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endent’, ‘avant-garde’ and so on rank as
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thing that Richard Florida understood clearly.
La The scene as form of social ‘organiza.tion meets a number of
.- that fit relatively recent developments in society. In a world in
CRLCEES dividuality and authenticity are highly prized in leisure-time
which mas well as in the workplace, the scene constitutes a comfort-
ursul?tin g. That form of social organization generates the freedom of
L szmy ;md flexible relations not offered by, for instance, the group,
:i?}l: its relatively closed membershiP. The scene produce§ social cohe-
sion and shared identity unkno“{n ina social category h!(e an age or
professional group. Relations within the scene are relatively free of
obligations, but not without rules. Someone wishing to enter the art
scene, for example, must comply with certain rules or social codes. Yet
they are far less specific than the admission codes of a group like the
football club, youth movement or lodge. Added to which, one scene
can easily be exchanged for another. That is where it differs from the
subculture, which requires a specific, almost rigid identity.

These are the very characteristics that make the scene an ideal
form of social organization in the present network society. Local
scenes prove to be a familiar focal point in a worldwide network.
They generate just enough, but not too much, intimacy for global no-
mads. If you visit the art scenes in Shanghai, Tokyo, New York, Lon-
don, Berlin or Brussels, you find a familiar frame of reference in what
are sometimes totally different cultural contexts. If, some time ago,
you had mentioned the name Damien Hirst in one of those art scenes,
you would immediately have had common ground for interaction,
whether an intellectual debate or a pub chat. The scene provides a
safe and familiar, though admittedly temporary, home in a globalized
world. Or, as Alan Blum puts it: it offers a kind of ‘urban intimacy’
that enables a person to survive in a chilly urban environment and
an anonymous global time. That is to some extent because profes-
sional and public activities within a scene affect the domestic domain.
Professional and private activities, working and personal relationships
often merge seamlessly, while the hotel lounge, vernissage or fusion
restaurant is a setting for both informal chatter and professional deals.
In fact, professional deals may well depend on gossip — and converse-
ly, informal chatter may prompt professional deals. So the scene is the
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concrete 1 tt:: less lasting. And the staging of thf: scene . .
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¢ lence is that someone works with a
Thet(;xz‘f:tq;ﬁ(;:t;lﬂ often without a contract
! 'E]js?ﬁic,:pmjectfbased setting an_d of course

variably involving night work, and irrepressible
- short, it involves a work ethic in which work
Juld be; in which dynamism is boosted

pureaucratize gem By :
ical creative geni - of
Efgfi:: creative work like this is always a form of cheap, unstable

work where social security is exchanged fqtse ‘callcd,ﬁ:et.:domu:
something that makes the art scene of great mterest.,tqoutsxders e
company managers and politicians. Not only does it boost the local
economy and introduce the city into the world market. It also, and
especially, reveals a biopolitical ethic which nowadays benefits the
economy. The protagonists of the creative scene appear not to be-
lieve that ‘Arbeit macht frei’, as in the Nazi concentration camp, but
that ‘Freiheit macht Arbeit’ (freedom makes work). Such an ethic of
‘creative’ freedom is eagerly adopted by temp agencies that advertise
temporary contracts in terms of the ‘freedom’ they allow.
The following scenario might be a slight exaggeration, but
there’s a kernel of truth in it: you are dumped by the cultural econ-
omy because you've had a burnout, because you are forty five and
no longer young and sexy, but above all because you are no longer
affordable. You suddenly realize that you have no children (having
kids is not done on the scene — it rules out flexible working hours);
that your partner has just left you because you were always abroad;
that your nearest friend is at least 350 kilometres away so you've got
10 one to help you move house; and that you haven’t saved a cent to-
Wards your pension because you've always worked on temporary con-
tracts or no contract at all. This is the often-forgotten shadow side of
the cultural industry and the creative city that is blindly embraced by
quite a lot of cultural policymakers and other politicians nowadays.
It is better to offer no opinion as to whether, with the rhe-
torical reversal ‘Freiheit macht Arbeit’, the concentration camp has
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