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Abstract

What is expertise? In cultural work, the idea of expertise is commonly associated

with a specialised knowledge of cultural forms and products, often possessed by art

critics, dealers and cultural intermediaries. In the majority of literature on cultural

work, the status of these Oexpertsdé i s mostl
legitimate, with little attention paid to the expertise of the primary producers of the

cultural forms which are judged. This thesis argues that expertise as a concept is

taken for granted in cultural work scholarship, and thus requires further interrogation.

The particular focus here is on the social media use of cultural workers to promote

themselves, their aesthetic output and availability for work. As argued here, the

status of their expertise is problematised in an ostensibly accessible and

democrati sed space where Oanyoned can engage

context, how do cultural workers signal their aesthetic expertise online?

Signallinginvolves conveying information about on
concept is utilised in a framework to analyse the social media output of a group of
UK cultural workers, who were also interviewed, in order to gain insight into their
aesthetic expertise and how they manage signalling expertise online as part of
cultural labour. The research reveals the expertise of cultural producers to be of a
dynamic and fluid quality, worked on over the course of a cultural work career, where
opportunities to build expertise can be constrained or enabled depending on access
to resources. As these cases suggest, aesthetic expertise can be staged on social
media by revealing creative skills and methods-t he O0back staged of pr
potentially enhanced through audience interaction, which can also put expertise

signals at risk. The analysis also reveals gendered strategies for signalling expertise



undertaken by the women cultural workers, to facilitate a potential collective raising
of visibility online, but also raising questions about the exclusivity of such collective
activity.

The research concludes by suggesting ways in which cultural policy could
widen access to creative skills and training, so that anyone who wishes to develop

their own aesthetic expertise can do so.
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Preface

At times throughout this thesis | will reference my own position as a social media

practitioner. It is necessary first then to provide an overview of my professional

background, as it undoubtedly informed my approach. During the process of this

PhD | had the opportunity to work part-time at Birmingham City University as a social

media officer, helping to promaTherolehe Uni ver
helped me to build my knowledge of social media, keep up with the latest

developments in social media and tap in to creative networks in Birmingham and

beyond which were invaluable for the research experience. My approach to the

research and the interviews were informed by my position as a social media

practitioner, and the process enabled me to think about my own expertise.

The work experience was only one enhancing aspect of the myriad of
opportunities | took advantage of during the thesis, thankstothe AHRC6s Mi dl and
Cities Doctoral Training Partnership. The funding and support available enabled me
to present at conferences around the world, and conferencing was not only crucial
for getting my research oOout t hhesteerbed but f or
colleagues and peers. In two cases conferencing has led to opportunities to publish
during the course of this thesis, which were valuable experiences in themselves for
helping me to develop the ideas in my PhD. First, my participation in a conference on
collaboration in the creative industries at the University of Middlesex in 2015 led to
an opportunity to contribute a chapter to an edited collection by Alessandro Gandini
and James Graham (Patel, 2017, copy in Appendix 6). This was my first publishing
experience and helped me get to grips with the process. Because | wrote it relatively

early on in the PhD during the beginning of my second year, it served as a starting
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point for developing chapters in the thesis. Within that published chapter are the first
iterations of the signalling expertise framework developed in this thesis, and my take

on the concept of O6mutual aidd which will ap

The second publishing opportunity which occurred through conferencing was
a co-written book chapter with Dan Ashton of the University of Winchester (Ashton
and Patel, 2017, copy in Appendix 7) on vlogging labour, in an edited collection by
Stephanie Taylor and Susan Luckman on O0the n
with Dan was thoroughly enjoyable and | learned a great deal from him about how to
properly structure a chapter and put forward arguments convincingly. | learned even
more about co-writing and how to make work by two authors appear a coherent
whole. This can also be said of the third publishing opportunity undertaken during
this PhD, with Annette Naudin (Naudin and Patel, forthcoming, copy in Appendix 8)
on women entrepreneurs on soci al medi a. Anne
issues around gender and feminism were valuable for not only the development of
that paper, but in my consideration of gender in this thesis. In both co-written papers,
| have used my adaptation of the signalling expertise framework in different contexts,
which demonstrates how the framework has made an important contribution outside
of this thesis to both social media methodology and knowledge of how we can study

expertise.

| completed my MA with the School of Media at Birmingham City University in
2010, directly after | completed my degree in journalism in the same school. Within
that MA (in Media and Creative Enterprise) was a cultural policy module (taught by
my director of studies for this PhD Paul Long) which sparked my interest in creative
industries and cultural policy research. Even though after the MA | went on to work in

social media for various companies, | still maintained an interest in cultural research
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and hoped there would be an opportunity for me to revisit it. That opportunity came
when | earned a Midlands 3 Cities scholarship and | was able to combine my
interests in social media and cultural labour. | did not know why more work was not
done about social media and expertise in cultural work, and so the PhD was an
opportunity to address these oversights. What results is this thesis, which is a unique
insight into the nature of expertise in cultural work - the politics of expertise in cultural

labour.
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Introduction

What does expertise mean in cultural work? This research was formulated as an

attempt to address this question. Over the course of the research | discovered its

increasing pertinence to contemporary issues. | realised that whenever @xpertsé

were discussed in popular and academic discourse, their status as experts was often

assumed. This was particularly the case during the EU referendum in the UK and the

election of Donald Trump as US President in 2016, when the advice of experts was

routinely dismissed by certain politicians (Mance, 2016). In cultural labour literature |

found that experts were discussed in normative terms; certain groups of cultural

workers, such as art critics and dealers were assumed to be expert. But how did they

come to be regarded as experts? What is an expert in cultural work? Cultural work is

defined here as involvingt he fAacti vi t i e soraedthete praducsohi ¢, cr ez
that take place within the cul t d9WKlculturaldust ri
workers featured in this research are involved in a variety of such activities including

visual art, writing, craft and composition. All do, or at least aspire to, make a living

out of cultural work; and the specific act of creation and its experience is referred to

as cultural labour in this context. The participants in this research all use social

media to promote themselves and their work online, and by social media | mean

websites or applications such as Facebook, Twitter and Instagram.

As the research progressed | came to an understanding of expertise specific
to cultural work, which | label as aesthetic expertise. | found that the expertise of the
cultural workers who produce the primary cultural objects, was by and large not
acknowledged in literature on cultural work. Aesthetic expertise was often discussed
in relation to the expertise in judgement, such as that of critics and dealers

(Bourdieu, 1996). What of the expertise in creation of cultural objects? Drawing on



various literature and ideas about expertise from cultural work scholars such as
Pierre Bourdieu (1996) Howard Becker (2008), Science and Technology Studies
work by Hubert and Stuart Dreyfus (1986) and work on aesthetics by Martha
Woodmansee (1994) among others, | came to an understanding of aesthetic
expertise. In this thesis, aesthetic expertise involves a knowledge of aesthetic codes
and classifications, and skill in mastering the tools and techniques to produce a work

of aesthetic value that is recognised and legitimated as such.

The aim of this thesis is to bring expertise into focus as a concept worthy of
attention generally and within the specific focus of cultural work. To do this | show
how cultural workers signal aesthetic expertise on social media, to reveal the
character of expertise in contemporary cultural work and the implications of the act of
signalling for cultural labour. | argue that it is important to interrogate expertise in
cultural work because expertise is related to power, and reproduces social relations
which could potentially restrict and exclude others. The character of expertise in
cultural work, including the aesthetic expertise of cultural producers, tells us
something about the unequal and exclusive nature of cultural work (Banks, 2017)
which is reinforced through social relations that constrain or enable opportunities for
individuals to develop and signal expertise. The accumulation and circulation of
expertise in cultural work, as shown by the cases in this thesis, suggests how certain
groups are able to forge and maintain a creative career, at the expense of others in

less privileged positions.

By signalling expertise, | mean the process of communicating signals which
includenacti vities that showcase one's I dentity
competencies in skills and genres [TBe] and r e

concept of signalling expertise as developed by Candace Jones (2002) is an



important one for this research because it considers the various ways in which
expertise i s communicated, and | adapt Jones
analyse how expertise is signalled by cultural workers on social media platforms (see
also Patel, 2017). The framework considers the individual context of the person
posting on social media, the content of social media posts which help to signal
expertise, such as aesthetic style of the posts, exhibiting requisite skills and
showecasing relevant relationships, and the strategies employed to signal expertise
on social media including status enhancement, types of relationships pursued, and
impression management. Throughout the thesis | demonstrate the usefulness of this
framework as a methodological tool for qualitative analysis of expertise on social
media. | also show the value of combining social media analysis with interviews. By
getting to know the people behind the social media posts | provide important insights

into the specific experience of cultural workers.

Social media platforms are ostensibly democratised spaces where seemingly
6anyoned can participate i n tlymakpacareeuct i on o
out of it. Indeed, some of the participants in this thesis have done exactly that.

However, opportunities to participate are not available for everyone and even for

those who can, being able to develop and signal aesthetic expertise also appears to

be a reserve of the relatively privileged. Cultural and digital work are becoming more

central to the economy and policyinthe UK: t he Government6s incl uc
the new Department for Digital, Culture, Media and Sport is testament to that. So it is

important that everyone should be able to participate in this space if they want to.

Four major lines of argument are pursued throughout this thesis and form its

contribution to knowledge:



1. We need to know more about the aesthetic expertise of cultural producers i
those who produce the primary object which is judged by those who are
assumed to be aesthetic experts, such as critics and dealers. Focusing on the
expertise of cultural producers adds to our understanding of the contemporary
character of expertise in cultural work as a form of power, which potentially
excludes and restricts others who are less privileged and contributes to the
unequal nature of cultural work.
2.An individual 6s ability to develop and si
accesstoresources-or capital, to use BoAMAccedss euds (
to capital determines the power relations of expertise in cultural work, and
opportunities for people to develop and signal aesthetic expertise.
3. When aesthetic expertise is signalled on social media, it is mediated by the
platform and the interactions of others. Such mediation contributes to the
dynamism of expertise in contemporary cultural work. A consideration of how
aesthetic expertise is mediated also adds to our understanding of the cultural
object as a practice and social relation (Born, 2010).
4. Social media platforms create possibilities for expertise to be signalled, but
they also present reputational risks. Cultural workers must carefully manage
their relationship with the audience in order to maintain and enhance their
reputation. For instance, for women artists, online spaces are particularly
volatile, and the creation of relatively
signal expertise is a significant aspect of cultural labour for some in this

research.

These arguments are dealt with at different points in the chapters which follow, and it

is necessary to outline where and how in this thesis.



The structure of this thesis

The first chapter of the thesis provides a conceptual and contextual background to
the research, organised around the four lines of argument described above. First |
discuss what expertise is and what it means, drawing from literature in STS and the
arts to illustrate different conceptions of expertise across disciplines, which enabled
me to come to a general understanding of what expertise is, which | draw from Fleck
as h a v i snngethiing to do with knowledge of some sort, coupled with a facility for
deploying and exploiting that knowledge - that is, some sort of skill or competenceo
(1998:145) as well as being related to power. | then briefly discuss different forms of
expertise which are required by the cultural workers in this thesis, such as social
media expertise and entrepreneurial expertise. This is followed by an explication of
how | came to my understanding of aesthetic expertise, drawing from literature in
aesthetics and art to show how it is not necessarily all about taste and judgement,
though that is important. Aesthetic expertise can also involve practical skill and
mastery in creation. However, opportunities to develop expertise are not equal, and
the work of Pierre Bourdieu is useful for conceptualising this. His theories of cultural
production, particularly the concepts of field and capital help to illustrate how social
and cultural background and access to capital resources have some bearing on
claims to expertise, suggesting that expertise tends to be associated with the
privileged. In this respect, taste is pertinent to discussions of aesthetic expertise, as
Bourdieu points out that legitimate taste o rthe fiaste for legitimate worksd6 ( 1984 : 16)
is the taste of the privileged and educated, and reproduces what is or judged to be

good art, by aesthetic experts in judgement.

Ofi ncreasing concern in cultural wor k schc

nature (Banks, 2017; Oakleyand OO6 Br i ©6Br2eh6; Al |l en, Friedm
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2017). It is argued in such work that the most successful cultural workers are the
privileged, with certain credentials and dispositions (Banks, 2017), while the rest are
resigned to working precariously. Neoliberal political regimes resulting in cuts to arts
funding and state support exacerbate this situation (McRobbie, 2016). As already
mentioned, social media platforms provide opportunities for seemingly anyone to
create a presence online and potentially make a living from creative work. However,
the democratising potential of social media is limited, not only because of inequalities
in digital literacy and the fact that not everyone can use or access social media
(Ragnedda, 2017), but because having the time and means to develop social media
expertise is also not available to everyone. | finish Chapter 1 with a critique of
existing literature which deals with the perceived benefits and risks of social media

use for cultural workers.

How can we research expertise in cultural work? Candace Jones (2002)
devised the signalling expertise framework to conceptualise expertise signalling in
creative industry careers, however the framework itself has not been used as a
means of empirical analysis. For this research | took an opportunity to extend and
adapt the framework for the qualitative analysis of social media platforms. My
development of the signalling expertise framework (see also Patel, 2017; Ashton and
Patel, 2017) is one way to research online presentations of expertise, and | reflect on
this methodology in Chapter 2. Much social media research misses the vital context
of the individuals behind the posts, at the expense of a preoccupation with purely
online analysis and an uncertainty about ethical issues. The chapter also provides a
reflection on interviews for gaining the context needed for social media analysis and

ethical challenges which could be addressed with a flexible approach.



The individual context of the cultural workers is further explored in Chapter 3,
which examines how expertise develops throughout the artistic career. Though the
majority of this thesis is about how expertise is signalled on social media, it is
important to first acknowledge that there are people behind those expertise signals,
with social backgrounds which have some bearing on their ability to develop
expertise over the course of their careers. Each cultural worker is introduced with a
discussion of their background and career trajectory, and are grouped in the

discussion by their career stage and status in the field.

The cultural workers in this thesis do not all work in the same specialist
sector; they are a mixture of visual artists, writers, craft workers and musicians,
however Bourdieuds conlceopttr atfe fh ew de aam
has progressed within their particular area. Bourdieu (1993a) describes a field as a
field of forces, within which agents struggle for position. The agents aim to move into
positions within the field which would benefit them, and this involves some
strategizing. The concept of capital refers to resources, and forms of capital in
Bour di eu 0 s 2041¢1686]pimclude ghonéy (economic capital), social
connections and networks (social capital) and education and upbringing (cultural
capital). | suggest that in cultural work, aesthetic expertise is a form of embodied
cultural capital, which when recognised as legitimate, functions as symbolic capital
(honour and prestige) and can be synonymous with an authoritative position in the
field. The cultural workers with a certain degree of aesthetic expertise are also more
confident in signalling that expertise on social media platforms, using the affordances
of platforms to enhance their expertise signalling. The use of social media in this way
raises questions about how social media expertise can implicate the online signalling

of aesthetic expertise.
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When aspects of personal life are also intertwined with expertise signals on
social media, it presents a set of challenges which cultural workers must negotiate,
particularly in managing their relationship
boyd, 2010). The cultural workers in this research approach this in different ways i
ranging from very regul ar , murecateraspedsiofytheib r and o n
personality, to a standardised, O6professiona
aspects of their personality or their personal lives 1 all contributing towards their
online construction of O0bei rsigndlingaesthetict ur al wo
expertise on social media,r eveal i ng more about onpaebes | i f e
valuable but also challenging, as | show in Chapter 4. Cultural workers in this
research who are advanced in their careers seemed to be more confident in
revealing aspects of their artistic process,
creative or artistic expertise, but also risks further scrutiny of their work and process
by leaving it open for comments and criticism. It is up to the cultural worker to either
embrace or withdraw from such opportunities, which those in this research did to

varying degrees.

|l wutilise Erving Goffmandés (1959) ideas o
Hogandés (2010) metaphor of e xehrisbdi tnieognost itaot iiol
personal and professional, home and work space, process and finished product
when signalling expertise on social media. The work space can be an important
el ement of t he ordinelpresanceadnd Iioond koene gerddered issues
had arisen in this regard. The women cultural workers mostly worked from home,
and the presence of their home working space on social media was sporadic at best.

I link this to arguments around the studio as a traditional marker of professionalism,

7
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some of the women cultural workers used their domestic status to communicate their
tastes, and say something about themselves and their work online even in the

absence of a tangible finished product for signalling.

The cultural workers in this research take time out of their daily practice to
browse, update and reply to messages on social media, alongside and in addition to
their creative practice. Scholarly work on digital labour points out that individual use
of social media and the internet is a form of labour which generates value for
corporations (Arvidsson and Colleoni, 2012). Other work highlights how social media
users are increasingly tied in to using these platforms (Couldry and van Dijck, 2015).
| acknowledge these are important concerns which should be taken into account in
empirical work on social media use, and therefore be considered as cultural labour T
i.e. the labour and experience of creating, and the ways in which this manifests is
illustrated in Chapter 5. In particular, pressure plays a large role in how the cultural
workers feel about their social mediauseit he pressure to Opresence
2012) i.e. keep their online presence up to date, the pressure to be recognised on
social media, and the pressure to have, or gain, social media expertise. A
preoccupation with gaining followers and increasing engagement on social media
adds pressure too and also raises questions about the value of cultural forms as
presented on social media. At the same time, | contend that users are not duped in
to using such platforms and in fact enjoy the possibility of forms of creative
expression they enable, such as curating Instagram profiles to display tastes and
inspiration from other sources. Furthermore, some of them owe their success to

using social media to promote themselves and their work.

As the research progressed, gender emerged as a significant theme. This

was initially prompted by one of the cultural workers in the research who attended a



talk about women printmakers, which highlighted how women used print in its early
manifestatonsas a means to raise awareness of wome
conversation encouraged me to consider women artists and the issue of gender

inequality in the art world; inequality which prevails today. While social media

platforms offer a potential means for women artists to signal their aesthetic expertise

and disseminate work on a wide scale, they are also volatile and women artists are

generally more likely to experience online abuse than men (Michael, 2016). How do

women cultural workers negotiate this and potentially create safe online spaces to

signal expertise? Among the women in this research | found particularly collaborative

foomsof signalling expertise on social media w
(2008) account of the collaborative aspects of cultural work in Art Worlds, and

furthermore, are particularly feminine. | demonstrate how social media platforms

provide positive opportunities for women cultural workers to connect with others and

raise their visibility online. There remain reputational risks in such strategies,

particularly for those who choose to express their emotions and self-disclose on

social media. Some strategies could also exclude and cause potential divisions

between women, such as the online sharing of certain privileged tastes in the form of

familiar O6bonding6 icons, which are not acce

The conclusion outlines what this research means for how we understand
expertise not only in cultural work, but in wider society, where expertise in any form
tends to be associated with privilege and power. | argue that opportunities to develop
aesthetic expertise, whether it be to make a living or simply to flourish through
creative expression, need to be widely available regardless of access to resources. |

provide some recommendations for widening access to cultural participation and

10



skills development, so that people who want to develop aesthetic expertise and

digital literacy can.

This research is only a starting point in what should be a broader interrogation

of expertise, and | finish with recommendations for further work.
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Chapter 1: Contextualising expertise in cultural work

What is expertise?

How has expertise been defined and conceptualised? The purpose of this chapter is
to discuss the literature which has contributed to my understanding of expertise in
cultural work, which | refer to as aesthetic expertise. As indicated in the Introduction,
the term expertise is, by and large, treated as normative in literature on cultural work,
with little interrogation of what expertise is. It is worth exploring in the first instance
then, what others have said about expertise, which is the focus of this section. This
is followed by a discussion of the literature context within which this research sits,
with particular attention paid to the areas it problematises. The literature discussion
is structured around four major themes to which this thesis contributes: perceptions
of expertise in cultural work; the politics of expertise in cultural work; the mediation of

expertise; and social media and reputation for cultural workers.

My own understanding of aesthetic expertise involves knowledge of aesthetic
and cultural codes, and appropriation of that knowledge to create a work of aesthetic
value, which is recognised and legitimated as such. | will now outline various ways in
which expertise has been conceptualised in scholarship, which informed how | came
to this understanding. Existing definitions of expertise are disparate and inconsistent
so it makes sense first to pin down what is actually meant when we discuss

expertise.

Some conceptual disparities in scholarship are outlined by Williams, Faulkner
and Fleck (1998), who note how certain understandings of expertise are associated
with the cognitive acquisition of knowledge. This is an individualist perspective,

where expertise is said to consist of O6the Kk
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1998) developed with little or no input from other people. Such a perspective

overlooks the role of peer judgement, recognition, training and cooperation in the

development and application of expertise (Addis, 2013). Williams et al (1998) note at

the other end of the scale, expertise is seen as a purely social construction, or a
constructivi st posidghapedrbythevexteznaleontexkgiteer t i se 1 s
would-be Oexpertd rat her t h &10898:h4y, thasowerlookimd r i nsi c

the individual effort it takes to develop expertise.

Williams, Faul kner regenmrte peiht ®rcthege ®pposing positions of
expertise is scientific scholarship, particularly Science and Technology Studies
(STS), which is concerned with the sociology of science. STS scholars such as
Latour and Woolgar (1986) problematised the authority of scientific experts and
sought to debunk common conceptions of the alkk nowl edgeabl e dexpert
Scholarship in STS acknowledges the historical, cultural and material conditions of
science, which both produce and describe our reality. This approach is demonstrated
in Latour and Woolgards influential study of
the myriad of practices between agents, material objects and physical surroundings.
Their study suggests that scientific expertise is not an innate quality of one

authoritative figure, but produced through practices.

The STS approach exemplified by Latour and Woolgar lies somewhere in
between the individual and constructivist positions on expertise, because it describes
how knowledge is created in social practice, and practices include individuals,
architectures and objects, all of which have agency - or the ability to act. While useful
for its acknowledgement of individual action and material objects in practice and use,
the approach by Latour and Woolgar does not account for power relations and

societal inequalities. | argue that social background and conditions have some

13



bearing on individualsdo ability to @¢&in, dev
where the work of Pierre Bourdieu (1996) is of use, to which | return later in this

chapter.

Another conception of expertise is the phenomenological approach of Hubert
and Stuart Dreyfus (1986), who proposed that expertise is grounded in individual
bodi 'y experiences and acti vi tin-cecsnt eoxtthGe.r wii hsesy
understood expertise as pervading everyday tasks such as cooking, cleaning and
driving. Dreyfus and Dreyfus perceived these forms of expertise i what could be
understood as everyday expertise - as embodied and second nature to people, once
mastered. Thei r Oo@ucpertteixeed approach consists of a
to expert: Novice, Advanced Beginner, Competence, Proficiency and Expertise. One
moves along the spectrum by acquiring skills and knowledge through practice, and
when they become Oexpertdé at something, it i
performance, where the expert is able to respond quickly and intuitively to a variety
of problems. These everyday experts 6tkow howé rat her than dédknow
1984), or in other words, expertise is primarily about knowing how to do something,
which is common in most conceptions of expertise | discuss in this chapter and

informs my own understanding.

Selinger and Crease (2006) criticise this phenomenological model, arguing
that it equates all forms of practical expertise, with no regard for the value socially
attributed to it. This is an important point, particularly as scientific expertise has
been regarded as the ultimate authority on various issues (Williams et al, 1998;
Wynne, 1991). This is because scientific expertise has long been associated with
ideas of power over others, a#Maddessmoohstr at ed

Civilization (1988). Foucault described how doctors in mental asylums were
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assumed to be in power over the patient due to their position as a doctor,

regardless of any competence or knowledge they may or may not have. He calls

this the fAimedical personageo (or pencesonal ity
only in their disguiseo (1988:258). Foucault
powerful, and thus has legitimacy because its authority is widely accepted.

Because of the authority of science, fpeople often have no choice but to consult

0 e X p gCotles 1®91:182) especially in relation to medical matters. Williams,

Faulkner and Fleck (1998) point out that the years of training and qualifications

undertaken by doctors gives them an 6 e x pstatug add authority which we are

expected to rely on.

Despite its perceived power and authority, the legitimacy of scientific
expertise has been under question by the public for decades. This is argued to
stem from high profile scientific misjudgements and mistakes during the 1980s
and early 90s such as the Chernobyl disaster and the BSE/mad cow disease
epidemic in the UK (Wynne, 1991). Yet the fact that scientific expertise continues
to be routinely challenged and dismissed publically by politicians such as Donald
Trump reaffirms the field of science as the authoritative field of expertise, above,
say, aesthetic expertise. In this sense, it is worth remembering there is a
hierarchy of expertise in society, which the Dreyfus and Dreyfus model of
O0expeindorstee xt 6 Thelr approacheemnains useful however for

acknowledging individual agency in working on expertise in a practical sense.

Fleck (1998) provides a useful general understanding of expertise which

considers both individual agency and social influences, as well as power relations:

fOn the one hand it clearly has something to do with knowledge of some
sort, coupled with a facility for deploying and exploiting that knowledge -
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that is, some sort of skill or competence. However, there is also an element
of power involved. This enables certain practitioners, rather than others, to

defend a claim to particular forms of expeée
Fleck (1998:145)

This conception of expertise is not fixed; it appreciates that knowledge is involved,
deployed through practical skill, which is pertinent to ideas of aesthetic expertise in

creative work.

Fleck also acknowledges competence as a part of expertise. Competence is
being able to exhibit Arequisite skillso (Jo
the signalling expertise framework by Candace Jones (2002) which | develop as a
method for analysing expertise on social media, discussed in much greater depth in
Chapter 2. According to Jones, signalling is conveying information to others, and
examples of signals include education, experience and appearance. Jones argues
that signals are multidimensional, #Afor exan
status by the institution attended, personal interest by the major chosen, and
intelligence by the ranking achievedo (2002:

used are important for deciphering their meaning and thus their applicability and

value in that particular context.

Jonesd signalling expertise framework is
competencies for expert performance identified by DeFillipi and Arthur (1994). Their
competencies are based on knowledge i know-why, know-how and know-whom.

Know-whyc ompet enci es fAanswer the question O6why?
motivation, personal meaning and identificat
this research, why is someone an artist? What is their story and background, which

led them to being an artist? Being able to exhibit why one is doing what they do i the
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back story T helps to formulate an identity, and according to Jones, signalling identity

is a part of signalling expertise. Also a part of signalling expertise are know-how
competencies which Ar sandprte lcaatreede rk meewleevdagne 0
(DeFillipi and Arthur, 1994:309) and are related to what one can actually do and the

skills they have. Finally there are know-whomc o mpet enci es whi-ch dref |
relevant netDvoarvkisnog (oinbiDde.Fi.l | i ppi dames Ar t hur
(2002) suggests that being able to convey oneods
relationships and skills are fundamental to signalling expertise. She illustrates this in

her analysis of the TV industry, however she applies her framework conceptually

rather than empirically. | develop this framework to analyse how aesthetic expertise

is signalled on social media platforms. The idea of competencies and how these are
communicated to signal expertise is useful for thinking about how individuals could

do the same on social media. For cultural work, specific abilities and competencies

are required in order to be considered an expert in this domain - an aesthetic expert.

My research also suggests that additional forms of expertise are required for cultural

workers.

Forms of expertise in this research

My understanding of aesthetic expertise in cultural work involves knowledge, skill

and mastery in the production of the primary cultural products which are judged. Skill

and mastery are also a feature of other occupations, such as sport or cooking. These

occupations are argued by some to be cultural industries too (Mato, 2009). What is

different about cultural work? A work of art or a cultural product is argued to possess

Aaest hetic, expressive or symbolic valueo (B

from other products, according to David Hesmondhalgh (2013):
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A Mere is something distinctive about that area of human creativity often

called 6artd. The invention and/or perform
poems, jokes and so on, in no matter what technological form, involves a

particular type of creativity - the manipulation of symbols for the purposes of

entertainment, information and perhaps enlightenment.o
Hesmondhalgh, (2013:6).

Here Hesmondhalgh draws attention to the symbolic function of cultural work which
seems to differentiate it from other forms of production, and thus, | argue, require a
specific type of expertise T aesthetic expertise. This aesthetic expertise is in the
primary creation of a cultural product and not aesthetic judgement as it is commonly
known, for example in Bourdieu (1996), and such assumptions will be questioned in

the next section.

As well as aesthetic expertise, other forms of expertise could also be required
by cultural workers using social media, as the participants in this research do.

Bassett, Fotopolou and Howland (2015) point out:

AToday aof gxpeitise pertaingng to work spheres more obviously
bleeds into other realms. This is so, at least, in relation to computational
technologies and is thus relevant to forms of critical practice developed

around questions of wuse and expertise.o
Bassett, Fotopolou and Howland (2015:4)

In this quote the authors highlight how digital technologies could play a part in work-
related expertise bleeding into other spheres, such as home life. | highlight this
specifically in relation to the cultural workers in this research, whom | suggest require

social media and entrepreneurial expertise in order to effectively signal their aesthetic
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expertise on social media platforms. Furthermore, | argue that the use of social
media is becoming a necessary element of cultural labour around which individual

routines are shaped, for signalling expertise and selling work.

Menger (1999) identifies key similarities between self-employed artists and

entrepreneurs, including:

Arhe capacity to create valued output through the production of works for
sale, the motivation for deep commitment and high productivity
associated with their occupational independence-control over their own
work, a strong sense of personal achievement through the production of
tangible outputs, the ability to set their own pace, but also a high degree
of risk-taking, as shown by the highly skewed distribution and high
variability of earnings, as well as the low amount of time allocated on

average to their primary creative activit y 0
Menger (1999:552)

In this sense, the expertise for cultural workers in this thesis involves maintaining the

bal ance between their i orpnastering theiraastheticat i ve act i
expertise - and other aspects of entrepreneurialism. The demanding requirements to
self-manage, self-market and be highly productive as Menger describes requires

some practice and mastery in itself, so with this in mind | understand entrepreneurial

expertise as skill and knowledge in entrepreneurial activities, which are effectively

managed alongside the primary creative activity.

An understanding of social media expertise could be gleaned from my own
experience as a social media practitioner, o

conventions - things to do and not do on social media in order to gain recognition and
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maximise engagement. However a more succinct way of putting it is again related to

knowledge and skill, but this time in the mastery of the use of platforms, which |
characterise as 6dsignalling as ex®pe(r2adx2)d, e
framework. Signalling as expertise is being able to signal expertise effectively, in the

case of this thesis, on social media platforms. So in the context of cultural work,

social media expertise is defined as mastering the knowledge and skills for signalling

as expertise, and effectively managing this alongside aesthetic and entrepreneurial

activities, for the benefit of an online presence.

The understandings of aesthetic, social media and entrepreneurial expertise |
have outlined in this section are not intended to be fixed or standard definitions. They
are based on my appraisal of the literature on expertise and my own empirical
understandings in this thesis which will be elaborated throughout. Expertise cannot
be generalised as a fixed entity which is possessed or not possessed,; it is worked on,
gained, signalled and mediated, and in this mediation, the signal can change, be
enhanced or potentially be damaged. It was important to state at the outset my
primary understandings of expertise to ground the remainder of the discussion in this
chapter. Next, | focus on aesthetic expertise in cultural work, including its origins and

normative perceptions which are challenged in this research.
Perceptions of expertise in cultural work

| described in the Introduction to this thesis how the idea of aesthetic expertise is
commonly associated with the judgement of aesthetic work, and somewhat linked to
this is the notion that artists are geniuses, bestowed with special creative gifts,
enabling them to create extraordinary work to be judged by the aesthetic experts.
These understandings - of expertise in judgement as learned, and genius as an

innate gift, have some roots in the work of scholars such as Immanuel Kant, who is
20



one of the most influential writers on aesthetics. In The Critique of Judgement (1790)

Kant argued that the judgement of art is an individual, subjective experience based

on how a work of art makes a person feel. He believed that humans can enjoy art

purely for its beauty without any need to find a use for it T or what he called

6di sinterested enjoymentd. A factor in the |
genius, or the fAtalent gimwvatsuntdle ewd)dwmenta) t
manifest in the work. He argued that genius is an innate talent which enables the

artist to produce exemplary original works which do not arise from imitation of nature,

for example. The process of genius is not one which can be recalled by the artist and

it does not arise from any planning, and genius cannot be taught because that is a

form of imitation. Ka n t 6 shelped to $ubstantiate the idea that great art is created

by geniuses.

In addition, Kant affirmed the aesthetic expertise of critics of beauty, otherwise
known as fAcritics omMhot ahsatde & h(el pD0Onelr4 &)o at t r i
works as if beauty is an objective property of art which is universally understood, and
he offers an example here of how his subjective enjoyment of a work cannot be

influenced by critics:

Al f s ome on eispoanaal takesmee tola play that in the end |
simply cannot find to my taste, then let him adduce Batteux or Lessing to
prove that his poem is beautiful, or [bring in] still older and more famous
critics of taste with all the rules they have laid down moreover, let certain
passages that | happen to dislike conform quite well to rules of beauty (as
laid down by these critics and universally recognized): | shall stop my ears,
shall refuse to listen to reasons and arguments, and shall sooner assume

that those rules of the critics are false, or at least do not apply in the
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present case, than allow my judgment to be determined by a priori bases
of proof; for it is meant to be a judgment of taste, and not one of the

understanding or of reason. o
Kant (1790:148)

In this passage Kant is challenging the authority and aesthetic expertise of critics, by

instead asserting his own subjective judgements of taste with regards to cultural

forms he enjoys (or does not enjoy). Yet in his challenge, Kant is simultaneously

reaf f i rming the power o fare éxpees imjudgemeni, whe havef t ast
laid down the rules which determine which work should be considered beautiful. The

notion of the aesthetic expert in judgement, with the power to elevate artists and art

above others persists in most literature on art production since, not least in the work

of Bourdieu (1996).

The idea of the genius artist as purported by Kant persisted in much aesthetic
scholarship according to Paul Oskar Kristeller (1951; 1952) whochallen ged Kant 6s
notion of genius in his two volumes of The modern system of the arts. Within this
work, Kristeller critiqued the widely used notion of the five basic categorisations of art
T painting, sculpture, architecture, music and poetry. He argued that these
categorisations did not seem to have existed before the eighteenth century and their
origins had been taken for granted by scholars in aesthetics. Kristeller demonstrates
evidence in the work of Ancient Greek writers such as Aristotle and Hippocrates how
the arts have not always been considered a separate practice from other forms of
human activity, such as the sciences, and involve skill and technique which is not the

product of genius, but is learned:

fnWhereas modern aest hetArtcanosbeleagneds es t he f

and thus often becomes involved in the curious endeavour to teach the
22



unteachable, the ancients always understood by Art something that can be

taught and | earnedo
Kristeller (1951:498).

Here Kristeller acknowledges that the creation of art is not innate or an outcome of
genius. He also points out that during the ancient times of Aristotle and through the
Middle Ages (approximately between the fifth and fifteenth century), the activities
associated with art were not considered a separate realm or category from other
activities which were regarded as functional, such as carpentry. This understanding
of creation as learned, not innate, is important for my understanding of aesthetic

expertise in creation.

Drawing on the work of Kristeller, Martha Woodmansee (1994) describes how
during the Renaissance (between the fourteenth and seventeenth century) the artist
was believed to be first and foremost a craftsman who was also said to receive some
inspiration from a muse or even God. Woodmansee importantly highlights the
masculinised perceptions of craftsmanship during that time, which continue to persist
(McRobbie, 2016). She descri bes t hnaster of allodyofmedes, oras a i
techniques, preserved and handed down in rhetoric and poeticsd0 ( 1 9 9Here3 6 ) .
Woodmansee hints at the mastery of techniques required i what we could regard as
the expertise T of creation. She also acknowledges the role of the audience in the
0l iveli hoodd and O0soci al st amntheRenassancar ti st s,
usually comprised patrons who bought the work and commissioned the artists.
These patrons were crucial for the consecration of artists during this time, which is
highlighted by Pierre Bourdieu (1996) in his work on art and artists, however
Bourdieu does not pay sufficient attention to the individual learning and mastery of

artistic creation as described by Kristeller and Woodmansee.
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Bourdieu did howeverrejectt he | dea that the artist 1is
The Rules of Art (1996) that the act of creation is a social process, rather than an
act of inspiration by a gifted individual. He asked: i What makes a wor k of
of art and not a mundane thing or simple utensil? What makes an artist an artist, as
opposed to a craftsman or Sunday painter?0 He t hen goes on to wonc
signature has some bearing on what makes them an artist, the fact that their
signature is recognised. In considering that, he asks fwvho, in other words, has
created the O&écr eat oceboffatshes Andevicabcgnfieisitise d pr odu
magic efficacy on his name, whose celebrity is the measure of his pretension to
exi st as (k96:220). Bourdidu argued that the artist is not known as an
artist, and their art not known as art, until recognised. Bourdieu demonstrates how
the role of the powerful is particularly important in the art world, describing how
great artists were only considered great when they were consecrated by those in
power, such as the Bourgeoisie in the nineteenth century. The powerful could
permit artists to be consecrated, and this happened when a consensus was

reached about an artistdés credentials and ar

The lllusio is fundamental to consecration i it is an acceptance and

adherence to the rules of the field,orAi The col |l ecti veo.beBdleifefi ni nt
t h e gandie theisacred value of its stakes is simultaneously the precondition

and product of the game; it is fundamental to the power of consecration, permitting

consecrated artists to constitute certain products, by the miracle of their signature

(or brand name) as sacred objects.0 ( 1996: 230). Consecration i
recognition of artistic competence, or expertise, and recognition is vital for symbolic

capital i which Bourdieu describes as honour and prestige. So the lllusio is the rule

which maintains a belief and consensus about the legitimacy of ana r t iaesthedics
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expertise, even though Bourdieu never uses the word 6 e x p e to descsbe ib. He

reinforces the notion that aesthetic experts in judgement are powerful, part of an

elite who had the power to consecrate artists through the process of naming - fan

aut horisation of an individual 6s credenti al s

(1991:239).

According t o Bourwadgeuwfartadnt aestheticcodesiss 6 kno

superior to that of artists, and therefore the critics are the authority because they

determine the artistso career trajectory. Wh
what makes artists great - his theoriesof cult ur a | production and emp
created t h(E3b)wdhatt er 2d uci al, focus on the O6al

reinforce normative assumptions about who the experts are in cultural work i the

powerful, supposedly knowledgeable judges of taste, and not the creators.

A useful aspect oflatiGhdomesthetieaxpediseinor kK i n r e
judgement is that he acknowledges what it entails, namely the concept of artistic
competence, which is useful for understanding aesthetic expertise in creation too. In
The Field of Cultural Production (1993a) Bourdieu observes that the act of
judgement is a social process, rather than individual and subjective as Kant
suggested. He argues that dhdany art perceptio
decipheringoper ati ono (1993a:215) where the decipl
on the observeroés familiarity with cultural
constituted, and concurrently, the artistoods
classifications.Bot h t he observer and artist therefor

competenceo which for artists, Bourdieu defi

AThe previous knowledge of the strictly ar
enable a representation to be located, through the classification of the
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stylistic indications which it contains, among the possibilities of

representation constituting the universe
Bourdieu (1993a:221-222)

Here Bourdieu highlights how knowledge of artistic principles is important in order to

create art, and the degree of art competence possessed by an agent can be

measured by Athe degree to which he or she n
appropriation of the work of art, avail abl e
an acknowledgement of mastery, and the practical knowledge and skill which

defined aesthetic expertise in creation before the eighteenth century, which

continues to be relevant for understanding it today.

't is important to note that Bswagadd eu bel
create art according to aesthetic codes and classifications is determined by their
social class, evinced by the dispositions and taste developed during their upbringing
(Bourdieu, 1984). Again this calls to attention the power relations of expertise 1 who
is able to develop expertise, and who is perceived to be expert, in cultural

production.

In this section | have discussed how ideas about expertise in cultural work
have been dealt with in scholarship, and how they inform my understanding of
aesthetic expertise. Primarily these ideas include the critics as experts, the artist as
genius, who is able to be elevated above others by the powerful. We can see that
by and large these accounts do not pay due attention to the expertise of artists and
creators 1 the people mastering the cultural codes and skills to produce the work
which is judged by critics. Bourdieub6s theor
for understanding the power dynamics of aesthetic expertise in both judgement and

production.
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Politics of expertise in cultural work

For Bourdieu, works of art fundamentally eme
cultural production. According to Bourdieu fields consist of objective relations

between subjects, who take up positions within those fields, such as the political

field, the cultural field, anfildsftrcesrbutit The | i

is also a field of struggles tending to transform or conserve this field of forces. The

network of objective relations between positions subtends and orients the strategies

which the occupants of the different positions implement in their struggles to defend

or improve their positionso (1993a:30, empha
highlighting the power struggles in the artistic field, as agents strategise to improve

their own position. An agentodés ability to ta

access to resources, or capital.

Bourdieu defines capital as fiaccumul at ed
i ncor pcermbtoedd ,ed® f orm) which, when appropri at
basis by agents or groups of agents, enables them to appropriate social energy in
the form of reified or living laboro (201171
exists, transforms and accumulates within fields as agents struggle to take positions
of power. He describes three fundamental forms of capital, which | mentioned in the
Introduction to this thesis: economic capital, which includes money and property and
is the primary form of capital because all other forms of capital can be exchanged for
it; cultural capital which exists as embodied dispositions, cultural goods and
educational qualifications; and social capital, which refers to the resources which are
accumulated through social relationships and connections. Symbolic capital is the
form that various other forms of capital take when they are recognised as legitimate,
such as honour and prestige (Bourdieu, 1991). Aesthetic expertise could be
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considered a form of cultural capital because it comprises embodied dispositions and

tastes, which allow cultural workers to appropriate knowledge of cultural codes to a

work of art. When aesthetic expertise is recognised as legitimate by others in the

field of a higher status, it can then operate as symbolic capital. Therefore, aesthetic

expertise as | understand it here is bound up in power relations, and | argue that

access to resources can have implications fo

mobilise and signal aesthetic expertise, which is discussed further in Chapter 3.

It is worth devoting some thought here to taste, which has been mentioned
several times so far particularly in relation to aesthetic judgement and the tastes of
critics, whose authority and expertise was affirmed by scholars such as Kant.
Bourdieu (1984) argues that taste, particularly the tastes of the ruling upper classes,
places intrinsic value on the aesthetic experience and forms the legitimate basis for
what i s considered figood tealasses, dastdwia® 84: 260) .
related to a desire to compete for social statusit hey engage in &écul tur
investing and engaging in elements of legitimate culture as they aspire to a better
social status. While Kant argued that taste is subjective and beyond reasoning,
Bourdieu contended that taste is a form of social distinction between classes i
legitimate taste is determined by the ruling classes, and popular taste is determined
by the necessity of the working classes T i.e. popular taste is designed to serve a
need, rather than enjoyed disinterestedly. Taste is important for our understanding of
expertise because legitimate taste is related to aesthetic judgement, as affirmed by
Bourdieu and Kant, and if we expand this to more general terms, expertise is
possessed by the powerful, because the powerful get to determine what should be
considered good art. In the work of Bourdieu the artist is not powerful. They are

subject to forces within the field of cultural production, are enabled or inhibited by
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their access to capital resources, and they rely on the powerful to legitimise and
consecrate their work. Even so, the artist is privileged in some ways, and this can be

said of many of the participants in this thesis as | will show throughouit.

Antoine Hennion argues that taste is a pragmatic, reflexive activity rather than
a social disposition. He asserts that taste
devices:t i me and space frame, tools, circumstanc
(2004:136). This is a useful perspective on taste which accounts for the qualities of
the cultural object, which Hennion argues is in itself a fdeployment, a response, an
infinite reservoir of differe nces t hat can be apprehended and
(2007:101). The idea of the object in use as generative of taste is important for
thinking about expertise and the mediation of cultural products on social media,
which | focus on in the next section. Hennion criticises Bourdieu for his passive
treatment of the creator as an agent subject to external forces. For Bourdieu the
creator is unable to assert any major change, instead struggling to take up positions,
while the powerful determine tastes and cultural codes to be adhered to. While |
acknowledge that access to resources and capital indeed play a part in cultural
workerso ability to develop their aesthetic
are passive in power relations. In fact, certain groups of cultural workers play some
part in reproducing power relations themselves. For example, cultural intermediaries,
which I will expand upon shortly, and even some of the participants in this thesis
through their online activity and communication of taste, as | demonstrate in

Chapters 3 and 6.

Howar d Be c k Art\VBoslds {s @ @fic@pjion of cultural production which
acknowledges the agency of individuals, and highlights collaboration and

cooperation between people. Art worlds is a term used by Beckert o d e stleer i be
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network of people whose cooperative activity, organized via their joint knowledge of

conventional means of doing things, produces the kind of art works that art world is

not ed 200&xxiv).Becker focuses on the specificities of cultural production,

arguing that the production of art involves a large division of labour, and, like

Bourdieu, is critical of the myth of the 06ge
reputation is crucial for artists to succeed, and reputations are forged from value

judgements of their work, by critics. He recognises, like Kant and Bourdieu, that

critics have a degree of powerit hey ar e fimore entitled to sp
world than otherso (2008:150) but for Becker
by peers of a criticds knowl e ddpememt odhine x per i e
is legitimised througha consensus about that criticds ab
t o Bour di e u dlussioand teeaconsetratibnhokartists 1 which Bourdieu

describes as a social process, of the powerful coming to a consensus about the

val ue of anlIna rBteic kdadeglisvhoweler, the people involved in the

process of consensus are cooperating, not necessarily strategising to better

themselves or to gain power.

Though Becker stresses that art production is a networked, cooperative activity,
he also acknowledges the individual skills and knowledge of creation. His description

of this is useful for thinking about the aesthetic expertise of creation:

A Wile much of what artists do is conventional, it is not therefore easily
changed. They experience conventional knowledge as a resource at a
very primitive level, so deeply ingrained that they can think and act in

conventional terms without hesitation or f
(Becker, 2008:204)

Becker mentions artistic knowledge, and how that knowledge is learned so it
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becomes deeply ingrained, a fluid and embodied performance in a similar way that

Dreyfus and Dreyfus (1986) described their conception of expertise. In this sense,

aesthetic expertise can be learned and practiced to the point where it can become

conventional and seems instinctive, enabling the creator to respond to situations

almost intuitively, and for cultural workers this includes both the aesthetic codes and

conventions of their field, in the Bourdieusian sense, and the practical appropriation

of that knowl edge. Beckerds conception of <cu
people and processes of cooperation and collective activity. He argues that his

approachi s entirely di f ffeld emch hefperaeines & @ gpatidli e u 6 s
metaphor which reduces people to their minimal capacities, preoccupied with
domination and strategisi ng (2008: 374). Becker argues tha
field, cooperative activity cannot really happen because not everyone can participate

in a field, they need to be accepted into it on the basis of their capital resources.

Bec k er 0 sartwodds s cooderative and open, allowing possibilities for

resi stance and soci al fielddaes goeaccountforch Bour di eu

(McRobbie, 2004).

There are examples in this thesis of such cooperative activity occurring,
particularly in Chapter 6 where | demonstrate how the women participants engage in
online forms of reciprocal sharing, whichl char acterise as,o0omutual
even these activities are geared towards self-promotion and a wider individual
strategy towards signalling expertise. While Becker raises some valid points about
B o ur d fietuyower relations, strategizing and inequalities all still play some part
inan individual 6s abil ity t andprogreksindheir t hei r ae
career. We need to know more about individual expertise in creation to understand

what could be done to make cultural production more accessible to everyone,
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whether it be for work or individual flourishing and expression.

In literature on cultural labour there has been little investigation into what
individuals actually do to developTheheir pr a
Craftsman (2008) gives an indication of the time and effort it takes to work on skills in
craft, which he argues does not need to fulfil any function or purpose, because the art
of craft is doing things well for their own sake. Sennett claims that the principles of
craft can not only apply to craftspeople, but to doctors, computer programmers,

parents, as well as artists.

Sennettds emphasis is on the material, th
thought which goes into craftsmanship of any kind. He points out that a common
touchstone foronet o become an expert in creation is
to practice and/or knowledge, a claim made by psychologist Daniel Levitin (2006).
This is apparently how long it takes for skills to become deeply ingrained so they
become second nature. Angel a McRobbie (2016) argues that
obsessive craftsperson is far removed from the women crafters of today selling their
products online, as do a few of the artists in thisresearch. She argues: AW t]l
of digital media, the realm of craft has opened up far beyond the realms of
concentration and attention to detail described by Sennett. This raises questions
about gender and new hierarchies wayt hin the

cul tur al 20816:@47)0 my o0 (

Indeed this raises questions too about masculinised ideas of the expert and
the digital i the craftsman as Sennett describes is quite different from the women
who create and sell work online, who will be appropriating possibly just as much skill
and knowledge intheircr eati on as Sennettds oOcraftsmeno
regarded as Oexpertod. |l nstead they are widel
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or Omumpreneursod (Ekinsmyt h, 2014, Luckman,
obfuscate wo me n doergreaixdgheirdbniestie locatiordor status as
mothers. | unpack this issue in relation to media coverage of one of my own

participants, Gillian, in Chapter 3.

Oneds ability to spend possibly ten thous
in creation is, | argue, determined by a number of factors. These include their home
situation such as family responsibilities, which can be a gendered issue, access to a
comfortable space to work, access to materials, having the time to dedicate to their
practice, particularly if they have other non-art jobs to pay the bills, and whether they
have the basic education, knowledge and skills needed to develop a practice. These
factors do depend on access to capital resources - economic and cultural in
particular. Though the cultural field is not a completely closed space only open to
people with certain credentials, it can be exclusive, within which resources and
rewards are unevenly distributed (Banks, 2017; Caves, 2000). As a result, the
majority work in precarious conditions (Gill and Pratt, 2008; Hesmondhalgh and
Baker, 2011). | will finish this section with an overview of this precarious cultural work

context within which my participants are operating, albeit to varying extents.

Precarious work refers to generally flexible, freelance and insecure work,
relying mostly on project or piecemeal assignments, and can also refer to casual and
temporary employment. Some scholars point out that precarity has been happening
in work for centuries, andchasaonmesticworkkar |l y i n w
(Fantone, 2007; Jarrett, 2015). Though often perceived as a negative condition,
schol ars warn against the idea that <cul tur al
Gill and Taylor (2013) point out that cultural workers are well aware of the precarity of

t heir wor k, needhodvoid thewviariows earidatures of either the cultural
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dupe or the rational maximizer of informat i on or (economi7cNanbenef it
cultural workers may even enjoy such working conditions and use them as

opportunities for creative freedom and expression (Banks, 2007; Hesmondhalgh and

Baker, 2011). Some may refuse worthkthe as a for
mar ket ( OO0 CoMcRablie discussels the refusal of work among young

women in Western countries, who are increasingly refusing mundane work and

instead choosing independent, precarious work as an opportunity for self-realisation

(McRobbie, 2016).

The concept of the refusal of work derives from the autonomous Marxist
tradition, which has its origins in labour movements and protests in Italy during the
1960s and 1970s. Activists and writers such as Antonio Negri (see Hardt and Negri,
2000) and Paolo Virno (2004) stressed the possibilities of labour autonomy,
developing the Marxist critique of work beyond its fundamental idea that workers are
subject to capitalist structures. The movement was concerned with better labour
conditions and pay for workers, and the idea that workers can bring about change.
The refusal of work is an important element of the movement, as it helps to construct
a vision of life which is no longer organised around work (Hardt and Negri, 2000).
McRobbie (2016) argues however that such radical politics have potentially
exacerbated individual labour anxieties, creating tension and individualised
contestation, whichisir ef racted through ideganofedr wwart k

(2016:93).

Some scholars do acknowledge some of the positive possibilities of self-
organised, precarious work, which could include ithe potential for new
understandings, new forms of soOQaklayl i sati on a

2009:42). There is some evidence to suggest that the shared experience of
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precarious labour conditions could bring about collective solidarity. For example, De

Peuter and Cohen (2015) who discuss collective action by creative industries workers

in response to poor labour conditions, whi ch t hey |Forltherh, motimaut ual
aid festablishes the social bonds necessary to contest labour precarity and affirms

the self-organization necessary for alternative economies.0 ( 2015: 309) . So w
unequal, precarious conditions of cultural work, there are possibilities for collective

activity which could benefit all parties involved, and such activity, | suggest, can be

facilitated through social media.

The political context to precarious work, in the UK at least, has origins in
neoliberal policies (Hesmondhalgh, 2013). Neolberalism is defined by David Harvey

as:

i Aheory of political economic practices that proposes that human well-
being can best be advanced by liberating individual entrepreneurial
freedoms and skills within an institutional framework characterized by

strong private property rights, free markets, andfreet r ade . 0
(Harvey, 2005:2)

Here Harvey notes the individualisation of work and entrepreneurial ethos which is

characteristic of neoliberalism, and increasingly pervasive in contemporary society

(Brouillette, 2013; McRobbie, 2016). Neoliberalism is also a term often used to

describe the contemporary political values which are associated withii a a t i
democraticorpro-c or por at e power 0 \VihanDavwesnotes2tatl 4 : 310 ) .
the political characteristics of neoliberalism include the privatisation of activities

which traditionally lie outside the market and the encouragement of competition

leading to inequalities (Davies, 2014:310).
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In relation to cultural work, government shifts towards neoliberal policies

during the 1970s and 80s in the UK and USA had a significant impact on the cultural

industries. I n reference to this, Hesmondhal
acknowledget he t hinking behind these policies, wh
are now central, as never before, to the way

(2013:100). For the cultural industries,the r i se of &éi nf ormati on so:
meant an increased emphasis on intellectual property exploitation, entrepreneurship,
6creativityd and Obuzrwoads af the New lGabourtuitieas e wer e
policiesdur i ng the | ate 1990s and 2000s which 1inc
industriesd construct. The O0creative industr
UK Government 6s Depart mentrtof QOMS @Qanmtheu r e, Me d i
Department for Digital, Culture, Media and Sport), as a means to place culture at the

centre of public and economic policy. The O0c
consisted of the arts, design, games, advertising and marketing, publishing,

journalism and ICT.

Why are such policies relevant for independent cultural workers? The
emphasis on intellectual property exploitation and by implication, entrepreneurship,
means that cultural workers face increasing pressure to find new ways to make
money from their work 7 not only does work need to be original, it needs to be
creative, innovative and therefore exploitable. In order to keep up, they need to
embrace marketing and business principles in order to be successful. For the
participants in this thesis, social media enables them to market themselves and
make money from their work. Some of them must keep up to date with the latest
opportunities for projects and funding because the process is so competitive, and

therefore need to work on and signal their expertise effectively to stand out from the
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rest. This situation demands an O6al ways onbo
the pressures from work are constant and pervade all areas of life. Melissa Gregg
describes this condition as O0pr epreserceof bl eedd
mobile technology in the home. She says that in the age of presence bleed, people

take responsibility for theirworkiat al | hours, crafting a prof

thealwaysson net wor ks of communication. o (2014: 12

New L ab oiceas éharedmsanie traits with the neoliberal regimes of the
Conservative government which preceded them, including the emphasis on
individual entrepreneurship and the preference for commercial privatisation over
public approaches and state subsidy (Hesmondhalgh, Nisbett, Oakley et al, 2014;
Oakley, 2006). Since then however, neoliberal ideals and policies have almost
certainly gathered momentum under the Coalition government in 2010 and the
current Conservative leadership. Naidoo (2015) notes that the years since the
Coalition government hayvtheideateanthexulturalsectar e nsi f i
must meet the shortfall in state funding by attracting more private investmento
(2015:62). Nadioo argues that this neoliberal economic model is increasingly the
only option for policy, making many who work in the arts, culture and heritage, fear
that they have no alternative but to get on board or be left behindd (i bi d. ) Bei ng
to secure funding and opportunities in this context also requires economic
justification (Belfiore, 2002) and this applies to a number of participants in this thesis

who are involved in publicly funded arts work.

It is important to note that such conditions are not unique to cultural work, as
pointed out by Brouillette (2013) who argues that the ethos of the cultural worker as
being flexible, selF-managi ng and dllrem tacm A nnate capacit:

into saleable properties0 encapsul ates the i deaMarfkneol i ber ¢
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Banks (2014) argues that the principles of neoliberalism obscure the realities of
independentworkasiwor kers are willingly -preddce,ced and
uphold and refine the productive interplays of power and knowledge that ensure their

subjection to the prevailing logic.6 As & thewmskarisubj ect 6s desire b
seamlessly enjoined to the accumulation imperative0(2014:249). Here Banks

highlights the entrepreneurial imperative which pervades cultural work 1 promising

independence and freedom from the constraints of working within an institution, yet

obscuring its harsh realities (Hesmondhalgh and Baker, 2011).

Angela McRobbie (2016) draws on the governmentality theories of Michel
Foucault to highlight how neoliberal ideals have extended into the realm of everyday
life to encourage the kind of activities that enhance the place of the market in
society, and in turn govern how people live their lives. She links the neoliberalism of
the 1970s and 80s to the entrepreneurial spirit of today i where work pervades all
aspectsofeveryday | i fe, and in the cultural i ndust

becomes a normative requirement, where:

AThe cheerful, upbeat, passionate, entrepr
constantly vigilant in regard to opportunities for projects or contracts must
d splay a persona that mobilizem the need t

press and publicity 74gento (McRobbie, 2016

According to McRobbie, people are increasingly required to be self-managing and
oOproductived subjects i n creiantoaimgtotionalr y wor k ¢
support and the safety net of welfare, and instead constantly working towards

bettering themselves, their working situation, and their lives. This is the context for

the cultural workers in this thesis i where the need to be known as expert in what
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you do and effectively promote yourself is crucial in order to make a living, and social

media platforms can be one way to do that.

In this section | have shown how in much of the literature about cultural work,
the cultural worker is often depicted as a victim of external forces i power,
precariousness, the value judgements of others. This characterisation of cultural
workers is partially why their skills and knowledge are not commonly referred to as

Oexpertised. | tause of theaplomuilar nqtiens df geaids,layd alboe

6talentd (Banks, 2017), which obfuscate

building expertise in creation, which this thesis brings into focus. | argue that cultural
workers do need to be able to develop and effectively signal their expertise in order
to survive and potentially thrive in the precarity of cultural work, but opportunities for

cultural workers to do this are dependent on their access to capital resources.

The next section acknowledges other groups commonly referred to as experts
in cultural work i cultural policy makers and cultural intermediaries. This leads into a
discussion in the final section about how expertise itself can be mediated when

signalled online.
Expertise, intermediation, and mediation

The literature on the role of expertise in UK cultural policymaking is useful for
illustrating how policy experts are thought to have the power to make decisions
which affect cultural workers, whilst knowing relatively little about the conditions of
cultural work (Banks and Hesmondhalgh, 2009; Cohen, 2012; Oakley, 2006).
Russell Prince (2010) provides a useful analysis of the nature of expertise in UK
cultural policy making, identifwasmaly an
community of actors have realigned their practices and cast themselves as creative

i ndust r i e2010e)x AceordingstwPrince these actors are already situated
39
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within particular epistemic communities for which cultural policies have important

ramifications, and they have the ability to reshape government policy to favour their

own ideas. He understands expertise as a social relation basedonanact or 6 s acces

to knowledge, which gives them authority over others.

Prince conceptualises such actors as active subjects who are deliberately and
strategically seeking to gain power, however his account could have benefitted from
an acknowledgement of the barriers to access and inequalities in cultural work, as it
is the privileged who are able to access such opportunities in the first place. Indeed
this is highlighted by Phillip Schlesinger

cultural policy. He defines think tanks as:

i @anisations that describe themselves as such and which are engaged
in the production of policy discourses that make claims to knowledge.
Those who work in think tanks, as policy advisers or consultants, are a tiny
and select segment of the university-educated intelligentsia. They operate
within elite circles where the costs of entry to knowledgeable policy

discussion are higho
(Schlesinger, 2009:3)

Schlesingerdos description affirms the el
claims to expertise. He notes that there are particular barriers to entry for experts

which are based on class and education, which I find parallel reported barriers to

cultural work and contribute to persisting

Schlesinger presents a case study of how certain people have worked their way to
prominence in government, most of them from the media and communication

industries. For think tankspublibfaceofs ki | | set

(

e,

S

thinktankery is concerned with airing ideas,
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(Schlesinger, 2009:14) . Schl egalandgeeonaingg case d
background and access to resources plays a part in enabling or constraining the

development of, and claims to, expertise.

Another group which are associated with claims to expertise in cultural work
are cultural intermediaries. Smith Maguire and Matthews (2014) provide a useful
working definition of <cul turwhdconstruttealuenedi ar i e
by mediating how goods (or services, practices, people) are perceived and engaged
with bywhoaher albs o d e fclaimsaaprofessiondltexpartisein
taste and value wit h{2014:23).pndhisisdnse therearelsomer al f i e
linkages between the cultural intermediary and the idea of the aesthetic experts in
judgement described earlier in this chapter, in that they judge culture and are
believed to be experts in taste, however cultural intermediaries deal in aspects of
both @md gdhlbowd c ul titdortke market, whereas keatigeic experts

as traditionally known are saidt o de al wituretonlyBourdjel, 1984).

The term 6cul tur al intermediaryd has s o0me
Bourdieu (1984), who discusses the Onew cul't
relatively privileged 6énew peintheartbasur geoi si e

conventionally known - the art dealers and criticsi wer e consi dered the 0
intermediaries. The 6énewb6 cultural I nter medi
included TV and radio producers, newspaper critics and journalists, were able to

bridge the gap bet we doproducegthroughithd miktwewof cul t ur e
‘genres’, 'styles’ and 'levels’, those objectified images of petit-bourgeois culture,

juxtaposing 'easy' or 'old-fashioned’ (i.e., devalued) legitimate products with the most

ambitious products of the field of mass productionoc ( Bour di eu, 1984: 326)

The expertise of the cultural intermediar
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their ability to negotiate high and low culture and package it for wider consumption,

and this particular role of the intermediary has spurred much debate in the

academic field about the relationship between cultural production and consumption,

and a subsequent critique of Bourdieudbds conc
Taylor (2015) argues that the nature of intermediation in the creative economy

encompasses three modalities: the transactional, which is relating and connecting

between social and economic agents; the regulatory, the social and political norms

and rules; and the strategic, the structure through which relations and subjectivities

are produced (2015:364). Taylor proposes that there are a wider network of actors

in intermediary processes than merelyt he GO0 new matsiite b awthrigen Bour
describes. Heusest he term @adsecoinatmydnt o pl ace pri ma
importance of associations and networks in cultural intermediation, whilst also

acknowledging its market orientation. The acknowledgement of associations is

parall eled in Becker os (200 8gulturalproduetipnt i on o f
consists of networked, social processes. Cultural intermediaries, however, are

cultural workers with claims to expertise because of their perceived knowledge of

taste and of the market.

Other work on cultural intermediaries tends to take their status as experts for
granted. For example, Nixon and du Gay (2002) take issue with what they claim to
bethealle ncompassing nature of Bour difetuedrsd su steo o f
cut across distinct occupational formations, cultures and forms of expertise, as well
as the rather different social compositions of discrete cultural intermediary
occupat i odd).yet thdy 2yl @laborate on what they understand as
expertise. The authors call for further empirical work on the nature of cultural

intermedi ation; <c¢claiming that by focusing on
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their practices, the relationship between production and consumption can be better

understood.

David Wright (2005) builds on the work of Nixon and du Gay with his
empirical work on bookshop workers. He ment i ¢
times in his account, and like Nixon and du Gay, does not define exactly what he
means by those terms, or how cultural intermediaries seemingly come to embody
expertise (2005:115).Wr i ght 6 s wor k i s wuseful for highl:@
cultural work that are also prevalent in intermediary occupations, which could
exclude the working classes fAfrpMegusso much of
(2002) highlights inequalities of access too, and also claims that intermediaries also
serve to reproduce the distance between production and consumption, rather than

bridge it as in Bourdieuds conception.

The debates about the O6gapd between produ
reproduced by cultural intermediaries seem outdated when considered in light of
more recent work on consumer co-production (see Arvidsson & Colleoni, 2012;
Banks & Deuze, 2009). So who, or what are the intermediaries in modes of cultural
production which include social media and digital platforms? Candace Jones et al
(2015) argue that digital devicesaret he O new | rot éremevceiear iags i st s
consumer s, as dawvnelyo adx psl eari vni: cTefies now dorminatep pl e 6 s
music CD sales. Google provides access to music (Google Play), video (YouTube)
and publishing (Google Books). Spotify shares music. Netflix not only distributes but
produces content-first episodes, and now movies, that can be rented, streamed and
even watched all at once (rather than weekly)do ( 2 0 1J6nes2eDa) show that the
nature of intermediation requires more scrutiny in relation to the digital, and also in

relation to claims to expertise and taste. The platforms described by Jones et al are
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designed to curate and give people access to cultural forms 1 they appear to perform

some kind of intermediary function, but what about the role of digital platforms in

cultural production processes? | argue that social media platforms mediate expertise

signals and | explore how this occurs throughout the thesis. Social media platforms,

in their structure, algorithms and affordances (such as likes and shares) do

something to cultural forms when they are sh
aesthetic expertise signals. Mediation requires some serious consideration with

regards to the nature of expertise when it is signalled online, and by extension the

character of aesthetic expertise in contemporary cultural production. To clarify,

algorithms refer to the functions of social media platforms to achieve certain

outcomes, they are fiencoded procedures for t

out put, based on specified calculationso ( Gi

All media should be understood in terms of their processes of mediation,
according to Kember and Zylinska (2012). For them such an understanding is
essential to move p-asatlededderavwmessadotansdgodi
technol ogies. Their deomplexandhylorid pracdssthaeis i at i on
simultaneously economic, social, cultural, psychological, and technicaldo ( 2012 : xv) .
Kember and Zylinskads approach to mediati on
' ifeness)o (ibid.) of mehdpossibilityof thelemedgencd e ne s s 6
of forms always new, or its potentiality to generate unprecedented connections and
unexpectedeventso (2012: xvii). Thought they insist t
medi ad and the dnewnessd of soci al medi a we
some respects, and | argue this is true with regards to the role of social media in
cultural labour. We do not know enough about what cultural workers do with social

media and what they post on there. This thesis will demonstrate in particular how
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posts can be mediated by the platforms, changing the nature of expertise signalling

and contributing to our knowledge of experti

Couldry and Hepp (2016) argue that social life is constructed through
medi ated communications, and our fAnecessaril
human beings i is therefore not based on some internal mental reality i but on the
material processes (objects, linkages, infrastructures, platforms) through which
communication, and the construction of meani
think about expertise signalling on social media in this way, it means that the very
architecture of social media, and its algorithms, are as much a part of, for example,
the painting being posted as the painting itself. Couldry and Hepp purport that
mediation has a bearing on how social life is constructed i for this thesis this
includes how art is presented and judged on social media, and how cultural workers

present themselves, as cultural workers.

Georgina Born (2010) argues that studies of cultural work should consider
not only the cultural field and its agents (in the Bourdieusian sense) but also the
objective and aesthetic properties of cultural products in use, in a similar way to
Latour and Woolgardés conception of | aborator
aesthetic properties of cultural objects. Accor di ng to Born, objects
assembl age of medi at ilfomdts e aeOahtPainLi@r8lgtionwh i ¢ h
to social media platforms and their role in mediating the presentation of cultural
objects online, as opposed to them hanging in a gallery. Mediating factors could
include platform features such as shares, likes and comments which potentially
affect the circulation and reception of a cultural product online, and the very

character of the expertise signalled by the cultural worker.
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When a cultural worker decides to create and maintain a presence on social
media, they are exposing themselves to a number of risks, and the degree of risk
can vary, I argue disproporti onaateetsgcial depend
background. Social media can also help enhance reputation, which is a key element
of signalling expertise as highlighted earlier in this chapter. In the following section |
discuss current literature on the dynamics of reputation on social media and what

this could mean for signalling expertise.
Social media, reputational value and risk

Howard Becker (2008) believes that reputation is key for artists to build a successful

career:

firhe reputation of the artist and the work reinforce one another: we value
more a work done by an artist we respect, just as we respect more an artist
whose work we have admired. When the distribution of art involves the
exchange of money, reputational value can be translated into financial
value, so that the decision that a well-known and respected artist did not do

a painting once attributed to him means that the painting loses value.0
Becker (2008:23)

Here Becker talks about reputation in relation to respect and value. The value of a

wor k, and t he cesirbbility forgpdtentimlcomimesiod lsingelon

reputation, which, for Becker, is built through a social process of consensus as

described earlier in this chapter. For Becker, the art worlds as he conceptualises

them Aroutinely cr ea tcauseaheydhavwe andnteregmut at i ons,
individuals and what they have done and can

because it acknowledges the individual in cultural production i the person who
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creates the cultural product to be judged by others, the person who works on their
aesthetic expertise to produce work of value. When an individual decides to put
themselves and their work out into the public domain, they could put their reputation
at risk. This is particularly the case on social media, which provides a means to

signal expertise and build a reputation, but also presents reputational challenges.

| show in this thesis how reputation management is integral to signalling
expertise, but only a part of it. There are other elements involved in signalling
expertise too, such as providing the content or evidence of the expertise (such as
the art work) and the appropriate associations and networks to enable that expertise
to be recognised. Social media is an accessible, almost instant means by which to
manage reputation and exchange work for financial value in the way Becker
describes, but the way it could be done is complex, unpredictable and as potentially

damaging as it could be beneficial.

Yet, social media is pushed as a potential solution for artists to gain visibility

and promote themselves. For example, in Figure 1 is a screenshot of a blog post

titled O0How to Promote Your Art on Instagran

Agqra Callery

om the NYC art experts
How to Promote Your Art on Instagram

A : " the“stacving ot w piaessih i bacomitg mare oo B Slryona’ GALLERY REPRESENTATION & PROMOTION
.. 80 a i BY

Gallery

Figure 1 Agora Gallery screenshot
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The blog post begins as follows:

MA successful ar-paced world not orlymecdsytoicieatef a s t

art but also should focus on promoting their art. Gone are the days of the

Astarving artisto and elite ar

t deal er s. /

everyone to enjoy, and also forces artists to preserve quality both online

and offlineo

This quote, and indeed the whole blog post, is a demand to artists that they keep up

with the rigours of the art world 1 they need to promote themselves, make sure they

stand out against the rest. The blog post affirms the well-worn perception of the

6st

arving artistodo but more cruci

ally, it unc

Instagram in this case, as a solution to gaining exposure. While it is true that social

media platforms present positive opportunities for cultural workers to promote

themselves and signal their aesthetic expertise, they also present challenges.

One challenge in particular is online abuse; women especially are susceptible

to online harassment, otherwise knownas6 Gender trol Il ingd (Manti ||

Gendertrolling is described by Karla Mantilla as a particularly threatening online

phenomenon characterised by gender-based insults, hate language, threats and

online attacks towards women over a prolonged period of time, and negative

reactions to women speaking out. In her article she presents many examples of

incidents where women have experienced prolonged and serious abuse on blogs

and on Twitter, especially when women have spoken out against sexism and

misogyny, or campaigned for gender equality. Such discrimination goes beyond

gender too - the autoethnographic accounts of Barlow and Awan (2016) highlight

how women and people of the Muslim faith in academia experience online abuse

and

attemptedgdonlITihhee onil li eaneicgrhmtsoe,

oal mohvee nbean tt
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shares and promotes extreme racist, misogynistic and homophobic viewpoints is just
one example of how the democratising potential of social media can produce
unexpected and unwarranted effects, mobilising movements which aim to perpetrate

online abuse.

The stories of abuse highlight the volatility of online spaces which is
overl ooked in Agora Galleryds 6advicedo for
harassment, so what is the difference for cultural workers? Women artists are shown
to routinely experience online abuse and some are using their art to campaign
against it (Michael, 2016). As | will show in later chapters some male famous artists
have also experienced online abuse, but it does relatively little to damage their
reputation. Celebrities are trolled on social media on a daily basis and so their
reputation, barring a scandal, is relatively safe from the influence of online abuse.
Groshek and Cutino (2016) point out how the U.S. talk show Jimmy Kimmel Live
invites celebrities to read out examples of online abuse they have received in a
segment called O6Mean Tweetsd. Famous peopl e
hostility. However, for the participants in this thesis and other cultural workers who
are not so high profile, trolling, if not handled correctly, can be a threat to their
reputation. This is because their networks are smaller and will consist of current and
potential clients, customers and collaborators. The stakes are potentially much

higher for them.

Online abuse is not the only reputational challenge for cultural workers using
social media, as trolls can be dismissed as unreasonable or looking for attention.
There are also risks around copyright, such as others potentially copying or
amending work and passing it off as their own; or a scathing critique, or a bad

review. In reference to the work of Howard Becker, judgements about art and
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opinions about artists all contribute to reputation, and judgements and comments
can be made almost instantly on social media, at any time regardless of whether the
artist is online or not. Disparaging comments, damaging remarks or even
modifications to work can proliferate in ways which the cultural worker cannot
control. The risk to reputation, one could argue, is amplified when a presence is built

on social media.

Risk is argued to be intrinsic to freelance, independent work (McRobbie,
2016) and for cultural workers, risk is an accepted condition of cultural labour
(Menger, 2006). Menger observes that in addition to the occupational risks of cultural
work, such as piecemeal work, | ack of instit
failureisabuilt-i n characteristic of artistic undert a
must rely on the fact that other people must take an interest in their work in the first
place, for it to have any chance of being successful. This resonates with the ideas by
Becker and Bourdieu of the importance of recognition for creators. In order for
aesthetic expertise to be recognised, it must be signalled first, and as Agora Gallery

proclaim, social media seems to be one way to do it.

There is a growing body of work on reputation management on the internet
and social media. In this context, Daniel Solove (2007) defines reputation as a
coll ective perception about a person, which
judgements based on the mosaic o¥%30).nformatio
Solove highlights the precarious nature of reputation when one decides to build a
presence on the internet, where information about us flows and proliferates.
Literature on self-branding highlights how social media users create and manage
their online profiles in an attempt to manage reputation and create a coherent online

0 b r gseedHiarn, 2010; Marwick, 2013a; Duffy, 2016). Alice Marwick defines self-
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branding as AnThe strategic creation of ident
(2013a:166). It is thus distinct from signalling expertise in that self-branding is

primarily concerned with identity construction, whereas signalling expertise, while

partially concerned with identity management online, largely involves communicating

skills and credentials.

Some websites attempt to quantify reputation in relation to individual
credentials, such as Klout. When a user allows Klout to access their social media
profiles, it provides an oO0influenced score b
they post about, who they are connected with, and who shares their posts. Those
withahighinff uence score are grouped into 6topic e
area they post about most often. The designa
media shares and interactions, could easily be manipulated by users, for example by
asking friends and family to recommend them, or buying followers, and is therefore
highly problematic. 1t is an example of the
attributed freely online without qualification, and a reason why expertise requires

further scrutiny in various contexts, including how it is signalled on social media.

Gandini (2015) argues that the emergence of sites such as Klout are a part of
an online O6reputation economyd® where reput at
freelancers to secure work, potentially more so than trust, skills or accreditation
(2015:150). Gandini points out that sites like Klout do not generate any meaningful
data about reputation, they only work on networks and interactions between users.
However, he argues that the existence of the site points to the nature of reputation in
the social media age, as likes, shares, and followers are increasingly becoming the

measure of oneds value as a potential empl oy
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research, such forms of reputation measurement could potentially reduce the value

of a cultural work, or an artist, to social media metrics.

So while social media provide the means for signalling expertise, and
potentially enhancing reputation, there are also a number of challenges pertaining to
the volatile online space and the instrumental means through which reputation,
expertise and potentially cultural value, could be calculated. The unpredictability of
social media contributes to the fluid character of aesthetic expertise when it is

signalled online. This thesis provides an empirical insight into how this works.
Conclusion

This chapter has laid out the contextual and conceptual framework for this thesis

around the four main themes or lines of argument which are pursued throughout:

1. Expertise in cultural work is taken for granted, and the aesthetic expertise of

cultural creators under explored

2. An individual 6s ability to gain, bui

constrained by their access to resources, or capital

3. Expertise signals on social media are mediated, which has some bearing on the

character of aesthetic expertise on social media

4. Signalling expertise on social media presents both reputational risk and value

for cultural workers

In this contextual discussion | have highlighted some of the ideas about
expertise which tend to be treated normatively in cultural work literature. These
include the notion that expertise is the reserve of powerful and elite, that cultural
workers are powerless with little influence on their career. In such work aesthetic

expertise in cultural work is commonly associated with aesthetic judgement or
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intermediation, not creation of the primary product which is judged, and there is little

inquiry into why such assumptions have persisted in scholarship. My empirical

insights in this thesis challenge these ideas and offer new questions in relation to the

nature of expertise in the O0soci al medi a age

methods used in my approach.
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Chapter 2: Methodology

Introduction

In 2016, Facebook owner Mark Zuckerberg gave a speech at a ceremony where he
received an award for entrepreneurship. In part of his speech (cited in Matyszczyk,

2016), he described Facebookds mission:

"What we really focus on giving everyone, is the power to share all of the
things that they care about, what they're thinking about, what they're

experiencing on a day-to-day basis."

Zuckerberg goes on to say that if people have the power to share more aspects of

their | ives, it ceanundrearkset a nrhdei mwgo.rd dZ urcokre r b er
anticipate the role his social networking site would have later that year in the US

presidential electons-wher e t he spread of o6fake newsd tF
have contributed to the election of Donald Trump. The criticism of Facebook was so

wi despread that Zuckerberg felt the need to
Facebook post on his own profile in November 2016, distancing his site from the

spread of oO0fake newsd aned wsatnrtess sFiancge btohoakt taob o

per son aZuckesberg, 016).(

As discussed in the previous chapter, social media platforms can be volatile
and potentially risky spaces. Zucdvaythinggr gbés u
about their lives on social media to better understand each other does not quite
match up to the reality of online abuse and harassment. The unpredictable nature of
social media means it can be tricky research terrain to navigate and so requires
some reflection. The purpose of this chapter is to think through some of potential
issues for researchers studying social media alongside discussion of my research
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methods, which involve a combination of social media analysis and semi-structured

interviews with 19 UK cultural workers.

For this research | developed Candace Jone
framework to qualitatively analyse social media posts, which is one of the major
contributions to knowledge this thesis makes and which | have begun to utilise in
other work (see Ashton and Patel, 2017; Naudin and Patel, forthcoming; Patel,
2017). In the first section of this chapter | explain this framework and my overall
research approach in greater depth, before a reflection on my methods in relation to
wider issues about social media and cultural work research. | then explain the
process of data analysis using Nvivo before a reflection on my own position as a

practitioner and researcher.
Research approach and methods

The 19 cultural workers who are the primary focus of this research come from
different areas of practice including visual fine art, craft art, composition and writing.
These areas are known as the 6 ¢ o r e whichinvbh&e producing cultural goods, or
Abaesthetic or 6ésymbolicd goodso a(nBlamsks,vi ces
2007:2). The majority of participants were contacted through online directories
including Arts Derbyshire, New Art West Midlands and Art in Liverpool, and some
were approached directly after recommendations from participants and contacts of
my own. The role of the art directories is significant here; these too are potential sites
for cultural workers to signal expertise online, because they use the sites to self-
identify as cultural workers and signal their availability for projects and commissions.
Arts Derbyshire and Art in Liverpool are designed to promote artists and events
within the local area, and both contain a directory of artists to which practitioners

submit their profiles. New Art West Midlands is slightly different in that it provides
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features on art and artists from around the region, so the artists featured have not
submitted a profile for the website as such, instead they have been highlighted by
the site. There is a sense of gatekeeping and selection with New Art West Midlands
in terms of the artists featured but it was a useful first port of call for finding
participants. All three websites provide biographical and career information of the
cultural workers, as well as links to relevant websites and social media, and so the

directories helped me to locate the social media profiles of participants.

| analysed samples of their social media posts using a signalling expertise
framework | will discuss shortly. Interviews were also carried out over the phone,
face to face or via Skype, with interviews lasting between 30 minutes and two hours.
| also scoped the partici panipresentatombndne pr ese
self-written biographies on their websites and blogs. The social media posts of
famous artists were also analysed, which was important for gaining a sense of how
expert, world-renowned cultural workers signal their aesthetic expertise on social

media.
The signalling expertise framework

Before outlining the methods of data collection, it is necessary to first discuss in

greater detail my version of the signalling expertise framework, and the rationale for

adapting it for social media analysis. My framework for analysing signals is

developed from the work of Candace Jones (2002) who defines signalling as the

process of communicating signals. She describes signals in cultural work as
Afactivities that showcase one's I dentity thr
skills and genres [ é] 26@08:209)rFertha drigimalrsignaling s o ( Jo
expertise framework which my research develops, Jones draws on the performance

work of Erving Goffman (1959) to conceptualise how expertise is signalled in
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creative industry careers, arguing that sign

knowledge and expertise in the competitive creative industries job market.

According to Jones, signals can help potential employers, collaborators,
commissioners and so on to predict the behaviour, value or qualities of cultural
workers before they meet them or are hired. Furthermore, signals contribute to
t he «cul t u readtatiow.dands esestliie example of cultural industries
workers in TV and film to demonstrate the importance of signalling expertise for
their careers,asisi gnal s can be used repeatedly to e;
parties, creating codes withinanindustryand r eput ati on among pl aye
(2002:211). Reputation is a key part of signalling expertise for Jones, and as
highlighted in the previous chapter, it is crucial for cultural workers looking to gain

recognition for their work (Becker, 2008).

Jonesd framework consists of three major
signalling content and signalling strategies, which | build on in my own framework
for analysing social media signals. My framework consists of similar elements,

with additional consideration for social media platforms:

1 Individual context i which considers the context of the user, their
background and career trajectory

9 Signalling content i including the aesthetic style of social media text and
images, exhibiting the requisite skills in both their social media posts and
presentation of their art, and career relevant connections and interactions on
social media

1 Signalling strategies i such as using retweets, shares and other social

media features to enhance status, the type of relationships pursued and how
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they are manifest on social media, and strategic approaches to impression

management on social media.

Institutional contexti s descri bed by Jones as the fArul es
Ai ndust r-guliuse - mdely shared norms and practices that guide actions

and exchange rel at iiosmdadotot( 2® O2c @1112¢ct iThe sbel i
gameo described in Chapter 1 wiitlubio,im Pi err e B
that it is a shared norm or understanding of how things should operate within a

group, organisation or situation. For my social media analysis framework this

el ement was adapted to refer to 6individual
user on social media, including their personal and work background, and their

career history. Individual context can be gleaned from social media profiles, but a

large portion of this information was gained from the interviews, demonstrating

the value of getting to know the people behind the posts on social media in

research. Much of this context for each participant in this thesis will be introduced

in Chapter 3.

The second el ement osignaling noeten§ which shkene wor k i s
describes as particular cues aboutnkh cultura
relationshipso (2002:213) drawing primarily
career competencies of knowing-why, knowing-how and knowing-whom which
were explained in Chapter 1. My adaptation of this element takes into account
what is actually posted on social media, particularly the post content, the style of
text and images and the aesthetic qualities of work posted, to gauge what the
posts actually say about a culithantisid wor ker 0s
techniques are used? What skills are on show? How does the cultural worker

describe their own work online? Signalling content helps to gauge what the
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signalling strategiesar e, the third el ement of Joneso f
my own.

Signalling strategies fawsenhhcene®, i ncl ude
reputation building or I mpression managemen

for analysing social media, and my amendment takes into account social media
features such as retweets and replies, which are designed to facilitate interaction
between users. | also consider the type of connections and associations
participants made online i who do they interact with? Whose work do they share
and like? Who do the cultural workers associate with online? According to Jones,
signalling expertise accumulates social capital which is crucial for creative
careers. The higher the status of these associations, the higher the status of the
individual signalling expertise, and she describes this affiliation as one of the
strategies for status enhancement; the other being winning awards and status
competitions. The status of associations is an important consideration for

signalling expertise on social media, as | will show in Chapter 5.

Jonesowork on signalling expertise is significant in that it is an attempt to
conceptualise expertise in cultural work as a practice i as something done, by
cultural workers, to show they are experts in what they do. The signalling
expertise framework she offers is conceptual rather than empirical, and yet the
consideration of reputation management, networking, communication of skills and
status enhancement lends itself, | argue, to a qualitative analysis of self-
presentation on social media. It is for these reasons that | found it a useful
framework to adapt for analysing expertise signals on social media. In the next
section on social media data | describe in greater detail how | came to test and

amend the framework for my own research.
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The signalling approach of Jones is based on a combination of sociological,
economic and organisational theory, to demonstrate how signalling is a form of
strategic action which is fAespecially releva
must solve problems, handle uncertainty, and fashion novel products during project
engage me nz240. Hér @dktas previously been drawn upon to examine the
mechanisms of signalling in cultural work by Potts et al, (2008) and Potts (2011).
Potts (2011) wuses Jones®6 approach to signal/l

way for both individuals and organisations to accumulate value in cultural work. For

Potts, this value is social <capital, which 0
mar ket contextso (2011:81). Potts approaches
market perspective, focusingon i nnovation within networks o
industriesdé (using the DCMS term), an approa

The social network markets approach is used by Potts to conceptualise creative

work as highly networked and cooperative, utilising the opportunities afforded by

digital technology and the internet for user co-creation of products (Banks, 2009).

Hartley (2007) describes social network markets as a process where findividual

choices are determined by the choices of otherswit hi n t he ne2l)wor ko (20
Rat her than conceptualising creative and cul
suggests they should be seen as a network market, where creative opportunities are
accessible to citi zeotmergdyragongiodasgywoneetistis, and fn
expertso (2007: 17) .yindstaytor attistic ekperesys untleaain s b

does he mean critics, intermediaries, or creators?

During my initial working through of the signalling expertise framework
methodologically, | also considered social network markets as a possible conceptual

framework for my understanding of the cultural industries and cultural work, and my
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thinking through this process is documented in my blog (Patel, 2015) . This Ot
out | oudd on pontantforicrgstallism@mnsy ideas, and | found that the

social network markets approach was not suitable, because its application in relation

to cultural work by Potts (2008) and Hartley (2007) overlooks inequalities, not just in

cultural work, but in relation to digital literacy, and also glosses over the challenges

of using social media and the internet for cultural workers.

In the next section | discuss the process of data collection in this research, but
first with an acknowledgement of some of the considerations for researchers using

social media as an object of study.
Working with social media data

What makes social media platforms different from any other object of study? It is
argued by some internet researchers that traditional sociological research models
are ineffective for researching social media, for example Markham and Baym (2008)

argue:

AThe sociological subject is powerful, shi
research design, confusing. Our research models do not fit the multiphrenic

subj ect very well . o0
Markham and Baym (2008:x)

Mutliphrenic means having multiple identities constructed from multiple mediated
environments, 0 oMafkiham anel Bayra suggesbttivanbedauseod this,

internet researchers should adapt their methods accordingly, rather than use
traditional sociological me tlthsdhardsto knawrhowo n | i n e
well older theoretical and methodological frameworks can be applied to understand

contemporary s oc.i &) The autherg pi coinnsto o(u2t0O Ot hat t he
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research terraino (ibid.) of the internet an
creative research approaches, and | show in this thesis how the signalling expertise
framework developed as a social media method for this research is an example of

such an approach.

Mar kham and Baymo6s advireflexivé amd adaptaldee ar cher s
when doing internet based research is not new. For example, Christine Hine (2000)
produced a useful guide on qualitative internet research in Virtual Ethnography.

Ethnography, according to Hine, involves the researcher:

A Brticipating, overtly or covertly, in people's daily lives for an extended
period of time. They are watching what happens, listening to what is said,
asking questions 8 in fact, collecting whatever data are available to throw

light on the issues that are the focus of the researcho
Hine (2000:41)

When Virtual Ethnography was written, the primary object of study for internet

researchers was forums and chat rooms, which provideda 6 si t ed ri pe for tF
ethnographic participation and observation which Hine describes in the quote above.

She argues that an ethnographic approach to
enriched sense of the meanings of the technology and the cultures which enable it

and are enabled by ito (2000:8). Here Hine a
a 0 c utd whielr | eefurn later in this chapter. She also highlights some of the

issues around online research that are still of concern today, such as participant

privacy and the ethics of covert online research. Hine emphasises the importance of

adaptability for dealing with such issues during the research process.
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Adaptability in internet research is also highlighted by Markham (1998) in her
reflexive research about internet use. Markham usefully reflects on her own role
when researching internet chat rooms. She carried out online interviews in her
research, which she found were limiting because she would often receive one-word
answers ornoresponse atall .  She ¢ o mméehnograpthy seemsato havea
life of its own - a life that is intimately connected with mine, yet inseparable from the
dialoguest hat const it ut 61). The eflesivityurehyiréd by iht&ret8 :
researchers as discussed by Hine and Markham are important to acknowledge here,
and the case of Markham is particularly illuminating for myself as a social media
practitioner studying social media, as mentioned in the preface to this thesis. My
negotiation of social media platforms as both a practitioner and researcher was
iterative; at first | was not completely sure of my approach in both cases. As a
practitioner, | learned techniques for gaining more followers, increasing engagement
and different ways to post without any formal training, by experimenting with different
posts and gauging the audience response. The same occurred when | began to
research social media and expertise for this thesis T as Markham and Baym point
out, there is little to draw from when researching qualitative subjects on social media,

SO some testing was necessary in the initial stages of this research.

Adapting the signalling expertise framework for a social media analysis was
one such part of the iterative process; | explored the Candace Jones (2002) version
as an analytical tool during a pilot study with an artist/academic whom | knew
personally in March 2015. | collected one sample of her social media posts from one
month, and carried out a short interview. After the initial social media analysis |

adapted the framework, as | found additional elements or features of aesthetic work
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when posted on social media should be considered. These included specific

aesthetic and objective qualities of the post, and the art featured, where applicable.

Once the main participants for the research were recruited | collected (via
screenshot) between5-10 dayso6 worth of posts from the
frequently used; the most common being Twitter, Facebook (pages) and Instagram.
To clarify, Twitngd $erai odeni whiobh oglgl ows use
up to 140 characters in length, as well as images, videos and animations
(conventionally known as GI Fs). Umowevesit can o0f
is not necessary to follow people to interact with them. On Facebook users create a

profile and connect with others (Facebook friends) who can also see their profile.

Users can see updates from their friends, an
6news feed6. l nstagr am i gimasilwasendrtpioye Facebook,
application. I nstagram all ows users to upl oa

for the image. Like Twitter, users can follow each other and see recent photos from

the people they follow in a news feed.

Data was collected from the sites over four months, between December 2015
and March 2016, in the middle of the month. The aim was to capture a general
senseofthep ar t i csogmbmedissuée at any given time, and not timed to
coincide with certain events or periods when they may be busy or not busy. The
amount of posts collected varied among users, ranging from over 100 posts from
one participant to ten for another. | began by gathering ten days of posts for all
participants, but some posted much more frequently than others, and on Twitter,
some participants primarily retweeted the posts of others, while posting relatively
little about themselves. Past the point of data collection | continued to follow the

participants on Twitter and Facebook, not with any intention to include subsequent
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observations in this research, but to gain further familiarity with their online presence,

what Kate Crawford describes as fAlisteningo
iswhereicomment ary and conversati oumboutthent i nue a
day o ( Cr awb28)rasione bPo@se<on social media without interacting.

Even though there may not be any interaction with users or subjects, a sense of

affinity can stil!l be cr elaideaeversiohofthednlme obser v
ethnography Christine Hine refers to, because it involves a form of participant

observation. However the participants knew | was following them, and | allowed them

to follow me back. The ob6englded megto obdermecthegr ound |
partt ci pantsod online activities beyond the poi
familiarise myself with them outside of the interview situation, and they could do the

samewithme.tadded to my knowledge of their o6indi

signalling expertise framework.

To collect the posts | took screenshots which were pasted into a Word
document. Thiswas usefulforget t i ng the posts O6o0offlined an
context of the post at the point of capture, such as the numbers of retweets and likes
for each Tweet, Facebook and Instagram likes and comments, as well as the images
contained within posts. My overall approach to social media data collection and
analysis is primarily qualitative, and at the time of data collection there was a lack of
methodological precedent to use as a benchmark or reference, so there was a

degree of iteration in the process.

The absence of a specific qualitative precedent is due to much existing social
media research utilising quantitative methods. Quantitative approaches mostly
involve extracting large amounts of social mediadatav i gataminingb. Dat a mi ni n

methods consist of collecting text-based data from social media posts on a large
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scale. Danah boyd and Kate Crawford (2012) comment on this practice which

generates what is often referred to as O6Big
schol arl y phenomen dintegplay betavéen techriology @g.on t he
computing power and algorithms), analysis (quantitative analysis, drawing patterns

from large data sets) and mythology (belief that large data sets offer a higher form of
intelligence and knowledge)o (2012:663). Thi
such approaches can be, and toolébeaut hors argu
misleading term, b e c aanables thetpraciice of apophenia: seeing patterns

where none actually exist, simply because enormous quantities of data can offer
connections that r a2012%668f Farida Via(20lL3) discussesct i ons . 0
similar issues for researchers working with 6 B i ajad P aguesb that new methods

need to be developed for qualitative analysis, particularly with social media images.

Alice Marwick (2013a) argues that qualitative approaches to social media
researchcanfi Pr ovi de a datadhatalk owr aoe o©D go beyond de
a n ccaniimelp unpack user presumptions about individual technologies,
distinguishing general communicative or social media behaviour from behaviour that
is specif i c (2018a:1a89).p fualitafive appnoach, therefore, was suitable
for this research, because | needed to analyse the individual practices of signalling
expertise on social media, and consider what such an analysis could tell us about

cultural work.

Each par tposts wepeamlysedsin groups of 3 or 4 because a lot of
posts exhibited similar forms of signalling content. Once all of the posts were
analysed using the signalling content criteria, this helpedtoworkout t he wuser 6s
signalling strategy and institutional context. An example of the analysis is in Figure 2,

with a full version in Appendix 4.
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Gillian Ussher Art

: 20% #Discount on giftvouchers til Dec
24th @WoofWoofNetwork
voofwoofwednesday #handmadehour
perpetualportraits.co.uk

Signalling content:
Identity (aesthetic style) Use of hashtags, again tapping into one relevant to
animals/pets but also Twitter.

Performance (exhibiting requisite skills) Display of her work — before and after.
Relationships (Career relevant networks) | Use of hashtags #woofwoofwednesday and
#handmadehour using these to promote her own
work and generate sales

Figure 2 example of a signalling expertise analysis

This process was repeatedfore ach usersé posts collected ov
a point was reached when the data was not revealing anything new. The participants

tended to stick to the same evinced posting habits and patterns with little deviation,

which | discuss in Chapter 5 in relation to cultural workers maintaining a coherent

online presence.

| also entered additional social media data for each participant into a
spreadsheet. This included information such as followers, locations, self-description
(or bio), and so on, and an example is included in Appendix 2. When each collection
period came round, changes in followers, any changes in self-description or bio, and
numbers of posts were added so activity was tracked over the period of four months.

Later on when writing about their careers, | visitedt he ar t i st sheckeed-bsi t es
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descriptions and career biographies. The additional data collection assisted my

knowledge of the wider online context of each individual cultural worker.

It was also important to gain some knowledge of the wider online context of
cultural work in general, such as the social media accounts of well-known artists in
comparison to those primarily featured in this thesis. The well-known artists analysed

were:

91 David Lachapelle
1 Grayson Perry

i Damien Hirst

1 Tracey Emin

1 Themostfamousartist (Instagram)

| also looked at the Instagram account of Palais de Tokyo, which was recommended
by a participant. They told me that Palais de Tokyo used Instagram in a rather novel
way; uploading parts of a picture individually to create a larger picture on the main
profile view. This was useful to give me an idea of some of the creative ways that
social media can be used that | had not become aware of in my experience as a

social media practitioner.

The analysis of the well-known artists and their accounts was useful for
providing a benchmark for how seemingly 6 e x p e r t-@hoare well-enbva and
whose aesthetic expertise has been legitimised - signal their expertise on social
media. The analysis was particularly valuable for assessing risk, reputation and
conflict on social media. As mentioned in the previous chapter, famous people
receive a lot of online abuse and criticism compared to non-famous people simply
because of their public visibility, and this also applies to famous artists. The case of

6t hemostfamousartisto which | came across Vi
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an illuminating case study of how social media can be used to enhance aesthetic
expertise signals, and particularly how social media knowledge can be
advantageous for those looking to gain exposure for their work. It is also a useful
example of the reputational challenges social media can present for artists. | focus

on this and the online presence of other famous artists in Chapters 4 and 5.

| also looked at art-based Instagram accounts and Twitter hashtags as part of
the wider scoping. A hashtag is a word or phrase used on social media posts which
is preceded by a #. The use of the hashtag # before a word or phrase aggregates it
with other Tweets with that hashtag. An example of a popular hashtag on Twitter is
#FollowFriday, when users can recommend other people to follow. Hashtags can
also be related to breaking news stories, interest groups, popular topics, campaigns,
and people also use them to express feelings and opinions. The hashtags and
communities on social media analysed were mentioned or used by participants and
mostly used by women, such as #Tuesdaybookblog and #handmadeuk. These are
examples of the participantsd activity
feature of the interview process which | explain in greater depth later in this chapter.
An open source social media analysis tool called Node XL was used to collect
Tweets from those hashtags. The sample collected was over 800 for each hashtag,
and 50 were selected from those. This was also used to generate a relationship map
of those Tweets, which provide a visual representation of the users within that

hashtag. See the example from #Tuesdaybookblog in Figure 3:
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(woo xajdapoo papou/-dny) TXPON Y pajess?)

Figure 3 NodeXL network map of #Tuesdaybookblog hashtag
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The maps demonstrate the Twitter connections between the most frequent users of
this hashtag, and the avatars suggest that the majority of users within these
networks appear to be women. However that is only from looking at the avatars
(which are the profile pictures), which may not necessarily be of that person.
Because Twitter data does not include gender, the profile pictures and biographies of
the user profiles are the only way to gauge the possible gender of users. Maps such
as these provide a useful general overview of the structure of a particular Twitter
group or community. The network maps were important for getting a general sense
of some of the gendered online communities, as gender emerged as an important

theme in the research.

The nature of social media and its preval
mean that the boundari es betoftendlarred(Orhad,l i ned a
2008). According to Shani Orgad, the same consideration should apply to online and
offline research methods. She argues that distinctions between online and offline
have never been made in research of older communication media, and i Mo r e
generally, beyond the methodological context, we do not tend to talk about the
delevision worldéversus the @ffline worldéor about dadio contextséversus @ffline
contextsoin the same way as we refer to @nlineband @fflinedin relation to the
i nt er n &:86). ®rgdd 2dled that the tendency for researchers to separate the
6offlined from the dédonlinebdé is related to wh
view of the interneta s a 6 c efl a autrda | a md t & HMinearguéscthatthteu r e 6
internet can be both. First, she states that the internet can be seen as a site for
culture i where meanings are produced socially, through social interactions within

and between spaces. Second, she argues that the internet is also a cultural artefact

Awhich iIis socially shaped in production and
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Considering Hineds argument, ande what
internet and social media have different qualities to television and radio, in particular
enabling widespread communication and dissemination of content between people
on a global scale. However, if we focus on social media platforms we can think of
them as a medium because while they facilitate such interactions, the platforms also
mediate these interactions (Couldry and Hepp, 2016; Ruppert, Law and Savage,

2013). Following this, and the work of Hine, social media can be seen in terms of a
culture, with its own norms, conventions and ways of working, which are informed
and driven by the individuals using social media. Interactions between individuals are
mediated by the platform architecture, which is an artefact that is also socially

shaped, and the posts on there are also artefacts in themselves.

So while the signalling expertise analysis primarily considers the online
presence of the individual cultural workers, it is also important to understand their
social context to inform an account of aesthetic expertise. The interviews were

important in this regard.
Interviews

In the interviews participants were able to describe their use of social media in some
detail, and the situation gave me chance to prompt and ask for further explanation
about their work and social media use. The interviews were semi-structured,
meaning that while | had some general themes in mind (such as their background,
career progression, social media use on a daily basis), the interview was
conversational rather than a question-and-answer format, and allowed room for
some reflection from the artists on their careers and their social media use as part of

daily routines and practices.
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While research on social media and the internet has received much attention
in the literature, some of which has been mentioned so far in this chapter, research
methods on cultural work seem to warrant much less reflexivity. Hesmondhalgh and
Baker (2011) reflect on research methods in their exploration of creative labour in
television, the recording industry and the magazine industry. They describe

i nt er vieeentsin vehieh paople are asked to reflect in language on processes

that they may, for most of the time, take forgrantedo ( 2011: 15) and gi ven
of interviews, they acknowledge that there are aspects of individual practice which
fpeople will simply be unable to account for even when prompted: the
unacknowledged conditions, unconscious motivations and unintended
consequences of whatwedoo (2011: 16). The authors descr.i
this by ensuring they kept guidance during the interviews to a minimum, and
obtained as much additional information as they could about their participants, as |
did with mine.

Hesmondhalgh and Baker combined their interviews with participant
observation, which they admitted was a time consuming method but valuable for
tracing the experiences of workers over a per
language and discourse 1 the primary product of interviews i to observe much more
fully other aspects of creative workerso | iv
comportment, demeanour, behaviour and attitudeso6 (2011: 16). My reseal

in the sense of the Oparticipant observation

platforms and over an extended period of time, beyond the interview and formal data
collection period. | found the combination of both interviews and the social media
analysis valuable for understanding the cultural workers in my research i the people

behind the online signals of aesthetic expertise.
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Interviews were either carried out in person, on the phone or via Skype
between October 2015 and February 2016. In all cases the interviews were recorded
on my phone, using a call recorder app for phone calls and the voice recorder app
for the Skype and face-to-face interviews. All recordings were saved on my own
computer hard drive and backed up on to an external hard drive, and transcribed by
both myself and a transcription service. A sample transcribed interview from this
research is included in Appendix 3. It was important to transcribe at least some of
the interviews myself, so | could get a sense of some of the possible themes
emerging from the interviews while | waited for the remainder to be transcribed by
the agency. It also allowed me to closely engage with the interviews, which can be
an important part of the research process as Ann Gray (2003) observes. She argues
that even though transcription can be arduous, it allows the researcher to engage
with the research material, and identify participant idiosyncrasies such as hesitations
or voice inflections whichmay be significant for the resear
intervi ew. I also found that #dAactive | isteni
which involves fAengaging people in conversat
people are (or not) telingy o u 6 ( Gr a 387). A&idedis3enird)®relped my
interpretation of interviews in that even where | did not transcribe them myself, |
could remember aspects of the conversation and any participant hesitations or other

nuances from the interview.

The interviews were structured around a discussionofthecul t ur al wor ker
background, including where they are from, their education, how they began their
practice and how their career has developed. Often | found that participants would
start talking about their work and career, then immediately start talking about their

social media use without any prompt. This may be because on initial approach, 1
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informed them that the interview would primarily be about their social media use, so

this may have pre-empted the interview somewhat. Furthermore when the cultural

workers were initially contacted, | did not define exactly to them what | meant by

social media; | assumed they would know what it is, i.e. platform based applications

such as Twitter, Facebook and Instagram. When it came to the interview, it was

interesting to hear how the cultural workers defined social media, especially when

some asked whether | was considering websites, blogs or private messaging

applications such as WhatsApp in my research. | decided nottosay6 no 6 and r estr
them, especially as for some of them, websites were very important for their work,

and how people defined social media themselves was interesting to find from the

interview process.

Of the patrticipants interviewed in person, some referred to their phones during
the conversation, to bring up relevant social media profiles to demonstrate. Over the
phone, this practice of 6shoheicutggdworkers mani f e
regularly referred to certain social media posts, or projects or events they had done.
This suggests that the interview situation in itself could also be an opportunity for

them to signal expertise, to me at least.

After the first five interviews, | began sharing aspects of emerging themes from
the research, particularly if a participant mentioned that particular theme or trend |
had identified. This often led to participants offering suggestions of other artists to
approach. It made the participants integral to not only the research process, but also
the development of the research design. They also had a degree of influence on
different avenues taken in the research and this would not have come about if |
hadnét shared aspects of emer gi ragintearniew mes and

with an artist named Clare led to my further investigation into women and expertise.
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In interview, | mentioned that | had noticed how women artists in my research

appeared to primarily share the work of others on social media, more so than the

men, and how it often seemed that they were sharing the work of other women.

Claire told me that she went to a talk about the history of women printmakers, which
highlighted how wamatemativedoendof gissemimetion dta §me

when all the galleries were taking bigpaint i ngs by men. 0 This conve
think about women artists and visibility, and consider seriously the gendered

dynamics of expertise in cultural work as an area of attention for this thesis.

It was not planned, but | did this iterative sharing during interviews because |
did not perceive myself as a scholar studying participants, and this was because of
my status as a social media practitioner. | felt | could approach them as a fellow
practitioner, looking to find out more about what they do, and they were interested in
my situation as a practitioner/researcher too. The cultural workers in this research
are embedded in their networks and are likely to have more knowledge of the sector
they are operating in than | do, so it made sense to draw on their knowledge to help
in the research. In return, | sometimes offered my own social media tips and help if
they needed it, imparting my own knowledge and enabling me to reflect on my own
expertise. For the most part however, the majority of the participants appeared to
have a good knowledge of social media and how to use it most suitably for their own

purposes.

While interviews can help provide a rich insight and valuable exchange of
knowledge, the reality presented by participants is only their reality at that time, and
whatever they can recall in that particular situation. Additionally, my own position as
a social media practitioner also had some influence on the type of questions asked

and the way the interviews were conducted. For the first three interviews, | asked
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primarly6 |l eadi ngd questiohssablbuas solowl ofmeemn ado
soci al media per day?6é and oO6what do you |ike
While this was useful, | felt that the questions were too prescriptive. Remembering

that participants were already pre-empted when initially approached, in the

remaining interviews | asked participants more questions about their art and their

practice, their aesthetic interests and ambitions. They were never asked about

expertise specifically, again because | did not want to pre-empt them, but also

because | wasndét sure at t hendetrsiamdegobf 1 nter vi

expertise was. As discussed in the previous chapter, expertise is a complex term

which is oftenusedtosimplist i cal Iy | abel peopl e who are p
Artists themselves may not consider themselves expert because of the long standing

perceptions of expertise in cultural work as involving judgement rather than creation,

and so raising the subject of expertise in interview, when | did not know what it

entailed myself, would not have been helpful at the time.

My own experiences with social media were often relayed during the interview
too, and this was useful for building understanding with the participants, encouraging
them to talk further about a particular issue, but also, rather than an academic
0 r e s e ar matidipang id an @amposing way, | was a fellow social media user and

practitioner, sharing my own experiences, feelings and frustrations.

No matter what approach is taken to interyv
trut hd of t Heultte prdsanialut, as Gray (Z003fargues:Aiwe can, fr on
our specific vantage point, produce a version of the truth, but one which we present
modestly f or ot her (2003:21). Themethodd themselves are crucial in
this and are inherently a part of the world they are designed to study (Hammersley

and Atkinson, 2007). In turn, as argued by Law, Ruppert and Savage (2011)
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methods also help to construct reality and the social world we research. This is a
particularly important consideration for thi
by the participants in this thesis is a reality constructed by them, which is mediated

by the platform, and then my own analysis of their posts using the method | devised,

all contribute to a particular construction of signalling expertise on social media. The

framework was designed by myself for a systematic qualitative analysis of social

media, yet fundamentally the analysis is still my interpretation, which may differ from

someone el sebs.

In later work, Ruppert, Law and Savage (2013) highlight the challenges
presented by digital devices, including social media, for methodologies. They argue
thatsocialworlds arenébédone by di gi23),ad., sodi@dwadrldses 0 ( 201
are being constructed and mediated through digital devices, an argument similar to
Couldry and Hepp (2016) on the mediated construction of social reality mentioned in
Chapter 1. Ruppert, Law and Savage claim that digital devices are reworking,
mediating and mobilising social relations, and ask what it means for the methods we
use. The authors propose that methods need to take into account the divelinessoof
digitaldevices and their unique properties, because
they generate are both the material of social lives and form part of many of the

apparatuses for k2003@#)ng t hose | iveso (

While Ruppert, Law and Savage make a useful argument for the
met hodol ogi cal si gaidDi cansecofl Otomudhdidgi, t he
emphasis on the properties of digital technologies, for example, social media
platform architectures. The authors do not consider that these platforms are created
by individuals, owned by individuals within corporations with their own ideologies and

capitalistic aims (Skeggs and Yuill, 2015) and are used and often shaped by
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individuals who use them as part of their everyday lives. Such practices, by
individuals, helptos hape the O6cultured of social media
expression, and use it in ways which platform owners such as Mark Zuckerberg

cannot always anticipate.
Ethical considerations

Analysing individual social media profiles presents a number of ethical

considerations which throw into question some of the assumptions about information

on the internet and s(Rosantelg, 2016)dAs Markbagiamdg 6 p u b |
Buchanan (2012) point out : nsahdegpectaiiodswfal and c
privacy are ambiguous, contested, a6y Hverchefareitgei ngo (2012
widespread popularity of social media, Ess (2002) describes the difficulty for

researchers to protect participantsod privacy

AEven experienced and conscientious researt
significant blunder when they write up their research: even if they seek to

protect privacy by ensuring the anonymity of their research subjects i if they

nonetheless include a direct quote from an archive that is publicly available and

thus easily found through a search engine such as Google, they thereby make

it trivially easy for anyone to deter mine
Ess (2002:494)

On social media sites such as Twitter, data is freely available and open to the public,
and easily searchable. Yet the same debates and concerns about privacy and
anonymity remain (Henderson et al, 2013). As argued by boyd and Crawford (2012)
in reference to using social media data for research:  §f hecause it is accessible

doesndt make i671). Pebgleimaybk awaré they ar@ using a public
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forum but users sometimes do not fully understand the implications of what they

post, or how far it could reach (Byron 2008; Marwick and boyd, 2010). Widespread

sharing is advocated by Zuckerberg and other platform owners, and with that comes

increased visibility of individuals and most aspects of their lives i for others to look

at. Calvey (2017) points out tratt efilwe tar & ptey
into the | ives of others without their per mi
sharing with their friends and family in mind, and not necessarily academic

researchers.

Nevertheless, if some people are signalling expertise online and fully
intending for it to be public, does anonymity really matter? Buchanan and Ess (2008)
argue that sometimes redacting (concealing) online identifiers such as screen names
Amay detract fromtahieofioealfitlheée 2@prOnfireppant .
Twitter, Weller (2015) states that someti mes
privacy by amending or anonymising Tweets can affect the quality of the data. For
example, if an author of a Tweet is anonymised, what about people or users
mentioned in that Tweet? Should it all be anonymised too? If so, how usable will that

Tweet be for research?

Hi ghfield and Leaver (2016) propo#ge that
may be more useful to move away from the binaries of public or private, and
consider whether the act of researching surfaces material that would otherwise have
received little attention and whether amplifying that material through research and
research reporting has the potential to do any harm. ¢ ( 57)0 Thé potential of
harm throughusi ng or revealing peopleds posts for
benchmark and one which I bore in mind during data collection and analysis. In

addition, Buchanan and Ess (2008) argue that informed consent or giving
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participants the option on whether to be anonymised or not can address some

ethical concerns. However, thatcome s wi t h i ts own coregi der ati c
searches can reveal more contexts than a researcher may in her reportingd  wh i ¢ h

raises potential challenges. T hey s u dgparsof thetinfoamied cinsent

process, researchers could present options for participants to consider, and

participants could be provided the opportunity to review the research report prior to

publ i c(@2008:269). Wiliams, Burnap and Sloan (2017) suggest that informed

consent should always be obtained from individual participants to use their social

media posts in research, even i f their profi
participants the flexibility to choose which level of anonymity they prefer, which

reduces some of the ethical terscci@med; about t
data. A copy of the participant consent form for this research is included in Appendix

5.

Fabian and de Rooij (2008) advise against anonymising participants in
ressarch, claiming that it Adenid@ausdsheir contr
historical 62324 Berause dhad akso idté&viewed the participants, |
created a connection with them and some basis of trust, and this approach meant
that only two of the 19 participants chose to be fully anonymised in my final write up.
Il n order to get the most out of the data, ke
meant that none of the context or their reputation was taken away and it added
richness to the told experiences of these individuals. For those participants who
wanted to remain anonymous, while their screenshots were collected, their screen
names were redacted when included in the analysis and pseudonyms used in

reference to their interview material.
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In the final write up | also redacted the online identities of any other users who
commented on posts, because other users are not participants in this research and |
did not ask their permission. Even though many of the cultural workers gave me
permission to use their real name and online profiles in my write up, | found that
other users commenting, particularly on Face
a grey area and | felt it best to just redact their screen names to avoid any potential

ethical issues.
Analysing the data

Once all of the social media data from the cultural workers was analysed using the

signalling expertise framework, it was transferred, along with the interview

transcriptions, into Nvivo for further analysis. Nvivo is a qualitative data analysis tool

which can help aggregate interviews, social media data, video, audio and other data

forms, and help the researcher to organise material into themes. While at the very

beginning of the process the aim was to analyse the interviews separately from the

social media posts, | felt the approach was too divisive because it i mplies
and o6onl i ned hsampeadetrimeritabtoa stutlyiAs Hi ne &aciglues: 0
phenomena are not uniquely confined to online or offline sites, and it would be a

mistake to allow these notions automatically to provide boundaries for our studieso

(2008:18). So, Nvivo was a suitable solution to bring everything together.

First a series of nodes (or themes) were set up which emerged from my initial
observations of listening during the interviews and transcribing them, and the initial
social media analysis. | went through the interviews and social media analysis and
coded them according to the themes identified, and as the process went on further
themes emerged. During the coding phase | used Nvivo tools to identify the most

prominent themes, as shown in the area chart in Figure 4:
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Personal and professional

Straight into social media

SM and artistic labour:

Other jobs and money.

WIS St ig) sy il i) i

Figure 4 Nvivo chart of nodes compared by number of coding references, March 2016

Inthechartiti s apparent that O6Pl atformd was the mo
which was near the beginning of the coding p
mentions of platform features in interviews which were used by participants, and in

the signalling expertise analysis to any posts which appeared to be created or

amended specifically for the platform, for example if a special description was written

for Facebook, or specific hashtag. Of course the initial themes were relatively vague,

and as the process went on | was able to refine the themes and add sub-themes.

The data interpretation and analysiswasa fir ecur si ve processo (
2013:12) where | often revisited the data to code, review and re-code. In Table 1 are

the ten most prominent themes and their sub themes after three phases of coding:

Primary theme Sub-theme(s)

1. Presencing T anything related | Showing their work i on social media

to maintaining a presence online Associations with institutions, places & events

Displaying endorsements from others
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Associations with people online
Busyness i appearing busy

Il 6m not d o-ifeeligg as iftley shduld be

doing more on social media

2. Business i anything related to
business or entrepreneurial

tasks

Promotion and marketing

Sales

Strategy T marketing strategy, social media strategy
Managing people or events

Admin

3. Social media and artistic

labour

Social media as a part of artistic labour
Direct benefits from social media

What other artists do

Social media as integral 1 to their practice
Social media influencing art

Social media as extra, not integral to their practice

4. Mutual aid T sharing,
community, artists helping each

other

5. Locality and space T their

work space, talk about working
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from home, mentions of

geographical location

6. Personal and professional i Involvement of family

blurring between personal and Working from home

professional life
No difference between personal and professional

7. Other jobs and money i
additional, non-art jobs, talk

about individual financial issues

8. Devices 1 using phones,

tablets, computers

9. Me sharing my findings with

them

10. Gender i any gendered
issues or particularly gendered

themes emerging from analysis

Table 1 Nvivo coding themes and sub-themes

Some of the terms used as themes are worth clarifying here in advance of

further di scussion | ater in the thesis. Firs

(@)
(0)]
o
5

uses to describe the need to keep one
particularly significant theme which emerged from both the interviews and signalling
expertise analysis, which is discussed in Chapter 5. | grouped any mentions of
mar keti ng, sales, or administratioteofi nto &ébu
entrepreneurial expertise required by cultural workers as mentioned in Chapter 1.

Any mentions or elements of the role that social media played in cultural work and
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artistic practice is collated undertheme 371 6 soci all media aamd arti sti
further discussed in Chapter 5. Category4i 6 Mut ual ai dé, which | ha
mentioned in Chapter 1, is a term used by de Peuter and Cohen (2015) to refer to

cul tural workerso6 collective, activist respo
term for different circumstances,torefer t o women cul tural worker :
collective activity on social media, to help collectively raise visibility in light of

unfavourable conditions for women cultural workers, which | discuss in greater depth

in Chapter 6.

6Local ity antwhepeecparicipant falked about their work
environment and/or featured in on social me d
professional 6 refers to discussions about wo
absence of, which | ddesd srsefier Chtagp tmean t4i. o ML
electronic devices the participants used to access social media, such as mobile
phones and computers. O0Genderd referred to a
participants about working at home, looking after family, and anything else which
resonated with the themes | was finding in the literature about women artists, such
as collective efforts to raise awareness of their work, any reference to feminist

issues, or working from home and juggling domestic responsibilities.

Nvivo was useful for making sense of the themes coded, particularly for
generating charts such as Figure 4 which helped me get an idea of prominent
themes early on in the process. The ease with which | could re-code in Nvivo was
also important for when | came to analyse expertise in the artistic career in Chapter
3, as | could go back through the interviews and group responses to see when

participants were referring to particular stages of their career. This was an example
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of the iterative and recursive process | went through as | navigated multiple methods,

adapted new methods and made sense of the research material.
My position as aresearcher and practitioner

As mentioned in the preface to this thesis, | am a social media practitioner myself. |

have several years of experience managing social media accounts for various

companies in sectors as diverse as the hair and beauty industry, amateur dramatics,

sports, employability, publishing and higher education. This experience, combined

with using social media on a personal level for more than 10 years, had some

influence on my position as a researcher and
media use. Ann Gray (2003:27) suggests that as researchers, our own experience

should be employed and acknowledged in research. In turn, it is important to

remember that any accounts of experience, whether they be from ourselves or from
participants, put into play fAa repertoire of
codes through which the Oéseestdh @i du@adwna@arexpgerl
(2003:28). Therefore, Gray argues, being aware of our own subjectivity and

acknowledging the experience of others, can be valuable ontologically and

epistemologically.

As a practitioner, | undemnddemrednsefhat i s O
using social media for self-promotion or marketing purposes, and | am familiar with
some of the unwritten Orulesdéd and etiquette
know about. For example, not to bombard followers with self-promotional Tweets,
not to use too many hashtags on Twitter but lots on Instagram, to post a link to
something relevant or interesting whenever possible, and so on. This may have
meant that | carried some assumptions about social media practice into my analysis.

A similar dilemma was identified by Annette Markham (1998) in her account of online
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ethnography; she found that the interview questions she asked were influenced by
her own experiences online. Utilising a framework such as the signalling expertise
framework in this research may not necessarily negate these assumptions but it
provided a means of analysis through which | could examine how forms of aesthetic

expertise are signalled online.

When analysing social media posts, it can also be difficult to interpret what is
posted without knowing the person and their culture 7 sarcasm and humour for
example, could be misinterpreted as serious in intent. This is where carrying out
interviews with the individual participants helped. While one interview does not mean
that | know them well and will know exactly the context of everything they say on
social media, it helped me to gain some idea of their cultural background, their sense
of humour, and any other factors which might add to the context of a social media

post.

| also thought that my knowledge and experience of social media may have
implications for my position as a researcher in relation to my participants. In other
wor ds, I would be the social media Oexpertd
this was far from the case. Participants were reflexive about their social media use
and well aware of potential challenges and opportunities. From using social media
on a personal level, | found that | shared many of the same frustrations as the
participants, and often found myself agreeing with them on certain things. For
example, many of the cultural workers commented on what they found annoying
about Facebook, such as privacy concerns, and | agreed with them on some of
these points from a personal point of view. | also found that | experience similar
pressures to them in terms of needing to maintain a coherent online presence, and

how mixing personal and professional interests on social media can be difficult to
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manage, and potentially exacerbated by the instant accessibility of social media on
smart phones. Being able to share these concerns helped in the interview situation,
making the participants feel more at ease and able to talk in more detail about their

practice and their careers.
Conclusion

The unqualifiedemp hasi s on 6sharingd on social media
owner Mark Zuckerberg, raises questions about the relationship between the user

and researcher when researching social media platforms. This research is unique in

that it is an empirical studyofc ul t ur al wor kersd use of soci al
of expertise as a conceptual framework and method of qualitative analysis online.

There is a relative lack of previous research for me to draw from methodologically,

which led to an adaptatonofCandace Jonesd6 (2002) signall i ng

which can be used for a social media analysis of expertise, and is one of the key

contributions of this thesis.

The existing reflective work on social media research is useful for navigating
some of the tricky ethical challenges when working with participants presenting
themselves online, but there is a relative lack of reflexivity on research methods in
cultural work. We need to start thinking more seriously about the challenges social
media present for cultural workers using platforms as part of their online presence,
and how they could affect our research approach. In the next chapter | introduce the

main participants in this thesis - the people behind the social media posts analysed.
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Chapter 3: Expertise and the career of the cultural worker

Introduction

Night Flight - original drawing in graphik line painters on black somerset
velvet paper - framed and ready to go from ink_d Gallery

ﬂv

306 people like this. Top Comments ~

33 shares
.
THAT. IS. STUNNING!
&1

Figure56 Col i n6 Facebook post of artwork

Figure 5 above is a Facebook post by Colint, a relatively well-established cultural

worker compared to the other participants in this research. He is a visual artist who

paints using a variety of materials including tea and alcohol. In this Facebook post

Colin signals his aesthetic expertise by describing the materials he has used in his
painting, ONight Flighhé whiocheisdél ade O6pbfFrap
paper 6. He i s able to demonstrate his master

displayed, which signals both his aesthetic knowledge and skill in deploying the

16Col indé wanted his identity to be anonymous in this
redaction of his social media posts.
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materials he has chosen. Colin mentions on the post that the work is going to be
shown at a gallery i demonstrating that his work has been recognised by a gallery

as worthy of display, appearing to be a legitimation of his aesthetic expertise.

A signalling expertise analysis by itself, demonstrated her e wi t h Col i ng
can tell us what the individual cultural worker says about their work and how the
online audience respond to it. The analysis can also help us to appreciate the
objective qualities of the art, as well as the features of the social media platform
which enable different social dynamics compared to when a piece of art is hanging in
a gallery i the artwork can be commented on, appreciated, shared, liked, saved 1
without the audience having to leave their homes. However, a signalling expertise
analysis on social media does not tell us much about the background of the
individual behind the posts. What leads to the person to be able to signal aesthetic
expertise online? While the majority of this thesis focuses on signalling expertise on
social media, this chapter is primarily about the individual cultural workers behind the
signals; it offers a way of introducing them and providing some background to their
careers. It also gives some indication of their approach to signalling aesthetic
expertise on social media, to set up the discussions in the three chapters which

follow.

As discussed in Chapter 1, one of my arguments for this thesis is that an
individual 6s ability to accumulate, mobili se
orconstr ai ned by their access to particular res
terms. To illustrate this point in thischapter] dr aw on Bourdi euds i desz¢
capital to analyse the background and career progression of each of the participants
in this research. Each participant will be introduced in turn and they are grouped by

career stage, to illustrate how expertise builds over the course of an individual

91



career, and the factors which enable or inhibit opportunities to develop and signal
expertise. Seven of them (including Colin) are relatively well established, six are
either retired or worked in a previous non-art job before pursuing cultural work full-
time, and the final six to be introduced in the chapter are in a relatively precarious
position, working on establishing themselves in their field but needing to work in non-
art jobs to supplement their income. Key information about each participant is

summarised in tabular form in Appendix 1 for ease of reference.

Established in the field

The first seven participants to be introduced here are relatively established in their
field, and are full-time cultural workers in their primary area of practice. The first is

Colin, featured at the beginning of this chapter.

6Col i no, vi sual artist

60 Co | i md.iverpsol butrlives in London with his wife and young child. He works
in his own art studio which he established in 2010. Colin attended art school and
graduated in the mid-1990s, after which he undertook a one-year art fellowship. After
the fellowship Colin then moved to London to serve an apprenticeship at an
embroidery firm, where he worked for twelve years to eventually become creative
director at the company. His embroidery designs were used in many high profile
films and West End theatre shows, so during his employment Colin built an
impressive portfolio of designs and clients, and gained some useful connections
which enabled him to take the step towards becoming an independent artist and
establishing his own studio. His career highlights include solo exhibitions in galleries

in Hong Kong, Milan and Hamburg and a collaboration with celebrity photographer
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Rankin. During the period of this research he posted a piece of his online which was

commissioned by Hollywood actress Kate Beckinsale.

OneofColinds first projects after he | eft the
scale collaborative exhibition. The project started out on a website, and he invited
artists from all over the world to contribute to the piece by paying a small fee, to add
a piece of their art to a grid on the website. When he received 100 contributions, he
worked with the collaborating artists to rec
exhibited at a small gallery in London. Colin was asked by collaborators to do the
same again, and he did so five more times, and the final piece was exhibited in New
Orleans. Colin said in interview that the project received positive reviews and good
press coverage, and after that he had his work taken on by a well-known gallery,

which he describesasthebig br eak from which his career t

Ifwe considerCol i nés career progressifieldandusi ng B
capital, we could say that Colin has negotiated a relatively strong positon for himself
in the field, because he receives regular and high profile commissions. As mentioned
in Chapter 1, Bourdieu describes the field a
struggle to Adefend or I mprove their positio
is determi ned by oesourees errcdpitalsandpostiens tend to be

pre-defined; it is rare that an agent can create a position for themselves in the field.

For Colin, his art school education allowed him to build cultural capital, which
involvesfia pr ocess o incogpondiiandwhianeimsofgr as it implies a labor
of inculcation and assimilation, costs time, time which must be invested personally
by the investor.o (Bourdieu, 2@dngsg¢inl&itg6] :@ 85) .
with my explication of aesthetic expertise in Chapter 1, as requiring personal
investment in the development of knowledge and skills. Cultural capital can be
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embodied in the form of dispositions, as can aesthetic expertise, which is the
mastery of skills and knowledge in cultural creation. In this sense aesthetic expertise

could be considered a form of cultural capital.

However, aesthetic expertise can only be known as such once it is recognised
and legitimated, after which aesthetic expertise then functions as symbolic capital.
According to Bourdieu, symbolic capital is recognition received from a group
(1991:72) and can be in the form of honour, prestige, reputation, charisma or fame,
for example (1991:128, 230). As mentioned in Chapter 1, symbolic capital is the form
assumed by othertypes of capital, such as economi c,
are perceived and recognised as |l egitimateo
by a well-known gallery is an example of aesthetic expertise being legitimated,
because it has been appropriately recognised. His apprenticeship and employment
in the embroidery firm was important for building his aesthetic expertise and social
capital i which are the resources derived from connections with others. The
economic, social and cultural capital gained from education and employment over
many years allowed Colin to eventually take the step to becoming an independent

artist.

Having been able to build his aesthetic expertise through education and
experience in an organisation, and subsequently establish himself in a relatively
good position in his field with a degree of symbolic capital, Colin signals it on social
media primarily by posting examples of his work, either completed or in progress. As
illustrated at the beginning of this chapter, Colin describes the materials and
techniques he uses to evidence his aesthetic knowledge and skills in appropriating
that knowledge to create a work of art. To reference the work of DeFillippi and Arthur

(1994) and Candace Jones (2002) on signalling career competencies, Colin is
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demonstrating know-how competencies i he is showing he knows what to do to
create a piece of art, worthy of being shown in a gallery. On social media Colin
regularly acknowledges galleries showing his work or companies he works with,
enhancing his status as an artist in demand, whose aesthetic expertise is being
recognised by others in his field of visual art, as well as signalling his know-whom
competencies, or career relevant networ ks.
from his first collaborative project continues, and for him it is potentially enhanced by

his online presence, which he feels is crucial to maintaining his reputation.

The next relatively well-established cultural worker | introduce in this research

did not evince the same level of social media engagement as Colin.

Phil, composer

Philip Guyler is a composer living in Nottingham, and | came across him via a
contact | made at an academic poster conference, at which | presented during the
first year of this research. The person | met who put me in touch with Phil told me he
was trying to use social media to promote his composition work more. This came
through in interview when Phil mentioned how he wished he had an assistant to do
his social media, because he did not enjoy it, but felt it was necessary. Phil is in his
30s and has been working full time as a film and TV music composer for about eight
years, and did it part time for seven years before that, during which he also had
other, non-creative jobs. He is fairly successful with a number of high profile

commissions, such as BBC Masterchef.

I will show in this chapter that for most participants in this research, higher
education has been key for providing a platform to build aesthetic expertise, helping

cultural workers to gain aesthetic knowledge and develop practical skills to further
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their practice. Phil, however, insists that in his field of TV and film composition,

Agual i ficat i o.hnstead, Ehil sentdemosaott brearregular basis to

different companies over a number of years, to build his portfolio, contacts and

reputation in his field. Producing regular demos would have enabled him to build

aesthetic expertise, as he would have been able to learn from the feedback and

experiences over the years. It would have also enabled him to develop know-how

and know-whom competencies which enable him to signal aesthetic expertise.

Creating the demos requires a significant investment of time and economic capital,

hence why Phil needed to work part-time in non-creative jobs for so long to

supplement his income. Now the status of his clients, including large media

companies, is an indicator of Philds | evel o
relatively strong position in the field, with some degree of symbolic capital. This took

many years to work towards, or to put it ano
wonders if someone starting out in TV and music composition now would be able to

succeed in the same way that Phil has, in the current, increasingly unequal and

increasingly precarious cultural work context as outlined in Chapter 1.

Phi | 6s waadrdsbsotial mezlia was less positive than the others in this
research, but this might be because of the nature of his cultural product i audio.
Social media platforms, particularly the popular ones such as Instagram, are very
visual. For visual artists it can present an opportunity to experiment and use social
media to really signal their aesthetic expertise, as Colin does with his posts about his
paintings and his descriptions of his techniques. Mixed media and digital art also

lend themselves to presentation on social media to some extent, but for Phil it is

O\
()]

more difficul't because his work cannot be

example of how social media platforms too could enable or constrain opportunities to
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signal aesthetic expertise, depending on the nature of the final cultural product.
Social media timelines and streams move so quickly and because of this, online
attention is increasingly valuable yet increasingly elusive (Lanham, 2006). For those
who do not specialise in visual output, signalling aesthetic expertise in the crowded

online space could be even more difficult.

Another established cultural worker in this research whose work does lend

itself to sharing on social media platforms is digital artist Anthony.

0 Ant h,digitalGartist/curator

Anthony?i s from Birmingham, and has a BA in Mul't
in Digital Arts Performance, studied in the Midlands. During his degree he

exper i mented with illustration and graphic de
explore his preferred area of practice i digital art. Anthony had always enjoyed

computer programming and was interested in the performative aspects of digital art.
AfterhisMast er 6s he began running 6édhackerspaceb
Birmingham, allowing him to network and share knowledge on computer coding, and

it was through these events that he became |
describes gl it cfhr oamm te rarso riisadr ti nmaddiegi t al t ec hn.
specialist area of digital art practice. After visiting a conference on glitch art in

Chicago in 2010 he offered to curate and host the same conference in Birmingham

the following year, from which he begantogai n recognition in the ¢
artisto, to us eledtdosemevhigh-pdofile exhiblionsat dalkerses in

San Francisco, Rio de Janiero and Brussels. Anthony has also worked on projects

with the Tate Gallery in London. Being able to participate in and attend international

2Anthony asked for his real name not to be used.
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exhibitions and conferences is expensive, and so Anthony does not appear to be
struggling for money. His ability to attend events and raise his profile abroad has of
course been advantageous for his career development, and he has been able to

access opportunities that many could not afford to.

Unlike Phil and Colin who are independent cultural workers, Anthony currently
holds a curator role with a publicly funded arts organisation in Birmingham. This
curator role is his permanent job alongside various art projects and commissions,
some of which have been publicly funded also. During the data collection period for
this research Anthony shared an article on Twitter about arts funding cuts in
Birmingham, accompaniedwi t h hi' s comment AF*ck this shit
Anthony for some time personally, and being familiar with what he does on social
media, | knew he was not entirely serious in this Tweet about quitting his career.
However, the Tweet expresses some anger at cuts in arts funding in his area. Such
funding cuts could affect his future opportunities to apply for project funding and
access the opportunities which have helped his career so far. His use of expletives
would probably not be seen on the profile of someone such as Colin, for example,
but is it a risk to his signals of expertise? The nature of the story he shared means
possibly not, it received two likes and one retweet on Twitter at the time of capture,
and artists following him are likely to have shared his anger at the story. Some of his

audience may, however, interpret it differently.

As well as the projects and events he has been involved in, Anthony said that
he owes his success to constantly talking about his practice on the internet i sharing
tips and tricks, creating video tutorials, and Tweeting about his work i signalling his
know-how (Jones, 2002). This sharing of knowledge is the primary way in which

Anthony signals his aesthetic expertise online, and he also used the interview
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situation to signal his expertise to me too. During the interview he took a photo of me

on his phone, and usenFigogrmedi ng to o6glitcho6 it

Figure 6 'Anthony’ glitch art

| felt this was an example of fluid and embodied expertise as described by Dreyfus
and Dreyfus (1986) and Becker (2008). Anthony demonstrated in a matter of minutes
his knowledge of computer codes, and skills in appropriating that knowledge to
create a piece of glitch art from a simple photograph. This is a different type of

aesthetic expertise compared to, say, a painter who takes years to finish a piece.

The cultural codes and classifications of glitch art are different from painting,
in the same way that writing and composition are also different areas entirely. Yet it
still requires knowledge and skills in a particular creative form, which take training
and practice to perfect. Anthony said in interview that collaboration is important in
digital art, because #fAit stitb,sahd oh tbBedf

make the same kind of money as, say, painters can. The status of glitch art in
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comparison to other forms as Anthony mentions may be a matter of taste. Glitch art

is a relatively new form of art which is not held in as high regard as other art forms.

However when Opop artd emerged as a movement
considered by critics to be -appropriatiomof of o661 owd
popular culture, yet it endures today as one of the most important art movements of

the previous century. Again the aesthetic expertise involved in pop art may not

require meticulous brush work but required other forms of aesthetic knowledge and

skill, exhibited by the likes of Andy Warhol and Eduardo Paolozzi, two important

proponents of pop art. Glitch art, as a form of computerised digital arts performance,

is a niche form with a relatively small but collaborative community of practitioners

according to Anthony, and so it is yet to be widely recognised.

| argue throughout this thesis that expertise requires recognition and
legitimation by others of status. Though glitch art is not as widely known as an art
form compared to painting, for example, Anthony has been recognised more
generally fias an artiantthisiseviscedtbghissai d i n inte
international exhibitions. Furthermore, in 2017 he was commissioned by a world-
renowned television music channel to create a logo design. Operating within an
emerging fieldandself-d escr i bi ng as an fAearléigegsaad opt er 0 «
techniques, Anthony has developed and secured his particular form of aesthetic
expertise and his position in the field. His expertise is evident in his sharing of video
tutorials ohltobiagd bf smggpi citsignmalengkhow-i ng t h
how competencies (DeFillippi and Arthur, 1994; Jones, 2002). Anthony would not
necessarily have gained these skills without his university education, as it involves
specialist computer knowledge combined with aesthetic knowledge gained from his

undergraduate degree.
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As with Colin, the case of Anthony demonstrates the role of a university
education in forming a basis for developing aesthetic expertise, which when
signalled effectively and thus recognised, can lead to success in the form of high
profile commissions and regular work. Put another way, in his field of glitch art,
Anthony has some degree of symbolic capital. The challenge when aesthetic
expertise is recognised is that in signalling it online, it is also put at risk. For example,
when Anthony reveals his process in online tutorials, anyone could copy his work
and pass it off as their own. When | asked Anthony about this in interview, he said he
hoped people would copy him. This is because even if others used exactly the same
techniques as Anthony the nature of glitch art i derived from mistakes - means that
the final outcome can rarely be repeated. He maintained that the uniqueness of
artists in his field Ilies in how people talk
theyhavedevel oped which makes their work unique
sharing his work and techniques online, while risky, also signals and affirms his

aesthetic expertise, which includes his embodied knowledge and dispositions.

Though Anthonybeearbwy bfspadmitssion, sits
contemporary art, on social media he signals his know-how and embodied
dispositions, including an eye for the artistic in digital form, which is also a matter of
taste. Dispositions and taste form a part of what Pierre Bourdieu refers to as the
habitus, whichisi c har act er i sctliacs soefs dainfdf ecrleansfg f r act i C
Ant honyds habitus of an artist working with
appreciate digital art as art 1 an appreciation shared by his peers who recognise him
fas an artisto. Access to relevant educati on

helped Anthony in this regard, and enabled him to establish a strong position in his

field.

101



Another established cultural worker in her field is Robyn, who like Colin and
Phil works on a freelance basis, but like Anthony also applies for publicly funded arts

projects.

Robyn, visual artist

Robyn Woolston is a visual artist from and living in Liverpool. She is in her 40s and

has been doing visual art for about 20 years. Robyn has a degree in film and moving

image, and shortly after graduating she was commissioned by ITV to produce a short

flm, whi ch Robyn descri bed .Hawevernsheaddidmotveamt as a
to restrict herself to filmmaking as a practice, so she studied a second degree in fine

art, and now combines both moving image and fine art in her work. In 2012 Robyn

won the Liverpool Art Prize, which provided recognition of her aesthetic expertise,

and led to a solo show at the Walker Art Gallery in Liverpool. Candace Jones (2002)

identifies that for signalling expertise, winning awards is one of the status-enhancing

strategies (2002:217) which helps cultural workers to build their reputation and gain

further recognition. Since winning the award Robyn has exhibited in galleries across

the UK and Europe, and also in Australia, and had her work featured in various

publications including the National Geographic Traveller magazine. This widespread
recognition legitimatesRoby n6s aest hetic expertise and ea
symbolic capital. Like Colin and Anthony, Robyn developed aesthetic expertise

through higher education in both film and fine art, and the subsequent recognition

has allowed her to establish a position in the field as a mixed media artist with the

ability to utilise both moving image and fine art in her work.

Robyn spends part of her time applying for funding and looking for

opportunities such as projects, installations and artist residencies, which provide
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exposure and potential for further development. Robyn was on a residency during
the social media data collection period, so she did not post any of her own work to
signal expertise, instead posting about the residency and her experiences. In
interview Robyn used the analogy of a coffee shop to describe how she operates as

an artist and how she promotes herself:

fCoffee shops are incredibly popular now, and when you go into a coffee

shop coffee isndét the only thina@ndthey sell

biscuits, they sell lots of different things and | think your Twitter feed is

exactly thesame,meani ng that | doné6t talk about
that would be really boring for people. | do know people that do that and

that is fine, but | think you lose a certain number of people so | am kind of

aware. o0
(Robyn)

In this quote Robyn is demonstrating some evidence of her social media and

entrepreneurial expertise 1 she is aware of how best to relate to her audience and

engage them on social media. She is also aware of what she is offering as an artist,

which is more than just her art. This resonates with the suggestion by Gerber and
Childress (2017) that artists are increasi

provision acr os235) mther than xhé fina culfukalQpbduct alone.

Robyn appears to be the type of artist Gerber and Childress refer to,
positioning herself as someone who gets involved with projects and commissions.
Her involvement with such projects forms a part of her expertise signalling on social
media. She ensures projects are somehow related to her practice so she can
continue building and mobilising her aesthetic expertise, for which she primarily

wants to gain recognition from potential funders and commissioners.
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Another mixed media artist who to some degree also relies on funded

opportunities is Katriona.

Katriona, mixed media artist/researcher

Katriona Beales was born in Liverpool and is based in London. She specialises in
sculpture, video and installation for her art practice. Katriona studied an
undergraduate degree at the Liverpool School of Art, and after she graduated in
2005 she became part of some artist-led spaces in the city. Then in 2010 she and
her husband decided to move to London, where she studied a postgraduate diploma
and Ma atClelsda €ollege of Arts. Since then she has been running artist-led
projects with children, young people and galleries, to earn a regular income
alongside her practice. A few weeks before the interview with me Katriona had won
funding from the Wellcome Trust to work on her practice. Winning funding for
individual projects is extremely competitive in any sector, so as with Robyn winning
the Liverpool Art Prize, for Katriona securing this funding serves as a legitimation of
her expertise. This is because others in a relatively powerful position - funding
bodies who decide who should be allocated money for research/art - have deemed
her work worthy of further funding. The funding will help Katriona to engage in
research about her own practice; she says she is interested in the aesthetics of

internet addiction, to which her work responds.

As with Anthony and Robyn mentioned so far, it is unlikely that Katriona
would have been able to develop her aesthetic expertise, reflexivity in her practice,
or have the knowledge to put together a successful funding bid if she had not gone
t o uni ver si testhetic &d acadentickao@ledgeawhich was developed

throughout higher education informed her successful funding bid, and is an important
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next step in the securing and signalling of aesthetic expertise. Figure 7 features an

exampl e of K anher Twitteadd\er page:r k

TWEETS FOLLOWING FOLLOWERS LIKES

6,148 2,012 1,659 485 X 2 Follow

. Tweets Tweets & replies Photos & videos Who to follow - Refresh - view all
Katriona Beales

Figure 7 Katriona Twitter profile
Katriona utilises a variety of digital techniques in her work, which require knowledge
of and skills in computer software. These technical skills are combined with her

aesthetic 6eyed and knowledge, developed

During the data collection period Katriona signalled expertise on social
media by posting a combination of her own work, the work of others and arts funding
news. She demonstrated that she was producing work and in demand, but also that
she i s 0 iindemohseating knowdhom competencies. She posted a link to
a new video she had created, saying that

particular type of software, shown in the Tweet in Figure 8:
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Katriona Beales

New work playing around with Deepdream
katrionabeales.com/works/cipher/

Figure 8 Katriona playing around Tweet

The i dea of Oppovideydsange obKatoruina@ma O0bei ng an art.i
she is not working necessarily to a procedure or guidelines, she is experimenting

and o6playingd with her practice, |l earning ne
not procrastinating or being distracted, but it involves trying something new and

working on expertise, and this is what Katriona signals. Expertise for artists is not

fixed or possessed like a property. It is worked on, played around with, and

i mportantly, it requires | enpiedinthedoarmobthe, and K

prestigious funding award.

The next cultural worker to introduce is, like Robyn and Katriona, also based

in Liverpool.
Cherie, visual artist

Cherie Grist is a visual artist and co-owner of an artist studio, 104 Duke Street, with

Colette Lilley who is also a participant in this research. Cherie studied a degree in

fashion style and photography at the London College of Fashion, before becoming a

photograp her 6 s as si st iacoinmeircialrandtfashmn editodal. Buring

thatti me as a photographerdéds assistant Cheri e ¢k
wanted to become an independent artist and get a studio. She could not afford to live

and rent a studio in London, so she moved back to Liverpool. Cherie told me in

interview she needed a studio because the large scale of her paintings meant she
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