories; as I recall, the Rhode
Island student-loan authorities were especially frequent correspondents.
As distinctive, even magical, as that apartment and the neighborhood around it seemed to me at the time,
they weren't. The Mission District exuded the combination of "grit and glamour" that sociologist Richard
Lloyd cites as crucial in the creation of the urban culture ghettos he dubs "neo-bohemia," but it was just one
of many such inner-city districts being colonized in that decade by young wannabe rebels with ambiguous
motivations. My roommates and I were participating in a ritual more than a century old, in which the
children of the bourgeoisie live out a largely symbolic rejection of their own class and capitalist society as a
whole. But as much as we were connected to generations of bohemians past, from the students of 19th
century Paris to the beatniks of 1950s Greenwich Village, Lloyd would also argue that we stood on the
cusp of something new.
Lloyd's groundbreaking study, "Neo-Bohemia: Art and Commerce in the Postindustrial City," focuses on
Wicker Park, on the west side of Chicago, which in the early '90s brought the indie-rock world Liz Phair
and the bands Urge Overkill and Veruca Salt. It tells a compelling story of one idiosyncratic neighborhood
and how it changed; after reading Lloyd's analysis of how the service economy of Wicker Park actually
functions, you'll never undertip the multiply pierced waitress at your favorite bar again. It also connects
Wicker Park to a larger narrative of the American urban economy, which over the course of 40 years or so
has shifted its focus from heavy industry to image production and high-end consumption, a process in
which hipster neighborhoods like the Mission and Wicker Park have been crucial.
Lloyd could just as well be writing about Manhattan's Lower East Side (in many respects the ur-neobohemia), Capitol Hill in Seattle, Silver Lake in Los Angeles, Deep Ellum in Dallas or similar
neighborhoods in cities from Atlanta to Boston, Madison, Wis., Portland, Ore., and Austin, Texas. If you
came of age in any American city in the '80s or '90s, chances are you did your time -- as a resident, a visitor
or a service-sector employee -- in neo-bohemia yourself. There are even mini-neo-bohemias in places too
small or remote to support a whole neighborhood. I found the one in Utica, N.Y., a few years ago: a single
block in an otherwise decrepit downtown strip that boasted an excellent used-clothing store right next to a

Goth-inflected comic book and record store (right next to a kitschy but completely unironic "Catholic
goods" store). Across the street was what I presume to be Utica's only gay bar.
The Mission District wasn't much different from most neighborhoods of this kind, although it was heir to
San Francisco's distinctive tradition of aimless bohemianism. It featured a volatile mixture of populations,
cheap rent and a lot of places to hang out where the pressures of ordinary American commerce -- not to
mention the Protestant work ethic -- seemed almost wholly absent. (This will seem hilarious to anyone who
lives in the Mission or any other San Francisco neighborhood today, but the total rent for our apartment -which could comfortably sleep four or five people -- was $550.) There were longtime Mexican-American
families, new immigrants from Guatemala and El Salvador, gays and lesbians, and middle-class exiles like
my roommates and me.
You could still make out traces of the neighborhood's ethnic past in the Irish bars scattered along Mission
Street or the Scandinavian restaurants on the neighborhood's northern fringe (where I lived). The burrito
parlors around the corner of 16th and Valencia offered the city's best cheap food (and still do). That block
also boasted the Roxie Cinema, one of America's finest art-house theaters; the cavernous Cafe Picaro, lined
with miscellaneous books and mediocre neighborhood art, where you could lurk all day for the price of a
cappuccino; several secondhand bookstores and a truly terrible greasy-spoon restaurant whose name I
forget, where my friends and I ate far too many late breakfasts. (If you got there before 11 a.m., you were
strictly a poseur. If you got there after noon, you might not get in.)
The age of A Flock of Seagulls, Ratt, stolen toilet paper and Ronald Reagan
When I moved in, that corner also featured a fenced-in gaping hole, where a landlord was rumored to have
burned down his residential hotel, either for the insurance money or to make way for expensive yuppie
condos or both. For all I know that was urban myth, but the point -- which Lloyd's book develops
beautifully -- is that from its inception neo-bohemia is plagued by paranoia, nostalgia and status anxiety.
The neighborhood "we" have (very recently) settled, and in so doing profoundly changed, is at any moment
about to be invaded and presumably ruined by "them," generally meaning affluent professionals who will
make the contradictions of "our" presence even more obvious than they are already. Lloyd quotes
anthropologist Renato Rosaldo on what the latter calls "imperialist nostalgia," which occurs "where people
mourn the passing of what they themselves have transformed."
Hypocritical as it may be, this paranoia and nostalgia are not completely without foundation. The Mission
District did change immensely in the 11 years I lived there, in much the same way that Lloyd saw Wicker
Park transformed from "a relatively obscure and depopulated barrio into a celebrated center of hip urban
culture." Rents shot up, the population of the neighborhood shifted dramatically, and many of the funkier
first-wave coffee shops and thrift stores gave way to trendy boutiques and upscale restaurants. (Even the
beloved Picaro has been reincarnated as a "tapas bar.") By the time I moved out in 1995, I could no longer
afford an apartment in the North Mission on an alt-weekly editor's salary. (There were years in the '80s, on
the other hand, when I survived on less than $10,000.)
As Lloyd puts it, this kind of transformation is customarily understood as an inevitable ecological
succession, in which artists, musicians and the like serve as "the vanguard of a distinctive sort of
gentrification." They redeem underused buildings and spaces, make the neighborhood attractive as a
nightlife destination, and then give way to the dreaded yuppie invaders, who max out the neighborhood's
economic potential, support numerous thriving businesses -- and also make the neighborhood more
"normal," more homogeneous, more commodified. As every New Yorker knows, there are no artists left in
SoHo lofts except long-established and wealthy ones, and most young rock musicians who would have
inhabited the East Village a generation ago can only afford to live in Brooklyn or New Jersey.
How you view this kind of change is an inherently subjective question, and in my personal case the
problem is not just imperial nostalgia but also the distorted lens through which we view our own youth. But
here's how it felt: For the first three or four years I lived in the Mission, nobody cared about us. We wore
our retro, faux-adult clothes, went to see depressing bands in dingy nightclubs, drank our martinis and our
French roast coffee (and I'm really sorry about the martinis, people), listened to our weird late-night radio

broadcasts and sat through our David Cronenberg and George Romero and Godzilla movie marathons,
while the rest of civilization pretty much ignored us.
In the go-go society of the mid-'80s, we had almost no consumption power, and few outsiders found our
neighborhood desirable or interesting. Remember, this was an age before "The Real World," before
Nirvana, before "High Fidelity." (Courtney Love was the friend of a girlfriend of a friend, but all I can
remember about her is an Amish skirt.) MTV played videos by Ratt and A Flock of Seagulls. I suppose we
felt superior to the yuppies of Pacific Heights and the rest of Ronald Reagan's hopelessly bourgeois
America, but the truth was that bourgeois America barely knew we were there.
I'm not suggesting this was a golden age. Like most of my friends, I worked at crappy, dead-end jobs and
had no medical insurance, while my desk drawer filled up with unpublished poems. I didn't go to the dentist
for more than 10 years. The lifestyle of semivoluntary post-collegiate poverty, and associated
irresponsibility, can be pretty dire: One of my roommates once stole toilet paper from a bar across the street
because we didn't have any, and another roommate once threw the dirty dishes out the window onto a
neighbor's roof because they were starting to stink. I don't remember ever cooking anything in that kitchen
that wasn't spaghetti, canned soup or scrambled eggs.
Young bohemians have been living that way since the term was coined by Henri Murger in 1840s Paris,
and I'm sure they still do. But the obscurity and economic marginality we enjoyed (if that's the right word)
on Valencia Street in 1985 are no longer available, or at least not in the same way. Whether we knew it or
not, and of course we didn't, neighborhoods like ours were about to play an important, if paradoxical, role
in the structural transformation of global capitalism. This is the transition Lloyd documents on the ground
in Wicker Park, and his central insight -- that neo-bohemia isn't just a zone of leisure consumption but also
the locus for a new style of capitalist production -- is both compelling and original.
Much has been written about the economic and social transformation of America's cities in the '80s and
'90s, often considered under the unhelpful catch-all rubric of "gentrification." This stuff mainly cuts in two
directions: neo-Marxist diatribes about how the force of capital is dividing the city into two zones, one
belonging to a homogenized, yupscale Starbucks culture and the other a virtual prison for the dark-skinned
poor; and sweeping neoliberal treatises arguing that the longtime contradictions between art and capital
have been healed by a benign meritocratic culture of "bourgeois bohemians," or by a "new creative class"
that blends 1960s nonconformity with 1980s entrepreneurial ambition. Both of these arguments are
transparently ideological, and Lloyd considers both while avoiding the pitfalls of either. Like most
sociologists, he has one foot in the stream of post-Marxian theory, and his prose suffers from occasional
outbreaks of academic jargon. But his goal is neither to praise nor to bury neo-bohemia, but rather to
unpack and analyze its multifarious contradictions and possibilities.
Richard Florida and David Brooks don't know what the hell they're talking about
I suspect it takes a genuine neo-bohemian to perform this task, and for all his skepticism and independence
of thought, Lloyd is clearly a member of the tribe he is investigating. He weaves his own personal Wicker
Park experiences into "Neo-Bohemia" with a grace few academics can manage; he writes fondly of his first
expedition into the neighborhood in 1993 (to see a band called Lost Pilgrims at Phyllis' Musical Inn on
Division Street), and admits late in the book, "I myself experience almost unbearable bouts of nostalgia on
return to the neighborhood streets."
Basically, the problem with David Brooks and Richard Florida, the twin Jedi knights of the neoliberal endof-ideology thesis cited above, is that they don't know what the hell they're talking about. Lloyd puts it a
little more politely, but that's what he thinks. Both Brooks' "Bobos in Paradise" and Florida's "The Rise of
the New Creative Class" now read like utopian manifestoes of the late-Clinton-era economic boom, seeking
to justify the sudden ascendancy of an unstarched managerial class that combined software-IPO millions
with a taste for fresh-baked baguettes, extra-virgin olive oil and Velvet Underground reissue CDs. Among
other things, both seem to argue that in this brave new world old-fashioned politics is no longer important,
and American government will henceforth work from the middle, combining social liberalism with fiscal
conservatism. Tell it to Judge Alito, guys.

Brooks and Florida were investigating a real phenomenon; there is no question that over the last 30 years or
so mainstream American taste has become substantially infected by Euro-American elite influences, in one
direction, and bohemian underground influences in the other. But their deductions about this are based
primarily on sweeping ZIP code generalities and reprocessed infobytes from the mainstream media, rather
than original research or reporting. Florida apparently bases his conclusion that artists are no longer
alienated from society, Lloyd says, on the fact that Bruce Springsteen and Madonna work out at the gym.
His "creative class" category is defined so broadly that it encompasses virtually the entire professional
sector of the American workforce (some 38 million people, he says), including doctors, lawyers, teachers,
scientists and engineers.
Essentially, Lloyd argues that Brooks' "Bobos" and Florida's "creative class" are valuable pop-sociology
concepts, but have almost nothing to say about how and why a neighborhood like Wicker Park exploded
over the course of the '90s, or how and why its inhabitants combine forceful anti-establishment views with
a newly instrumental economic role. Traditional urban sociology, he suggests, isn't much better. Old-line
sociologists of the "Chicago school" focused on American cities as tightly focused centers of industrial
production and highly segmented social universes; their successors have become hypnotized by the
sprawling cities of the Sun Belt, which seemed to provide a decentered, postmodern model for urbanism.
As Lloyd explains, the reinvention of Chicago -- formerly Carl Sandburg's "city of big shoulders" -- as a
center for financial services, advertising, tourism and other intangible industries, and the emergence of a
neighborhood like Wicker Park as a player in that economy, suggest that older cities remain surprisingly
vibrant and flexible entities. Indeed, while it was widely presumed that the growth of America's "new
economy" would mostly occur in suburban office parks and Microsoft-style "edge city" compounds, one
could argue that the real centers of innovation in graphic design, video effects, advertising and related
fields are found in or near the kinds of neo-bohemian urban neighborhoods Lloyd describes.
Lloyd is certainly not the first to notice that there is a connection between the existence of neighborhoods
like Wicker Park or the Mission that lure large numbers of young people with artistic talents and ambitions
and an "increased concentration of high-tech enterprise." Brooks and Florida both saw this as well, but
Lloyd's understanding of the relationship is far more nuanced. One should not conclude from this, he says,
that young artists have abandoned all pretense of bohemian distinction and uncritically embraced
capitalism. Indeed, his research in Wicker Park suggests that anti-establishment and especially anticorporate sentiment is as strong as ever. MTV's filming of a "Real World" series in Wicker Park was
greeted with angry street protests, and the inevitable opening of a Starbucks in 2001 occasioned widespread
laments that the neighborhood was "over."
If anything, the anti-corporate fervor of Wicker Park's bohemians (which, as Lloyd points out, imagines a
paternalistic, regimented vision of the American corporation that no longer conforms to reality) has become
more crucial to their identity as their neighborhood has become more tightly bound to Chicago's economy.
On the one hand, Lloyd finds significant ideological continuity between past and present bohemians; the
"cumulative imagery of the artist in the city" remains important in Wicker Park. On the other, "the new
bohemia of the late 20th and early 21st centuries plays a necessarily novel role in enhancing the interests of
postindustrial capitalist enterprises, especially property speculation entertainment provision, and new media
production."
Starting around 1990, give or take, mainstream society's relationship to these new artists' ghettos began to
change rapidly. As Lloyd details in his fascinating interviews with longtime Wicker Parkers, in the late '80s
the neighborhood remained a dilapidated, crime-ridden zone divided between Mexican immigrants and an
older generation of Polish-American residents. The newly arriving artists often affected "street"
mannerisms, dabbling in hard drugs and often fetishizing the hardscrabble lives of working-class
inhabitants, even as they began to change the neighborhood's character and reshape its nightlife, opening
cafes and bookstores and taking over the old Polish bars.
As Lloyd acerbically puts it, this "aesthetic relationship to urban vice" is a key element in neo-bohemia, as
well as an obviously hypocritical one. Anyone who has done time in these neighborhoods will appreciate

his dissection of the racial fetishism, misogyny and masculine bravado that characterize Wicker Park's
pioneers. To a person, they tell him they lament the passing of the old neighborhood and dislike the new
"yuppies" in their midst, although by almost any cultural measure these neo-bohemians have far more in
common with young middle-class professionals than with the poor Mexicans and Eastern Europeans both
groups had displaced.
But the economic marginality of neo-bohemia didn't last long, which is after all what makes it "neo."
(Lloyd makes the often neglected point that older bohemian districts like Greenwich Village were viewed
with disdain by America's puritanical establishment, and to "slum" there was a sign of moral dubiousness.)
By the early '90s -- and somewhat earlier in environments like San Francisco and New York -- these
neighborhoods had become, Lloyd writes, "distinctly themed spaces of consumption fawningly advertised
by the mainstream media." Exactly why magazines and newspapers became so universally entranced by the
hipness factor of the East Village or the Mission or Wicker Park is perhaps a subject for another book, but
it's clearly not unconnected to America's decade-late discovery of punk rock, in the personage of Kurt
Cobain.
Why neo-bohemia isn't over when the yuppies arrive
Wicker Park, as Lloyd tells the tale, was a relatively late neo-bohemia; no sooner was the "scene" created
than it was discovered. He recounts an amusing anecdote about several neighborhood locals, some of
whom had lived there as briefly as six months, deriding the crowd of "708ers" (invaders from the northern
suburbs) outside a Veruca Salt show. Obviously, Lloyd's friends don't really know where the Veruca Salt
fans live; given the rising rents in Wicker Park, many of them may live there. But "the performance of
cultural distinction," that is, the ability to define oneself as a member of a select in-group, has always been
important to bohemians, neo- or not.
Contrary to the way some of its residents feel (to the way I felt in 1995, for instance) neo-bohemia is not
"over" when it has been discovered by hordes of Oxford-clad yuppies and blathering newspaper reporters.
In fact, it's only coming into its own. Neighborhoods like the Mission and Wicker Park (and even older
bohemias like Greenwich Village or San Francisco's North Beach) retain much of their power as bohemian
signifiers even when they've become too expensive for many young artists. This is just another of the
numerous contradictions they embody; to be neo-bohemian at all, they must remain superficially hospitable
to anti-establishment values while becoming both a "bohemian-themed entertainment zone" and a site of
postindustrial production.
Some of Lloyd's best work comes in his dissection of Wicker Park's economy, which depends largely on its
hip, young residents either working long hours as bartenders and wait staff or working long hours in
various digital-design occupations. This is fascinating, original and deeply humane sociology at its finest;
he demonstrates that in the name of freedom, young people working in allegedly relaxed service-sector jobs
waste years of their lives in a whirl of drugs, alcohol and deceptively low wages. It's a classic example of a
circular economy: While a bartender at an upscale Wicker Park club may earn $250 or more in tips from a
shift, he or she is likely to go right out to an after-hours club with friends and spend it all on lavish tips to
another bartender on the circuit. To anyone who's ever worked in the nightlife business, all this will ring
sad but true.
Lloyd also explores how Wicker Park's digital-design sector came into existence, as a sort of hipster
offshoot of Chicago's downtown advertising firms. (San Francisco's neo-bohemian fringe also helped fuel
many "new-economy" businesses, most of them infamously short-lived. The publication you are now
reading could be viewed as a survivor of the early neo-bohemian era.) Companies that began by designing
Web sites for artists, or fliers for neighborhood hip-hop shows, became avatars of the street-level
authenticity now so desirable to multinational marketers.
One of Wicker Park's hippest graphic-design shops designed a recruitment campaign for Nike at just about
the time the company's brutal East Asian sweatshop practices were being revealed, which occasions one of
Lloyd's most important sections. Torn between a commitment to bohemian values and a contemporary ethic
of success, the designer Lloyd interviews can only mouth generalities: "OK, there's more to these

companies than what they're going to tell you. I think there was a certain level of naivet that was going on
for us." As another one says, Nike may be controversial, but it also allows "artists to do cool stuff and pay
them lots of money to do it."
Of course these designers in a funky loft in a onetime barrio in Chicago's urban core are not responsible for
"the new spatial links and displacements of contemporary capitalism," as Lloyd puts it. It's undoubtedly
cheaper for Nike to subcontract to a firm like theirs than to a major ad agency, and more to the point, their
neo-bohemian heritage and artsy, "edgy" design aesthetic lends Nike something it can't easily buy
elsewhere. Neighborhoods like Wicker Park must remain linked to the bohemian past even as they become
image factories producing goods (including the manufactured entity that is the neighborhood itself) for "the
global swirl of commodified signifiers."
"The traditions of dead generations," Lloyd writes, in the closest he ever comes to a moment of judgment,
"are what make it possible to understand oneself as resisting the stultification and injustice of corporate
capitalism while working 12-hour days making recruitment ads for Nike."
Neo-bohemia is always contaminated by nostalgia, by the belief that the scene is over, and has been over
since the yuppies moved in, the old bookstore closed, the Starbucks opened and so on. Lloyd writes that
bohemia dies a thousand deaths and is always reborn, and that "bohemia is always already over because it
always already falls short of its adherents' fantasies of social autonomy." Social autonomy would mean
both artistic freedom and cultural power. In the Mission District of the 1980s, we enjoyed a species of
freedom, but with it came powerlessness, even meaninglessness. The Wicker Park bohemians of the '90s, in
Lloyd's account, gained cultural significance and a kind of power, but lost much of their freedom. In a
capitalist economy -- or any other kind one can imagine -- bohemians don't get to have both.
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Uncool cities
by Joel Kotkin

From London and Berlin to Sydney and San Francisco, civic authorities agree that the key to urban prosperity is
appealing to the "hipster set" of gays, twentysomethings and young creatives. But the only evidence for this idea
comes from the dot-com boom of the late 1990s--and that time is over
Joel Kotkin is an Irvine senior fellow with the New America Foundation and author of The City: A Global History
(Weidenfeld & Nicolson, 2005)
The world's great cities face serious, even catastrophic problems. Terrorists have planted bombs in London's Underground and
bus systems. Floods have wiped out New Orleans, and fires incinerated scores of impoverished Africans living in crowded,
seamy Paris apartments.
Everywhere--from New Orleans to London and Paris--the middle classes, whatever their colour, are deserting the core for
safer and more affordable suburbs, following in the footsteps of high-tech industries and major corporations.
Yet rather than address serious issues like housing, schools, transport, jobs and security, mayors and policy gurus from Berlin
and London to Sydney and San Francisco have adopted what can be best be described as the "cool city strategy." If you can
somehow make your city the rage of the hipster set, they insist, all will be well.
New Orleans, the most recent victim of catastrophic urban decline, is a case in point. Once a great
commercial hub, the city's economic and political elites have placed all their bets on New Orleans becoming a tourist and
culture centre. Indeed, just a month before the disaster, city leaders held a conference that promoted a "cultural economy
initiative" strategy for attracting high-end industry. The other big state initiative was not levee improvement but a $450m
expansion for the now infamous convention centre.
This rush to hipness has its precedents, perhaps even in Roman festivals or medieval fairs. But in the past, most cities did not
see entertainment as their main purpose. Rome was an imperial seat; Manchester, Berlin, Chicago and Detroit foundries of the
industrial age; London, New York, and later Tokyo, global financial centres.
Perhaps even worse, the lure of "coolness" leads cities to ignore the fundamental issues--infrastructure, middle-class flight,
terrorism--that have so much more to do with their long-term prospects. Cities once boasted of their thriving middle-class
neighbourhoods, churches, warehouses, factories and high-rise office towers. Today they set their value by their inventory of
jazz clubs, gay bars, art museums, luxury hotels and condos.
The advocates of this approach are a new generation of "hip cool" mayors, including Ken Livingstone, Berlin's Klaus
Wowereit, San Francisco's Gavin Newsom, Baltimore's Martim O'Malley, Detroit's "hip hop" mayor Kwame Kilpatrick and
the gay chief executive of Paris, Bertrand Delanoe.

Ken Livingstone sees London's future tied to "the richness, breadth and diversity of its cultural and creative resources."
Theatres, sports stadiums, museums and cinemas are, he notes, "what many of us enjoy most about living here." Culture, not
commerce, is "London's heartbeat." For a city "vulnerable to the up and downs of the global political and economic system,"
the mayor proclaims, culture and tourism represent an ideal way to counteract "the negative impact of such events."
This refocus of urban policy around culture and tourism has wide appeal, particularly in continental Europe. Expensive--and
increasingly economically marginal cities--like Paris, Vienna and post-cold war Berlin have all embraced the notion of a
culturally-based lifestyle economy.
Berlin epitomises the trend. In the 1990s, massive funds were expended to make the restored German capital into the business
capital of Mitteleuropa. These ambitions foundered on the city's high taxes, red tape, and generally anti-business culture. Over
100,000 jobs have left in recent years, unemployment is nearly 20 per cent and the population is declining, as people flee to
the suburbs or more prosperous parts of Germany.
Faced with such problems, what does the mayor of the bankrupt city propose? Cut taxes, build new infrastructure, find ways
to keep the middle classes and businesses? No, Mayor Wowereit pegs the future to selling Berlin as "the city of glamour." To
him, "the most decisive aspect is to bring creative young people to Berlin." Somehow, he believes, this will turn the city's sad
economy around.
Similar thinking has been picked up by political and business leaders in grittier places like Liverpool and Manchester,
Cleveland, Baltimore and Detroit. Faced with population decline of 30 to 40 per cent over the past half century, these cities
have all created programmes designed to lure gays, bohemians and young "creatives" to their towns.
This ephemeralisation of urbanism derives, in part, from the theories of Richard Florida, an American academic whose
theories about the "creative class" have captivated many city leaders. Using research drawn largely from the dot-com era of
the late 1990s, Florida insists that the key to urban success lies in attracting such groups of young twentysomething singles,
artists and homosexuals. Florida's favourite hip cities, not surprisingly, are places like Sydney, San Francisco, Portland,
Seattle and Boston, areas with lots of students, artists and gays--and the lowest percentages of families. Other less hip locales
have been duly forewarned, as a headline in the Washington Monthly put it, that cities "without gays and rock bands are
losing the economic race."

There is little evidence that this is really how urban economies work. It turns out that many of the most prized members of the
"creative class" are not 25-year-old hip cools, but fortysomething adults who, particularly if they have children, end up
gravitating to the suburbs and more economically dynamic cities like Phoenix, Boise, Charlotte or Orlando.
The false promise of Florida's "creative class" has been obvious for the last five years, particularly with the collapse of the
dot-com boom. In the late 1990s there did appear to be a new kind of urban economy--driven by black-clad graphic designers,
programmers and marketeers--that was bringing new jobs, wealth and residents to old urban areas from San Francisco's
"multimedia gulch" to New York's ultra-trendy "silicon alley."
Then the dot-com economy fizzled out, leaving whole districts of New York, San Francisco and Boston with huge vacancy
rates and declining job rolls. San Francisco has lost roughly 10 per cent of its jobs and 4 per cent of its residents since 1999.
Its job growth rate, like most of the "hip" cities heralded by Florida, has lagged behind the national average, not only in
overall jobs but in high-wage technology, business and financial service jobs.
There have also been social costs. These cities have become the most divided by class in the US, and often suffer large
homeless populations. In some, the largely immigrant service class labour to keep the wealthy population properly served, at
least until they can afford to move to the suburbs. Perhaps there is no more searing evidence of the limitations of a
culture-based economy than New Orleans. Once a great industrial and commercial centre, the city--despite its huge port--has

roughly half the US average of jobs in manufacturing and wholesale trade. Other, more business-focused cities, notably
Houston, have taken the lead in the high-paid service jobs connected to trade, such as finance, engineering and medical
services. The energy industry, once the lynchpin of the local economy, also decamped, primarily to Houston. All this
happened despite New Orelans being a city that was heavily gay, very cool and extremely hip.
By the time of the flood, tourism and culture, along with a huge social service bureaucracy, was driving the economy. The
problem, of course, is that tourism pays poorly; a 2002 study for the AFL-CIO showed that nearly half of all full-time hotel
workers could not earn enough to keep a family out of poverty.
Lost in the ghastly images of New Orleans's poor is the fact that the city's whites, about 27 per cent of the population, are
wealthier and more educated than their counterparts nationwide. They, of course, welcomed the new nightclubs, coffee shops
and galleries that dotted their grander neighbourhoods. New Orleans epitomised the inequality of the hip cool city. While the
national gap between black and white per capita income stands at about $9,000, in New Orleans it is almost $20,000.
The prospect for older industrial cities, which lack much of a basis for tourism and culture, are even less encouraging.
Detroit, in particular, under its "hip hop" Mayor Kilpatrick, continues to slide. Baltimore, another city that has openly
embraced the "creative class" theory has languished. It also experienced a shocking increase in crime, and now suffers one of
the highest homicide rates in America.
Little recognised amid the creative class craze is the fact that a strong and growing middle class is still the key to well
balanced urban life. Without a permanent middle class, cities through history--from ancient Rome and 17th-century Venice to
19th-century Amsterdam--have lost their balast, become ever more divided by class, and ceded their central role.

London and other amenity-rich cities like New York, Paris, San Francisco and Boston will not become ruins, any more than
Venice and Amsterdam did after they entered their elegant dotages. Even New Orleans, owing to its location and historical
significance, and troubled Berlin, by dint of being Germany's capital and possessor of an enormous cultural legacy, are
unlikely to go the way of Detroit.
Indeed, as long as the world economy expands, such cities may find their sustenance as amusement parks for adults. But the
people will come from other more dynamic rising cities--places like Shanghai, Singapore, Taipei, Perth, Calgary, Los
Angeles, Houston or Phoenix--that still retain their "animal spirits" and remain the locus of middle-class aspiration.
New Yorkers and Londoners still possess the essentials for a more vital future. But first their political leaders must realise that
great cities need schools for families, transport that works, jobs for the middle and the aspiring working classes. And they
must acknowledge the continuing need to invest heavily in public safety, particularly in an age of terror.
These challenges come with a price, and require public money to pay for them. In contrast, the "coolness" strategy both costs
little and offends no one. It is the path of least resistance, but one that offers only poor returns.
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Back to the Future of the Creative City: Amsterdam’s
creative redevelopment and the art of deception
By anthony
Created 22/02/2007 - 7:48pm
ByMerijn Oudenampsen
This write-up of Merijn Oudenampsen's presentation, given at the My Creative Industries
conference in Amsterdam (the paper is also part of a book that will come out soon, the My Creativity
reader downloadable from http://www.networkcultures.org/mycreativity/) [1]
stands out not only as an excellent follow-up to his article [2] on Amsterdam's branding as 'creative',
published on this site and in Mute Vol 2. Issue 4, but also a good retort to the kind
of uncritical creativity-boosting that I am told dominated the conference. Using the radical urbanists
Constant Nieuwenhuys and Ivan Chtcheglov as his guides Merijn explores exactly what 'creativity' in
the new city amounts to
Sometimes it is necessary to dig into the past in order to illuminate the present. In this case,
contrasting Amsterdam’s ongoing Creative City hype with an utopian precursor will hopefully shed
some light on the contradictions inherent in the fusion between creativity and industry. For being a
hype, the Creative City policy has shown remarkable vigour and life span. Not unlike well known
ageing rock bands, even at old age it has been able to maintain it’s spell on groupies and adherents at
local city governments around the western world.[1] However, I do not intend to argue that when it
was still young and fresh, Richard Florida’s ‘Creative Class Rock’ rang any truer; only that all along
the line, a different tune is being played than the lyrics imply. I will argue that Amsterdam’s Creative
City policy - far from intending to make the city’s entire population more creative - is predominantly a
branding exercise, an expression of a much more general shift towards entrepreneurial modes of city
government; a shift that is presently being played out in an impressive urban redevelopment of
Amsterdam.
The comparison between sociologist Richard Florida - author of two books on the rise and the flight
of the Creative Class - and a rock star is not unusual. Google ‘rock star’ and ‘Richard Florida’ and
you will find dozens of descriptions of performances by the ‘rock star academic’ responsible for
introducing pop sociology into regional economics. Amongst the urban policy do’s and don’ts he
prescribes, ‘lacking rock bands’ even figures prominently amongst the reasons why a city could lose
out on the economic development race[2]. But this article is not about the interesting fusion between
pop culture and social science, rather about the utopian claims that are being made for the creative
economy. Florida has pronounced creativity to be a ‘great equaliser’, pleading for a ‘New Deal’ of the
creative economy. Likewise, Cohen - the mayor of Amsterdam - has pronounced Amsterdam to be a
Creative City that will ‘foster the creativity of all it’s inhabitants’.
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In retrospect, these claims can be seen as somewhat distorted echoes of an earlier utopian project that
alluded to the revolutionary rise of creativity. Let’s take a short leap back in history, back to the future
as imagined by the Dutch avant-garde, and more specifically the Dutch artist Constant Nieuwenhuys.
Constant was one of the founders of the Dutch experimental art group Reflex, which later became
part of the international COBRA current. Discontented with the limitations of the world of art and
‘the individualistic nature’ of painting, he abandoned painting in 1953 to focus on the more
‘collective’ use of metal and architectural techniques. In 1957 he became a co-founder of the
Situationist International (SI), writing with Guy Debord the now well known tract on Unitary
Urbanism. Till his resignation in 1961, he would play an essential role in the formulation of a
Situationist perspective on the city, based on a critique of existing modernist urbanism.
In 1956 Constant started what would become a visionary architectural project that would stretch out
over 20 years. An utopian city that went by the name of New Babylon; it consisted of an almost
endless series of scale models, sketches, etchings, collages, further elaborated by manifestoes,
lectures, essays and films. The project was a provocation, an explicit metaphor for the Creative City:
The modern city is dead; it has been sacrificed to the cult of utility. New Babylon is the project for a
city in which people will be able to live. For to live means to be creative. New Babylon is the product
of the creativity of the masses, based on the activation of the enormous creative potential which at the
moment lies dormant and unexploited in the people. New Babylon assumes that as a result of
automation non-creative work will disappear, that there will be a metamorphosis in morals and
thinking, that a new form of society will emerge.[3]
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Constant envisaged a society where automation had realised the liberation of man from the toils of
industrial work, and it’s replacement by a nomadic life of creative play, outside of the economic
domain and in disregard of any considerations of functionality: ‘Contrary to what the functionalists
think, culture is situated at the point where usefulness ends’, was one of Constant’s more provocative
statements. Homo Faber, the working man of industrial society was to be succeeded by Homo
Ludens, the playful man or as Constant stated, creative man. This was the inhabitant of New Babylon
that thanks to modern architectural techniques would be able to spontaneously control en reconfigure
every aspect of the urban environment. Constant took the surrealist slogan ‘poetry should be made by
all’ and translated it to the urban environment: ‘tomorrow, life will reside in poetry’. The work of
Constant Nieuwenhuys thus combined a distaste for modernist functionalism with an intense
appreciation of the libratory potentials of new technology.
Mechanisation would result in the arrival of a ‘mass culture of creativity’ destined to revolt against the
superstructure of bourgeois society in order to destroy it completely and take the privileged position
of the artist down with it. A society would be created where, in accord with Marx’ vision on art in a
communist society, ‘there are no painters but only people who engage in painting among other
activities’[4]. The work of Constant would have a direct and major influence on the rise of youth
movement Provo. The Dutch Yippies proved to be an almost perfect incarnation of Homo Ludens;
through relentless provocation, happenings and playful actions, Provo would bring the
authoritarianism of the Dutch 50’s down to it’s knees.
Life is put to Work
However, developments took an unexpected turn. automation and consequent deindustrialisation, the
outsourcing of manufacturing to 'Newly Industrialising Countries', did not lead to the liberation of
Homo Ludens (or maybe we should grant Homo Ludens a short and partial victory - a short interlude
located somewhere in the turmoil and youth culture of the 60’s - before being sent back to work). As
is well known, since the sixties the total amount of working hours has grown steeply. Together with
the consolidation of consumption as a leisure activity, it has led to an unprecedented amount of human
activity being directly or indirectly incorporated into the sphere of economic transactions. A
development Marx would have called ‘real subsumption’, the extension of capitalism onto the field of
the ontological, of lived social practice.
Whereas Constant envisioned the liberation of the creative domain from the economic, right now we
are witnessing - in sync with the Creative City discourse - the extension of the economic into the
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creative domain. This is exemplified by the transformation of the artist into a cultural entrepreneur, the
marketing of (sub)cultural expressions, the subservience of culture to tourist flows and the triumph of
functionalism over bildungsideal at the university. An interesting spatial illustration is that what was
before a fringe economy of the arts occupied also a fringe position in the Amsterdam housing market,
most notably in the squatted dockland warehouses. Now that the art economy has been incorporated
and elevated towards an apparently pivotal position in the urban economy, it has been accommodated
into the city through mechanisms such as the broedplaatsenbeleid[5] or temporary housing contracts.
The majority of non-functional space in the city, derelict or squatted territories, have now been
redeveloped or are involved in processes moving towards development. There is no longer an outside
position.
What distinguishes the earlier utopian Creative City from the one referred to by Florida and the
Amsterdam City Council? To start with, what’s important to note is that in the post-Fordist economy,
where the Fordist factory has been decentralised and socialised, the rise to prominence of the creative
sector in advanced economies is predicated upon displacement of industrial functions to low wage
localities and the exploitation of cheap manual labour. This new functional divide in the global
economy - and it’s polarised wage structure - is referred to as the 'New International Division of
Labour'. As part of this development, we have seen the rise of global cities whose economic success
depends on the presence of high tech innovation and global control functions. These economic nodes
coordinate the international flows of goods, finance outsourced production, market and design it’s
products and maintain a monopolist control over client relations[6]. The claims of the new creative
city as being a ‘great equalizer’ turns, in a global perspective, into the opposite; it is based on
functional inequality. Now let’s take a closer look at the city.
Amsterdam™
To properly understand the arrival of the Creative City policy and what sets it aside from it’s utopian
predecessor, we have to place it in a larger context. The Creative City is part and parcel of a bigger
shift hitting the city, causing the Keynesian management of bygone era’s to be replaced by an
entrepreneurial approach. The rise in importance of ‘footloose’ productive sectors for cities’
economic well being has led to increased interurban competition. Amsterdam is pitted against urban
centres such as Barcelona, London, Paris and Frankfurt, in a struggle to attract economic success in
the form of investments, a talented workforce and busloads of tourists flocking to the city. The ever
present threat of inter-urban competition is continuously being rhetorically invoked and inflated,
replacing previously dominant considerations of the public good. To illustrate my point, recently even
the discussion on whether to discontinue a prohibition of gas heaters on the terraces of Amsterdam
cafés were framed in these terms: ‘It’s a serious disadvantage in comparison with cities like Berlin
and Paris’, according to the leader of the local social democrat party. The opinion of the city’s
population itself wasn’t even mentioned in the newspaper article.[7]
The dominance of entrepreneurial approaches to city politics is the feature of a new urban regime,
labelled by scholars as the ‘Entrepreneurial City’[8]. With it’s origins in the US reality of neo-liberal
state withdrawal from urban plight, it has taken some time to arrive in the corporatist Netherlands and
filter through the minds of it’s policy makers. In this new urban regime, independent from the colour
of the party in power, the public sector displays behaviour that was once characteristic for the private
sector: risk taking, innovation, marketing and profit motivated thinking. Public money is invested into
private economic development through Public Private Partnerships, to outflank the urban competition.
Hence the rise of urban mega developments and marketing projects such as the Docklands in London,
the Guggenheim in Bilbao or the Zuidas in Amsterdam. A concern voiced by critics is that although
costs are public, profit will be allocated to the urban elite, hypothetically to ‘trickle down’ to the rest
of the population.
To face up to this new market reality, where cities are seen as products, and the city council as a
business unit, Amsterdam inc. has launched the branding projects I Amsterdam and Amsterdam
Creative City. One of the first steps of the new progressive city council, once installed in the spring of
4 of 12

7/11/07 10:45 AM

Back to the Future of the Creative City: Amsterdam’s creative redev...

http://www.metamute.org/en/node/9642/print

2006, was to launch a ‘Top City Programme’, aimed at consolidating the city’s ‘flagging’ position in
the top ten of preferred urban business climates:
Viewed from an outsider’s vantage point, Amsterdam is clearly ready to reposition itself. This is why
we’ve launched the Amsterdam Top City programme. In order to keep ahead of the global
competition, Amsterdam needs to renew itself. In other words, in order to enjoy a great future worthy
of its great past, what Amsterdam needs now is great thinking.[9]
Of course, ‘creativity will be the central focus point’ of this programme, since ‘creativity is the motor
that gives the city its magnetism and dynamism’. However when one looks beyond the rhetoric, at the
practicalities of the programme, it is surprisingly modest: sponsored expat welcome centres in
Schiphol Airport, coaching for creative entrepreneurs by mayor Dutch banks and MTV, ‘hospitality
training’ for caterers, ‘Amsterdam Top City’ publications in KLM flights, and the annual Picnic
Cross Media week, a conference aspiring to be the Dutch Davos of creative entrepreneurs.

In arguably one of the best analysis of the Creative City theory yet, geographer Jamie Peck[10] asked
himself why it is that Florida’s work proved to have such an impressive influence on policy makers
around the world. He came to the sobering conclusion that it wasn’t because Florida’s creative city
thesis was so groundbreaking – various authors had published on the knowledge economy before but mostly because it provided a cheap, non-controversial and do-able marketing script that fitted well
with the existing entrepreneurial schemes of urban economic development. Something city authorities
could afford to do on the side, a low budget PR scheme complemented by a reorientation of already
existing cultural funding. In Amsterdam however, creative branding may be modest in it’s budget but
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it is certainly extensive in it’s effects - it is the immaterial glazing on the cake of an impressive
physical redevelopment of the city.
The Urban Makeover
Amsterdam abounds with building works; it is facing what I have called an ‘Extreme Makeover’. The
city’s old harbours are being redeveloped into luxurious living and working environments; in it’s
southern belly a new skyline is being realised, the Zuidas, a high rise business district that is
supposed to function as a portal to the global economy. In the post war popular neighbourhoods more
houses are being demolished than ever before in the history of the town, and a significant part of the
social housing will make way for more expensive owner-occupant apartments. The trajectory of the
new metro line – a straight line of sand, cement and continuous construction works – crosses the city
from North to South and thus connects the new city with the old.
Not only is one of Europe’s largest urban renewal operations underway and has demolition reached a
historical high, the image of the city itself is also being reworked. In both the re-branding and
redevelopment of Amsterdam, the creative sector plays an important role. Creative industry is
supposed to function as catalyst for urban redevelopment, changing the image of a neighbourhood
from backward to hip. Schemes have been put into place to temporarily or permanently house artists
in neighbourhoods to be upgraded. Although modest in it’s budget the I Amsterdam and Creative
City marketing campaigns are conceptually advanced (and extensively present in the public’s
consciousness), for city marketing is the apex of consumer generated content, the dominant trend in
marketing techniques. Creative hipsters serve as a communicative vessel for branding projects; in
between concept stores, galleries, fashion- and street art magazines, the cultural economy expands
itself over the urban domain and in the public realm.
The new marketing function of the creative sector is maybe best illustrated by the recent project of
Sandberg, called ‘Artvertising’. It involves the facade of the Sandberg fine arts and design faculty
being turned into a huge billboard filled with logo’s of predominantly major companies accompanied
by a marginal visual presence of cultural projects. The sixteen thousand tiles of the facade (35x29cm
each) were sold for 20 euros a piece, with the mentioning of all the business savvy people of the
office district Zuidas passing on the adjacent ring road. A small blurb from the website of
Artvertising:
Every self considered art or design intellectual ends up twisting his or her nose to the so-called
'commercial world'. Art, culture, criticism is what it matters. But we don't think so. We believe that
now, more than always, the world is ruled by commercial and economical relationships. Culture
defines, and most important, is defined these days by market dynamics.[11]
The Sandberg project is a beautiful illustration of the state of art in the Entrepreneurial City. Perfectly
vacuous, it’s like a bubble that’s bound to burst. The genius of the project - note also it’s grammatical
bluntness - is that it becomes at once both the tool of critique and it’s object; the embodiment of post
critical art, stretched beyond the cynical dystopias of Rem Koolhaas. It did not fail in sparking some
resistance: during its one month’s existence, it was modestly vandalised by a group calling itself the
‘Pollock commando’, wanting to reclaim the facade as a ‘public canvas’ by throwing paint bombs on
it[12]. Besides it’s uncritical embrace of the new commercial role of the artist as entrepreneur, the
‘Artvertising’ project is also reflective of another tendency in Amsterdam’s creative economy. With
the borders between culture and economy fading away, the assessment of the value of art and cultural
practice has risen in significance.
The Artificial Organic of Real Estate
In a recent article in Real Estate Magazine[13] we can read more about the strange collusion between
the arts and real estate. It reads: ‘The concept of the Creative City is on the rise. Sometimes planned,
sometimes organic, but up till now always thanks to real estate developers’. The article describes a
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round table discussion by real estate entrepreneurs on the Creative City, organised by René
Hoogendoorn. She is the director of ‘Strategic Projects’ at ING Real Estate, the real estate branch of
one of the biggest banking conglomerates of the Netherlands. ‘Strategic Projects’ means according to
Hoogendoorn that she initiates the development of projects that need ‘soul’; the business district
Zuidas and the Overhoeks terrain, the redevelopment in the northern docklands of the old Shell
factory terrain. She combines this function with the advisory board of the Rietveld Art Academy, the
spatial planning department of the employers federation and with being one of the driving members of
the Amsterdam Creativity Exchange, a club subsidised by the Creative City policy that according to
it’s own words ‘provides an environment in which business and creativity meet’[14]. Thus it is no
coincidence that the last meeting of the Creativity Exchange took place in the empty Shell offices of
the Overhoeks terrain, in that way providing already a taste of the much needed ‘soul’[15]. In the
article, Hoogendoorn explains that ING Real Estate invests in art and culture up to the point that it
increases the value of real estate surrounding it. Interesting examples are ING Real Estate funding
Platform 21, the Design museum at the Zuidas, and sponsoring the post squatter performance festival
Robodock on the northern docklands. Hogendoorn and other real estate developers are still struggling
with the question ‘how to assess up-front the net cash value of the future added value of culture’.
Which shows there is still some way to go for the colonisation of culture.
Another interesting announcement in the article is that real estate developers have now come to realise
the importance of ‘software’ for the successful realisation of real estate ‘hardware’. Cultural
institutions and temporary art projects create ‘traffic’, and allow developers to slowly bring property
‘up to flavour’: ‘It’s about creating space! The thing not to do is to publicly announce you’re going to
haul in artists; instead, give them the feeling they’ve thought of it themselves. If it arises organically,
levels will rise organically’[16].
The distinction between urban ‘software’ and ‘hardware’ was initially coined as an architectural term
by the pop-art architecture group Archigram, to champion the use of soft and flexible materials like
the inflatable bubble in stead of modernist ‘hardware’ realised with steel and cement. Together with
contemporaries such as the Italian group Archizoom and publications such as Raban’s Soft City[17],
Archigram levelled a critique against deadpan modernism, putting forward a more organic conception
of the city as a living organism. Urban software thus acquired it’s present day computer analogy,
where software is the ‘programming’ of the city and hardware it’s ‘infrastructure’. Much like the SI experimenting with the bottom up software approach through psycho-geography and the dérive –
subjective, organic and bottom-up approaches became a focus point for utopian urbanism[18].
The recuperation of the utopian language of the sixties into neo-functionalism by real estate
entrepreneurs is tragically appropriate. In the SI’s ‘Formulary for a New Urbanism’, Ivan Chtcheglov
argues for a city where everyone could live in their ‘personal cathedral’. He proposed a city with
districts corresponding to their inhabitants’ emotional life: Bizarre Quarter, Happy Quarter, Noble and
Tragic Quarter, Historical Quarter, Useful Quarter, Sinister Quarter etc.[19] In a similar but very
different vein, the present restructuring of the Dutch housing market has seen the arrival of a
‘differentiated living milieus’ fashion where planners partition existing neighbourhoods into theme
areas, accompanied by a discourse of ‘consumer choice’. In the Westelijke Tuinsteden, the biggest
redevelopment of social housing in Amsterdam, planners ‘re-imagined’ the entire neighbourhood into
different consumer identities such as ‘dreamer’, ‘doer’, ‘urbanite’, ‘networker’, ‘villager’ etc. When
consumer demand from outside the neighbourhood failed to materialise, however, the planners had to
readapt their visions, reluctantly returning to a half-hearted focus on the needs of the local
population.[20]
Thus the hardware-software dialectic has become an intrinsic part of the current urban development
approach. To turn to an example of entrepreneurial city hardware, we could look at the new mega
development, the business district Zuidas, and the North South metro line that will connect it to the
city (together good for a few billions of public investment). An example of software would be the
new media conference Picnic ’06, a gathering of businessmen from the creative sector that was
granted almost half a million by both the city council and the national government and still managed to
ask an entrance fee of 750 euros for a three day conference. Creative City schemes thus become an
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attempt to build competitive ‘urban software packages’; or to ‘program’ space, an expression of
French urbanist Lefebvre to denote the top down organisation of space.[21] To continue with the
computer analogy, the first problem with these top down approaches is that their ‘source code’ is
undisclosed. Public planning and citizen participation in as well the Zuidas, the North South metro
line and the redevelopment of the Westelijke Tuinsteden have been problematic, with most of the
decisions being taken behind closed doors, to be publicly legitimised afterwards by false arguments
or financial ‘miscalculations’. Only when that code is broken, we can truly asses additional problems
of the creative city script, such as the curtailment of the public sphere or increasing social polarisation.
Multiple Personality (Dis)order
The subject of the Creative City is not Homo Ludens as imagined by Constant, but the entrepreneur in
all it’s guises, for the creative city is an entrepreneurial city. Accordingly, in the cultural field the artist
is being converted into a cultural entrepreneur. An illustrative example is the conversion of the Artist
Allowance, a state scheme that before it’s current transformation was just a monthly allowance, but
has now been made conditional on a yearly growing profit. Each year, artists have to earn more to be
able to apply to the WWIK. The new Art Plan and other Creative City initiatives attempt to infuse a
entrepreneurial mindset into the artist by giving them courses on administration and entrepreneurial
strategies. The city’s cultural funding is increasingly geared to cross-over projects between the arts
and the economy. Of course the great threat of competition is again invoked: “Despite big investments
of the council and the national government, the cultural significance of Amsterdam, and accordingly
the international position of Dutch culture, is under pressure”.[22]
A battlefield is staged in Negri & Hardt’s Empire between a creative, communicative and productive
multitude and parasitic capital. In the Entrepreneurial City this opposition becomes a permanent
psychological state, a multiple personality disorder. The Creative Class is at once Homo Ludens and
Homo Economicus, it incorporates the drive to create, produce and socialise with the drive to
appropriate those powers and passions. If we use Marx’s words, if capital is a social relation; then the
entrepreneurial mindset is the interface of that relation.
Paradoxically, the consequence of Amsterdam conversion into cultural knowledge economy is that
we are more and more economical with creativity. Universities await the introduction of a voucher
system, a ticket system comparable to the food stamps in crisis times. Popular, but not economically
successful, courses in the polytechnic schools will have to lower their student intake. An entire
bureaucracy has been set up that forces teachers and students into streamlined submission to quota’s
and efficiency concerns. (Dutch students, unconsciously, have already grasped that studying is now
nothing more than unpaid labour, by working as little as possible).
What is the meaning of Amsterdam Creative City being predominantly a branding project, a thin layer
of varnish, under which we find banal economic strive? There is a Dutch expression, ‘de wens is de
moeder van de gedachte’, which literally means ‘the wish is the mother of the thought’, a pseudo
Freudian folk wisdom that relates well to the reality of the Creative City. According to the marketing
experts at city hall, Amsterdam is engaged in ‘a form of communicative warfare’[23] in an
international competitive field of Creative Cities. As Sun Tzu stated in the Art of War: ‘All warfare is
based on deception’. So here it is, Amsterdam, a city where 70% of the young population can only
complete the lowest level of education, the VMBO, which is on top of that suffering from record
amounts of drop outs, labelling itself as a Creative City for all. Maybe Paolo Virno’s take on
post-Fordism is better at identifying creativity beyond the Creative Class, even if it proves not as
rewarding for everyone:
Post-Fordism certainly cannot be reduced to a set of particular professional figures characterized by
intellectual refinement or ‘creative’ gifts. It is obvious that workers in the media, researchers,
engineers, ecological operators, and so on, are and will be only a minority. By ‘post-Fordism,’ I mean
instead a set of characteristics that are related to the entire contemporary workforce, including fruit
pickers and the poorest of immigrants. Here are some of them: the ability to react in a timely manner
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to the continual innovations in techniques and organizational models, a remarkable ‘opportunism’ in
negotiating among the different possibilities offered by the job market, familiarity with what is
possible and unforeseeable, that minimal entrepreneurial attitude that makes it possible to decide what
is the ‘right thing’ to do within a nonlinear productive fluctuation, a certain familiarity with the web of
communications and information.[24]
Not far removed - albeit from a different political perspective - is an interesting statement from Florida
that creativity, according to his theory, ‘is a fundamental and intrinsic human capacity’. According to
Florida, in the end all human beings are creative, and all are potentially part of the creative class, but
just a small part is lucky enough to get paid for it[25]. Here is where the precarity comes in, since the
entrepreneur is precarious by definition. The investments made are speculative - risk taking is the
central requirement. Thus not only the artist, but the entire city turns precarious, its' income dependent
on the flows of de-territorialised creativity. Social nets of old, like social housing and unemployment
subsidies are being slowly deconstructed. For the free lance entrepreneur social protection is market
distortion, and unionisation is infringement on cartel legislation. Amsterdam’s metamorphosis
towards an entrepreneurial city has worrying social consequences, while the city looks outside for
investments and talent, the local population that isn’t productive or cannot market it’s creativity
sufficiently becomes redundant. This surplus population is slowly displaced by the urban renewal
offensive towards the region. The ‘urban facelift’ revolves around the removal of social tissue just as
the physical one removes fatty tissue. The environment of the Creative City becomes a highly
segregated one.
According to the French urbanist Lefebvre ‘the right of the city signifies the right of citizens and city
dwellers, (...), to appear on all the networks and circuits of communication, information and
exchange.’ We need to re-imagine what a real Creative City would look like. Let the first condition be
that it’s software runs on programming that is ‘open source’.
Merijn Oudenampsen
February 2007
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On Dog Shit and Open Source Urbanism
Merijn Oudenampsen
1)
Like the classic work of literature that defines a new current, the iconic branding project that set the
standard, the classic from which all other cities derive their inspiration, is I Love New York.
Launched in 1977 and promoted with the help of famous celebrities such as John Lennon, the
branding campaign with the now famous logo of graphic designer Milton Glaser immediately became
a hit. It was initially devised to attract tourists, but it emitted a strong message to New York’s
population as well: love it or leave it.
Especially the circumstances surrounding the birth of the branding campaign are worth mentioning
here. I will take my cue from geographer David Harvey, who has written extensively on this topic. At
the beginning of the 70s, New York was in a fiscal crisis. Rapid deindustrialization and
suburbanization had left the city impoverished. Strikes, racial divisions, rampant crime and continued
political confrontation of marginalized populations marked an ever deepening urban crisis. In a
gesture that reminds of the so-called closure of the war in Iraq, president Nixon at a certain point
simply declared the urban crisis to be over, and subsequently squeezed federal funding. The
government of New York started accumulating huge debts over the next years, until the city’s
banking elite wouldn’t take it anymore and decided to apply austerity measures and seize control over
the city’s budget. An effective coup d’etat of what was until then a notoriously left wing city.
Compared by David Harvey with the takeover in Chile, New York thus became on of the prime
inspirations for the politics of the Reagan years and the Washington consensus that would later be
famously exported by IMF and the WB. I quote: “The term of any bail out should be so punitive, the
overall experience so painful, that no city, no political subdivision would ever be tempted to go down
the same road.” This is the secretary of treasury, William Simon.
The public infrastructure constructed by the left wing municipality and its powerful unions
deteriorated markedly. Thousands of public sector workers were fired and social services all but
seized to exist, restricted geographically to the economic and touristic core of the big apple: Manhattan
(while the rest of the apple was left rotting). The financial sector decided to mobilize the cultural
sector to sell the image of New York as a tourist destination specialized in cultural consumption. Thus
‘Delirious New York’ erased the collective memory of democratic New York. This was the backdrop
of the invention of the I love New York campaign, accompanied by an aversion to dog shit:
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“Well, it was the mid-seventies, a terrible moment in the city. Morale was at the bottom of the pit. I
always say you can tell by the amount of dog shit in the street. There was so much dog shit because
people didn’t feel that they deserved anything else, right? I mean you were just walking through all
this dog shit day after day, in this filthy city, garbage, and so on. And then the most extraordinary
thing happened: There was a shift in sensibility. One day people said, “I’m tired of stepping in dog
shit. Get this fucking stuff out of my way.” And the city began to react. They said, “If you allow your
dog to crap on the street, you have to pay a fine of $100,” and within a very short time it became
socially untenable to allow your dog to shit on the street. Now, I don’t know what produces those
behavioral shifts, right? From one day where it’s OK, and then suddenly the city simultaneously got
fed up and said, “It’s our city, we’re going to take it back, we’re not going to allow this stuff to
happen.”
(Graphic Designer Milton Glaser in literary magazine The Believer, September 2006)
The question of “what produces these kind of behavioral shifts”, is quite central to this presentation,
as I will argue that citybranding is all about reprogramming behavior of city dwellers.
2)
Amsterdam would prove to be a somewhat less cruel parallel to developments in New York.
The city's socio-economic trajectory was pretty similar – Amsterdamned: closure of the Ford factory
and the shipping docks, a city marred by unemployment and the influx of drugs, civil unrest in its
streets embodied by a huge squatting movement - and the branding campaigns were mirrored in their
distaste of dog shit. Earlier attempts to label Amsterdam Reuzenstad and Amsterdam Modestad had
backfired. In 1975, a giant puppet was placed on Dam square to celebrate Amsterdam Reuzenstad
(Amsterdam Giant City). Soon a small dwarf was placed beside it by dissenting groups of
neighborhood associations and squatters. Not much later the giant was put on fire and never returned
to the city again.
In Amsterdam it was the appointment in 1983 of social-democrat leader Van Thijn that initiated the
shift to market-led city politics. A branding campaign was started with the slogan “Amsterdam Heeft
‘t”, with a smiling Canal house for an A.
A round circle, a new cabal was formed between politicians and the city’s business elite, that gathered
in the residence of the mayor to privately discuss the future of the city. A new economic development
discourse led to a cleansing mechanism in different layers of the city’s organizational structure. Those
that could work with the new priorities displaced the old style public officials: restoring private
initiative, the development of large scale office and tourist infrastructure and the advancement of
mobility through construction of a 4-lane inner city highway.
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[1]
Advertisement in Dutch mayor papers at the launch of the 'Amsterdam Heeft 't' branding campaign,
October 1984.
Amsterdam Heeft ‘t, in all its cute beauty, was a seed that contained all the characteristics of the
present Citybranding practice. Firstly, government makes way for governance by a coalition of public
and private actors, resulting in not-so-public decision making processes. Secondly the branding
campaign had a dual purpose: The official objective is naturally the attraction of tourism and inward
investment, but it serves just as important a purpose in reprogramming the behavior of its citizens,
and neutralizing dissenting visions.
This was done by applying management techniques aimed at increasing output through promoting
loyalty and identification of the workforce. A poster campaign was started stating: “genoeg geklaagd,
genoeg gekankerd, genoeg gejammerd, genoeg gezanikt”. (these are all Dutch words for complaining,
just like Eskimos have a hundred words for snow, we have lots for complaining) The As in the word
were filled in by an unhappy canal facade, then the Amsterdam Heeft ’t slogan was printed below
with a smiling canal house, the text stated: “That chagrin face has to be changed. The façade (of the
canal house) is already smiling. Now it’s your turn.” Reference was also made to the famous song
line of Danny de Munk, “Amsterdam is poep op de stoep en haat op de straat”, saying that even
Danny couldn’t do without his favorite shit city. Blank space was left in the middle, as an interesting
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participation mechanism, people were even officially encouraged to add their own message.
Similar experimental advertising techniques were used elsewhere. A small oliebol advertisement
started to appear in newspapers around new year. You could pick up an oliebol for free if you signed
a statement of pride in Amsterdam, non-participants were deemed an oliebol themselves.

[2]
Receipt for a free oliebol, on condition of signing a declaration of pride for Amsterdam
The campaign was joined by a strong media presence of mayor van Thijn who stated: “No cockiness
please, with your housing problems, your traffic chaos, your drugs and small crime.” “Every
Amsterdammer has to become a seller of this town”. Non-participants and critics of the campaign
were put aside as not real Amsterdammers, zeikerds, or just simply oliebollen.
This was maybe shown the clearest with the city’s cleaning trucks, which all carried Amsterdam
Heeft ’t slogans, “all real Amsterdammers roll up their sleeves”, “if you don’t participate you’re an
asocial”.
Thus citybranding becomes the expression of a realignment of urban politics from rights based
welfare (being cocky) to performance based workfare (rolling up sleeves, being a seller). Invoking a
football club like loyalty principle, its subliminal message (or maybe pretty public secret) is that
Amsterdam is a company whose primary interest is to sell a product, not to provide services to its
citizenry. Don’t ask what your city can do for you, but what you can do for your city. The I
Amsterdam campaign is definitively more slick and elaborated, and the disciplining mechanism is
now called “globalisation” or “interurban competition”, but in the end it contains much of the same
techniques.
“The people of Amsterdam are Amsterdam. The diversity of Amsterdam’s business community, the
differing backgrounds of its residents and the wide and innovative perspectives of its citizens are the
lifeblood of our city. Therefore we, the people of Amsterdam, wish to speak for the city of

4 of 9

7/11/07 9:56 AM

On Dog Shit and Open Source Urbanism

http://www.metamute.org/en/node/10612/print

Amsterdam. Amsterdam is our city, and it’s time for us proudly to voice our dedication and devotion
to Amsterdam.” (Extract I Amsterdam manifesto, IAmsterdam.com)

[3]
Visualisation of I Amsterdam citybranding governance structure
The I Amsterdam campaign sells Amsterdam to interested clients, with the usual range of T-shirts,
coffee mugs, key rings, umbrella’s and assorted paraphernalia. Billboards in bus stops show smooth
photographic representations of Amsterdam and Amsterdammers superimposed with an I Amsterdam
logo, to make clear to those on city streets that also their identity and presence in the cityscape is part
of the brand Amsterdam. To exclude those parts of the city image that are not supposed to be
enhanced, the branding campaigners can exert monopoly control through copyright laws. New York
has filed over 4000 law suits concerning the IloveNY logo. Recently the Amsterdam branding crew
has started to step down on sex postcards and weed being sold with an I Amsterdam slogan.
To properly understand the ongoing popularity of citybranding practices, we have to place it in a
larger context. It is part and parcel of a bigger shift hitting the city, causing the Keynesian
management of bygone eras to be replaced by an entrepreneurial approach. The rise in importance of
‘footloose’ productive sectors for cities’ economic well being has led to increased interurban
competition. Amsterdam is pitted against urban centres such as Barcelona, London, Paris and
Frankfurt, in a struggle to attract economic success in the form of investments, a talented workforce
and busloads of tourists flocking to the city. The ever present threat of inter-urban competition is
continuously being rhetorically invoked and inflated, replacing previously dominant considerations of
the public good. To illustrate my point, recently even the discussion on whether to discontinue a
prohibition of gas heaters on the terraces of Amsterdam cafés were framed in these terms: ‘It’s a
serious disadvantage in comparison with cities like Berlin and Paris’, according to the leader of the
local social democrat party. The opinion of the city’s population itself wasn’t even mentioned in the
newspaper article.
The dominance of entrepreneurial approaches to city politics is the feature of a new urban regime,
labeled by scholars as the ‘Entrepreneurial City'. With its origins in the US reality of neo-liberal state
withdrawal from urban plight, it has taken some time to arrive in the corporatist Netherlands and filter
through the minds of its policy makers. In this new urban regime, independent from the color of the
party in power, the public sector displays behavior that was once characteristic for the private sector:
risk taking, innovation, marketing and profit motivated thinking. Public money is invested into private
economic development through Public Private Partnerships, to outflank the urban competition. Hence
the rise of urban mega developments and marketing projects such as the Docklands in London, the
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Guggenheim in Bilbao or the Zuidas in Amsterdam. A concern voiced by critics is that although costs
are public, profit will be allocated to the urban elite, hypothetically to ‘trickle down’ to the rest of the
population.
To face up to this new market reality, where cities are seen as products, and the city council as a
business unit, Amsterdam inc. has launched the branding projects I Amsterdam and Amsterdam
Creative City. One of the first steps of the new progressive city council, once installed in the spring of
2006, was to launch a ‘Top City Programme’, aimed at consolidating the city’s ‘flagging’ position in
the top ten of preferred urban business climates:
"Viewed from an outsider’s vantage point, Amsterdam is clearly ready to reposition itself. This is
why we’ve launched the Amsterdam Top City program. In order to keep ahead of the global
competition, Amsterdam needs to renew itself. In other words, in order to enjoy a great future worthy
of its great past, what Amsterdam needs now is great thinking."

[4]
Marketing tool: visualisation of desired brand identity I Amsterdam
Although modest in their budget the I Amsterdam and Creative City marketing campaigns are
conceptually advanced (and extensively present in the public’s consciousness), for city marketing is
the apex of consumer generated content, the dominant trend in marketing techniques. A central rol in
the immaterial offensive is reserved for the city’s cultural sector. Instrumentalizing its cultural
production towards the attraction of tourism and the ascendance of real estate value. Cultural
production is increasingly becoming scripted, or prescribed into the generation of traffic. Visitor
numbers, not the contents, are the new assessment of quality. Thus the Rembrandt year being a
cultural high. The city’s cultural funding is increasingly geared to cross-over projects between the arts
and the economy. Of course the great threat of competition is again invoked: “Despite big investments
of the council and the national government, the cultural significance of Amsterdam, and accordingly
the international position of Dutch culture, is under pressure”.
Creative hipsters, the modern day dandies, serve as a communicative vessel for branding projects; in
between concept stores, galleries, fashion- and street art magazines, a branded cultural economy
expands itself over the urban domain and in the public realm.
3) Hardware / Software
Interestingly enough, real estate entrepreneurs in Amsterdam have begun to describe urban
development programs with the analogy of urban hardware (the city’s infrastructure) and software
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(its programming). A big part of the value of new developments is of course dependent on its image,
just like any product. What real estate developers have found out, is that prescribing the use and
identity of “hardware” by cultural “software”, adds value. Cultural institutions and temporary art
projects are attracted to generate traffic, bring real estate “up to flavor” and spice up prices. Most large
developments now have cultural institutions, the Zuidas has a design museum, the southern
docklands the Muziekgebouw and the northern Docklands the Filmmuseum. Branding has been
labeled as the dominant trend in the restructuring of social housing as well, resulting in a large amount
of schemes to temporarily house artists in neighborhoods to be upgraded. Recently, the alderman of
culture even proposed to install a real estate tax, to skim away culture’s immaterial value. Whereas the
immaterial brand value of companies like Coca-Cola, McDonalds or Nike exceeding 60% of total
market capitalization - in cities, surplus value generated by its software is redirected back into its
hardware.
The distinction between urban ‘software’ and ‘hardware’ was initially coined as an architectural term
by the pop-art architecture group Archigram, to champion the use of soft and flexible materials like
the inflatable bubble instead of modernist ‘hardware’ realised with steel and cement. Together with
contemporaries such as the Italian group Archizoom and publications such as Raban’s Soft City,
Archigram leveled a critique against deadpan modernism, putting forward a more organic conception
of the city as a living organism. Urban software thus acquired its present day computer analogy,
where software is the ‘programming’ of the city and hardware its ‘infrastructure’. Much like the SI experimenting with the bottom up software approach through psychogeography and the dérive –
subjective, organic and bottom-up approaches became a focus point for utopian urbanism.
The figure that inspired much of those tendencies was the flaneur as imagined by Baudelaire and
Benjamin. The stroller of city streets, botanist of the sidewalk, the shopper that didn’t shop but just
observed was according to them exemplary to the modern urban experience. But whereas the flaneur
was fascinated by the commodities in the passages, the first Parisian luxury shopping centers, right
now the entire city can be experienced as a commodity.
The tourist industry in particular is an extreme practice of commodity fetish, selling cliché and
ossified images, a hyper reality of Amsterdam, consisting of canals, clogs, tulips, windmills,
Rembrandt, cheese, weed and sex. The flaneur has been programmed to become the present day
tourist, following their obligatory rounds of highlights and Lonely Planet must-sees. What I mean by
commodity fetish is that the tourist has no relation to the city’s population but one mediated by
consumption, it doesn’t construct anything, it only consumes imagery.
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[5]
The neoliberal city is a city whose software has become increasingly scripted, through codes of
conduct, local ordinances, and an intensified police presence. The sanitizing of city streets from
unwanted uses and imagery has led to the exclusion of marginal populations. Not so long ago,
homeless people staged a protest meeting wearing T shirts with the slogan “I Amsterdam too”.
Entrepreneurial city politics thus function as an inclusion and exclusion mechanism: while the city
looks outside for tourists, a talented workforce and investments, parts of the local population that are
not considered economically productive are increasingly seen as an obstacle to development. This
surplus population is increasingly displaced towards the periphery.
Branding schemes thus become an attempt to build competitive ‘urban software packages’; or to
‘program’ space, an expression of French urbanist Lefebvre to denote the top-down organisation of
space. From the functionalist planning for the population, we have to gone to functionalist planning of
the population. To continue with the computer analogy, the first problem with these top-down
approaches is that their ‘source code’ is undisclosed. When the city’s kernel is increasingly geared to
interurban competition, policy no longer needs legitimizing. We have entered the era of so called
post-political politics, no content, but form.
In the ’60s Lefebvre argued for a right to the city, which came to inspire much of the urban struggles
of that era. ‘the right of the city signifies the right of citizens and city dwellers, (...), to appear on all
the networks and circuits of communication, information and exchange.’ In the present, what this
calls for is open source urbanism.
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The creativity fix
In Richard Florida's "creative city" theory, the creative class dissolves the classical
division between the productive bourgeoisie and the bohemian - thereby giving rise
to a new creative subject. Jamie Peck discusses the implementation of these ideas
in contemporary cities and shows how capital investments intended to attract the
creative class to the city prioritize an urban middle class. "Creativity strategies have
been crafted to co!exist with urban social problems, not to solve them," writes Peck.
"It should come as no surprise, then, that the creative capitals exhibit higher rates of
socioeconomic inequality than other cities."

Creativity is the new black. An increasingly fashionable urban!development
script has it that an historically distinctive "creative economy" !! powered by
raw human talent, as cool as it is competitive !! is displacing sclerotic,
organization!era capitalism. The prime movers in this new new economy are
members of the so!called Creative Class, a mobile elite whose finicky lifestyle
preferences increasingly shape the geographies of economic growth. We are
told that cities !! like corporations !! have become embroiled in an endless
"war for talent", as flows of creative individuals have become the fundamental
vectors of innovation!rich growth. And lo, there is man in black at the centre
of this burgeoning creativity fad !! Richard Florida, who makes frequent
recourse to sartorial signifiers in his best!selling primers on the creative
economy. As an architect and popularizer of the creative class thesis, Florida
has been feted around the world as a cool!cities guru. His germinal texts on
the creativity thesis serve, simultaneously, as cliff notes for Creative
Economics 101, as how!to manuals for anxious city leaders and opportunistic
policymakers, and as lifestyle guides for the rising class of creatives.1 While
Florida's catchy notions concerning the creative city and its favoured
inhabitants have certainly benefited from some savvy promotion, their evident
allure and alleged salience have little to do with the intrinsic explanatory
power of the model of creative growth !! "my theory"2 !! or indeed the
inventiveness of the associated marketing push. Rather, the creative!cities
thesis has travelled so far so fast because !! as a seductive urban development
script!cum!vision, complete with prescriptively defined policy practices and
positions !! it has been artfully crafted for today's neoliberalized
political!economic terrain.
The creativity script encodes an engaging "economic imaginary," based on a
set of principles that combine cultural libertarianism and contemporary
urban!design motifs with neoliberal economic imperatives. Undeniably, there
are liberal and even progressive themes running through the creativity script
!! notably, its explicit embrace of social diversity, arts, and culture, together
with its articulation of a positive economic role for (central) cities. But these
pinkish elements are folded into a development vision that is profoundly
market orientated (creative cities, assets, and actors, always in competition)
and individualistic (creative subjects as hedonistic free agents). So while the
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creativity thesis has generated attention, and controversy in some conservative
circles, for highlighting the positive contribution of gays and lesbians to the
life of cities, here these contributions are ultimately valued for their economic
functionality, or as mere indicators of a favourable competitive climate.
Likewise, art and culture are discursively commodified, as productive assets
and positive externalities of creative capitalism, while streetlife and
authenticity are also located within the circuits of (accelerating) interurban
competition. For all its social!liberal compensations, the creativity script
works with grain of the contemporary realpolitik. It offers a feel!good but
fiscally undemanding development vision, consistent with a post!entitlement,
intensively competitive urban realm. It facilitates revamped forms of civic
boosterism (flogging cultural assets), alongside the gratification of
middle!class consumption desires and the lubrication both of flexible labour
markets and gentrifying housing markets. The creativity script also subtly
relegitimizes regressive social redistributions within the city: the designated
overclass of creatives are held to have earned their superior position in the
creative city, by virtue of raw talent and creative capital, validated through the
market, and it is they who must be catered to in what amounts to a
post!progressive urban policy. The lumpen classes of service and manual
workers, on the other hand, are so positioned in the new socioeconomic
structure by virtue of their creative deficits, and they play little or no positive
role in Florida's account of the creative economy. They must be content with
lectures on creative bootstrapping and !! in lieu of their own creative
awakening !! the benefit of downward!trickling positive externalities like the
opportunity to wait tables for the creative bohemians.
The discourses and practices of creative!cities policymaking are barely
disruptive of the prevailing order of neoliberal urbanism, based inter alia on
polarizing labour and housing markets, property! and market!led
development, retrenched public services and social programming, and
accelerating intercity competition for jobs, investment, and assets.3 The
creative cities thesis represents a "soft" policy fix for this neoliberal urban
conjuncture, making the case for modest and discretionary public spending on
creative assets, while raising a favoured bundle of middle!class lifestyles !!
based on self!indulgent forms of overwork, expressive play, and conspicuous
consumption !! to the status of an urban!development objective. Urban
leaders, a key audience for the creativity shtick, are likewise urged to do what
it takes to transform their cities into "talent magnets", having been made
acutely aware of the risk !! if they do not adequately tend to the needs of the
"young and restless" !! that they will be demoted to the rust belt of the shiny,
creative economy. Discursively downloading both risk and responsibility, the
creative!city concept is predicated on, presumes and (re)produces the
dominant market order. So is revealed the funky side of neoliberal
urban!development politics.
Creative subjects are celebrated for their hypermobility and for their strictly
circumscribed, individualistic commitments to place. These economic hipsters
thrive in buzzing 24/7 neighbourhoods, where they can satisfy their craving for
"heart!throbbingly real" experiences,4 but at the drop of a hat may chose to
relocate to an even more happening place. It follows that anything short of
public pandering to the needs and desires of the restless creatives is practically
guaranteed to secure their automatic "flight".5 The creativity discourse
amounts to a paean to the international talent market and its favoured agents, to
which cities and regions must be performatively deferential. In this retread of
the orthodox globalization script, the argument for decisive local action !!
featherbedding the creative supply side !! is presented as no less than a new
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urban imperative. Cities must "attract the new 'creative class' with hip
neighbourhoods, an arts scene and a gay!friendly atmosphere !! or they'll go
the way of Detroit".6 Which way, then, to the creative city?
The creativity catechism...
Routinely overstated and hyperbolic, Florida's essential argument is that
human creativity has become the engine of twenty!first century economic
development, such that the competitiveness of nations and cities is increasingly
rooted in the capacity to attract, retain, and "nurture" talented individuals !!
the newly dominant factor of production. For Florida, human creativity is the
"defining feature of economic life [...] [It] has come to be valued !! and
systems have evolved to encourage and harness it !! because new
technologies, new industries, new wealth and all other good economic things
flow from it."7 What this account lacks in causal analysis it makes up for in
alliterative chutzpah. Success in the new, creative economy is down to three
T's !! technology, talent, and tolerance. Technological capacity is a
precondition for creative growth, but on its own is insufficient. The gist,
though, is that cities with a shot at the creative big time must have a strong
cluster of high!tech companies and a good university. The lifeblood of the
system is the flow of talented individuals, the second T, this
restless!but!critical factor of production having become the carrier of creative
potential. Productive capacity is therefore located not in institutional matrices
or production systems, but in the heads and hearts of creative individuals. Yet
a city's development strategies will add up to naught in the absence of the third
T, tolerance, where open, dynamic, and heterodox local cultures represent the
supply!side foundations upon which creative meccas are built. As Florida
informed the readers of Salon magazine:
[I]n every economic measure, Detroit and Pittsburgh should be
trouncing Austin. These are places that had probably two of the
greatest technological powerhouses of their time !! they were
the Silicon Valleys of their day. Detroit in automotive,
Pittsburgh in steel and chemicals [...] What happened,
however, was that both places fell victim to institutional and
cultural sclerosis. They got trapped in the organizational age;
they thought we really live in a patriarchal, white, corporate
society and that the key to success was to strap on your tie, go
to work 9 to 5, and behave yourself. There was no room for
people with new ideas ... [In contrast, what] Austin did was
they really hustled. In the 1980s and 1990s they said, "We
want to grab some of these high!tech companies," so they did
that. [Then] they said, "We're going to make this a fun place to
live" [...] They created a lifestyle mentality, where Pittsburgh
and Detroit were still trapped in that
Protestant!ethic/bohemian!ethic split, where people were
saying, "You can't have fun!" or "What do you mean play in a
rock band? Cut your hair and go to work, son. That's what's
important." Well, Austin was saying, "No, no, no, you're a
creative. You want to play in a rock band at night and do
semiconductor work in the day? C'mon! And if you want to
come in at 10 the next morning and you're a little hung over or
you're smoking dope, that's cool." [...] Austin saw this from
day one. 8
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Florida uses this kind of sophomoric sociology to make the argument that,
riding the new wave of urban economic development, the creatives have
inherited the earth, and it is they who now make the rules. The logical, if stark,
conclusion is that "the Creative Class has become the dominant class in
society".9 Florida softens the edges of this millennial pronouncement with his
own form of new!age atmospherics: he frequently declares that every human
being has the capacity to be creative, just as every city has a shot at becoming a
creative hot spot.
The economics of creativity are more utilitarian: from the perspective of
corporations and cities (the difference hardly seems to matter in this instance),
talented workers are a scarce resource, yet they are both highly mobile and
discerning in their tastes; therefore, they must be given what they want or they
will not come/stay; without them, there is only creative disinvestment and
economic decline. In the context of a persistent shortfall in the supply of talent,
cities must learn what corporations have before them been forced to learn, that
if they do not take steps to establish the right "people climate" for creative
workers, if they are not appropriately welcoming, "they will wither and die".10
There are roles for government in this development vision, but they are safely
located on the supply side of the creative economy: establishing the right kind
of urban ambience becomes the key to "harnessing" creativity.
Paradoxically, Florida seeks to celebrate certain "qualities of place," like buzz
and cosmopolitanism, while at the same time recirculating pernicious
neoliberal narratives of external competitive threat/vulnerability to flight.
The core of the challenge is what I've come to see as the new
global competition for talent, a phenomenon that promises to
radically reshape the world in the coming decades. No longer
will economic might amass in countries according to their
natural resources, manufacturing excellence, military
dominance, or even scientific and technological prowess.
Today, the terms of competition revolve around a central axis:
a nation's ability to mobilize, attract, and retain human creative
talent [...] The global talent pool and the high!end,
high!margin creative industries that used to be the sole
province of the US and the crucial source of its prosperity have
begun to disperse around the globe. A host of countries !!
Ireland, Finland, Canada, Sweden, Australia, and New Zealand
among them !! are investing in higher education, producing
creative people, and churning out cutting!edge products, from
cellular phones to computer software to blockbuster movies.11
It follows that no!one, and nowhere, is safe from this new competitive threat.
Even powerful economies can fall prey to new forms of creative competition,
which (along with the hyperbole) is said to be "heating up".12
Help is, however, at hand, since Florida's self!appointed role is not simply to
disclose the new economic order. He is also a purveyor, conveniently, of
winning urban strategies. Right along with the identification of policy
imperatives comes a suite of new policy solutions, all designed to give the
creatives what they want, while securing the position of cities within the
evolving creative division of labour. Figuring out what the creatives want, and
where they want to be, was a primary task of Florida's opening salvo in the
creativity debate, The rise of the creative class. This bestselling book probed
the locational proclivities of the creative class using a combination of
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pop!culture anecdotes, focus groups with young, restless, and talented people,
excruciating insights into Florida's own creative lifestyle, and supposedly
suggestive spatial correlations, for instance between gays and growth. The
results !! sparsely documented from a social!scientific perspective, but
nevertheless emphatically stated !! indicated that the creative class yearn,
above all, to "validate their identities." Creatives seek out neighbourhoods
amply endowed with the kind of amenities that allow them to maintain an
experientially intensive work!life balance. They are drawn to "plug and play"
communities, where social entry barriers are low, where heterogeneity is
actively embraced, where loose ties prevail, where there is plenty of scope for
creative commingling. These are communities that creatives "can move into
and put together a life !! or at least a facsimile of a life !! in a week".13 Such
diagnostically!critical conditions are signalled by conspicuous presence of
gays and lesbians, designated here both as the "canaries of the creative
economy" and as "harbingers of redevelopment and gentrification in distressed
urban neighbourhoods".14 Other more concrete indicators of urban edginess
include "authentic" historical buildings, converted lofts, walkable streets,
plenty of coffee shops, art and live!music spaces, indigenous street culture,
and a range of other typical features of gentrifying, mixed!use, inner!urban
neighbourhoods.
These environments serve as creative incubators. Homo creativus thrives on
weak attachments and noncommittal relationships, most often mediated
through the market. These atomized actors seem to lack families and
non!market support systems, revelling instead in long hours of work and
individualistic competition. This twenty!first century version of economic
man may have a better social life, but he is still economic man. As a member
of the creative class, Florida understands that "there is no corporation or other
large institution that will take care of us !! that we are truly on our own."15
The edgy urban neighbourhood facilitates and enables this productive lifestyle,
allowing the creatives to plug into the new economy and play as hard as they
like. The defining characteristics of this new urban überclass are all framed in
competitive terms. They are, one might say, neoliberals dressed in black. It
takes no effort at all to translate the founding principles of the creative doctrine
into just such terms.
Since it is the creatives who are the primary decision!makers in Florida's
account, then it is ultimately their choices !! writ large !! that shape the
spatial division of creative labour, the creative urban hierarchy, and the
parameters of the interurban talent war. And, "when it comes down to it,
creative people choose regions," Florida explains, "They think of Silicon
Valley versus Cambridge, Stockholm versus Vancouver, or Sydney versus
Copenhagen. The fact that many regions around the world are cultivating the
attributes necessary to become creative centres makes this competition even
fiercer."16 Just like the wave of entrepreneurial urban strategies that preceded
it, this form of creative interurban competition is both self!fulfilling and
self!perpetuating: establishing open, plug!and!play communities that are
welcoming of restive creative types becomes tantamount to both enabling and
subsidizing the very forms of mobility that were the source of competitive
anxiety in the first place. But since there is (again) only one game in town,
cities had better make sure they are ready to participate, to do what is
necessary, or they will certainly lose out. This is a variant on the "do it, or else"
style of neoliberal urban policymaking, in which favoured strategies are
translated into economic imperatives, a new!age variant of smokestack
chasing.17 Again, cities must be reflexively responsive to a hypercompetitive
external environment, comprising "liberalized" flows of capital, public
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investment, consumer dollars... and now talent workers:
Lasting competitive advantage today will not simply amass in
those countries and regions that can generate the most creative,
innovative, or entrepreneurial output. The places that will be
most able to absorb new energies will be those that are both
open to diversity and also capable of internalizing the
externalities that the creative economy gives rise to [...] The
most successful places will require a socially adaptive
capability that will enable them to pioneer new fields and
innovative industries.18
The role for government, in this context, is to invest in the creative supply side,
Florida's chameleon!like position being to sanction discretionary, pink!tinged
interventions at the local scale, while demanding that big government get out
of the way. "Where I share common ground with some Republicans and
libertarians [is] that old!style government programs have become a huge
impediment to leveraging the creative age and allowing it to emerge," Florida
explains, the more limited function of the State being to "set up the parameters
in which market!based actions take place".19 Priming the creative pump
therefore becomes a task for urban leaders; the way forward is with "grassroots
initiatives" and "community!oriented efforts". Step forward the street!level
activists of the creative age.
... and its converts
The response to the creative cities thesis amongst urban policymaking
communities around the world has bordered on the ecstatic. Florida's ideas
have been picked up by mayors, regional development agencies, policy
entrepreneurs, advisors, and consultants across the United States, Europe,
Australasia, and parts of Asia, both in wannabe locations at the bottom of his
creative league tables (which are now available in numerous countries) and in
established centres like London, Toronto, and Melbourne. This "fast policy"
success story may be attributable less to the revolutionary or transformative
nature of the Florida thesis itself, more to its character as a minimally
disruptive "soft neoliberal" fix. The story is, in many ways, a familiar one,
though the cast of characters has changed. National governments just have to
get out of the way for the creative economy to flourish; effective urban
responses call for bold leadership and vision, but some kind of response is
essential for any city that wants to stay in the game; self!managing and
hyperactive creatives, as bearers of creative market forces, will look after the
rest, so earning their status as privileged urban subjects.
In this neoliberalized urban terrain, a receptive and wide audience has
effectively been pre!constituted for the kinds of market!reinforcing, property!
and promotion!based, growth!oriented, and gentrification!friendly policies
that have been repackaged under the creativity rubric. The creative cities
policy fix can be deployed to accessorize extant, market!based urban
development agendas, with the minimum of interference to established
interests and constituencies. At root, it simply adds a livability!lifestyle
component to the established urban competiveness stance. The typical mayor
is likely to see few downsides to making the city safe for the creative class.
Establishment power elites have little to fear from conspicuous urban
consumption, gen!x marketing campaigns, key!worker attraction strategies,
and gentrification!with!public!art. A creativity strategy is easily bolted on to
business!as!usual urban!development policies, while providing additional
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ideological cover for market!driven or state!assisted programs of
gentrification. Inner!city embourgeoisement, in the creativity script, is
represented as a necessary prerequisite for economic development: hey presto,
thorny political problem becomes competitive asset!
Creative cities policies, of course, would hardly be spreading like wildfire if
they represented a revolutionary challenge to the neoliberal status quo. In fact,
they are being stamped out cookie!cutter style across the urban landscape,
spanning a quite remarkable range of settings20 having become policies of
choice, in particular, for those left!leaning mayors who have learned to live
with, if not love, the market order. Nominally bespoke creativity strategies can
be purchased from consultants in practically any mid!sized city these days, or
they can be lifted off the shelf from countless websites and urban regeneration
conferences. These are almost ideal products for the fast!policy distribution
systems that have evolved in the past two decades: both the rationale and the
design parameters of the policy are essentially portable !! just make sure that
each plan contains at least a dash of local cultural "authenticity", while
nodding to the right "grassroots" constituencies in each city.
To take just one of dozens of (very) similar examples: Michigan's recently
enacted Cool Cities program, derived directly from the creativity playbook,
retasks state funds to the goal of localized gentrification, hipster!style, in the
hope that this will attract the creative class. Beneath the rhetoric of
avant!garde economic development, this entails the public subsidy of various
kinds of "creative" collective goods and infrastructure projects, focused
exclusively on locations with demonstrated development potential (a.k.a.
"happening", gentrifying neighbourhoods). Making Michigan's cities attractive
to the creative class has entailed a youth!oriented marketing program;
extensive learning from other cities and from creative citizens themselves
(given that "government cannot create 'cool'"); and a bundle of mostly
repackaged policies aimed at the rehabilitation of historic buildings
(specifically, theatres, galleries, mixed!use housing), farmers' markets,
streetscaping and public art, physical infrastructure development, façade
improvements, outdoor recreation facilities, greenspace, parks, pavilions, and,
if necessary, demolition.21
Posing in fashionable shades to launch the program, Michigan's Governor,
Jennifer Granholm, insisted that it was essential that this struggling,
auto!industry state catch the next wave of economic development. Michigan
has been experiencing an "exodus" of young, highly educated people in recent
years, as "large numbers of talented workers have fled the state in search of
employment".22 According to the creativity script, the way to alleviate
Michigan's economic decline is to reverse this critical flow of talent, since in
the new knowledge economy jobs follow workers, not the other way around.
Curiously, even though Michigan's creative class decamped "in search of
employment," we are expected to believe that they will be attracted back by
enhanced urban environments, and then the state's economy will revive:
"Given the right mix of services and amenities, this group will 'vote with their
feet' and relocate to vibrant, walkable, mixed!use communities. Attracted by a
talented, diverse workforce, business will follow".23
The target demographic for the Cool Cities program is defined as
college!educated young professionals in core fields like science and
engineering, art and design, entertainment, computing, and the media, whose
defining characteristics include a "preference for lifestyle," distinctive
purchasing patterns (reflecting individuality and self!statement), and above all,
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mobility:
[T]oday's young professional workforce is more interested in
working as a means of experiencing and enjoying their lifestyle
than their counterparts in decades past. This group is
increasingly mobile, and in order to attract and retain them,
cities have to change their paradigm of physical and social
development. The city itself has to be attractive, not only to
business, but also to the workforce.24
But will young Michiganders, who left the state in search of better career
opportunities (apparently having had their fill of the lifestyle options of Flint,
Kalamazoo, and Saginaw), really be tempted back by the policy!induced
trendification of their old neighbourhoods? Even if the goal of "making
Michigan the 'coolest' state in the nation" is a realistic one, it sits rather
awkwardly with the sobering realities of structural economic decline and
public!sector downsizing in a state hardly renowned as a hipster haven.25
Michigan has one of the highest unemployment rates in the nation, the auto
industry has entered a(nother) major phase of restructuring, and the rate of job
loss in the state has been characterized by local commentators as
"staggering".26 The city's economic trajectory has been described by David
Littman, chief economist at Comerica Bank, as a "graveyard spiral".27
Inhospitable territory for creative cities strategies? Apparently not. In some
respects, the level of enthusiasm for creativity makeovers may be inversely
proportional to the scale of the economic challenge confronting local
policymakers. Even in the rustbelt capitals, the creativity cult has been
recruiting new members. CreateDetroit, an offshoot of the state's Cool Cities
program established in 2003, characteristically self!describes as a "grassroots
organization", despite sponsorship from the Detroit Regional Chamber of
Commerce, the Governor's Office, the City of Detroit, Wayne State University,
Detroit Renaissance, the Detroit Economic Growth Corporation, and
corporations like Apple and SBC. CreateDetroit has been striving to turn
around the flagging fortunes of Motown by making it a "destination city" for
the creative class. Detroit was ranked 39th out of 49 major cities in Florida's
original "creativity index," but as the creative economist himself has pointed
out, this means that the city has more creative potential than almost anywhere
in the nation (see Klein 2004b).28 CreateDetroit is pursuing similar strategies
to a range of other (newly designated) creative bottomfeeders, like Memphis
and Tampa Bay, who were similarly spurred to action by their lowly rankings
in Florida's widely publicized league tables.29 These include periodic events
that splice the arts and urban development; lobbying for creative investment;
creatively themed marketing and promotion activities; and hobnobbing
initiatives like "Connect Four," where artists, writers, designers and media
types can "meet, mingle, hunt, gather, network, and play".
"The idea behind CreateDetroit," a founding member explained, "is to create a
long!range plan, focused on making the Detroit region a magnet for new
economy talent. The stakes are high. Those regions that do not flourish in the
new creative economy will fail, according to Carnegie Mellon University
professor Richard Florida".30 A formative early step for CreateDetroit was to
invest in one of the professor's two!day "regional transformation" workshops,
photographs from which adorn the group's web site. Following a
well!established methodology, the event featured a range of local performance
artists, plenty of feel!good provincial pride (along with I am Detroit t!shirts),
and a 350!person audience heavily titled towards the arts and cultural
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communities, together with local policymakers and advocates. Florida's
polished performance was greeted with enthusiasm, and there was widespread
support for his populist rendering of "pro!people" economic development. His
energetically delivered message, that Detroit was losing out in the balance of
trade in creativity, focused attention on the out!migration of "talented"
individuals, while validating a distinctive set of arts!intensive investments in
the city. An irreparable failure of the computer system (and its backup)
unfortunately marred the audience!participation segment of the workshop, in
which attendees were invited to vote on their city's creative strengths and
weakness prior to revelations of the "actual data" !! perhaps calling attention
to some of Detroit's deficits on the first T of technology. But most of the
participants, especially those in the (previously!neglected) arts and cultural
communities, seem to have left invigorated by Florida's "call to arms to take
themselves seriously as an economic force".31
"The purpose of the event," Florida insisted, was not for "me and my team to
come to Detroit and prescribe fixes. What will help Detroit is for swelling
grassroots efforts like CreateDetroit to say, 'This is where we want to be in the
future. This is what we plan to do to get there'".32 However, some noted that,
for all his talk of "reach[ing] down and harnessing that energy," Florida failed
to offer the hungry audience "a single concrete suggestion".33 Others were left
wondering whether the creative backwash, should it ever reach the shores of
Lake Michigan, would really lift all boats. Buzz aside, most recognized that
this was in many respects a canned presentation, and that Florida's troupe
would soon be pulling "up their tent stakes, and mov[ing] on to their next
destination".34
Florida had the air of a motivational speaker, claiming that
Detroit has more raw potential than any other city in the
nation. He gave a brief synopsis of his concept of what makes
a city livable, vibrant place !! but other than the obligatory
White Stripes and Eminem references, the speech could have
been delivered in Anyville, USA.35
In a sense, of course, the speech had been delivered in Anyville, a generic
location for which it was carefully crafted. Scores of cities have heard, and
often responded to, the same basic message, with each being urged to value !!
and valorize !! whatever creative assets they might have to hand. (So, the
creativity tonic for Milwaukee is ginned up with a dash of Liberace and the
Violent Femmes, while Baltimore's makeover references Billie Holiday and
Frank Zappa !! what creative!city consultants now routinely decant as the
"audio identities" of place.) According to Dr. Florida's prescription, practically
any city can respond to the creativity treatment, at least as long as their civic
leaders "get it".36
On the face of it at least, Detroit's "hip hop mayor", Kwame Kilpatrick, still
under 40 and the proud wearer of a diamond ear stud, gets it. The Mayor
offered a fulsome introduction to Florida when he came to Detroit. (On this
occasion, the Mayor chose not to mention his opposition to same!sex
marriage, which would not earn him high marks on the Tolerance scorecard.)
While the realistic prospects of a creativity!fuelled economic turnaround in
Detroit may be remote, the city can hardly be faulted for its willingness to give
anything a try. Its population has fallen by half since the mid!1950s; its
unemployment rate is twice the state's average and getting on for three times
the national average; 72 percent of the city's public school children receive free
school meals (up from 61 percent in 2001); and "white flight has become
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bright fright, with families and people earning more than $50 000 a year
leading the way out of town".37 For the city's government, sustained population
loss, coupled with a declining tax base, has been fueling an unprecedented and
unresolved fiscal crisis: Mayor Kilpatrick's administration hovers on the brink
of receivership, having cut bus services, closed the city zoo and 34 schools,
and laid off one in ten of the municipal workforce. The City has also been
considering closing "non!essential departments," including !! note
unfortunate inconsistencies !! the Department of Culture, Art & Tourism, and
turning off street lights. Its paralyzing three!year deficit amounts to just under
one quarter of annual general fund revenues, while the first round of serious
cuts has been said to threaten "a vicious cycle for a city already on the edge".38
Compared to the usual package of corporate tax breaks and big!box
development subsidies, cool!cities policies certainly look like a break with the
past. While there may be novelty in urban policymakers sharing the stage with
fashion designers and hip!hop artists, none of this makes the causal
relationships between buzz and economic growth any more real. But none of
this will prevent cities, with few other realistic options, from trying. Recall,
however, how entrepreneurial urban strategies proliferated during the 1980s
and 1990s, facilitated by competitive leverage and the weak emulation of
"winning" formulas, quickly stacking the odds against even the most
enthusiastic of converts.39 Coming on the heels of this experience, the
creativity fix also seduces local actors with the no!less false promise that any
and every city can win in the battle for talent. Under such circumstances, the
first!mover advantages for a few quickly descend into zero! or negative!sum
games: more players pursue the same mobile resources, the price of "success"
rises, the chances of positive outcomes fall. In cities like Detroit, the odds look
daunting. This said, there remains plenty of enthusiasm amongst the activists at
CreateDetroit for what they are calling "Plan B [...] [making] sure the talent
comes here".40 Plan A was automobile manufacturing.
The Cool Cities program may indeed be an "economic development strategy
that puts 'creative people' first",41 but in cities like Detroit these look like
perversely indulgent priorities. Should the Motor City really be investing its
dwindling tax revenues in a market!following means of underwriting
middle!class house prices and consumption desires, with distributional
consequences that seem certain to be socially and spatially regressive?
Entrenched problems like structural unemployment, residential inequality,
working poverty, and racialized exclusion are barely even addressed by this
form of cappuccino urban politics. According to urban historian, Matt Lassiter,
"the Rust Belt capital of Detroit has basically adopted the Sunbelt strategy of
Atlanta and Los Angeles: ignore social problems of segregation and poverty,
and instead try to transform the image rather than the reality of the central
city".42 Creativity strategies have been crafted to co!exist with these problems,
not to solve them. It should come as no surprise, then, that the creative capitals
exhibit higher rates of socioeconomic inequality than other cities, as has been
belatedly acknowledged by Florida himself.43 This awkward correlation is
quite consistent, of course, with the argument that creativity strategies are
predicated upon, and constitutively realized in the context of, uneven modes of
urban growth and neoliberal politics. In this light, the creativity fix begins to
look less like a solution to, and more like a symptom of, Detroit's problems.
Conclusion: creativity redux
Beneath the creative rhetoric, Florida presents a familiar urban!economic
development story: construct new urban governance networks around
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growth!oriented goals, compete aggressively for mobile economic resources
and government funds, respond in formulaic ways to external threats, talk up
the prospects of success, and, whatever you do, don't buck the market. The
emphasis on the mobilization of elite policy communities around growth!first
urban policy objectives is nothing new, but whereas the entrepreneurial cities
chased jobs, the creative cities pursue talent workers; the entrepreneurial cities
craved investment, now the creative cities yearn for buzz; while
entrepreneurial cities boasted of their postfordist flexibility, the creative cities
trade on the cultural distinction of cool. Notwithstanding some conventional
neoliberal frames of reference, the creativity fix is also a distinctive
development vision, tailored to appeal to left!tilting mayors, with its easily
digestible cocktail of cultural liberalism and economic rationality. Moreover, it
is very much a mobilizing discourse, which actively reconstitutes external
competitive threats in novel terms, while pointedly defining new responses,
together with new roles for an enlarged network of urban policy protagonists
and beneficiaries. It establishes a fresh set of "models" of urban development,
distilling the essence of their success into a series of portable policy routines
and mobile rationalities. It nudges urban leaders to contemplate new forms of
fiscally modest, supply!side investment, mostly targeted at economically
secure residents of neighbourhoods in which property prices are already on the
up.
The seductiveness of creativity strategies must be understood in terms of their
basic complementarity with prevailing neoliberal development fixes, their
compatibility with discretionary, selective, and symbolic supply!side
policymaking, and their conformity with the attendant array of development
interests. Creativity strategies presume, work with, and subtly remake the
neoliberalized terrain of urban politics, placing commodified assets like the
arts and street culture into the sphere of interurban competition, enabling the
formation of new local political channels and constituencies, and constituting
new objects and subjects of urban governance. Creativity strategies work upon,
indeed celebrate, mobile and adaptive creative subjects, making the case for
public investment in their preferred urban milieu, while shifting the primary
focus of proactive governance towards the "needs" of a techno!bohemian slice
of the middle!class. Taking the flexible/insecure/unequal economy as given,
these post!progressive urban strategies lionize a creative elite while offering
the residualized majority the meager consolation of crumbs from the creative
table. They enforce soft!disciplinary modes of creative governmentality based
on mandatory individualism, relentless innovation, and 24/7 productivity. Say
what you will about the fuzzy causality in Florida's model, its central message
has certainly struck a chord. But as Detroit writer Carey Wallace, among
others, has begun to wonder, does the creativity craze represent "a new truth,
or something people want very much to believe?"44
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Entry to IBM plant, RTP North Carolina

Corporatisation, Flexibilisation
and Militarisation in the Creative Industries
We’ve heard a lot in recent years from urbanists and economic planners about the ‘creative city’, the
‘creative class’ and the ‘creative industries’. To compare facts with fictions, I decided to take a little tour
of one of the urban areas that have been specially designed to put the creativity into industry.
The Research Triangle is an unusually wealthy, unusually brainy metropolitan region of North Carolina,
centred around the university towns of Chapel Hill, Durham and Raleigh, and home to about
one-and-a-half million people. It owes its name and fame to the establishment in the late 1950s of a
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state-funded science park, the Research Triangle Park, which is a woodsy retreat for the R&D labs of giant
transnational corporations. ‘Where the minds of the world meet’ is the RTP motto.
Long before Silicon Valley or even Northern Italy, Research Triangle Park was the template for the
creative industries. At the time, the phrase would have evoked men and women in white coats with test
tubes in their hands, bringing you a better tomorrow with chemicals, plastics, nuclear radiation and colour
TV, all beneath the umbrella of the US government and its Cold War agendas. The RTP project can easily
appear as its own caricature, like other relics of the fifties. But is the present-day picture really that
different? As our tour unfolds, we’re going to see that far more intricate private-public partnerships in the
universities have taken up where the old-style science park left off, boosting employment and
productivity and continually advertising the potential to do more, with the result that the
Raleigh-Durham-Chapel Hill technopolis is now being touted as a model for the emerging knowledge
dumps of Europe. The question for everyone living downstream of the ‘Triangle model’ is whether we
want to throw our minds away in the restricted space of corporatisation, flexibilisation and militarisation –
the triple dead-end of the neoliberal knowledge economy.

Entropy and its Discontents
To raise a few doubts, I’m going to try something between thick geographical description and allegorical
landscape. The approach has an illustrious predecessor. Some forty years ago and a few hundred miles to
the north, the artist Robert Smithson proposed ‘A Tour of the Monuments of Passaic, New Jersey’. He was
looking not at majestic beaux-arts sculptures but at freeway projects, or what he thought of as involuntary
earthworks: ‘the Bridge Monument’, ‘the Great Pipe Monument’, ‘the Monument with Pontoons’, etc.
Smithson saw these infrastructure projects as ruins in reverse: ‘This is the opposite of the “romantic ruin”
because the buildings don’t fall into ruin after they are built but rather rise into ruin before they are built’.
[1] Coming of age in the era of peak production and planned obsolescence, Smithson was fascinated with
the dark side of the American dream, with what he conceived as the entropic nature of the industrial
monuments. Their very construction seemed imbued with an invisible dissolution and decay, a hidden
destiny of collapse and disorder, which he brought out graphically in the black-and-white snapshots that
illustrate his essay.

The monuments of Passaic, New Jersey, seen by Robert Smithson in 1967

The monuments of the Research Triangle today (click for larger image)

Ours is a more optimistic age. The new monuments of the Research Triangle appear in bright digital
colour, like projected images, or life-sized advertisements for someone else’s utopia. As you glide by
them in your air-conditioned American car – from the GlaxoSmithKline building and the National Centre
for the Humanities at Research Triangle Park, to the Nasher Museum on the Duke University campus, the
Lucky Strike Water Tower at the American Tobacco Historic District in Durham, or even the the
brand-new County Jail right next door – what’s striking is that here in the South, in cities like Durham or
Raleigh with historically important black communities, everything that looks the slightest bit monumental
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tends toward an increasingly pure, clinical white. Maybe this shade of ‘laboratory white’ signifies a
different type of entropic monument, beyond the limits of thermodynamics with its simple laws of
energetic decay. And since the knowledge-based economy – with its emphasis on superstructure, not
infrastructure – requires such extraordinary rates of data transmission, maybe this new entropy is of the
kind that telecommunications engineer Claude Shannon famously ascribed to information.
Shannon is the founder of the ‘mathematical theory of communication’. Recall that for him, ‘meaning’ is
irrelevant: all that matters is the quantity of information, the ratio of signal to noise. More signal, less
decay, less disorder – less entropy in the usual sense of the word. [2] Shannon’s ideal is maximum order,
perfect transmission, i.e. negentropy, which literally means entropy in reverse. Now, negative entropy is
held by modern science to be the characteristic of life, of growth. Which obviously has its economic
connotations – in biotech for instance, where everyone constantly predicts the next great financial
bonanza. [3] The Research Triangle is banking heavily on biotech, as we shall see. Still there comes a
point when you have to ask the question: where does all this knowledge-driven growth really lead? When
the entire spectrum of human concerns, from knowledge and creativity to democracy, social justice and
ecological sustainability, is subsumed under the imperative of economic expansion, then the absolute
purity of the informational signal becomes indistinguishable from noise.
In the knowledge-based economy, growth just cranks up the volume of white noise. This is the most basic
idea I’m going to offer, inseparable from the pixellated images of the Triangle monuments. The
ever-expanding range of digital choice – starting from the 0/1 alternative which is the essence of
information – finally culminates in a meaningless blur.

Surface Illusions
Let’s begin our tour of the negentropic monuments like any good tourist would, with the new UED or
‘urban entertainment destination’ of the American Tobacco Historic District in Durham, right across the
street from the County Jail. Once a factory for poison products, now a veritable leisure campus, still
unfinished but already in full swing, it conforms in every way to Richard Florida’s descriptions of
successful urban theme parks for the creative class, combining luxurious consumption environments with
chic professional interiors, everywhere marked by the presence of art and design. Like any prosumer
paradise, it calls out to the intellectual side of you, it offers you informative lectures accompanied with
lunch or drinks, it includes an extension of Duke University, and mingles PR firms with perky restaurant
ideas – so you can do your corporate duty while having some innocent fun, or vice versa. In short, it’s a
perfect architecture for what I call ‘the flexible personality’. [4]
It’s fascinating to go into such a place as it is being built, to see the underside of the façade, the material
end of the immaterial labour, and then to follow the workers outside to the ‘ordinary’ city, which now
appears as an immense reserve of nostalgia and available space, ripe for gentrification. For your eyes
only, every dilapidated building, every vacant lot, can be a Disney-in-waiting, just as the ruined American
Tobacco factory once was. The whole seduction of the postmodern lies in its capacity to transform entire
urban environments into 3-D images. Your pupils become the cinematic lens, reshaping everything
through your own free experience. But back at the Historic District, paradox awaits: because this
narcissistic mirror is all under copyright, and if you take out your camera to fulfil your artistic aspirations,
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you’ll be rapidly hailed by a security guard and required to sign a contract restricting any use of the
images.

One could no doubt explore the ways that the exercise of copyrighted creativity gradually turns the open
space of experience into a labyrinth of obligation, constraint and submission, subverted but also
reinforced by the clandestine pleasures of immaterial piracy. It’s a perversely gratifying sort of game, with
which American academics will be all too familiar. This would be perfect material for yet another exercise
in what the literati like to call ‘theory’ – after all, we’re at Duke, the stomping grounds of Fred Jameson,
who wrote the definitive post-Marxist book on postmodernism. [5] But maybe that would be a bit too
much local colour.
What I really think is that in the Triangle all creation of images, and probably every activity subject to
copyright, functions primarily as advertising for the region, laying a seductive gloss over a more
fundamental vector of wealth production which arises from the patenting of technological inventions.
Between the two, copyrighting and patenting, there is a functional division of what has been called
‘immaterial labour’. That is, the creation of images still helps you to forget what’s really going on – even
if today, in the new version of the spectacle society, it will as often as not be yourself doing the creating.
And so it might be possible to say, in a very general vein, that there can be no critical approach to the
creative industries without a dissolution of the commodity veil that both conceals and reinforces the
relation between copyrighted image and patented technology.
But this kind of ultra-Leftist pronouncement is ultimately void without an examination of concrete
situations, which always evolve in time, following their intrinsic trajectories. So now we’re gonna have to
put some history in our postmodern geography.

Back to the Future
Research Triangle Park, or RTP, is a separated, isolated space designed specifically for patent production.
It was officially founded in 1959 as a non-profit foundation, charged with developing, managing and
gradually selling off a strip of unincorporated land four kilometres wide and fifteen kilometres long, close
to the airport, well served by freeways and theoretically just a twenty-minute drive from all the major
universities of the metropolitan area. This is the place that brought you Astroturf and the Universal
Product Code – but also 3-D ultrasound technology and AZT, the Aids treatment.
Initially it was conceived as a private venture, promoted by corporate officers of Wachovia bank and a
local building contractor with the benevolent support of the governor’s office, Duke University and the
University of North Carolina. [6] The loftier goals were to stem the tide of unemployment in a state
dominated by low-wage manufacturing and small-scale agriculture, and to halt the brain drain of educated
youth. However, its backers soon realised that only clear commitments from the state and the universities
would give corporations the confidence to locate their labs in a relatively unknown area of the American
South. Public money was therefore raised for the Foundation, and the non-profit Research Triangle
Institute (RTI) was installed alongside it, to perform contract research for government, business and
industry. The aim of RTI was to spark interest in the park from social-science faculty who might like to
try their hand at the messy practicalities of governance, while at the same time setting the example of a
functioning business, in the hopes of attracting private investors. IBM led the way, with the decision to
build a 600,000 square-foot research facility in 1965. Today there are some 137 corporate landowners in
the park. In addition to IBM, residents include Nortel Networks, GlaxoSmithKline, Cisco Systems,
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Ericsson, BASF, Eisai, Biogen, Credit Suisse and Syngenta, as well as a host of federal agencies. With its
nearly fifty-year history, RTP claims to be the premier science park in the world.

What you see on the tour is forest, parking lots, curving driveways, stop signs, heterogeneous buildings
and omnipresent warnings prohibiting photography – this time for reasons of corporate secrecy. The
architecture has a boxy, outdated look, recalling the shoddy modernist designs and Formica interiors of
the postwar era. There is no housing anywhere on the grounds, as the whole point was to avoid
incorporation into a municipality, and thus be able to offer tax-free status to the businesses. The original
guidelines called for no industrial production, but these were eased to permit ‘approximately 20%’
manufacturing activity – a figure which no one suspects the sprawling IBM plant of having ever
respected. Still the mainstay of the park is scientific innovation, recognised from the 1950s onward as the
major driver of advanced economies. The sylvan landscaping, vast green lawns and endless jogging trails
evoke the Apollonian imaginary of research in the fifties and sixties.
A building with the intriguing inscription of ‘Cape Fear’ – the name of a North Carolina river – revealed
nothing of any particular interest. Nonetheless, fear has a certain tacit currency at the RTP Foundation
these days. A graph entitled ‘Expected Results’, distributed to visitors, shows the sharpest-ever decline in
jobs in the park since 2001, as well as a pronounced flattening in the curve of R&D firms moving in.
While biotech and pharmaceutical companies remain strong, IBM has sold its manufacturing to the
Chinese firm Lenovo, Nortel remains mired in the scandals of the new-economy bubble and Cisco has
seriously cut back operations. The major upswing shown for the next six years, in dark black, is entirely
hypothetical.
A regional report, entitled ‘Staying on Top’, notes further job loss in the rest of the Triangle area. [7] Yet
another one analyses critical weaknesses with respect to comparable regions in the US: failure to meet the
needs of start-up companies, less opportunities for social interaction, a lower level of popular brand-name
recognition, an absence of networking and awareness-raising mechanisms to encourage the creation of
spin-offs. [8] To that can be added the transport crisis: freeway bottlenecks at quitting time, when 40,000
employees all simultaneously get behind the wheel.
To be sure, the last few open plots in the south of the park have recently been sold to massive financial
institutions such as Fidelity and Crédit Suisse, looking to install backup facilities in the woods, in case New
York is ever bombed again. But a bunker mentality is hardly a key resource for the overwhelming
priority that now obsesses corporate execs: namely, achieving the highest possible rank in global
competitiveness. The hope seems to be that solutions will come from elsewhere.

Great Expectations
Don’t forget you’re still on tour. Take the time for a leisurely stroll around the campus of the University
of North Carolina at Chapel Hill: admire the tree-covered grounds, the stately classical buildings. A blue
banner stretched between the columns of the School of Information and Library Science proudly reads:
‘Ranked 1st in the Nation by U.S. News and World Report’. Make no mistake, that ranking is
all-important. A little further on you’ll find what students call ‘the Pit’: a sunken plaza reserved for
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democratic expression, where a volunteer sandwich man gesticulates and vociferates, his personal
billboard reading ‘Trust Jesus, Fear God’. The link between an ostentatious quest for the highest economic
rank and an intimate desire for salvation was revealed long ago by Max Weber. [9] It has found an
extraordinary new field of expression in neoconservative America, where public mores were decisively
influenced in the 1990s by religiously oriented technophiles such as George Gilder. [10] All this has had
its consequences on education. The real ‘ruin in reverse’ in the USA today is the university, and the minds
it manufactures. The campus is the ultimate negentropic monument – the key resource on which the entire
Triangle concept was based.

The effort to restructure the educational system for a vastly more intensive production of patented
technologies dates from the late 1970s, when US corporations were perceived as losing technological
leadership to Japan. The problem, according to sociologists Walter Powell and Jason Owen-Smith, was
that at the cutting edges of industrial development, ‘research breakthroughs were distributed so broadly
across both disciplines and institutions that no single firm had the necessary capabilities to keep pace’.
[11] The solution has been to engineer a fusion between corporate appetites for technical innovation and
the university’s capacity to span the most diverse domains of fundamental research – often at enormous
capital expense, paid for by the public.
Two things were required for the transition from in-park secrecy to open cooperation between state,
corporations and civil society. The first was a way to keep the technologies acquired functionally private,
reserved for exploitation by a single licensee. The patenting of material formerly in the public domain
accomplishes this, with worldwide profits, thanks to the extension of intellectual property treaties under
the WTO. The second thing was a maximum of social legitimacy, a pure and unquestionable ideology of
direct benefits for everyone, to maintain an unruffled equilibrium among all the minds that are destined to
meet, even those still tempted to believe in utopias of technological progress for the whole planet. This
could be provided by the touchy-feely side of the new technologies, or what are now called ‘the creative
industries’. Yet if you look around the world, what mets your eyes is really an updated version of classical
imperialism, where intellectual property laws and IMF-guaranteed loans are used to extract profits from a
global ‘South of the Border’. Is it too much to speak of a white ideology?
What gets lost, in the meeting of minds under the aegis of a search for excellence, is exactly that sense of
utopian separation and critical reserve that campus architecture – and the whole concept of the modern
university – was designed to foster. The appearance of religiously backed neoconservativism as the major
US political actor in the post-bubble era, with its continuous injunction to ‘fear God’, has served above all
as a distraction from the psychic consequences of the vast social overhaul carried out by neoliberal policy
over the past thirty years, spurred on by a more basic narcissistic fear of competition from a distant,
abstract other – no longer Japan, but now the strangely Americanized clone of communist neoliberal
China.

Intellectual Incubators
The money’s the thing, where you’ll catch the conscience of the postmodern king. The same goes for
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educational reform as for genetic engineering. The archaeology of the public university’s ruin goes way
back to the invention of the Cohen-Boyer gene-splicing technique in 1973, and its privatisation by
Stanford’s patent administrator, Niels Reimers. A significant event because it involved not an application
but a primary research technique. And even more because of the enormous profits it netted: some $300
million in the 17 years before the patent’s expiration. [12] This is the figure that made the University
Patent Office inevitable.
The privatisation of research formerly held in the public domain has been a long process, whose major
phases have only recently been retraced. But there is a landmark piece of legislation in this story,
something like the genetic code of the corporate university: the Bayh-Dole act of 1980. [13] Passed in a
context of rising international competition and declining federal funding for education, it served to codify
the increasingly prevalent practice of patenting and commercialising publicly funded research. Exclusive
licensing of inventions would be legal, even encouraged; and the inventors would be allowed and even
required to take a cut of the profits. The keyword here is technology transfer, or the process of moving
ideas as quickly as possible from laboratory to industry. This transfer has spawned two new identities: the
professor as small-time entrepreneur, and the university as big-time business.
A glance at one of the University of North Carolina websites reveals the basic procedure: ‘The Office of
Technology Development (OTD) manages inventions resulting from research conducted at UNC-Chapel
Hill. OTD evaluates and markets UNC technologies, obtains intellectual property protection where
appropriate, and licenses these technologies to industry. OTD also assists faculty in obtaining research
support from corporate sponsors. OTD is dedicated to serving its faculty and helping corporations gain
access to UNC’s technological resources. This process works best when companies first identify specific
areas of scientific interest, OTD can then bring inventions to a company’s attention which specifically
match those areas of interest. We invite companies to get to know us and hope you will think of us as a
guide to the technology and collaborative opportunities available at UNC-Chapel Hill.’ [14]
In short, the university itself now takes charge, not only of the mechanics of licensing, but also of the
functions of what is known in business circles as an ‘incubator’, providing support to fledging businesses
in the start-up phase before they attain commercial success – or, more commonly, before they’re snapped
up by a major corporation.
To do all this has required a change in the institutional nexus that guides the activity of scientists, but also
a deep-running change in what Michel Foucault theorised as ‘governmentality’, i.e. the underlying logic
or common sense that structures individual modes of self-evaluation, of public expression, of relation to
others and to the future. [15] Nigel Thrift catches this imbrication of policy and individual subjectivity
very well, in his book Knowing Capitalism: ‘Nearly all western states nowadays subscribe to a rhetoric and
metric of modernisation based on fashioning a citizen who can become an actively seeking factor of
production…. And that rhetoric, in turn, has hinged on a few key management tropes – globalisation,
knowledge, learning, network, flexibility, information technology, urgency – which are meant to come
together in a new kind of self-willed subject whose industry will boost the powers of the state to compete’.
[16] The disinterested university becomes the active incubator of homo economicus.
In the case of a teaching school like UNC Chapel Hill, the payoff may appear slim: a measly $2 million in
2005, with a peak of around $4 million in 2004, sums still dwarfed by federal and state contributions.
Consider, however, how far the process of corporatisation has gone in nearby Duke University, an elite
private school which boasts the most romantic faux-Gothic architecture in the region. Duke is currently on
a building spree, thanks to the $2.3 billion it raised in an eight-year campaign; it leads all other American
universities in industry funding for R&D, obtaining approximately a quarter of its research budget from
corporate sponsorship ($135 million in 2005). [17] What’s more, it is now partnering with Singapore on a
seven-year, $350 million project to install a new graduate medical school in the Asian city-state, ‘as part
of a national strategy [for Singapore] to become a leading centre for medical research and education’.
‘They told us, you hire the faculty, you admit the students, but we’ll build it and give you total control’,
says a Duke spokesman. ‘It’s a very cool deal’. [18]
Little wonder that the theoretical infinity of biological growth – negative entropy – has fascinated
corporate capital for the last ten years. Given the way that American universities such as Duke are now run
– as incubators – deals like this could proliferate into the greatest exportation of governance that the world
has ever seen. Nigel Thrift lists no less than fourteen universities – including one each from France,
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Holland, Germany, Sweden and India – which have agreed to similar contracts with Singapore (even if
one, John Hopkins University, has since proved unable to uphold its end of the bargain). Thrift describes
the strategy of the Singapore Economic Development Board as consisting in: ‘the creation of a
“world-class” education sector which would import “foreign talent”, both to expose Singaporean
educational institutions to competition (thereby forcing them to upgrade), and also to produce a diverse
global education hub attractive to students from around the Asia-Pacific region. In theory this cluster of
educational institutions would produce and disseminate knowledge at a range of scales, supporting local
and foreign firms in Singapore, state institutions in Singapore, and firms and states in the South East, East
and South Asian regions’. [19] The big prize here is the China market, followed by India. The question is
apparently not whether Asians will get American-style neoliberal governmentality, but instead, whether
they will get it directly, or through a Singaporean relay.
In any case, there is now a huge market for the education of the flexible knowledge-worker. Such an
education is an export product for its chief supplier, the United States, with a profitable role left for all
kinds of intermediaries. One could make similar remarks about the role of Britain – the great promoter of
the creative industries – as a major relay in the transmission of ‘white noise’ from the USA to Europe.

The Final Frontier
Meanwhile, back in the metropolitan region where so many basic tenets of contemporary societal
planning were born, the problems that confronted the 1950s-vintage RTP science park are well on their
way to being solved. The driving force this time appears most nakedly at the third corner of the Triangle,
North Carolina State University at Raleigh. NCSU Raleigh is in the process of executing a full-fledged
vision of the future: the Centennial Campus, a perfectly integrated private-public partnership, explicitly
described as a ‘knowledge enterprise zone’, making the best of all corporate, governmental, leisure and
academic worlds. Every lesson from the long history of neoliberal planning, including the fluffier ones
more recently offered by Richard Florida, seems to have been applied. I quote from the project
description: ‘This “technopolis” consists of multi-disciplinary R&D neighbourhoods, with university,
corporate, and government facilities intertwined. A middle school, residential housing, executive
conference centre and hotel, golf course, town centre and recreational amenities will weave the campus
into a true interactive community…. The unique master plan for this environmentally sensitive, mixed-use,
academic village responds to the professional, educational and recreational needs of the University’s
faculty, staff and student body, as well as those of corporate and government affiliates whose presence on
Centennial Campus adds to its vigour and effectiveness’. [20]
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No longer an isolated, secluded activity, R&D is now proposed as a whole way of life, able to extract the
full spectrum of value from every creative person engaged in it. It seems that the final frontier of
knowledge-based capitalism – or the last natural reserve of energy to be exploited by the state and its
corporations – is you, your body, your intelligence, your imagination. The question is, what will you be
used for? Some inkling of the innovative possibilities that lie in wait at Centennial Campus can be gained
from the first completed facilities: not one but two Biosafety Level 3 laboratories, built with federal
subsidies as part of an effort to increase America’s readiness in the ever more likely event of bioterrorism.
[21] You guessed it, the growth market is potentially tremendous. It’s worth noting that this effort also
serves to bail out the failing biotech industry, which US economic planners have slated to replace
networked computer technologies as the new benchmark of technological superiority on the world
market. Indeed, Defence Department funding is an essential piece of the puzzle. [22] The ‘third leg’ of
the triangle that defines the meeting place of minds in the knowledge-based economy is militarisation,
which alone can provide the massive influx of subsidies on which private-public partnerships depend. But
the question of whether this kind of military-driven economic growth is viable, in the face of rising
hostility abroad and deepening inequality at home, does not seem to get asked in the US anymore.
While waiting to judge the lifesaving capacities of NCSU Raleigh’s unfinished biomedical campus, we can
get a whiff of the creative-industrial future from a news item on the NCSU Engineering website:
‘Sponsored by the Defence Advanced Research Projects Agency, the Grand Challenge competition was
created to answer a congressional mandate to convert one-third of military vehicles to driverless,
computer-driven mode by 2015′. [23] This is a nationwide program, conceived to mobilise an entire
population, from amateur computer geeks and small-town racing aficionados to corporate project teams
and university engineering labs. The Raleigh campus has been thoroughly hooked in. Already the road
tests of a lushly designed and specially modified Lotus Elise sports car are generating enormous
excitement, at least if you believe the PR campaign. But what this kind of remote-controlled creativity
conceals is a deepening militarisation of society, heralding not only the advent of robotised battles in
foreign countries (the only way to escape the shortfalls of a mercenary army), but also an increasing
regimentation of life on local streets. As the rhetoric continues: ‘The technology that will guide the Elise
through city streets may one day revolutionise not only the way the military performs missions but also
the way that commuters drive to work each day’. In other words, someday the steering wheel of your car
may be connected to a centralised computer, in the name of rush-hour efficiency. But by that point, what
else will be hooked in? The silver lining is that such an invention would finally solve the bedevilling RTP
traffic problems, and allow the would-be visionaries of North Carolina to make it back in less than twenty
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minutes to the Research Triangle Institute – which as early as March of 2003 had won its largest-ever
contract, worth over $400 million dollars, for the redesign of local governments in the fledgling
democracy of Iraq. [24]
So our tour comes full circle, back to its point of origin, just when the illusions of the creative industries
finally come to coincide with the meaningless economy of war. And it all works so smoothly, so perfectly.
Who knows? With the help of defence, academic and corporate contracts, along with a dash of aesthetics
and a few computer-piloted automobiles, the declining science park might still contribute to a future
World Government. Unless some more radically creative class finds the way to disconnect the dots of this
hell machine.

click the crystal ball to peer into the future

Epilogue
These reflections were inspired by an in-depth introduction to the Triangle region, offered generously by
the 3Cs Counter-Cartography Collective at UNC Chapel Hill. 3Cs is about permeability and difference:
students, professors, community members, political groups, distant interlocutors; labour, leisure,
professionalism, amateurism, discipline, organising, satire, statistics, subversion… They’ve created a
‘disorientation guide‘ to the school, with a definition of precarious labour on the back, and a cartographic
image stating that the university is both a ‘functioning body’ and ‘a factory producing your world’. [25]
It’s my belief that an extended network of such personal-political partnerships could throw the ruined
future of the world-factory into reverse, by dissolving the surface images and uncovering the triple
program of corporatisation, flexibilisation and militarisation that increasingly defines the shapes and
destinies of the knowledge-based economy. But to do so means establishing priorities that aren’t fixed by
an ideal of unsustainable and ultimately meaningless economic growth, and that aren’t pictured through
the seductive lens of PR and advertising. To do so, in other words, requires a kind of revolution.
The public universities – not only in the US, but everywhere – are the places to begin imagining an
entirely different future, a turn away from war and ecological collapse. And if it’s impossible to use them
for anything but intellectual property production and self-fetishization, then it’s time to start up free ones,
where there’s some room to think among the debris of the future. Every step through the postmodern
mirror offers our still-functioning bodies another chance to cut the signal, click off the automatic pilot,
give away the dots and open our minds to other possible worlds.
( Thanks to Claire Pentecost for the constructive critique. )
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3 Responses to “DISCONNECTING THE DOTS”
1. Michael Bacon Says:
February 27th, 2007 at 5:15 pm

A wonderful piece. I will likely write something more extensive in response on my own blog and
trackback it, but I wanted to leave a couple of quick notes here.
First, some basic edits: You name the school in Chapel Hill in its first introduction as “North
Carolina University,’ and in the Epilogue as “NCSU Chapel Hill.” Neither are correct, although the
first was used as an alternate name long ago. The strict name is the “University of North Carolina at
Chapel Hill,” although it’s commonly known simply as “UNC.” NCSU refers to its counterpart in
Raleigh, which was originally North Carolina Agricultural and Mechanical University, but hasn’t
been for nearly a century.
Secondly, describing both Durham and Raleigh as “historically black cities” misses the mark by a
bit. Raleigh, to my knowledge, has never even approached being a majority black city. I can’t
remember who coined the phrase, but at one point it was described as “a state capital surrounded by
mayonaise.” Its reputation has long been one of a staid, buttoned-down government town. Durham,
on the other hand, was for a period a majority black city, but never by overwhelming majorities
(56% I believe was the peak), and that was largely due to white flight to the suburbs, of course. I
believe the current percentages are around 48% black, 42% white, and the remainder a growing
Latino population with a smattering of various Asian populations.
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I’ll hopefully have a chance to respond to more of the substance of the piece later, rather than just
editorial comments. In particular, are you familiar, or possibly interested, in a recent fight between
local neighborhoods and Duke University over its plan to install a large, tax-free retail installation
on its campus? The text from neighborhood activists centered largely around the narative that Duke
wanted to exploit its non-profit status into a money-making venture, in which it would align with
corporate chains and gain an unfair advantage over a largely locally-owned business district nearby.
2. David Rollins Says:
March 3rd, 2007 at 10:18 pm

One correction — the park was not “promoted by the president of Wachovia bank”, but rather by
George Watts Hill, who founded Central Carolina Bank (now known as Suntrust). The other chief
promoter was Terry Sanford, who was NC senator, governor, and president of Duke Univ.
3. brianholmes Says:
March 11th, 2007 at 4:50 pm

Thanks for this comment, David, but I have what seems like a pretty good source, by Albert Link
and John Scott, who tell the story differently. In fact, I realize when going back over it that they
mention not one but 2 corporate officers of Wachovia Bank, one of whom, Archie Davis, ends up
being the guy who did most to promote the whole thing. Davis’ portrait hangs in the RTP
Foundation entryway. Wachovia still seems to be closely associated (I noticed cars marked
Wachovia in the parking lot of the RTP Foundation when I visited). So I’d be curious about these
other people you mention. I quote from the Link/Scott text and give the references below:
“In early 1954, Brandon Hodges, the state treasurer of North Carolina, Robert Hanes, the president
of Wachovia Bank and Trust Company, and Romeo Guest, a Greensboro building contractor who
some say gave birth to the idea of a research park in the triangle area, met to discuss North
Carolina’s need for industrial growth. Hanes, an extremely influential citizen, was not immediately
sold on the idea. In the fall of 1954, Hodges and Guest enlisted the support of key deans and
faculty at North Carolina State, and in December 1954, the group convinced Chancellor Carey
Bostian to take the triangle idea to Governor Luther Hodges. While the governor, like Hanes, did
not immediately see the potential of the idea for North Carolina, he was willing to commission a
concept report. The 10-page document, written by William Newell, director of the Textile Research
Center at North Carolina State, was delivered to the governor on January 27, 1955, and soon
thereafter the triangle idea became known as the “Governor’s Research Triangle” (Link 1995, p.
20).
“In April 1955, having solicited the support of Gordon Gray, president of the University of North
Carolina, and Hollis Edens, president of Duke University, Governor Hodges organized the Research
Triangle Development Council with Hanes as chairman…
“In August 1958, Governor Hodges and Hanes approached Archibald (Archie) Davis, also of
Wachovia Bank and Trust, to help attract North Carolina investors for the Pinelands Company.
Davis recognized that the Research Triangle had the potential to be extremely important for the
future economic direction of the state, and he realized that if the Triangle was designed for public
service rather than for private gain it would be much easier to raise money from corporations and
institutions that were interested in serving the state of North Carolina. Thus, he agreed to raise
contributions, as opposed to solicit financial investments, under the condition that the pledged funds
would be used to pay the Pinelands Company’s borrowed debt ($415,000), to finance the
establishment of a research institute ($500,000 estimated), and to construct a building ($250,000
estimated). In October, Davis presented this proposal to the Committee and it was accepted. He
began his fund raising efforts on December 1, and on January 9, 1959, Governor Hodges
announced that Davis had raised $1.425 million and that these funds would be used to acquire the
land assembled by Pinelands and to pass control of this enterprise to the recently constituted
nonprofit Research Triangle Foundation of North Carolina.”
Albert Link and John Scott, “The Growth of Research Triangle Park,” in Small Business Economics
20/2 (2003); at www.dartmouth.edu/~jtscott/Papers/00-22.pdf.
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It is hard to escape the grand statements: the world is getting smaller; we live in a global village;
speed-up has conquered distance; time, finally, has annihilated space. We read of the death of
distance, and that geography too is dead. (But then we are subjected, also, to assertions of the "end of
history").
Olympian claims about "eras", shifts between great periods of history, are always a bit dubious, not
least in their universalising pretensions. But recent changes do raise new questions.
One of the more thoughtful formulations about this supposedly shrinking world has been put forward
by Zygmunt Bauman (see "Time and space reunited [1]", Time and Society, 9/2-3, 2000). He has
argued that there has been a shift from what he calls "heavy modernity" to "light modernity". Heavy
modernity is territorialising and preoccupied with size. Light modernity is all about flow and
movement; it is fleet of foot. "It all changed", he argues "with the advent of software capitalism and
light modernity". And, he continues: "The change in question is the new irrelevance of space ... space
counts little, or does not count at all".
But what does it mean to "count"? For Bauman [1] here, things count if they are valued, in proportion
to the cost of their acquisition. Since it is so easy now to travel, space does not count for much at all.
"If you know that you can visit a place at any time you wish ... since all parts of space can be reached
in the same time-span (that is, 'no-time'), no part of space is privileged, none has a special value".
Bauman here is capturing something important: that dismal flattening of the planet into places to visit
("where shall we go this year?" "I've heard Mongolia is nice").
Doreen Massey is professor of geography at the Open University. She is co-founder & co-editor of
Soundings: a journal of politics and culture [2]. Among her books are For Space (Sage, 2005 [3])
and World City (Polity Press [forthcoming, 2007 [4]])
This essay is adapted from the first Open University radio lecture delivered at "Free Thinking [5]: a
festival of ideas for the future" in Liverpool, on 9 November 2006
The talk was broadcast on BBC Radio 3; a transcript is here [6]
Bauman's argument, of course, is not entirely right - though not in ways that immediately bring much
cheer. It is not true that all places are reachable in the same time-span ("no-time"). There's been a kind
of crumpling, a topological scrumpling, of space. New York has been brought closer to London than
has Alma Ata, though in miles they are equally far away (or near). Cyberspace, and the instantaneous
spaces of finance, each has its internal, unequal, geographies. The centralisation of fast travel through
hubs has rendered some places in-between all the harder to get at.
As Dea Birkett [7] wrote of the Pacific (the ocean assumed to be taking over from the Atlantic as the
centre of this shrinking world):
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"The borders of the world's greatest ocean have been joined as never before. And Boeing
has brought these people together. But what about those they fly over, on their islands
five miles below? ... Air travel might enable businessmen to buzz across the ocean, but
the concurrent decline in shipping has only increased the isolation of many island
communities ... Pitcairn, like many other Pacific islands, has never felt so far from its
neighbours".
It can feel much the same when the local railway service is cut back. The mobility of some is
countered by, and can reinforce, the relative immobility of others - those who are visited but do not
visit, those held up at frontiers, those immobilised in place.
The encounter with difference
But it is also more than this. Space does in fact continue to "count", and it does so because space is
more than distance, certainly more than the physical distance of miles or kilometres.
If time is the dimension of change and succession, then space is the dimension of simultaneity. It is
the dimension of contemporaneous co-existence. It is the dimension of the fact that, as I write this one
morning in Kilburn, north London, there is right now fighting in the southern Philippines (I will learn
about it later), right now in southern Africa women's daily struggle for water and life is underway,
right now in the squatter settlements of the great cities of Latin America poor children are gearing
themselves up for another day.
Space is a simultaneity of stories-so-far; it has the dimension of multiplicity. While air travel, and
emails, and cyberspace, may certainly - though differentially - reduce the costs and effects of physical
distance, these do not in any way abolish multiplicity. A telephone call may be instantaneous, the
distance between us may be for a while reduced, but we are not merged into one entity.
Space, then, is the dimension of the social: it presents us with the existence of others (see Doreen
Massey, For Space [8], 2005). "Visiting" a place, as in Bauman's scenario, is more than just getting
there. Visiting is a practice of engagement, an encounter with others. It is in that process of
establishing a relation that the "cost" (and the value) can be measured.
Susan Sontag offered the tangential but tantalising reflection at the end of her resonant essay Trip to
Hanoi (1968) [9] that the world seemed larger to her than when she had arrived.
This is social distance, cultural distance. It connotes those gulfs that can exist in the understanding
and the experience of the world. This is the discontinuity, the disruptedness, of space. It happens at all
scales. You never know quite what even the person next to you, whom you know so well, is
thinking, feeling (a penny for them?). Maurice Blanchot [10] has written of this: that in the very
moment of the meeting, a gap, a rupture, remains. How much more this was and is so in the Sontag
[11] situation ....
What does it mean to say you can "get to" the southern Philippines, southern Africa or Latin America
in five, ten or fifteen hours? What is it to be "there"? What distances must be crossed? How long
might that take? And at what "cost"?
In the thesis of the shrinking world, because "we all" have mobile phones, drink Starbucks coffee,
these differences are underplayed. The George W Bush-Tony Blair global project fails to understand
(or refuses to respect) the depth of variation (cultural, economic, political) between the multiple stories
whose contemporaneous coexistence makes up our spatially differentiated "now"'.
As inequalities that this project creates deepen around the world, what is it for Bill Gates, or a
middle-class metropolitan from the rich world, to "visit" Mike Davis's [12] planet of slums? If space
is about the simultaneity of difference, then it cannot be annihilated by time. Quite the opposite - it
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poses a challenge: the full recognition of the contemporaneous existence of others. In that, there is still
much work to be done.
Indeed, there are many who argue that this is in fact a spatial era. Bruno Latour [13], in a proposal for
"a philosophical platform for a left European party" (1998), writes [14]: "I have the feeling that we
are slowly shifting from an obsession with time to an obsession with space".
This is the curious irony of the "death of geography" thesis. For in fact it is time (travel time,
communication time) that is being reduced, not space. On the contrary, there is more "space" in our
lives; the reach of our connectivities and interactions, the geographies of the dependencies and effects
even of the most quotidian aspects of our lives (so that no longer can we equate the everyday with the
scale of the local), have expanded dramatically. The really serious questions that are raised by
speed-up, by "the communications revolution" and by cyberspace are not whether space will be
annihilated (it won't) but what kinds of new spatial configurations are being constructed and whether
we can face up to the real challenge of space: the encounter with difference.
Evasive imaginations
The truth is that we persistently evade the challenge of space. We adopt, often even without meaning
to, alternative imaginations that deflect the reality of multiplicity. Little imaginative manoeuvres that
make it easier to live in the world.
The notion of a shrinking world is precisely such a manoeuvre, projected above all in aid of the
project of "Davos man": that new global elite [15] of neo-liberal wealth and its cheerleaders,
represented by Bill Gates's and Nicholas Negroponte's digital future, and Thomas Friedman's [16]
"the world is flat". Their world (of business, of virtual communication, of touchdowns in selected
technological hotspots in the global south) is presented as the world.
In their world distance is always a burden (already, in Being Digital [17] [1995], Negroponte was
writing of the "limitations" of geography); there is no question of the pleasures of movement or
travel. And the aim is to "unearth" us, from any form of embeddedness, indeed from the planet itself.
The associated rhetoric of "level playing-fields" and flat earth (yes, the earth is now flat as well as
shrinking - soon it will eat itself up into a black hole) eradicates the historical depth of any cultures or
histories that are not theirs.
Another such evasive imaginative manoeuvre, with similar effects, is to turn space into time,
geography into history. For instance, when faced with questions about the poverty and inequality that
exist within today's neo-liberal globalisation (for evidence, see the annual United Nations
Development Programme [18] reports), the reply so often comes: do not worry, they are just behind,
they will catch up.
The assumption of this form of globalisation is that the whole world is headed along the same path. In
such a framing imagination the whole uneven geography of the world is reorganised into a historical
queue. Geography (a spatial simultaneity of differences) is turned into history (seen as a single
succession). Both space and time suffer here: on the one hand the contemporaneity of space is
obliterated, on the other hand temporality is reduced to the singular. There is one historical queue (one
model of development, say), and it is defined by those "in the lead" (there is one voice).
An evident result of this manoeuvre is that those supposedly "behind" in this queue have no
possibility (no space, precisely) to define a path of their own. Their future is foretold. Maybe they
would not wish to follow where the "developed" west has led. It is this framing evasive imagination
that underpins the assertion that there is no alternative.
Another result is the obscuring of the evident fact that the inequality and poverty in the world are
being produced now, in part as a structural fact of this form of globalisation [18] (thus making it less
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likely that a majority of others can "catch up"). And in the same manoeuvre this evasive imagination
cunningly ignores our own implication within the production of that inequality now.
However, and most relevant to the argument here, this turning of geography into history also reduces
- makes more bland and less pressing - the way in which the differences between us are framed (the
differences between, say, Davos man [18] and those in the planet of slums, between Susan Sontag
and the citizens of Hanoi). That unfathomable difference is reduced to place in the historical queue.
The role of culture is reduced to decorative local colour, recruited as part of the inter-place competitive
package.
This is an utter denial of the depth and reality of other stories, other trajectories. It is, indeed, a way of
imagining that the world is smaller than it is. Moreover, the positioning of the different as somehow
in the past denies equal standing; it is a form of belittlement, a denial of what Johannes Fabian (in
Time and the Other: How Anthropology Makes Its Object [19] [1983] called "coevalness").
Just to be clear: the argument here is not against any notion of "progress" or "development" tout
court. All the obvious points are real: clean water is better than dirty water, shelter than exposure,
education than ignorance. (The problems lie with the singularity of their assumed form, and with who
it is that gets to define that form.) The aim here is, rather, to point to the apparent scariness of a real
recognition of the spatially differentiated now, and our implication in it, and to point to those little
manoeuvres we will adopt, the "political cosmologies" (Johannes Fabian [20], again) that we will
conjure to avoid looking at it full in the face.
How exclusion works
A public argument about the "Bushmen [20]" of the central Kalahari desert, modern Botswana,
illustrates something of this. In a debate about development in Botswana in March 2006, the British
politician Jenny Tonge (a Liberal Democrat, and member of the upper chamber of parliament, the
House of Lords) characterised the Gana and Gwi people as living "in the stone age" (see "We need a
proper debate about indigenous people [21]", Guardian, 24 March 2006). Although this description
was mobilised, as it so often is, in defence of a particular mode of development, it is not that that
concerns me here. Rather it is the characterisation itself.
"Lady Tonge", reports George Monbiot, "later explained that she used the word primitive to mean
belonging to 'another age'." (see George Monbiot, "Who really belongs to another age - bushmen or
the House of Lords? [22]", Guardian, 21 March 2006). But this is precisely the point. The Gana and
the Gwi are - as Tonge later admitted - organising their way of life today, right now as you read this
piece.
In the subsequent flurry of correspondence, a letter from Jumanda Gakelebone and Roy Sesane, of
the First People of the Kalahari, captured some of the issues:
"We, as the organisation of Bushmen of the Central Kalahari in Botswana, are very
offended by comments made by Jenny Tonge ... that we are 'mesolithic', or middle stone
age. She says it is not an insult. But if you call someone stone age or primitive, it sounds
like you think they are inferior to you. As a matter of fact, we use radios and some of us
have mobile phones. But that is not the point. We just want the opportunity to be allowed
to choose our lifestyles. We want to go back to our land to be with our ancestors and we
want to be allowed to live there in peace by hunting and gathering - not as 'exhibits in a
museum', but because it is a very clever way to survive in the desert. Tonge obviously
does not respect us enough to think we know how to choose what is best for ourselves."
(Guardian, letters, 25 March 2006).
Regardless of which "side" you take on the more appropriate form of development (and I am not
competent to judge) this mode of denigration by relegation to the past, as opposed to the respect
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demanded by the recognition of contemporaneous, though different, existence, is a failure to
recognise fully the spatiality of the planet.
It happens all the time, and in a multitude of ways. Tony Blair's constant mobilisation of the term
"modernisation" in the singular, as if there were no other way of going forward than the one he
proposes, and his characterisation of anyone who opposes him as stuck in the past, is another
example. It is an assertion that there is only one story to be told, only one history to be made; and it is
a refusal to engage in debate with the - evidently existing - alternatives. The world is not getting so
small that there is room for only one story.
A final example of this powerful mentality and discourse struck me forcibly at the time when George
W Bush was re-elected in 2004, many commentators of a more liberal persuasion were negligent in
their characterisation of that base of support that was church-going, family-orientated, anti-feminist,
jingoistic, homophobic ...(one could go on). The tendency was to express astonishment, to consign
these views to some archaic past (if only); how could they possibly be like that in the 21st century?
This is inadequate. First, it is to deny their actually-existing difference; it is in that sense to display a
lack of respect. Second, the proper and potentially more fruitful disagreement with these positions is
not on grounds of "'old-fashionedness" but on grounds that are political. Third, simply dismissing
such views as passé ignores the forces that have contributed to their production, and thereby deprives
us of any political purchase upon them.
A need to look outwards
It could be argued that there is today already much attention paid to difference - too much, in the
opinion of some. There is a constant preoccupation with multiculturalism, with the inevitable
hybridity of everywhere, and with the supposed dangers of universalisms of all sorts. The processes
involved have both liberated and carried their own dangers (of fragmentation, of relativism, of parallel
lives).
It is a different point that I want to make, however. For, I would argue, a lot of this attention to
difference has been inward-looking - another effective way, as it turns out, of reducing the
dimensions of the world. Too often the question of difference, of cultural diversity and of the
coexistence of otherness, is approached in terms of the world coming to us.
I could cite a hundred such evocations, but here is just one:
"Cultural diversity is not a phenomenon of exotic and incommensurable others in distant
lands and at different stages of historical development, as the old concept of culture
makes it appear. No. It is here and now in every society" (see James Tully, Strange
Multiplicity: Constitutionalism in an Age of Diversity [23], Cambridge University Press,
1995).
Note the phrase "the different stages of historical development'". There is no doubt that cultural
diversity, on a myriad of dimensions is, in part and increasingly, internal to individual societies. That
is the principal experience of it for those who live in the metropolitan West. But it is implacably also,
and still, a question of different others in distant lands. It is the same with that oft-used phrase about
"the margins invading the centre" (to refer to migration from the majority world). There has of course
been movement, but most of "the margins" still live "in distant lands" - the global south is indeed the
majority world.
Debates over the politics of our cities are utterly imbued with this inward-lookingness. While
attention is paid to the diversity within - and quite rightly so - there is a blithe obliviousness to the
wider planet upon which our urban lives depend. The most glaring example in Britain is that of
London. It is justly celebrated for its mixity, for its everyday ability to rub along together, for what
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Paul Gilroy [24] calls its "convivial culture".
In the aftermath of the 7 July 2005 bombs in London [24], everyone - from Ken Livingstone to the
Evening Standard (and that is quite a distance) to Ben Okri - both celebrated this and insisted that it
would continue. It is, indeed, and in spite of the racisms and discriminations that nonetheless
continue, a considerable achievement: a real negotiation of place in a globalised world. Ben Okri [25],
in Trafalgar Square on the day of remembrance, reworked a poem [26] which contained the lines:
"Here lives the great music / of humanity". In this sense, truly, the world is getting smaller.
Yet London is also the place where neo-liberalism began to stir, and from where it is now, in part,
organised and disseminated around the planet. It is, precisely, in its global citydom at one end of a
host of practices and relations - of finance and investment, and disinvestment, of hedge funds (the big
thing now), and of currency dealings which make or break countries and communities in those
"distant lands". (At the same time, it is indeed home to many of those who talk to us of shrinking
worlds and level playing-fields.)
In the most mundane of ways, London could not survive a day were its relations with those places to
be cut off. And yet so many of us, and indeed the politics our cities, live in utter forgetfulness of this,
those wider geographies of difference (for a consideration of a potential politics to address this, see
Doreen Massey, "London inside-out", Soundings: a journal of politics and culture [27], 12 /2006.)
If the world seems to be getting smaller perhaps it is in part because we don't look, or listen, or
(precisely) take enough time; or because we focus on the world coming to us at the expense of
looking outwards. It is impossible to be aware of all those other stories going on "right now", as we
struggle on with our lives. But that is not the point. Rather it is a question of the angle of vision, of a
stance in relation to the world, an outward-lookingness of the imagination.
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J. Meredith Warner
Director for the Investigation of Neutrality and Palatability
of the Think Tank which is yet to be named
There is a fervent conversation underway in the city of Philadelphia having to do with the city's future. Art and
culture has become a rally cry for the cheerleaders of tourism (our last hope for economic prosperity). So artists,
their products and the places they settle are being watched, monitored, cultivated and even fabricated. The
strategies of the Creative Class model has infected declining cities with the hope of fast cash by way of the lure of
the tourist's dollar, and an influx of newbies looking for a "cool" city. Artists, who often occupy the unintended
position of "settler," are proving to be successful bait for the gentrification of neighborhoods.
The following articles were a portion of the Evidence provided by this Director, as testimony during the Public
Hearing held by the Coalition of Inquiry into the State of the Future in March of 2007. The Public Hearing
investigated the ways in which our futures are envisioned, examining topics from the notion of civic engagement
to corporate strategies in community building to the role of art and artists in the marketing schemes of the City of
Philadelphia. Most importantly, this hearing began to look at what development is, what it means, who drives it
and who is effected by it.

Summary of Exhibits:
EXHIBIT A (page 3)
"Next Great City: Philly, Really" by Andrew Nelson, National Geographic Traveler Magazine, 2005
This is the initial text that deemed Philadelphia to be the "Next Great City." The article, now two years old, is still
sparking the imaginations of writers, developers and politicians hoping to bring Philadelphia back from the
brink. Our city has one of the highest rates of gun violence in the country and is currently outpacing last years
death toll. We are also still feeling a slow population decline, this year being replaced as the fifth largest city by
Phoenix, Arizona.
EXHIBIT B (page 8)
"Excitement, yet anxiety" by Chris Satullo, The Philadelphia Inquirer, January 2007
Chris Satullo is the editorial page editor for the Philadelphia Inquirer who has spurred a project called "Great
Expectations: Citizens Voices on Philadelphia's Future." As part of this exercise in civic engagement, residents are
supposed to write "The History of the Future" for "Philadelphia: The Next Great City." This process has
generated fictional letters to fictional friends, telling them why they should move to the city. Mr. Satullo
simultaneously exalts the greatness of the neighborhoods, only to refer to the citizens themselves as clannish. He
also has deemed Philadelphia, "Negadelphia," for its own special sense of self-loathing. He is a fan of grit.
EXHIBIT C (page 10)
"Philadelphia Story: The Next Borough" by Jessica Pressler, The New York Times, August 2005
Not the Next Great City, but the Next Borough-- this article introduces us to a group of Brooklyn transplants who
got priced out all the way to Philly. Now they are "selling" Philadelphia, to try to coax their friends to come here.
It refers specifically to the "artist enclaves,” the "anti-scene," and the "blue-collar scrappiness." Each are apparent
as selling points.
EXHIBIT D (page 12)
This is a series of quotes from a variety of articles that track the word "gritty" as a way to describe a neighborhood
or city.
EXHIBIT E (page 14)
"Arts and Culture in the Metropolis: Strategies for Sustainability" by the RAND Corporation
RAND is a non-profit think tank that provides "policy and decision making through objective research and
analysis." This study was commissioned by the Philadelphia Cultural Alliance and the William Penn Foundation.
It looks at possible strategies where art and culture can "flourish" which is said will give Philadelphia a
"competitive edge."
EXHIBIT F (page 16)
"Study urges help for city arts" by Julie Shaw, The Philadelphia Inquirer, March 2007
This is an article about the RAND study (EXHIBIT E) urging that the city should promote its thriving scene. It
speaks of the close integration of arts into neighborhood revitalization projects and that the study should serve as
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a "call to action for government, the corporate sector, nonprofit groups and the arts community to work more
collaboratively."
EXHIBIT G (page 18)
"Arts, culture make city truly special" by Peggy Amsterdam, The Philadelphia Inquirer, March 2007
Peggy Amsterdam is responding in the form of a fictional letter to a fictional friend for Chris Satullo's "Great
Expectations" project (EXHIBIT A.) She is the President of the Greater Philadelphia Cultural Alliance, funder of
the RAND study (EXHIBIT E.) She uses the opportunity to describe the benefits of our "truly special" arts culture,
and "welcomes young, creative people" to come here to work and get involved. The letter serves the specific
purpose of an attempted lure of the young and creative.
EXHIBIT H (page 19)
Gallery Notes to "Locally Localized Gravity" by Jenelle Porter, Elyse Gonzales and Naomi Beckwith of the ICA
Philadelphia
This is the gallery notes provided as an introduction to the show "Locally Localized Gravity," at which the Public
Hearing by the Coalition of Inquiry into the State of the Future took place. The gallery notes also act as bait,
referring to Philadelphia's "affordable real estate," "gritty DIY attitude", its "anti-scene" and the "constant influx of
young artist."

Persistent language loops under investigation
• great (The Next Great City):
What is greatness and how do we define it? How is Philadelphia suffering from non-greatness? What will
this future greatness look like?
• affordable (cheap digs, affordable real estate, livable, affordable quality of life)
Affordable for who? While the low income resident (assumed to be natives) were ignored in the scheme for
our "Next Great City", they are mythologized repeatedly for providing the neighborhoods with a sense of both
authenticity and grittiness.
• sustainability
A word that was commonly use in reference to Green culture, has become a descriptor of arts and culture
communities. What are we trying to sustain? The existence of working artists or the economic system that is
fed by cultural institutions?
• newbie (newcomer, urban hipster, smart creative people, young creative people)
Newbie is used to describe people who are moving into the city from elsewhere. For the purposes of this
investigation, newbie tends to focus on individuals that are not just new to the city, but are young, creative,
and somewhat transient and non-committal.
• gritty (blue-collar scrappiness, gentrifying blue-collar, integritty, "Grit is good. Fabulous, funky, ugly, or
crazy—grit provides color and makes life exciting")
Grittiness is part of a language loop that seem to signal a kind of ripeness. It marks a neighborhood as not so
rough to be the "hood" but not so oversaturated that it had already become unaffordable. It is the maintenance
of a certain level of the old neighborhood aesthetic, enough to still feel authentic—not yet homogenized.
• scene (anti-scene, thriving arts scene, effervescent social scene, local arts ecology, flourishing cultural scene,
urban vibrancy, arts community)
The scene or anti-scene are those in the know. They follow the trends, they know where its at. It may also refer
to a cluster of hipsters, those who are young and hip or those with a sense of creative energy.
• authentic (real)
For the purpose of this investigation, the authenticity of Philadelphia seems related to the maintenance of grit.
Authenticity seems to be a lure, perhaps to those who believe their previous homes are somehow inauthentic
or unreal.
• collaboration
Collaboration is suggested as a way to join the “arts community” to other entities and utilizes its skills. Those
other entities seem to range from corporations, to other cultural institutions, to neighborhood revitalization
projects.

• cool (un-cool is the new cool, young and hip, sense of creative energy, truly special, distinctive, funky)
Descriptive language for the city, the scene and the individuals.
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EXHIBIT A
Submitted into Evidence by Meredith Warner, Director of the Department for the Investigation of Neutrality and
Palatability, part of the Think Tank that is yet to be named.
PUBLIC HEARING - March 9, 2006
Coalition of Inquiry into the State of the Future
ADDITIONAL INFORMATION:
This may be the first mention of Philadelphia as the Next Great City
EVIDENCE:
Next Great City: Philly, Really
2005 – National Geographic Traveler Magazine
Text by Andrew Nelson
After decades of relative obscurity, Philadelphia, a classic American city, is ready to step back into the national
limelight.
You don't usually don white tie and tails for a birthday party, but then, how often do you celebrate the birthday
of a hotel? Yet, here we are—me, Walter Cronkite, and 1,854 other guests assembled to help blow out the candles
for the hundredth anniversary of the opening of Philadelphia's Park Hyatt at the Bellevue, "the grand dame of
Broad Street." As the crush in the lobby grows, I seek refuge from Philadelphia's elite on a spiral, marble staircase
from which I can survey the scene. F. Scott Fitzgerald got it wrong, I think. There are second acts in American
life—for hotels, certainly, and, yes, for entire cities.
When the (then) Bellevue-Stratford debuted in 1904, the elegant, 1,170-room French-Renaissance wedding cake
embodied Philadelphia's status as one of America's premier metropolises. But as the decades passed, the
Bellevue, and Philadelphia itself, lost their sheen. In 1976, Legionnaires' disease killed 29 of the Bellevue's guests,
and the hotel closed for over a decade. That same year, Sylvester Stallone's Rocky brought worldwide exposure to
the City of Brotherly Love—but as a synonym for gritty urban decay. Indeed, residents were fleeing the city's core
just as more vibrant urban areas were coming into their own.
My theory is that, like dogs, each city has its day. In the 1960s, people flocked to San Francisco; in the '70s, Dallas
and Houston got hot; during the '80s, it was Miami, full of vice and sockless loafers; in the '90s, grungy Seattle
became Nirvana. Now, in the new century, the Bellevue is back, and it's Philly's turn for the limelight.
"I've long thought of Philadelphia as the Next Great American City," says Tony Goldman, a real-estate developer
who invests in nascent urban neighborhoods in Lower Manhattan, Miami Beach, and, more recently, here in
Philly. "But it's just now being recognized and celebrated for it."
Moreover, says urban planner Richard Florida, who wrote The Rise of the Creative Class, Philadelphia is showing
itself to be an "open city," a term that separates America's urban dynamos like San Francisco and Miami from
struggling cities like Cleveland and St. Louis. "Open cities welcome people—singles, gays, artists and
individuals," he says. "They have excitement and a sense of creative energy."
For years, I've been hearing great things about this city of 1.4 million on the Delaware and Schuylkill Rivers.
Newspaper articles speak of innovative development projects. Friends return from visits amazed that the
nightlife is actually lively. "It's no longer D.C. on a bad hair day," as one jokes.
Philadelphia, I discover, comprises 152 distinct neighborhoods, ranging from working-class South Philly to
yuppified Manayunk to ivied University City to up-and-coming Northern Liberties and Fishtown. But it is the
Center City, the heart of downtown, that's energizing the rebirth. Trendy restaurants and condominiums abound.
A soon-to-be-completed Cesar Pelli skyscraper, the Cira Centre, just across the Schuylkill River, forms a daring
twist in the cityscape. The striking Kimmel Center, with its digital-age design, is the new home of the
Philadelphia Orchestra.
Philly, the only U.S. venue chosen for Live 8, last summer's multinational rock concert, is clearly on a roll. The
city's official promoters have been aggressively marketing it to everyone from Canadians to gays to MTV execs.
There's more to Philly, you'll hear, than Independence Hall and the Liberty Bell. Like public art? Philly has some
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2,400 murals. Razzle-dazzle? At the National Constitution Center museum, the nation's most hallowed document
is celebrated with Vegas-style glitz. Street parties? Odunde, an annual Nigerian-inspired summer festival, attracts
over 300,000 revelers. Enough visitors heed Philly's call that Southwest and Frontier airlines started service here
last year, and the cruise terminal on the Delaware now offers 32 annual sailings.
A few months after the Bellevue bash, I step into the Pennsylvania Academy of the Fine Arts to see an 1822 selfportrait by Charles Willson Peale. The artist depicts himself raising a curtain, beckoning visitors into his
Philadelphia museum. Inspired, I've enlisted modern Philadelphians to lift the curtain on their city for me.
I MEET KYLE FARLEY IN A coffee shop, appropriately enough, in the Bellevue's lobby. He looks more urban
hipster than history scholar. Farley runs Poor Richard's Walking Tours, devoted to bringing Philly's past to life.
I'm game.
Striding down Market Street, we pass the old Wanamaker's department store, now a Lord & Taylor's, where
shoppers of the mid-20th century might have bought the Stetson hats, Philco TVs, and Flexible Flyer sleds made
in local factories. Philly was called the "Workshop of the World," Farley says. But by the 1970s, the world had lost
interest in products built here. One by one, many of Philly's factories closed. Neighborhoods collapsed. The city's
population, which peaked in 1950 at 2.1 million, dropped to 1.4 million by 2003.
But, Farley explains as we traverse Washington Square, Philadelphia had a saving grace. "The grid laid out by
founder William Penn in 1682, two miles long and one mile wide, is still here, making Center City the most
walkable district of America's big cities. Everything you'd want is within a short distance." That convenience is
drawing many businesses—particularly retailers—back.
Another gift from the past, Farley goes on, is Philadelphia's humongous stock of stately old buildings, mostly
from the 19th century. To illustrate the point, he leads me into a popular clothing boutique occupying the former
Van Rensselaer mansion, built in 1898 by a wealthy family. I wonder how they would react to having lingerie for
sale in their living room.
"Recycling buildings is called adaptive reuse," Farley says, "and in Philadelphia there's a huge amount of it to
reuse, not just gorgeous Victorian neighborhoods on tree-lined streets but also factories, breweries, old
banks—these can be turned into all sorts of things."
The structures' quirks are part of their charm. Tony Goldman, who's redeveloping a Broad Street neighborhood
he calls B3, tells me later: "Grit is good. Fabulous, funky, ugly, or crazy—grit provides color and makes life
exciting."
I'M HANGING WITH CHEF Martin Hamann of the Four Seasons Fountain restaurant. We're strolling Reading
Terminal Market—open since 1892 and housed beneath the terminus of a railroad made famous by the Monopoly
game. The market, which wilted like week-old lettuce back in the 1970s, has made a remarkable rebound. The
train shed above has morphed into the grand hall of Philadelphia's enormous convention center. The market
below is now a gourmet free-for-all filled with hubbubbing shoppers and stalls bulging with everything from
caviar to Amish donuts. "Now, great food is available here on a daily basis again," Hamann says.
"Move it, big guy," a vendor wheeling crates of oranges yells at me good-naturedly. I jump back. The bustle
around here is exhilarating.
So is Center City's delightful variety of dinner restaurants, whose numbers have more than tripled since 1992, to
201, many of them occupying recycled buildings. Restaurateur Stephen Starr's 12 Philly eateries, for example,
with names like Striped Bass, Tangerine, and Buddakan, inhabit such structures as a former ad agency and a
bank.
Lifelong residents can't believe their luck. "When I grew up, there were three kinds of restaurants in
Philadelphia—steak, steak, and fish," gallery owner Rick Snyderman told me earlier. "Now the city's wide open
when it comes to food."
When chef Hamann and I return from the market, he serves me his reinvention of the Philly cheesesteak. He's
reimagined the local icon as a spring roll, with the standard chopped steak and American cheese wrapped like a
Chinese treat instead of stuffed into a sandwich. As Philadelphians know, you eat your cheesesteaks—even this
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newfangled variety—leaning over, so nothing falls onto your shoes. It isn't decorous. But it is delicious. I have
two.
The renaissance of Philadelphia restaurants goes hand in hand with the revitalization of its neighborhoods, John
Mariani tells me later. "Restaurants throw light on streets," says the Esquire food critic and co-author of the
Italian-American Cookbook. "Sometimes a single restaurant can revitalize a whole section." Enterprising
restaurateurs like Susanna Foo and her Walnut Street eatery, Georges Perrier and his Le Bec-Fin and, of course,
Stephen Starr, are bringing the City Center—and Philly cuisine—back to eminence. "It's back, big time," Mariani
says.
ON THE FIRST FRIDAY of every month, the art galleries of the Old City—a dense cluster of 19th-century
buildings near the Delaware River—throw open their doors to all comers. This has created an effervescent social
scene, helping to jumpstart the revival of the Old City. Now, arguably, it's the liveliest urban neighborhood
between SoHo in New York and SoBe in Miami. The area, with its 84 colleges, has more students—some
290,000—than Boston, making Philadelphia a bona fide playground for the young.
My guide tonight is Brandon Joyce, the 27-year-old self-described "mayor" of the South Philadelphia Athenaeum,
a group of 30 twentysomethings working and playing in a 13,000-square-foot warehouse. "We're the real 'Real
World,''' he says of the group thriving on Philadelphia's cheap digs and creative juices.
We join the streams of gallery-hoppers on the sidewalks. Unlike New York's, the Philly art scene is less air-kiss
glamour and more come-as-you-are open house. Kids piggyback on fathers' backs, grandmothers converse with
tattooed sculptors, and the galleries' old floorboards groan beneath the crush of people.
Joyce is eager to find a concert he's heard about, and we head into nearby Chinatown to find it. As we wander the
back streets, where posters advertise $12 bus rides to Manhattan, Joyce talks about Philly's allure.
"I love the excitement in the air here—and the smell," says the philosophy grad. "There's a palpable smell from
peoples' collective moods."
I'll grant him that, though I smell only egg rolls and beer. Then, suddenly, we're at the concert—and within
eyeshot of City Hall, bathed in white light. Atop its crown is William Penn, all 27 bronze tons of him, peering out
above the knot of young people. We enter and climb four flights to the performance space. The warm-up act is
local painter Shawn Thornton and his homemade electric zither bass. Thornton is a proponent of Noise, a new
rock genre that sounds like plain racket to me, though my Gen-X host can't get enough. I escape into an adjoining
gallery and glance out the window once more at Philadelphia's founding father. From this angle, Penn looks
bemused, like a host whose party didn't quite turn out as planned but is fun nonetheless.
WITH HER TOUSLED BLOND hair and cat-eye glasses, and dressed in stripes, paisleys, and polka dots,
Elizabeth Fiend looks like she hatched from a church basement rummage sale. This punk rock version of Martha
Stewart hosts "BiG TeA PaRtY," a public television show charting Philly's sprawling street life and politics (and
offering cooking tips). I join Fiend to tour South Philadelphia, the city's famed working-class Italian
neighborhood. We navigate our way to the Italian Market, redolent of fish, woodsmoke, and anise.
"There's only one way to do things around here," Fiend says of her neighborhood. "Their way. That's the Philly
"addytude"—a type of honesty with a tough-guy edge."
I get a helping of Philly addytude while ordering a hoagie at Chickie's Italian Deli. Though it's only 3 p.m., and
the place is packed with patrons, Chickie's will close in an hour. "It's not about maximizing profit," whispers
Fiend. "They don't like working nights. They close each day at 4, or when the bread runs out, whichever comes
first. But the food's so good, you work around that."
"Small?" barks the counterman.
"Okay," I gulp, "roast pork and...." I see a choice of cheese on the menu. "Make that sharp provolone." Fiend
telegraphs approval.
"That all?"
I pause. Fiend hisses: "Ask for the broccoli rabe," a fancy relative of turnip greens.
"...and some broccoli rabe."
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The man's face brightens.
"Well, awlright," he says.
"I thought broccoli rabe was yuppie," I say to Fiend, as we walk our carryout to her house.
"No way," she says. "The yuppies stole it from South Philly."
Fiend and her husband, Allen, live on a block of sturdy brick row houses. The plastic awnings, clean stoops, and
front window religious displays epitomize the neighborhood character. Italian. Immutable. Unchangeable.
"But change is happening here," Fiend says, as we tuck into lunch in her green and lavender kitchen. "The kids
who grew up in South Philly are moving out to suburbia to find their dreams. When the old people go,
Vietnamese, Mexicans, and hipsters take their place."
Add Buddhist Cambodians, Catholic Lebanese, and Muslim Algerians. Recent immigrants are seeding the
crowded streets with diverse languages and new restaurants. They're also, inevitably, diluting the old Philly
addytude.
No matter. South Philly still takes care of its own. When a Cambodian temple caught fire in 2003, the men who
rescued the Buddhist monks were their neighbors from two doors down, which happened to be a group of
Mummers, Philadelphia's famous costumed clubbers that parade every New Year's Day. "We really cared about
those monks," the Mummer's Museum executive director told the Philadelphia Daily News. "We have a history
with that temple."
HOW DO YOU KNIT TOGETHER a rapidly diversifying city? Driving along the Benjamin Franklin
Parkway—Philadelphia's version of the Champs Élysée—I hear city information officer Dianah Neff's answer:
"Use invisible thread."
Neff's mission is to turn Philadelphia into one giant WiFi hot spot. That's geekspeak for putting "wireless fidelity"
transmitters on light poles to beam an Internet signal into citizens' desktop computers, laptops, cell phones, or
PDAs. Subscribers will pay a small fee, waived in some cases, and will get screaming fast Internet service that's
almost as available as broadcast television signals.
Visitors will be able to Google train schedules in Love Park, find a shoe sale while strolling Market Street, read a
biography of Ben Franklin on their way to tour Independence Hall, or pay a parking ticket without ever standing
in line. It's one of the more ambitious wireless plans on Earth. "How soon will it be up and running?" I ask. "End
of the decade?"
"Oh, goodness no," Neff says. "By next year."
She smiles. She knows she impressed me. We tour several pilot areas where the city has already affixed wireless
transmitters. Cable and telephone companies have objected to the plan, for obvious reasons. But, Neff argues,
those companies don't have a financial incentive to blanket the entire city, especially the poorer areas of North
and West Philadelphia. Going completely WiFi, she continues, will be as advantageous to Philly in the
information age as the Delaware River or the Pennsylvania Railroad were in the industrial age.
"The city's future depends on us being digital," Neff says, as we drive to the Powelton neighborhood, site of a
program training low-income mothers to telecommute, doing data-processing via wireless connection. It's
another good idea from a city that seems to have a fair share of them.
ONE OF PHILADELPHIA'S GREATEST assets is of a low-tech variety—its sidewalks. A city needs shoulders
rubbing together to produce the friction that makes things happen. Philadelphia's density and sheer walkability
insure that people will keep mixing it up—and all that debating, flirting, and bargaining generates ideas. Maybe
that's why they wrote the Declaration of Independence here. The city was once, and is again, a place for creative
solutions and big pictures.
Kyle Farley and I ended our walking tour in Rittenhouse Square, one of the five original parks that Penn laid out.
Sunday shoppers stream into the tree-shaded square from all four corners. "Jane Jacobs, the urban theorist who
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wrote The Death and Life of Great American Cities, loved this place," Farley tells me. "She said it's like a ballet,
with people dancing across the stage."
Dancing, I thought—that's right. Philadelphia is like a stage, no matter whether the performance of the moment is
a waltz, rock, or salsa. Keep the red curtain raised, Mr. Peale. This city is ready for its second act.
Contributing editor Andrew Nelson, a connoisseur of American cities, wrote about Charleston in the September
issue and Los Angeles in July/August. This is freelance photographer Raymond Patrick's first feature assignment
for Traveler.
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EXHIBIT B
Submitted into Evidence by Meredith Warner, Director of the Department for the Investigation of Neutrality and
Palatability, part of the Think Tank that is yet to be named.
PUBLIC HEARING - March 9, 2006
Coalition of Inquiry into the State of the Future
ADDITIONAL INFORMATION:
The highlighted section in the text below is the specific language under investigation, including but not limited to
the following: “livable, affordable, friendly, funky,” “clannish, parochial, scared of change, mired in bad habits”,
“affordable quality of life”, "urban vibrancy.", "real,", “newbies.”
EVIDENCE:
Excitement, yet anxiety
By Chris Satullo
Inquirer Editorial Page editor
Philadelphia, city of neighborhoods: livable, affordable, friendly, funky. Philadelphia, city of neighborhoods:
clannish, parochial, scared of change, mired in bad habits.
Both statements are true. Both viewpoints can be held inside the brain of the same person living in, and loving,
this city.
To be a Philadelphian is to live the ancient Chinese philosophical truth of yin and yang - of complementary
opposites, light and shadow, good and evil, and so on.
That's the excitement, and the anxiety, as Philly elects a mayor and Council this year.
Both sentiments were palpable a few weeks ago as The Inquirer hosted more than 180 local leaders for a series of
dialogues to kick off Great Expectations: Citizen Voices on Philadelphia's Future. (The project is also sponsored
by the University of Pennsylvania and supported by the Lenfest Foundation.)
Who took part? Many were folks on the 101 Connectors list, a compendium of the region's most trusted leaders
put together by Leadership Philadelphia Inc. We mixed in a few more leaders from the realms of culture,
business, education and civic activism.
These leaders took part in dialogue formats that got them talking candidly about what works in this city and
region and what doesn't. (See the box on this page for Web addresses.)
The level of enthusiasm about Philly's strengths was striking. The grasp of the city's problems was firm. Anxiety
flowed from a shared sense that this year's elections arrive at a moment of grand opportunity - which the city's
entrenched political culture already seems well on the way to blowing.
Some headlines from these 10 dialogues:
Philadelphia IS better than Philadelphians say it is. People who moved here from elsewhere were more likely to
extol the city's virtues more rapturously. The forums generated lists of the city's pros and cons. The consensus
"pros" included: affordable quality of life, climate and location, a cultural array that combines institutions of
global renown with deeply rooted neighborhood treasures, great universities and hospitals ("It's a great city to get
sick in"); and a rich sense of history.
There's a yin to every yang. Many pros come interwoven with cons. One person would extol the region's masstransit infrastructure. Another would counter, "Yeah, but the service is terrible; why can't you buy a subway
token?" SEPTA and PATCO work great for the commuting lawyer, but far less well for, say, a Logan resident
seeking work in the 'burbs, or a young Old City resident heading home after a night spent sampling "urban
vibrancy." Many cited the city's huge and varied nonprofit sector as a strength. True, others replied, but there's
such a thing as having too many little groups working the same problems; it's confusing and wasteful.
We need the eggs. Remember Woody Allen's punchline at the end of Annie Hall? Guy complains that his brother
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thinks he's a chicken, drives everyone crazy clucking. Shrink says, "No problem, I can cure him." Guy replies, "But
I need the eggs."
That's Philly and its neighborhoods. They're diverse, "real," and warm once you get to know them. But, oh, what
they put the newbies through before they accept them. Almost everyone described the neighborhoods as a core
reason they prefer this city over all others. But they also said that the neighborhoods' habitual insularity and fear
of change were key obstacles to political reform and economic vitality.
Speaking of bad habits... Here's one attytood apparently instilled at birth from Torresdale to Eastwick: This city is
a zero-sum game. If someone else is gaining, that must mean I'm losing. This isn't surprising in a city battered by
a five decades of unfriendly trends. But a city can't thrive if it has no faith in win/win solutions and wealth
creation.
Welcome! What's the secret password? Fascinating debates took place between those who found Philly to be a
friendly city of many niches where a newcomer can easily find a place to fit in, and those who found it a closed
system with a mysterious code only grudgingly shared.
For whom are we fixing this city? Every place is easier to live in if you have money. But many Philly boosters
insisted that it's easier to enjoy good quality of life on a modest income here than in other East Coast cities. But
others said Philly also has some of America's worst pockets of poverty, compounded by worse-than-elsewhere
services. Don't spend so much energy grooming the city for high-income buyers, they warned, that you forget the
folks who've always lived here.
Paul who? The sweeping city school reform effort led by Paul Vallas seemed to have stunningly small impact on
forum participants' perceptions of city schools. It might as well still be 2002, given how negative the sense was.
Rage against the machine. These leaders yearn to believe that 2007 will be the year when corrupt Democratic
machine politics collapses under the weight of its sins. You can feel it around town, people said, a thirst for
reform, for an end to pay-to-play, to Councilman-As-Corrupt-Feudal-Lord, to Government-by-Whom-You-Know.
Yet... folks don't really believe. They see little sign that the Democratic machine cares that some people are sick of
its act. They don't see how reformers can grasp levers of power. And they fear that neighborhood civic groups are
too trapped in enabling, co-dependent relationships with the usual suspects.
The Great Expectations dialogues now move out to the neighborhoods, for more than 25 forums all over the city
in January and February. Hope to see you there.
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EXHIBIT C
Submitted into Evidence by Meredith Warner, Director of the Department for the Investigation of Neutrality and
Palatability, part of the Think Tank that is yet to be named.
PUBLIC HEARING - March 9, 2006
Coalition of Inquiry into the State of the Future
ADDITIONAL INFORMATION:
New York Times article of 2005.
EVIDENCE:
The New York Times
August 14, 2005
Philadelphia Story: The Next Borough
By JESSICA PRESSLER
Correction Appended
PHILADELPHIA
WEARING a Paul Green School of Rock T-shirt, his bangs plastered to his forehead in the summer heat, Laris
Kreslins pulled in front of a handsome brownstone on Rittenhouse Square, the priciest neighborhood in the city,
and hopped out of his car.
"We're going to show you what a real Philly apartment looks like," he said, unlocking the door to reveal a
spacious one-bedroom flat sparsely decorated with CD's and copies of music magazines. "As you can see, it has
hardwood floors, lots of light and very high ceilings," he said. Then Mr. Kreslins paused and delivered what he
knew would be the kicker: "Rent is $800 a month. Heat and electricity included."
Mr. Kreslins isn't selling real estate. He's selling Philadelphia. The publisher of Arthur, a free arts and culture
magazine, Mr. Kreslins, 30, lived in a tiny apartment in Williamsburg, Brooklyn, before leaving New York two
years ago and ending up in Philadelphia, where he and his girlfriend, Kendra Gaeta, 30, another Brooklynite,
bought a four-bedroom house close to the Philadelphia Museum of Art in March and promptly started a Web site,
movetophilly.com.
The site, designed to lure 20- and 30-something singles and couples to the city, features a sultry caricature of Patti
LaBelle, a longtime resident, who entreats visitors to e-mail for the kind of tour Mr. Kreslins was recently holding,
taking visitors to a thrift store, a Polish butcher and his friend Brendan's apartment.
Philadelphians occasionally refer to their city - somewhat deprecatingly - as the "sixth borough" of New York, and
with almost 8,000 commuters making the 75-minute train ride between the cities each weekday, the label seems
not far off the mark. But Mr. Kreslins and Ms. Gaeta are a new breed of Philadelphia-bound commuters, those
who come from New York by train or the popular Chinatown bus for a weekend and then come back, with a UHaul, to stay.
They are the first wave of what could be called Philadelphia's Brooklynization.
Hard numbers assessing exactly how many new residents are from New York are not available, but real estate
brokers are noting an influx of prospective buyers and renters from the city; club owners and restaurant
employees have spotted newcomers, on both sides of the bar; and "everyone knows someone who's moved here
from New York," said Paul Levy, the executive director of the Center City District, a business improvement
group, and himself a former Brooklyn resident.
Attracted by a thriving arts and music scene here and a cost of living that is 37 percent lower than New York's,
according to city figures, a significant number of youngish artists, musicians, restaurateurs and designers are
leaving New York City and heading down the turnpike for the same reasons they once moved to Brooklyn from
Manhattan.
"We got priced out of Manhattan, and we moved to Brooklyn," said John Schmersal, 32, of the three-member band
Enon; two of them migrated here in January. "Then we got priced out of Brooklyn. Now we're in Philadelphia."
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On a recent Friday night Mr. Schmersal and his girlfriend, Toko Yasuda, were huddled at the bar at the Khyber, a
smoky rock institution in the nightclub-heavy Old City neighborhood, a Colonial area of narrow streets bordering
the Delaware River east of City Hall, to see Love as Laughter, a New York City band. "We like going to shows
here," Mr. Schmersal said. "In New York there are so many people, it's impossible to even get in to see hot bands."
Much less be in a band. "For years I was willing to sacrifice quality of life for artistic fulfillment - you know, you
find a circle of artists and you scrape by," said Anna Neighbor, a 27-year-old bass player and Williamsburg exile,
between sips of Yuengling lager at a bar in the Northern Liberties neighborhood, an artists' enclave north of City
Hall. In January Ms. Neighbor and her husband, Daniel Matz, and Jason McNeely, all members of the indie rock
band Windsor for the Derby, decided to leave Brooklyn.
Ms. Neighbor and Mr. Matz discovered Fishtown, a gentrifying blue-collar neighborhood adjacent to Northern
Liberties, where, in the last five years, youthful faces with bed head have made their way among the traditionally
Irish Catholic residents. They found a three-bedroom row house for $170,000.
"New York is mythologically all about vibrancy and creativity, but it's hard to work a 40-hour week and come
home and be Jackson Pollock," said Mr. Matz, 32, a guitarist. He said that by living in Philadelphia he could
support himself teaching public school and devote the rest of his time to his band.
A few blocks away from Ms. Neighbor's house live Laura Watt, a 38-year-old painter, and her husband, Clark
Thompson, 38, a financial services technician who left his Manhattan-based bank for one in Philadelphia a year
ago. They settled in a three-level condominium in a new housing development called Rag Flats in Fishtown with
their two children, Gus and Lydia. At $439,000 it was pricier than any of the block's three-story row houses, but
with three bedrooms, each with an outdoor deck; solar heat and electricity; a rooftop with spectacular views; and
a dumbwaiter going down to the kitchen, they thought it was worth it.
"Philadelphia reminds me a lot of what Brooklyn used to be like," said Ms. Watt, who had lived in Brooklyn and
Westchester County for 15 years.
Fifteen or 20 years ago, the idea of Philadelphia as a place to go for quality life would have been laughable to
many people, even to Philadelphians. Sandwiched between New York and Washington, Philadelphia was a
flyover city - trainover really - a place where a mayor had ordered the bombing of a neighborhood and where
Eagles fans reveled in booing their own team, its chief popular exports cheese steaks and "Rocky." While
Philadelphia's rich cultural history, like its art museum, its symphony orchestra and its Colonial architecture,
gave the city establishment credentials, it did not produce much of an avant-garde.
"The Philadelphia market was really provincial," said Steven Lowy, who opened a gallery in Philadelphia in 1984
but fled back to Manhattan three years later.
Lately the city has stepped up its efforts to woo people back, in part by trying to position Center City as "young
and hip and cool," said Meryl Levitz, the president of the Greater Philadelphia Tourism and Marketing
Corporation, who regularly holds lunches at which she tells the New York media, "We're closer than the
Hamptons!"
The campaign had a boost last month when Forbes magazine named Philadelphia No. 12 on its list of best cities
for singles (out of 40), a jump from No. 15 a year ago. In 2004 tourists in Philadelphia numbered 25.5 million, an
increase of 41 percent in the last five years, and though the city had been losing residents - especially young ones steadily since the 1950's, when it had 2.07 million people, the population of the city, the nation's fifth-largest, has
leveled off at 1.5 million in the last four years.
A government plan to provide the city with free wireless Internet access has as yet gone unrealized, but the
national publicity surrounding it has given Philadelphia a progressive image, as has a marketing campaign by the
tourism bureau, started in 2003 to attract gay tourists. That tagline was "Get your history straight and your
nightlife gay."
"There's a big gay clientele coming down here," said Michael McCann, a real estate agent with Prudential Fox and
Roach, who also said he has seen a "significant increase" in buyers from Manhattan and has worked with "a ton"
of "single people and couples between 28 and 43" from Brooklyn.
Often they move to start the kind of business they had in New York. Danuta Mieloch, 39, an owner of Rescue
Rittenhouse Spa, who administered body scrubs to celebrities at Paul Labrecque on the Upper East Side before
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moving to Philadelphia to start her own place, is an example. Jose Garces, 33, a former chef at Chicama and Pipa
in Gramercy Park, will open Amada, a tapas restaurant in Old City, in September. Matthew Izzo, 35, and his
business partner, Mark Ax, 35, defected from New York design firms to start their own home and design
boutiques, the Matthew Izzo shops.
"It's just so much more workable here," Mr. Izzo said. "It's smaller and more manageable." And Lindsay Berman,
27, who left a marketing job at the Showtime network in Manhattan, is waiting tables part time at Jones, a 70's
throwback diner in Center City, while she gets her T-shirt line, Dirty Old Shirt, off the ground.
Not that everyone is committed for life. Some "can't give up their Brooklyn phone numbers," said Heather
Murphy Monteith, a dancer who runs a disco for toddlers. She has noticed 718 and 917 area codes popping up on
the contact sheets.
Some keep more than just their digits: Mitzi Wong, 36, a buyer for the Philadelphia-based trend mecca
Anthropologie, bought a "Jane Austen-like" row house in Society Hill, the historic Philadelphia neighborhood,
but she is keeping her East Village apartment for weekends.
Lee Daniels, a native Philadelphian and producer of the film "Monster's Ball," rents in Harlem but bought a
luxury apartment on the Delaware riverfront. "So many people are moving here," Mr. Daniels said. "People just
fall in love with it."
Many of the things that were once deterring about Philadelphia have also been turned around. The recent lifting
of archaic building ordinances and a 10-year tax abatement on new construction means that blighted factories and
brownstones are now being converted, many into luxury apartments, and new buildings are going up in place of
weed-filled lots. Bring-your-own restaurants, born out of Pennsylvania's Puritan liquor restrictions, have become
a charming hallmark of Center City.
Philadelphia still has its share of urban blight: It ranks higher than New York in homelessness, crime and poverty.
It maintains a high position in the Men's Health list of America's Fattest Cities each year, and, as New Yorkers
often complain, you would be hard-pressed to find much open after 2 a.m. But the renaissance in real estate and
restaurants has aligned with the city's music scene, which runs the gamut of cool.
In a recent conversation Nick Sylvester, who covers Philadelphia music for The Village Voice and Pitchfork
Media, an online music magazine, mentions diverse acts like the indie rockers Dr. Dog and Man Man, Beanie
Sigel's State Property crew, and D.J.'s Diplo and Dave Pianka.
"Philly's decidedly anti-scene, and that appeals to a lot of musicians that move there," he said. "They can actually
do their own thing."
There are art shows of international renown, like the Salvador Dalí show at the Philadelphia Museum of Art in
the spring, and shows by quirky collectives like Space 1026 in Chinatown, which recently housed an installation
made with Cheez-Its. All of which has collided with a peculiar cultural moment in which uncool is the new cool,
in which blue-collar scrappiness and a surfeit of fried-meat specialties now seems endearingly kitschy.
At least one developer is banking on the hope that Philadelphia's appeal is not just a fleeting fad. On a vast tract
of land in Northern Liberties, an area once notable for hate crimes and heroin availability, a 50-year-old former
shopping center developer named Bart Blatstein is building a $100 million development. Scheduled for
completion in 2007, it will have 1,000 apartments, half a million square feet of ground-floor retail space and
100,000 square feet of industrial-chic office space, all of which Mr. Blatstein says will be offered at reduced rents
to "edgy, creative types." The project is seeking New Yorkers. (Mr. Blatstein's company, Tower Properties, plans
to advertise both in The Village Voice and on New York's Craigslist.) "We want it to be a cross between
Williamsburg and SoHo," he said.
But Mr. Lowy, of Portico gallery in SoHo, is skeptical about the long-run chances for young artists: "The quality of
life is pretty good but many of those artists probably won't stay. Can you get an art dealer to come to your studio
when you're in Philly? Sure, you have time to make more art, but there's no one to buy it."
Correction: Aug. 21, 2005, Sunday:
An article last Sunday about New York artists who are moving to Philadelphia for housing bargains misstated the
location of an $800-a-month apartment in the Rittenhouse Square neighborhood. It is at 22nd and Spruce Streets,
not on the square itself. * Copyright 2005 The New York Times Company
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EXHIBIT D
Submitted into Evidence by Meredith Warner, Director of the Department for the Investigation of Neutrality and
Palatability, part of the Think Tank that is yet to be named.
PUBLIC HEARING - March 9, 2006
Coalition of Inquiry into the State of the Future
ADDITIONAL INFORMATION:
This is a language link that has been tacked by the investigation – The investigation of the use of the word gritty.
EVIDENCE:
GRITTY:
Neo-bohemian rhapsody in Salon Magazine
http://dir.salon.com/story/books/review/2005/11/17/lloyd/index.html?pn=1
"The Mission District exuded the combination of "grit and glamour" that sociologist Richard Lloyd cites as crucial
in the creation of the urban culture ghettos he dubs "neo-bohemia," but it was just one of many such inner-city
districts being colonized in that decade by young wannabe rebels with ambiguous motivations. My roommates
and I were participating in a ritual more than a century old, in which the children of the bourgeoisie live out a
largely symbolic rejection of their own class and capitalist society as a whole. But as much as we were connected
to generations of bohemians past, from the students of 19th century Paris to the beatniks of 1950s Greenwich
Village, Lloyd would also argue that we stood on the cusp of something new."
From Chris Satullos Great Expectations, Philadelphia Inquirer:
"Perhaps you moved here from elsewhere. You've grown to love Philadelphia's cultural vibrancy, its history, its
gritty authenticity."
From the National Geographic Article “Next Great City: Philly, Really”:
!"That same year, Sylvester Stallone's Rocky brought worldwide exposure to the City of Brotherly Love—but as a
synonym for gritty urban decay. Indeed, residents were fleeing the city's core just as more vibrant urban areas
were coming into their own."
"The structures' quirks are part of their charm. Tony Goldman, who's redeveloping a Broad Street neighborhood
he calls B3, tells me later: "Grit is good. Fabulous, funky, ugly, or crazy—grit provides color and makes life
exciting.""
From the Curatorial statement of Locally Localized Gravity:
"A gritty “do it yourself” attitude coupled with strength in numbers mentality has fostered loose and formal
alliances among Philadelphia artists to create events and exhibition venues."
New Kensington Community Development Corporation branded gritty as "integrity"! as part of their envisioning
process for their scheme to transform Frankford avenue into the new "arts corridor."
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EXHIBIT E
Submitted into Evidence by Meredith Warner, Director of the Department for the Investigation of Neutrality and
Palatability, part of the Think Tank that is yet to be named.
PUBLIC HEARING - March 9, 2006
Coalition of Inquiry into the State of the Future
ADDITIONAL INFORMATION:
Below is a text developed by the think tank called RAND. This project was funded by the Philadelphia Cultural Alliance and
the William Penn Foundation. Peggy Amsterdam is President of the Philadelphia Cultural Alliance and a citizen writer for
the project “Great Expectations: Citizen Voices on Philadelphia’s Future.” [This writing has also been submitted into
evidence.] The William Penn Foundation is the primary funder of the Central Delaware Waterfront Planning Process,
headed by Harris Steinberg of the University of Pennsylvania’s, Penn Praxis and Harris Sokoloff, Professor of Education at
the University of Pennsylvania and one of the facilitators of “Great Expectations: Citizen Voices on Philadelphia’s Future.”
The highlighted section in the text below is the specific language under investigation, including but not limited to the
following: “Sustainability”, “Philadelphia's cultural sector”, “local arts ecology”, “who participates in the arts”, “a
framework for assessing the organizational infrastructure of support”
EVIDENCE:
Arts and Culture in the Metropolis: Strategies for Sustainability
In many metropolitan areas, the arts are a powerful draw, bringing locals and tourists into the urban core for
cultural activities. A diverse mix of historical, institutional, social and demographic factors help shape the
structure of the local arts infrastructure and its support system, as well as strategies for sustainability.
Asked to develop an effective approach to sustaining Philadelphia's cultural sector, RAND researchers examine
how cultural sectors are organized and supported in 11 major metropolitan areas in the United States. Arts and
Culture in the Metropolis reviews three key components of the arts in each region:
1. the local arts ecology
2. the region's structure of cultural support and
3. the larger socio-demographic, economic, and institutional context of the region.
RAND has assembled a group of leaders in each region to present an analysis of the organizational ecologies of
the cities and to develop an understanding of factors such as
* what makes each region's arts and cultural sector distinctive
* the region's strengths and weaknesses
* cultural trends over time
* systems of cultural support
* initiatives to increase this support
* who participates in the arts
* the role of the media in the arts
* other local issues that affect the arts.
The study develops a framework for assessing the organizational infrastructure of support (government agencies,
private coalitions, public-private partnerships), the types of services provided (funding, technical assistance,
presentation and public art, promotion and advocacy, economic development) and the level of service to the arts
sectors in these cities, which include Baltimore, Boston, Charlotte, Chicago, Cleveland, Denver, Detroit,
Minneapolis, Philadelphia, Phoenix, and Pittsburgh.
Arts and Culture in the Metropolis then applies the framework as a strategic planning tool both to describe the
character of the support system and the needs of arts sectors as well as to assess the capacity of the support
systems to meet those needs. The results, which will be published this autumn, should interest not only
Philadelphians, but also policymakers and arts leaders in these and other major metropolitan areas.
Concerning this project, an article in the Philadelphia Inquirer quoted the president of the Greater Philadelphia
Cultural Alliance, Peggy Amsterdam, as saying, "Philadelphia's flourishing cultural scene is an essential part of
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our competitive edge. We hope that this study will provide the critical analysis needed to develop a sustainable
system of city support, ensuring a vibrant and confident future for the arts in Philadelphia."
The article further cited Philadelphia's mayor as saying that the city needs to find new ways to support its arts
groups financially, as they are a vital part of Philadelphia's economic growth.
The research is sponsored by the William Penn Foundation and the Greater Philadelphia Cultural Alliance.
For more information, please direct inquiries to arts@rand.org.
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EXHIBIT F
Submitted into Evidence by Meredith Warner, Director of the Department for the Investigation of Neutrality and
Palatability, part of the Think Tank that is yet to be named.
PUBLIC HEARING - March 9, 2006
Coalition of Inquiry into the State of the Future
ADDITIONAL INFORMATION:
Below is a text is a article from the Philadelphia Daily News about a project developed by the think tank called
RAND. This project was funded by the Philadelphia Cultural Alliance and the William Penn Foundation. Peggy
Amsterdam is President of the Philadelphia Cultural Alliance and a citizen writer for the project “Great
Expectations: Citizen Voices on Philadelphia’s Future.” [This writing has also been submitted into evidence.] The
William Penn Foundation is the primary funder of the Central Delaware Waterfront Planning Process, headed by
Harris Steinberg of the University of Pennsylvania’s, Penn Praxis and Harris Sokoloff, Professor of Education at
the University of Pennsylvania and one of the facilitators of “Great Expectations: Citizen Voices on Philadelphia’s
Future.”
The highlighted section in the text below is the specific language under investigation, including but not limited to
the following: “scene”, "a call to action" for government, the corporate sector, nonprofit groups and the arts
community to work more collaboratively”, “our economy is changing, and one of the changes is arts and culture it's what makes Philadelphia a great city.”
EVIDENCE:
Study urges help for city arts
RAND report sees progress
By JULIE SHAW
A study released today on Philadelphia's arts sector says that the scene here is thriving but that civic leaders
could do more to help sustain and promote arts and culture in the city.
The RAND Corp. study, conducted at the request of the William Penn Foundation and the Greater Philadelphia
Cultural Alliance, focused on this city in its recommendations, but also examined 10 similar cities to see how they
support the arts.
"Philadelphia has a lot of things going for it," but "it's not stressing the arts, history and culture" as much as it
could, Kevin McCarthy, a senior social scientist at RAND Education, who co-authored the report, said yesterday.
One of the report's recommendations is for Philadelphia to more closely integrate its arts and culture with its
economic-development and neighborhood-revitalization projects, McCarthy said.
The report also recommended that Philadelphia's next mayor consider reopening the city's Office of Arts and
Culture, which Mayor Street closed in 2004.
McCarthy cited Chicago, Denver and Boston, three other places examined, as cities that do a good job of
integrating the arts into their overall vision.
Peggy Amsterdam, president of the Greater Philadelphia Cultural Alliance, said the RAND report serves as "a
call to action" for government, the corporate sector, nonprofit groups and the arts community to work more
collaboratively.”
City Commerce Director Stephanie Naidoff, who serves as the arts-and-culture point person in the mayor's
Cabinet, said yesterday that the administration has made the arts a priority.
Street, in bringing her in and upgrading the post to Cabinet level, told her that "our economy is changing, and
one of the changes is arts and culture - it's what makes Philadelphia a great city," said Naidoff, founding
president of the Kimmel Center.
Street closed the Office of Arts and Culture, she said, because "he didn't really believe it was effective."
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Although Philadelphia has many arts offerings, the RAND report said, it faces various threats to sustainability
including the city's ability to keep college-educated adults here, a fragmented arts-community leadership and
financial pressures.
"The most frequently cited weakness was the uneven distribution of resources among arts organizations," the
report said. "Specifically, the large, major arts organizations, particularly those in Center City, receive the vast
majority of resources."
Naidoff said the city has looked to help small- and mid-sized arts groups thrive, and even survive. One example
is a new $5 million City-wide Capital Grants Fund designed to support organizations' capital projects. The mayor
announced the opening of the application process earlier this week (see www.phila.gov/capitalgrantsfund).
The source of the fund is the $150 million bond issue approved by City Council in November, about half of which
is slated for cultural groups.
The authors of the RAND study, "Arts and Culture in the Metropolis: Strategies for Sustainability," interviewed
37 people in Philadelphia associated with arts, educational, nonprofit and news organizations.
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EXHIBIT G
Submitted into Evidence by Meredith Warner, Director of the Department for the Investigation of Neutrality and
Palatability, part of the Think Tank that is yet to be named.
PUBLIC HEARING - March 9, 2006
Coalition of Inquiry into the State of the Future
ADDITIONAL INFORMATION:
The following is an exercise as part of the project “Great Expectations: Citizen Voices on Philadelphia’s Future.”
Ms. Amsterdam is President of the Greater Philadelphia Cultural Alliance. Her writing below is in response to a
scenario where the citizens of Philaelphia are asked to tell their imagined friend Jen why she and her family
might want to move into the city from a New Jersey suburb. Jen has just received a job offer in the city.
The highlighted section in the text below is the specific language under investigation, including but not limited to
the following: “Smart and creative people are pitching in to make the community vibrant”, “people are rallying to
end old political structures that slowed planning and progress.”, “We welcome young, creative people like you
to work here and get involved in civic life.”
EVIDENCE:
Arts, culture make city truly special
By Peggy Amsterdam
President of the Greater Philadelphia Cultural Alliance
Hi, Jen:
Thinking of moving to Philadelphia? Great! Philadelphia is fun, diverse and alive. It is a great place to visit, but
an even better place to live and work.
After all, Philadelphia is the birthplace of the nation. So of course, we have many of America's great historical
treasures and cultural "firsts": the country's first zoo and first museum are here. Our arts and culture are what
make Philadelphia truly special. You can see just how much is happening when you go to
http://www.PhillyFunGuide.com for the region's events and even sign up for half-price tickets. You could attend
10 cultural events a week and still not run out of things to do or see in a year.
Smart and creative people are pitching in to make the community vibrant. A new breeze of political optimism is
in the air as people are rallying to end old political structures that slowed planning and progress. We welcome
young, creative people like you to work here and get involved in civic life.
The region is surrounded by beautiful parks, public gardens and art. Suburbs and small towns are accessible by
an extensive public transportation system, all of them offering artistic and cultural experiences. Outdoor trails go
from city to suburbs, skirting areas that pre-date the Revolutionary War.
One of our nation's oldest communities, our downtown Center City is bustling and vibrant. With about 90,000
residents, it is one of the three most-populous centers of any metropolitan city in America, but you won't get lost
here.
Does Philadelphia have challenges? Sure. Like many large metropolitan areas, we struggle with crime, education,
and social issues. We have work to do in our efforts to improve our communities. But are we a region in decline?
No. Are we working harder than ever, collaboratively, to change old habits and to solve our problems? Yes.
We all benefit when a region's leaders work together to solve issues that affect us all - improving our social
fabric, nurturing our cultural community, and developing community goals, including economic development and
neighborhood revitalization.
That is what is happening in Philadelphia and is also a key finding of our upcoming report, "Arts and Culture in
the Metropolis: Strategies for Sustainability."
So pack your bags and become someone to envy - a Philadelphian.
Best Peggy
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ByDIM
The following Testimony was submitted to the Coalition of Inquiry into the State of the Future on
March 9, 2007, a collaboration between BLW and the Think Tank that has yet to be named. The
Coalition of Inquiry into the State of the Future held a Public Hearing at the ICA Philadelphia to gather
facts, information and testimony as part of an investigation into the propagation and circulation of the
allegedly misrepresentative language that has appeared in the public and journalistic record.
Next Great City: the Manufacturing of Inferiority and the Myth of Progress
With all of the rhetoric being bestowed upon us about Philadelphia as the “next great city,”[1] we might
ask simply: what is a “great city”? How do we know when a city is great? What are the terms of
greatness? And, more importantly perhaps, who decides what those terms are?
The origin of this “next great city” obsession seems to originate precisely from an October 2005
article[2] by Andrew Nelson in the National Geographic Traveler magazine. Mr. Nelson romps around
Philadelphia with urban hipsters and cognoscenti, attending an anniversary gala and a noisy art
opening, sampling Philly delicacies and “mixing it up” in a couple of neighborhoods. The “greatness”
Nelson seems to be after depends largely on Richard Florida’s creative class formula[3]: cities only
thrive when young, hip, often gay, “creative” workers want to live and play there. In Philadelphia,
Nelson finds (or is shown)—amid the backdrop of a picturesque historicism—all the right ingredients:
grand, gritty old abandoned buildings ripe for redevelopment (plus some techy-looking new
architecture), a restaurant “renaissance” with all the hottest fusion cuisines, an “effervescent” art gallery
scene, a burgeoning city wifi program, and so many authentic, distinct neighborhoods (152, to be
precise). All of these come together in the nouveau goulash that is Florida’s “open city,” a place
inviting to “singles, gays, artists and individuals [who have] excitement and a sense of creative energy.”
But open for whom? Great for whom? The subtext here is that 1) the citizenry of Philadelphia is
somehow deficient and inferior and needs an injection of “creativity,” and 2) the terms of greatness are
generated externally, not by the citizens but by a neoliberal conception of “natural” economic and
cultural progress as internalized and spewed forth by a journalist reporting for a corporate travel
magazine.
This upper-middle class influx of wealth and investment implied by such definitions of “greatness” for
Philadelphia disenfranchises the very backbone of our cities: the folks who have managed to stay put
throughout the worst of times when cities were not such inspiring places to live. Special care must be
taken to insure that our long-time neighbors, who often may not be able to choose whether to stay or to
go, are brought along on this “creative” adventure in urban living through such programs as
inclusionary zoning, subsidized, mixed-income housing, intensive education and job-training
programs, and the like. Without these economically diverse neighbors living side-by-side with us, we
face the prospect of the Homogenous City, a deceptively classless mass of cafe lattes, white earbuds,
and excessively priced condos.
Participation ad nauseam: 1,001 Easy Steps to a New Disempowered You
Submitted to an exhausting series of often repetitive public forums, the citizens of Philadelphia have
been nearly bludgeoned to death with a particular brand of “civic engagement.”[4] The distinct feeling
of déjà vu has been reported at these events, followed by a palpable cynicism regarding the effect of
these engagement processes as they have been tried before but have not yielded many tangible results.
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Participants are asked to respond to simplistic narratives in order to tease out their values about a given
subject (eg. “your friend is thinking about moving to Philadelphia; what reasons would you give her to
do that?”). The conversations are generally framed in such a way as to emphasize the positive and
de-emphasize the negative, thus an attempt is made to to minimize conflict and tension, which are to be
avoided for fear of derailing the process or demoralizing the participants.
The civic engagement sessions rely on clear hierarchies that mimic traditional models of representative
governance. A small group of facilitators, moderators and experts determines the agenda, the questions
and the format of the engagement process. Fractured into small working groups, participants respond
on cue to specific queries. Their responses are collected, filtered, and then regurgitated as a presentation
of the will of the people. The participants do not have access to the raw data, nor do they have any
control over the interpretation and subsequent presentation of the data.
The effect of these restrictions on an organic, citizen-driven conversation coupled with the futility of so
many of the same event repeated ad nauseam is to further insitutionalize the very negativity which these
civic engagement processes are meant to counteract. Citizens are exhorted to join in but the illusive
pay-off never seems to come. The prize of political agency is held out, but without giving the public
real tools for self-organization and activism they end up leaving more disempowered then before.
Dopey Optimism: “This is the best (insert noun) ever!”
Let the superlatives fly! As was noted before, a dopey optimism pervades and mischaracterizes the
inevitable and necessary conflicts that arise in any dialogic public process. Democracy opens up the
space of conflict. While pragmatic democracy may ultimately depend upon a majority, its exceptional
value resides in its guarantee that dissenting and minority voices will be heard and acknowledged.
The excess of cheerleading and back-patting displayed by the administrators of these civic engagement
processes must be seen as necessary in maintaining the illusion of effective participation so as not to
discourage the citizenry. Obviously, the key to these projects’ funding and appearance of success lies in
the very participation of the public. For anyone paying attention, however, the rosy-colored reports
ring false to the point of condescension, as if we, the fragile Philadelphians, might snap at the mere hint
of conflict.
Constructive Negativity: the Transformative Nature of Agency
Philadelphia—or Negadelphia,[5] as one newspaper editor has dubbed us—is “addicted to negativity,”
and the administrators of our Next Great City have developed a 12-step program to wean us off the
sauce. Negativity is the old, corrupt, backward past. Philadelphia’s great future will be built on that
distinctly American superstructure of big ideas, optimism and a positive mental attitude. The public is
consistently admonished to sublimate its negativity or forever be denied the status of Next Great City.
I would argue, however, that our negativity is to be embraced as it is a fertile field. The seeds of
individual critical consciousness are sown in the soils of skepticism, negativity and dissatisfaction. The
space of negation is non-compliance, the withholding of consent—after all, it is the threat of
withholding our consent that the authors of the Declaration of Independence[6] expressly invoked as
our means to resist destructive forms of government. When faced with the incessant onslaught of
trespasses (physical and psychic) against us, self-presercvation requires us to first yell “hell no” before
we can safely utter “hell yeah.” My privileging of negativity is not meant to suggest we devolve into a
reflexive, immobilizing pathology. Rather, a transformation is necessary to harness to constructive
power of negativity.
Negativity, as a fundamental component in critical thinking, must be tempered by political agency. It is
not enough for the citizenry to function as passive subjects in the focus group of nominal civic
engagement forums and roundtables, just as it is never enough to step into a voting booth every couple
of years and choose the lesser of so many evils. The citizens of Philadelphia need to be given the tools
of grassroots activism: self-organization, effective lobbying, non-violent direct action, and sustained
campaigns. Without them, the endless feedback loop of participation hypnotizes the public into political
apathy. With these tools as implements of deep, structural change in the life of the city, Philadelphians
can determine for themselves from a position of power what the terms of its greatness are and take the
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necessary steps to realize them, one hard-won victory at a time.
—Director of the Dept. for the Investigation of Meaning (DIM), Think Tank that has yet to be named
(More information about the Coalition of Inquiry into the State of the Future project can be viewed
here:
http://thinktank.boxwith.com/2007/03/the-coalition-of-inquiry-into-the-state-of-the-future-public-hearing/)
[1]
[2]
[3]
[5]
[6]

http://www.nextgreatcity.com/
http://www.nationalgeographic.com/traveler/features/philly0510/philly.html
http://www.creativeclass.org/ [4] http://www.jewishexponent.com/article/12133/
http://www.philly.com/mld/philly/news/columnists/chris_satullo/16149468.htm
http://www.ushistory.org/declaration/document/index.htm
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