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ABSTRACT 

This study examines the political economy of popular music 

policy initiatives during 1982-1996, when the Australian 

Labor Party was in government Federally and in the State of 

Victoria. Building on the cultural studies concept of 

articulation, the popular music formulation theory is 

proposed as the basis for examining the alignment of the 

fields of social and industry policy with the existing 

popular music industry. A series of case studies examine 

the ALP'S interest in popular music policy, the influence 

of Australian popular music achievements on the policy 

formation, the role of activists within the party and the 

subsequent inquiries and proposals that flowed from the 

party's concern to establish programs that would offer 

social provisioning outcomes. Using concepts derived from 

institutional economics, the thesis shows that the existing 

popular music industry, in particular multinational record 

companies, were disinclined to participate in and 

financially support the policies. Positive outcomes were 

realised in the creation of institutions such as Ausmusic, 

the Victorian Rock Foundation and The Push. Although 

dependent on public subsidy, some of the initiatives 

offered a new funding model, such as the failed blank tape 

levy. Alternatively, the examination of community music 

programs found that some local or micro projects generated 

industrial characteristics of their own, to become 

economically self-sufficient, rather than dependent on 

subsidies. Evidence that the private interests of the 

existing music industry determined their reluctance to 

participate in the policy programs became clear with the 

Prices Surveillance Authority's Inquiry Into the Prices of 

Sound Recordings in 1990. The research found that from 1982 

until Labor lost power in 1996, no effective method had 

been established for engaging the existing music industry 

in funding and supporting the policy initiatives. With the 

possible exception of the evolution of industrial 

characteristics within community music programs, no 

resolution to this policy failure is apparent . 



Acknowledgments 

This study takes as its starting point, my personal 

involvement with popular music. After a decade as a 

journalist, and in the latter part of the 1980s, completely 

absorbed in writing about Australian popular music, I began 

to feel uneasy. The remarkable pressure to operate as an 

extension of a global publicity machine, managed and 

orchestrated by record company executives in head offices 

in London, New York and Los Angeles, was not what I set out 

to do. I wanted to maintain my original interest in the 

action that seemed to be historically associated with 

popular music. I wanted to have fun in Australia, with 

Australian rock - whatever that might have been. At about 

this time, a series of Victorian and Federal Government 

popular music initiatives were launched, on which I 

reported for various newspapers and ABC radio, in my 

capacity as a freelance journalist. They offered a 

counterpoint to the process of servicing the publicity 

machines of far-off head offices. The policies seemed to me 

to offer an opportunity for Australians, particularly young 

people, to receive support for and have access to popular 

music, without the self-interest of vast record company 

involvements. So this thesis came about out of a sense of 

abiding involvement in and enthusiasm for Australian 

popular music. 

I had thought about documenting the policies in a formal 

sense, but not in the detail involved in this thesis. I 

began the academic work after I met Dr Richard Collins at 

Royal Melbourne Institute of Technology. He suggested that 

I put my enthusiasm for the music and my working knowledge 

of the record industry to use and pursue a study at this 

level. His enormous enthusiasm was the starting point for 

this project. Dr Collins introduced me to Professor William 

H. Melody, Founding Director of the Centre for 

International Research on Communications and Information 

Technology (CIRCIT), in Melbourne, who took an interest in 

my work and later was my second supervisor. After an 

initial few months as a researcher with the RMIT Media 



Industries Research Group (MIRG) based at CIRCIT, which Dr 

Collins initiated, this detailed study of popular music 

policy offered a stimulating and rewarding challenge. It 

also provided me with a means of changing my career and 

undertaking more detailed research. My engagement with the 

music did not wane. It merely moved on to a new tangent. 

Mick Counihan at RMIT was initially involved in the project 

and his knowledge of broadcasting policy, coupled with his 

long-held enthusiasm for popular music, was extremely 

helpful in the early stages of deciding how to approach my 

subject. Victoria University of Technology (VUT) provided 

support for my work in the music industry and cultural 

industries, which was hardly recognised within the accepted 

range of academic research areas in Australia in the early 

1990s. Associate Professor John Sinclair at VUT, was one of 

the few people involved in detailed research and writing in 

cultural industries. He has provided detailed supervision 

of the thesis and accepted the rigours of reading and 

commenting on drafts, while providing encouragement while I 

have worked full time and completed writing. Professor 

Peter Sheehan has been a steady supporter of the work, 

bringing his industry experience and practical advice to 

bear on the task. 

Numerous other people have assisted me. Terry Dyson, 

Director of the Information and Communication Industries 

group within Multimedia Victoria (MMV), in the (non-Labor) 

Victorian Government, gave me a wonderful job working in 

multimedia industry development, where, unbeknown to him, I 

could apply some of the knowledge I had gained from my 

examination of popular music policy. He also recognised my 

interests in critical and academic pursuits. My colleagues 

at MMV occasionally saw me exhausted from the hours of 

writing late into the night and I thank them for their 

patience. I would also like to thank Chris Healy, Ken 

Ruthven, Simon During and Jody Brooks at The University of 

Melbourne for recognising my efforts and inviting me to 

teach From Rap to Rock: Cultural Formations , in the 

111 



English and Cultural Studies Department, in 1995-1996. I 

would also like to acknowledge the Department of 

Communication Studies at the University of North Carolina, 

Chapel Hill, for recognising my contribution to the field 

of political economy and cultural policy, by inviting me to 

teach in the department beginning August 1996. 

Many of the people cited in references in this study are 

friends and have both inspired and prompted me to undertake 

this work, either directly or indirectly. Numerous others 

have made useful suggestions. In no particular order they 

are: Lawrence Grossberg, Meaghan Morris, Graeme Turner, 

Stuart Cunningham, Terry Flew, Sarah Cohen, Will Straw, 

Philip Hayward, Vicki Riley, Colin Mercer, Tony Bennett, 

Belinda Probert, David Lindsay, Gillian Harrison, Peter 

Duncan, Myles Ruggles, Martin Doddrell, Dianne Northfield, 

Phil Dwyer, Bruno Charlesworth, Elaine Whiteman, Pete 

('academic wank') Steedman, David Bennett, John McLaren, 

David English, Jenny Hocking, John Robertson at Austrade, 

John Mikler at DIST, Mary Padbury at Blake, Dawson, 

Waldron, Victorian State ALP secretary John Lenders for 

permission to examine party files, librarians at the 

National Library, the National Archives in Canberra and the 

State Library of Victoria. 

My family always supported me and I especially thank my 

late father Stewart Breen and my mother Myrtle Breen 

(Staines) for their unstinting enthusiasm for my efforts. 

My brothers and sister also stirred the pot when necessary: 

Peter, Andrea, Leighton and David. My parents-in-law Ken 

and Emily Gardner saw me in various states of apprehension 

and elation. My children Hester and Aidan have lived almost 

their entire lives under the influence of this project. 

They will enjoy having their father back as much as I will 

enjoy being there for them. My best mate and partner 

Deborah has fought the good fight, even joined the ALP 

during the time I was researching and writing this thesis. 

Her commitment to me and to really useful knowledge is 



exemplary. For her, as for me, the cause of democratic 

socialism is not merely theoretical. 



Table of Contents 

Page 

Abstract i 

Acknowledgments ii 

Introduction 1 

PART 1 

Section 1; Establishing the study 

1. Questions and strategies 6 
- Appropriate political economy 
- A cultural studies approach 
- Selective case studies 
- Methodology and strategies 

Section 2; Approaching t)olicv 

2. Institutional economics as a way forward 2 5 
- Thorstein Veblen's machine of industry 
- Veblen's articulation 
- Systematic linkages 
- Culturalism 
- John Commons 
- Contemporary institutionalists 

3. Social policy vision 51 
- The commodification indicator 
- Australian policy recipe 
- The ALP cake mix 

4. Industry policy 72 
- Approaches to industry 
- Australian industry policy 
- Evaluating industry policy 

5. Popular music policy formulation: a theory 93 
- Cultural industries 
- The political economy commodity 
- Transcendent exchange - two theorists 
- The double movement 
- Policy as mediator 
- Limitations 
- Conclusion 

VI 



PART 2 

Section 3; Popular music policy rhetoric 

6. Mapping new music policies 120 
- Introducing popular music policy 
- Stakeholders 

7. Music policy gestation - the rhetoric 137 
- Rhetorical force 
- Rhetoric at work 
- Establishing music policy rhetoric in the ALP 

8. Working the rhetoric 157 
- Generational change unrealised 
- Rugged Policy Individuals 
- Peter Steedman 
- Graham Stephen 

9. Practical rhetorics 178 
- Inner city rhetoric 
- Popular song lyrics in national consciousness 
- Commercial influence 
- Industry rhetoric 
- Confirmation. 

Section 4; Beyond rhetoric 

10. Finding the pieces for a case 203 
- Existing methods 
- Australia Council 
- Government sponsored data 
- Restricted knowledge 

11. Community music - unexpected achievements 2 43 
- The Push 
- Community music concepts 
- A national approach 
- Analysis 
- Community music typology 
- Conclusion 

Section 5; Popular music po l i cy i n i t i a t i v e s 

12. Popular music po l i cy outcomes 278 
and i n i t i a t i v e s 

- The blank tape levy debacle 
- When industry speaks 
- Ausmusic 
- Victorian Rock Foundation 

Vll 



13. All is revealed/ is anything achieved? 312 
- No longer invisible 
- Public outrage - private power 
- Copyright law as regulation 
- A regulatory model 
- Industry and internal regulators 
- The main game- internal copyright regulators 
- The copyright regulation system 
- Global problems with music copyright 
- The PSA - outside looking in 
- Intervention at the heart 
- Treading water in a policy whirlpool 

Conclusion 350 

Appendices 
- Appendix 1: Mushroom Records 355 
- Appendix 2: Community music 3 63 
- Appendix 3: Ausmusic 3 65 

References 368 

Interviews 396 

Vlll 



Introduction 

During the years 1982-1996, popular music policy 

initiatives were introduced following the election of 

Australian Labour Party Governments in the State of 

Victoria (1982) and Federally (1983). The process of 

creating those policies and the impact of the policy 

initiatives themselves represented a major shift in 

government policy in Australia. This thesis examines how 

those policies changed and challenged definitions of 

popular music as a cultural industry. It analyses the 

development and implementation of the popular music 

policies from a political economy perspective, bringing 

together two fields of investigation which are often 

considered to be antagonistic: the cultural and the 

industrial. In undertaking the study, I am seeking to 

excavate the sites at which the cultural, industrial and 

policy issues converged. I will undertake this task 

proposing an appropriate political economy which relies on 

the evolutionary theories of capitalist development 

outlined by Thorstein Veblen, known as institutional 

economics, while drawing on cultural studies for 

articulation theory. In so doing, this study investigates 

the way in which policy might operate as the mediating 

logic for government interests in the context of social and 

industry policy, throwing light on the political economy of 

the popular music sector in Australia. 

The study had three objectives: 

To build a theory that explains the development of popular 

music policy in Australia; 

To establish a political economy of the popular music 

policy process; 

To use selective case studies against which to examine the 

theory. 

In setting these objectives, this thesis makes a 

contribution to cultural studies by using institutional 

economics to focus on the convergence of culture, industry 

and policy in Australian popular music. In this respect, 

the thesis is intended to extend the cultural policy 



studies field within cultural studies, by identifying the 

construction of music policy initiatives as cultural 

formations in the Australian context. It is presented in 

two parts. The first concentrates on the development of a 

popular music policy formulation theory which is 

constructed from and informed by the literature reviewed. 

The second section of case studies examines selected 

popular music policy events and initiatives during the 

years under review in an attempt to identify how the policy 

activity was unfolded during the decade and a half under 

review. 

The approach I have pursued has incorporated elements of 

'master narratives' into the story to produce an 

appropriate, national political economy (Crowley and 

Mitchell 1994: 5, 17). Political economy is defined here in 

a rudimentary fashion, before being elaborated on in the 

literature review, as the study of changes brought about by 

the intersection of public and private domains, mediated by 

explicit government policy. In undertaking such a study the 

investigation provides insights into the characteristics of 

the society being examined. I am applying an approach 

defined by the term 'Australian cultural studies' (Turner 

1993 and Morris and Frow 1993). That is an examination of 

the conditions and events in the Australian context in 

relation to global issues, building on existing cultural 

studies theory. 

Overall, however, the problematics of a national culture 

maintaining its difference against, in spite of, or even in 

collaboration with, the contemporary pressure towards 

globalisation has become the ground for Australian cultural 

studies of all descriptions (Turner 1993: 10). 

In undertaking the study, my approach draws on a number of 

traditions, using an interdisciplinary method which refers 

to and draws from the following: Thorstein Veblen and 

institutional economics for industry and corporate issues; 

Marx and Marxist traditions of economic analysis, for an 

examination of the commodity form; post-modernity. 



especially the work of Jean Baudrillard for additional 

insights into the market economy; the cultural studies work 

of Stuart Hall, Lawrence Grossberg and Will Straw for 

articulation theory; and the work of Graeme Turner, Meaghan 

Morris, Stuart Cunningham, Tony Bennett and Gay Hawkins, 

for Australian cultural policy studies. The synthesis of 

these approaches enhanced my reading of popular music 

policy initiatives, while providing the tools for building 

an approach that is relevant and focussed (Hodgson 1988: 

23-24). My strategy is to bring together industry and 

social policy in the popular music policy formulation 

theory, which describes the preferred relationship between 

reformist Labor Governments and the existing music 

industry. The 'existing music industry', I define as the 

major record companies and their music publishing and 

independent label subsidiaries, which have historically 

enjoyed a predominant economic and cultural position in 

Australia. 

Selective case studies have been used to provide a coherent 

perspective of the popular music policy field, suggesting 

that despite the ALP's intentions, policy was 

simultaneously moving in a number of uncoordinated 

directions. My conclusion is that the scope of popular 

music policy initiatives was inconclusive, due to a lack of 

singular focus, resulting in too much power remaining with 

the existing industry. The study found that: committed 

individual ALP popular music policy activists did not carry 

the bureaucracy, politicians and industry with them; the 

policy moment included detailed inquiries and reports that 

produced exciting ideas for moving the popular music 

initiatives from a subsidy dependent relationship with the 

state, to a self funding situation, in particular the blank 

tape levy; community music projects in Victoria and 

nationally evolved their own industrial characteristics 

when they were responsive to local needs, yet they were not 

incorporated into ALP popular music policy initiatives; the 

Victorian Rock Foundation (VRF) and Ausmusic were 

innovations aimed at establishing new institutions to meet 



social and industrial concerns, which the existing major 

record companies did not consider worth supporting 

financially, resulting in the closure of the VRF, while 

Ausmusic realised some of its potential by producing 

educational curricula; the 1990 Prices Surveillance 

Authority Jnguiry Into the Prices of Sound Recordings 

exposed the internal workings of the existing music 

industry and their exploitation of the Copyright Act 1968 

to protect their financial interests; efforts to coerce the 

existing industry to contribute to the growth of Australian 

popular music, resulting from the PSA inquiry through the 

Music Industry Advisory Council and the Music Industry 

Development Agreement were fraught and unresolved. 

The selective cases I have examined are not definitive, yet 

they are drawn together in this study by the decade and a 

half in which the ALP was in government. Further studies 

could examine in more detail elements of the issues I have 

considered, while adding to the important theoretical work 

that is required in building an understanding of Australian 

popular music policy. 



Part 1 



Section 1: Establishing the study 

Chapter 1 

Questions and strategies 

This study proceeds on the basis of a series of hypotheses, 

all of which will be tested as the thesis progresses. This 

study works across three clusters of hypotheses which are 

intrinsically related to each other and find resolution in 

the research question. 

(1) The primary cluster of questions invokes relatively 

traditional notions of political economy and the 

conjunctions of industrial and economic concerns in the 

popular music policy context. 

- that commodification of music moved to a new plane in 

Australia during the decade under review, and was caught up 

with polices generated in the economic policy sector. 

- that the interpenetration of the Australian economy into 

the global economy produced unrealistic expectations for 

music. 

- that the business and industrial structures already in 

place when the music policies were proposed made it 

virtually impossible for Australian music policy to 

flourish. 

- that new and localised music-oriented institutions were 

introduced to augment and enhance Australian music without 

a rational sense of how the issues above affected such 

local initiatives. 

(2) The second cluster of hypotheses are collected around 

specific political and related policy issues. 

- that the ALP used popular music as part of a political 

agenda of reform to draw nation-making issues further into 

the mainstream. 

- that a localised set of popular music policies provided 

genuine musical enhancement, 



- that a set of policies based on a social democracy model, 

and aiming to generate social benefit, were emasculated by 

ignorance. 

- that popular music policy initiatives became an adjunct 

to economic and industrial issues, which denied the 

policies the chance to flourish. 

(3) Social and cultural questions provide the basis for the 

third cluster of hypotheses. (The relationship of the 

cultural to the industrial is central to this thesis and 

will be considered in detail in the chapter on theory). 

- that the cultural issues foregrounded by music policies 

in the decade under examination had to confront a range of 

issues that had not previously been confronted in the 

cultural policy sector. 

that the existing music industry created unexpected 

obstacles to the development of local music policies. 

- that the economic and industrial components of the policy 

considerations were not appreciated by music policy makers, 

governments, cultural activists and practitioners, seeking 

social and cultural outcomes. 

The relationship between the first, second and third 

clusters suggest a circularity of relationships. This is 

intentional. I have built a model of the popular music 

policies undertaken during the years under review which 

will indicate the systematic nature of the interaction 

between the economic, the industrial, the cultural and 

policy dimensions, which are informed by these hypotheses. 

These relationships are not exclusive of relationships that 

may occur elsewhere and at other times, due to 'new 

configurations and new questions' (Grossberg 1986: 70). 

However, the purpose of this approach is to build a model 

that is appropriate for the study under review in the 

Australian context, and reflects the prevailing 'open', or 

eclectic theoretical tone of the thesis which finds a 

common point in political economy. 

The hypotheses find their realisation in the research 

question which amplifies the relationship between culture 



and economy. The research question has two parts. The first 

is: 

Why did governments in the years under review introduce 

popular music policies? 

The second is; 

Were the policies effective? 

The questions seek to throw light on the conjunction of 

social, economic and industrial concerns (Ryan 1991: 14-

15) . 

This study then, investigates a number of issues that arose 

when the ALP formulated and introduced popular music policy 

initiatives. It examines the context in which the ALP 

introduced its policies and indicates the nature of the 

changes. It identifies the way in which popular music 

policy reform was undertaken. It suggests that the policies 

were caught between the constraints of economic and social 

pressures, which proved to be unresolvable, with some 

exceptions. Importantly, my research indicates that it was 

at the community or 'micro' level of popular music policy, 

that real advances were made, while those policies aimed at 

the existing industry were fraught with constraints. In 

arriving at this conclusion, I have followed the three 

streams of investigation which flow from the hypotheses and 

research question. They converge to form a political 

economy that I believe is appropriate for this study. In 

the next section I will briefly outline some of the 

antecedents from political economy which I am using. 

Appropriate political economy 

Political economy is the science which starts from the view 

of needs and labour and then has the task of explaining 

mass-relationships and mass movements in the complexity of 

their qualitative and quantitative character. This is one of 

the sciences which have arisen out of the conditions of the 

modern world. {Hegel, The Philosophy of Right: 189) 

Political economy is a theoretical viewpoint that can 

expose the policy issues, the public interests, corporate 

and government concerns of the day, while seeking to make 



explicit the changing relationship between labour and 

capital. In this sense, political economy provides a focus 

that needs to be reassessed as a suitable means of analysis 

in the cultural policy and popular music studies fields, as 

it brings into systematic alignment the forces at work 

(Shuker 1994: 25). In recent years, political economy has 

become both fragmented and marginalised, moving in a 

number of directions, as I will show in the following 

pages. As a Marxist strategy it lacks currency, where it is 

no longer viewed as an analytical tool. Similarly, Marxist 

debates invoked a politics that was frequently obsessed 

with objectivity, failing to recognise the subjective 

position of contemporary research practices and 

experiences, thereby producing reductive, determinist 

readings of society, incapable of working within the real 

world concerns of government and the production of social, 

cultural and even general policy concerns (Agger 1992: 51-

52). Yet political economy encapsulates a historical 

component, theorised by Marx in the term 'historical 

materialism', which welded the evaluation of social 

progress to economic developments, which has been recast as 

a means of inquiring into 'distinct modes of domination' by 

a range of interests (Poster 1990: 56). An incorporative 

'regime' of concerns recognises that in the historical 

shifts constantly taking place, it is no longer possible to 

employ the closure of Marxist tactics: rather I propose to 

accept the proposition that in political economy 'meaning, 

value and function are always the effect of specific (and 

changing, changeable) social relations and mechanisms of 

signification' (Frow 1995: 145). As I shall show, I am 

seeking to employ this open approach as a tool in 

approaching cultural policy studies. 

The work of Louis Althusser provides another entry point to 

political economy, which assists in systematising this 

study. Althusser was unreservedly a champion of Marx's 

philosophy, working on interpretations of Marx's corpus of 

work, with particular reference to the ideology of 

capitalism (Ricoeur 1994). In a summary of his 



interpretation of Marx's contribution as read in Capital, 

Althusser linked history and political economy as 

'constitutive elements' of the mode of production of 

society (1970: 197). 

the object of the theory of history and therefore the theory 

of political economŷ - they study the basic forms of unity of 

historical existence, the modes of production (197 0: 195-

196, italics in original). 

Althusser argued that it is 'knowledge of the modes of 

production' that 'provides the basis for posing and solving 

the problems of transition' (1970: 198). A major part of 

this knowledge stems from Althusser's concept of the 

relative autonomy of the social formation, which recognised 

the relationship between the economic, the political and 

the ideological: 'a combination of distinct elements fitted 

to constitute the unity of a mode of production' (Althusser 

1993: 185). This concept of knowledge, which I want to term 
an gpistemolooy of production, is effective in the context 

of building a theory of change. Without resorting to a 

positivist approach, the concept of epistemology of 

production suggests that appropriate analysis of the 

history of capitalist development will generate 

commensurate problem solving knowledge. Such knowledge of 

production, including the social and political processes, 

can help expose the multiple levels of cultural formations. 

Furthermore, this knowledge offers a critique of the 

purpose of policy, identifying its linkages with the modes 

of production. Cultural policy studies requires that this 

set of relationships be made explicit (Grossberg 1992: 

116). This study's theoretical purpose then (examined in 

the theory chapter) seeks to indicate how policy, or 

government regulation of social and economic and industrial 

behaviour is ubiquitous across society and intrinsically 

engaged with popular music production. Once exposed, 

policy's links to the modes of production and therefore to 

an epistemology of production are clarified, making it 

clear how policy cohabits within the social and economic 

system. 
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Contemporary political economy draws on numerous streams of 

theory, which when combined, contain elements that can be 

traced from Marx and Hegel's systemic approach (and 

classical economy) and their efforts to find a resolution 

in the epistemology of production. All these streams do not 

however sit within the tradition of radical praxis and 

critique that has been a hallmark of the Marxist quest to 

explain capitalism. Of necessity therefore, this thesis 

pragmatically adopts elements from the political economy 

'tool box', for use where appropriate. In using this 

approach, my primary goal is to refine the analytical tools 

available within political economy, by generating an 

understanding of the epistemology of production in 

Australian popular music policy. 

I have identified seven prevailing streams of political 

economy which are relevant to this study. They can be 

outlined as: 

neo-classical, with an emphasis on pricing and market 

behaviour;^ 

- an administrative version which emphasises improving the 

status-quo of business relations as providing the preferred 

social outcomes for society ; 

- a multi-theoretic, post-structuralist version proposed by 

Baudrillard, but drawing heavily from Marxist concepts, 

including concepts taken from post-modernity ^; 

- the 'vulgar' Marxist approach with an emphasis on 

quantitative accounts of class and labour relations within 

the means of production; 

contemporary neo-Marxist and Weberian - 'economic 

sociology - approaches, with an emphasis on the 

^ It is instructive to note the cautionary tone of Tirole, when he reflected that There is no simple 
recipe for defining a market, as is demonstrated by the many debates among economists...' (1987:12). 
It is for this reason that it is inappropriate to reject considerations of 'the market' as bound by 
restrictive definitions, when other conceptions of the same or similar organisational mechanism for 
commercial exchange may be available, and useful. 
^ I will detail Baudrillard's contribution in the theoretical ch^ter. His post-structuralism has been 
defined by Jameson as 'necessarily ... histoncist in the inevitable positing of distinct stages of social 
development, whether the sequence of the latter is formulated in terms of evolutionary continuities or 
in those breaks, ruptures, and cataclysmic mutations' (1985: xii, in Attali, italics in original). Despite 
such criticism, Baudrillard's approach offers valuable insights into contemporary readings of conunodity 
formation. 

11 



interconnections between the political and economic forces 

driving social and cultural institutions and the power 

relations expressed through conflicts between those 

institutions (Raboy and Dagenais 1992: 3, Garnham 1987); 

- institutional economics traced directly to Thorstein 

Veblen, with an emphasis on evolutionary capitalism and 

socially beneficial policies. 

An inclusive approach that nominates precise sectors for 

investigation, yet draws on both Marxism and institutional 

economics, has been proposed by Golding and Murdock, who 

emphasised the following four points: 'the growth of the 

media; the extension of corporate reach; commodification; 

and the changing role of state and government intervention' 

(1991: 15). It is instructive that this example of 

political economy incorporates the abstracted concept of 

commodification (proposed most clearly by Marx in Volume 1 

of Capital), together with a quantitative criterion 'the 

growth of the media'. In many respects the most effective 

political economy may be a pragmatic one such as this, 

which lipks aspects of the above selected streams of 

political economy. It serves to suggest a sensibility to 

real world practicalities and theoretical concepts which 

adds cogency to my objective of generating knowledge about 

the context in which popular music policy takes place - the 

epistemology of production. Golding and Murdock's approach 

involves a theoretical and practical mix, which I believe 

is necessary for cultural policy studies, and which I have 

pursued in this study. In this way it is possible to avoid 

either theoretical inappropriateness and obscurity, or a 

descriptive, untheorised method of total practical utility. 

The political economy preferred here is closely aligned 

with the evolutionary tradition of institutional economics, 

which seeks the 'pragmatically relevant' points for 

investigation within the system, as Golding and Murdock's 

approach suggests (Klir 1985: 330). In suggesting this 

pragmatic approach to the possible approaches to political 

economy outlined above, I am seeking to draw attention to 

the approach that best encapsulates them all, namely 

12 



institutional economics. Golding and Murdock's approach 

suggests that this is a useful means of advancing political 

economy, yet they seem unfamiliar with the tools offered by 

institutional economics. 

The most effective means of incorporating a pragmatically 

relevant and substantive approach into political economy is 

offered by Veblen and institutional economics. By examining 

the developmental history of modern capitalism and its 

institutions and policies, institutional economics offers a 

means of enhancing an epistemology of production, by 

drawing attention to the processes of capitalist 

development in the economic, social and cultural fields. In 

a later chapter I will detail key elements of Veblen's 

work, together with recent work in that tradition. My 

approach emphasises the systematic and evolutionary nature 

of the inquiry. It approaches political economy by 

proposing 'a theory of social change' as the starting point 

for a detailed examination of the processes underlying the 

formation of economic, social, cultural and institutional 

structures in society (Samuels 1987: 865). 

A cultural studies approach 

The pragmatic approach I have outlined above has inherent 

risks, which I recognise. In particular, it provides 

critics an opportunity to denigrate an inclusive approach, 

because it may lack the rigour of highly focussed 

theoretical work. However, I have sought to resolve this 

limitation by working across the political economy 

tradition using articulation theory to inform the 

pragmatism of institutional economics (Angus 1992). I use 

articulation theory to explain how the relationships 

occurred in the Australian context and how they were an 

expression of the national political economy (Morris 1993: 

15, 17). In approaching the subject this way I have 

developed a theoretical framework to analyse how popular 

music policy operates. The theory is generally applicable 

across cultural industries and may be useful for policy 

analysis in general. I have called it the Popular Music 
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Policy Formulation Theory, which relies on a schematised 

construction of articulation. It seeks to indicate how 

policy is the primary vehicle for mediating social, 

cultural and industrial concerns, in a national context. 

I am not going to examine the arguments for or against the 

concept of 'nation' (Turner 1994). Rather, I will proceed 

on the assumption that the policy initiatives being 

examined were restricted to the Australian political 

environment, defined by existing geographical and 

constitutional boundaries. Yet I am fully aware that 

virtually all the policies under consideration found their 

gestation point at a time and place where national 

interests needed to be differentiated from, as well as 

aligned with global or interests outside Australia. I have 

sought to draw attention to policy issues by selectively 

reviewing some of the social and industry policy literature 

that reflects on the years of ALP government and linked 

that to key issues in institutional economics. 

I have constructed the theory in a way that brings the 

socio-cultural into alignment with the economic-industrial. 

Articulation theory is used to explain linkages in the 

system described by the full range of relationships between 

social, cultural, economic and industry concerns and 

policy. Three strands of investigation are therefore 

involved: 1) social, 2) industrial, 3) policy. Articulation 

theory explains the nature of the convergence between the 

three sectors, which operate within a relative system of 

open relationships (Hall 1986: 59). The 'sectors' are 

component parts of the whole. They are, in keeping with the 

methodology of articulation theory, in a process of 

constant negotiation (or discourse) with each other. They 

do not exist independently of each other, yet they can be 

discretely described, distinguished on the basis of 

definitions that rely on exchange value and use value in 

the market economy. (I will elaborate on these definitions 

in the theory chapter). Articulation theory enhances the 

understanding of the political economy of the relationship 
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between the three strands of investigation, providing a 

focus for policy studies. Significantly, the model 

indicates how commodification of music is inherently 

related to a process of policy initiation and organisation, 

and argues that without an understanding of commodity 

formation in the process, policy initiatives such as the 

ones established, would be unlikely (Frith 1983). 

My contribution to the field of cultural studies and the 

starting point for the political economy method used is 

primarily based on bringing my theory to the institutional 

economics tradition (or school). This approach maintains 

that the ' economic domain is inseparable from a host of 

social and political institutions in society at large' and 

as such, when studied, reveals important features of the 

behaviour, mores and values of the society (Hodgson 1988: 

15) . I am not proposing a total or holistic system. Other 

writers have critiqued attempts to propose a 'holistic 

system' of analysis (eg Hodgson 1988: 17). The intersection 

of the sectors is fraught with too many pressures to make 

it possible to claim that any proposed system can be 

holistic. Rather, the approach used here and the one in 

keeping with articulation theory adopts an eclectic 

approach, where systemic closure is not the objective (Hall 

1986: 59). A 'multi-factorial analysis' is necessary, as 

Miller has suggested (1994: 28). The objective of a 

political economy approach in the cultural studies 

tradition therefore, attempts to map out the possible 

points at which the sectors intersect and the factors that 

impinge on those linkages. An open system is an effective 

way of describing the approach, allowing alternative 

readings or explanations to be presented, where 

'connections and influence from an external environment' 

are readily admitted, even welcomed into the analysis 

(Hodgson 1988: 18). The 'relative indeterminacy' of the 

articulation theory approach is suited to this thesis, as 

it brings together the social, economic and policy issues, 

without the imposition of totalistic claims (Hall 1986: 

43) • 
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The repertoire of cultural studies is extended rather than 

threatened by a study such as this, as it seeks to mine 

existing academic approaches in order to contribute to 

knowledge in the field. In particular, the potential of 

cultural studies to describe and delineate fields of 

activity in society is enhanced by articulation theory 

which promotes the inclusive, 'relative openness' of the 

cultural studies project (Hall 1986: 43). That is, 

articulation theory allows the object of study - Australian 

popular music policy - to be examined in the light of the 

industrial, cultural and social policy issues that affect 

it, identifying the systems and subsystems of relationships 

and the way in which they are articulated with each other. 

Articulation theory is therefore a 'theoretical balancing 

act', which enables 'an important theoretical 

reconciliation' between a variety of approaches (Hunter 

1988: 116, 117). As an interdisciplinary project therefore, 

this study has selected a range of approaches and 

implemented them, using what Turner referred to as 'a 

multiplicity of theorised practices' which can be traced to 

the concept of openness (1993: 3). 

In extending this approach Straw has suggested that a 

'system of articulation' provides a means of identifying 

the multiplicity of linkages and levels of articulations 

(1991: 369). For example, music policy may link in at one 

level with Intellectual Property Rights through the 

Copyright Act, which connects with industry development 

policies and national and international cultural and 

economic activity, precisely because the Copyright Act 

prescribes the economic and social relations which are the 

mechanisms for industry building. The task is to recognise 

the linkages across the system and examine them. 

This approach may be undertaken by identifying systems and 

subsystems of relationships and examining those systems in 

relation to each other, according to an arbitrary selection 

of articulations which are appropriate for the study. I 
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emphasise 'appropriateness' because it supports the notion 

of national cultural specificity identified earlier as a 

feature of Australian cultural studies and the place of 

policy in such a context. Likewise, a national political 

economy can be seen to be appropriate for the specific 

concerns and conditions applying in a given set of 

circumstances. An inappropriate study involves 

generalisations based on global assumptions which fail to 

recognise that articulation theory reflects the dynamics of 

localised experience. 

In the next section I will indicate how this approach 

informs this study. 

Selective case studies 

Australian cultural policy studies became significantly 

controversial following the publication of Stuart 

Cunningham's 1992 book. Framing Culture: Criticism and 

Policy in Australia, How cultural policy would be made and 

implemented became vigorously contested, especially and 

most publicly by Meaghan Morris in a special 1992 issue of 

Meanjin, 'Culture, Policy and Beyond' (545-551). She 

suggested that an approach that used a 'multivariate 

critical strategy' to highlight 'realpolitik' would be more 

valuable for cultural policy than a polemic, such as 

Cunningham's, aimed at building a self conscious 

citizenship (1992: 548). While I do not intend to revisit 

this debate, it is important to note that it took place 

against a background of Labor Party policy building and 

often heated discussions about the suitability of applying 

critical theory to a variety of professionalised and 

technical policy concerns (O'Regan 1992: 518). This is a 

continuing issue, which I will not discuss here. Suffice to 

say that my case studies are derived less from this 

eruption of 'official' argumentation about cultural policy, 

where government subsidy and regulation was well 

established - such as television content quotas. My study 

is derived from the new terrain which was opening the 

existing popular music industry to government scrutiny. In 
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this respect, this study is not defined by existing 

cultural policy, but by emerging governmental interests in 

industry, which grew as part of the globalising priority of 

the ALP in the 1980s. This involved recognising that the 

existing popular music industry flourished in an organic 

industrial context, where policy initiatives were more of a 

threat to the self-contained behaviour of a flourishing 

business. Academic inquiry was an added threat to the 

existing popular music industry. In setting the context for 

the background to the study, I have made the theory chapter 

the culmination of the context-setting work. 

I have moved from the theory of articulation to its 

application in the cases being studied. This takes a number 

of turns. For example, in examining where the policies came 

from, I have sought to highlight the way in which rhetoric 

played a key role in forcing popular music policy on to 

government agendas. As I indicated in my introductory 

discussion of articulation theory, this includes arbitrary 

identification and analysis of historical changes in the 

social and economic climate. For example, an examination of 

Mushroom Records and its relationship with Kylie Minogue 

shows how pop music globalised the local record industry: 

and came into alignment with Federal Government objectives 

which recognised the 'interrelatedness of the world 

economic system' (Whiteman 1990: 35). My intention in using 

this example is to indicate that the rhetorical space in 

which music policy operated consists of unlikely 

stakeholders in a much larger policy context. There were 

some predictable stakeholders as well, such as youth 

committees of the Victorian Labor Party, which entered the 

rhetorical space opened up by the ALP's reformist 

liberalism to promote youth and entertainment interests in 

Victoria. This rhetoric ultimately fed into Federal 

political initiatives. 

It is inevitable that official sources form an important 

part of the overall study, because it is in official 

records that stakeholders express either an abstract or 
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concrete view on the relevance and meaning of real events, 

such as Kylie's influence on popular music policy. Public 

inquiries into the music industry during the 1980s provide 

a basis for this study, with special attention given to the 

1987 report Patronage, Power and the Muse: Inquiry Into 

Australian Assistance into the Arts (known more commonly as 

the McLeay Report, named after the chairperson of the 

committee, Leo McLeay). This was the report used to 

galvanise politicians at a Federal level to initiate 

popular music policies. 

To contrast the macro sites of popular music policies, such 

as official public policy inquiries, reports and 

initiatives, I also examine the micro sites, namely how a 

different set of policies worked at a localised level. My 

research on community music suggests that these programs 

manifested unique musical cultural activities, potentially 

with much greater prospects than at the macro sites. They 

were however, overlooked in the overall program of popular 

music policy initiatives in the 1980s. Importantly, 

community music was where economic and industrial 

formations occurred that were more in keeping with policy 

objectives being attempted at macro sites, with very little 

benefit. 

In examining the breadth of activities of the music 

industry, it was inevitable that copyright would require 

examination. Copyright is the motor of the music business. 

I examine how it worked, from a non-legal, institutional 

economics perspective. I also wanted to examined the PSA 

inquiry, as the point of rupture in the policy environment. 

Prior to 1990, the official approach to popular music 

policy initiatives had been relatively well orchestrated by 

stakeholders. With the PSA inquiry, the official approach 

collapsed as the mechanisms that were in place were no 

longer open to the established processes of rhetorical 

manipulation and outcome-oriented planning by stakeholders, 

which included politicians and bureaucrats. This aspect of 

the study revealed the failure of the policy initiatives to 
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recognise and act on what the PSA identified: that the 

existing Australian music industry is dominated by overseas 

record companies, which required considerably more than the 

soft hand of reassuring corporatist policy activity to 

generate popular music policies that mattered. 

Methodology and strategies 

This study follows a social science approach. It includes a 

normative stream of inquiry, defined by the constraints of 

academic discipline: 

Social science is defined as the integrated use of the 

subdisciplines - politics, economics, sociology, anthropology 

and social ecology - and their outreach into the humanities, 

which, in interwoven form, analyse human society and its 

governing conditions and processes (Gottlieb 1971: 33). 

The critical theory tradition builds on the analysis of 

society's 'governing conditions and processes'. It moves 

from there to take up an explicit subjective position which 

is based on proposals, propositions and recommendations, 

founded on a belief in rational social action. In this 

normative scenario, 'what is and what ought' are the key 

foci. That is, once the analysis indicates what exists and 

how it came into being and the political economy is 

detailed, critical propositions based on Enlightenment 

notions of rational policy outcomes are theorised, proposed 

and argued for. These are the 'hoped for outcomes' and are 

an important feature of institutional economics (Dugger 

1987) . They are not, however, as Sheehan has noted, a set 

of defined, closed propositions which have been imposed in 

a 'dictatorship of reason', but an approach that addresses 

the needs of individuals and their communities (1995: 13-

14) . 

In a political economy sense, such outcomes can be achieved 

by policy initiatives in a nation building context. Policy 

can, according to critical theory, be implemented by social 

action. The linkage of policy to critical theory, which 

produces what ought to be in society, is presented here as 

yet another branch of the unique tree of Australian 
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cultural studies. The sense of personal engagement implicit 

in the social science-critical theory approach should not 

be underestimated in the cultural policy studies sense. As 

I indicated in the Acknowledgments, my approach to this 

study began with my involvement as a journalist in the 

Australian popular music business. Proposals from State and 

Federal Labor Governments began to come to fruition in the 

mid 1980s. The Victorian Rock Foundation, The Push, then 

Ausmusic were formed in 1987-'88. They stood as 

counterpoints to my experience as a journalist in the 

global publicity machine. These initiatives seemed to offer 

an opportunity for access to Australian popular music, and 

an chance to participate in making music that had not 

previously existed. The ALP offered these possibilities in 

new and invigorating ways. 

A cultural studies methodology searches widely for often 

contradictory and hidden meanings which can add to the 

'repertoire of analytical techniques' and strategies 

(Turner 1993: 2). In this sense I have resorted to a number 

of strategies to collect and analyse material. In some 

aspects of the study of policy formulation and 

implementation I have used a 'behavioural process 

approach', which evaluates how individual and group 

behaviour, motivations, commitments and challenges inform 

policy activity (Nagel and Mills 1993). Such behaviour 

involves personal and political determination on the part 

of politicians, activists and others. It also involves 

detailed work by subsidiary agents or stakeholders, such as 

bureaucrats, who are given the task of comprehending the 

political intention and bringing the aims and objectives of 

the ALP to fruition. 

The thesis does not, however, resile from official sources 

and analysis of them. I recognise that 'official 

discourses', as reflected in government funded and 

published documents, which may result from public 

inquiries, cannot be overlooked (Burton and Carlin 1979: 

34-35) . They are a window on the power relations of the 
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state apparatus, which includes the multitude of 

participants investing their interests in the result of 

that discourse. I have used official documents as a source 

in this thesis, while relying on a variety of documentation 

which enlivens the discourse between official and non-

official information. 

In searching for a way to analyse the policy initiatives of 

1982-1996 I found institutional economics helpful for a 

number of reasons. It promotes an approach where 

quantitative and qualitative evaluations are encouraged to 

coexist, yet where a heightened suspicion of quantitative 

methods is encouraged, due to the failure of neo-classical 

economics to provide socially beneficial ideas worth 

fighting for. 

I applied my journalistic skills using contacts in record 

companies to organise interviews and assist with the 

collection of data. I have used comments from music 

industry seminars and conferences, conversations with key 

individuals in record companies and press releases I would 

not have otherwise been aware of without my journalistic 

contacts. In some cases I used the pretence of an interview 

for some of the freelance work I undertook during the time 

I was researching this study, to collect relevant material. 

Indeed, such an approach was often necessary, in an 

environment where academics are unwelcomed and considered a 

threat to the music business. I found it to be a secret 

world of private dealings, often consciously isolated from 

public scrutiny by claims to legitimate contractual 

arrangement derived from the Copyright Act 1968. 

The qualitative research involved formal interviews, 

informal conversations, a structured series of interviews 

undertaken as part of a research project for the Community 

Music Network and funded by the Australian Council, 

examination of government reports and submissions to music 

inquiries, attendance at music industry conferences and 

seminars and membership of government advisoiry panels and 
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boards. Some of the most instructive comments about the 

industry and policy initiatives were made as either off-

the-record or informal asides. In some instances, it has 

been necessary not to source these comments directly to 

those making them and I beg the indulgence of readers, who 

believe that academic work is defined by closely referenced 

comments. However, the revealing commentary made in a 

private context must remain private, yet it should be 

admitted because it so powerfully undermined claims made in 

official informational collecting situations, such as 

recorded interviews and government documents. To reveal the 

sources of the comments would betray the trust of the 

people who made the comments, as they believed they would 

not be reported. 

The quantitative research involved the examination of 

annual company returns, industry figures for official sales 

and turnover, together with information gathered during 

interviews and conferences and industry contacts. However, 

as I make clear at various times during the thesis, I have 

little confidence in the official data and the positivist 

reflexes they generate, while adding little if anything to 

the analytical process (Middleton 1990: 5). However, they 

do provide an indication of trends and market dimensions 

and have generally been accepted by governments. 

These methodological activities have to be set against the 

fact that music industry personnel operate in what they 

call 'a fashion industry', where regular high volume 

turnover of sound recordings is the objective (Smellie 

Interview 1990). Marketing is everything. Analysis, 

especially critical analysis, is frowned upon and 

considered negative and not in the interests of good sales. 

During the decade and a half under review, about 90 per 

cent of the music consumed in Australia was popular music 

sourced from overseas, as the Prices Surveillance 

Authority's Inquiry Into the Prices of Sound Recordings 

noted (1990: 4, 51). Record company executives in Australia 

were not encouraged to think outside of the scope of those 
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figures and challenging the established approaches was 

acceptable, only if local stars could replace international 

ones with equivalent market share. 'Line managers' in the 

major record companies were and still are not very free to 

make independent decisions about their behaviour, they are 

responsible for delivering strong sales figures for global 

head offices (Rubin Interview). This sort of dependent 

relationship with foreign offices engenders a fetishistic 

approach to upbeat sales talk, to the detriment of national 

and local music making. A reluctance to criticise is hardly 

surprising. 

A major consideration in approaching my methodology has 

been my concern to reflect the truth about the industry. 

Reforming social democratic governments face enormous 

political, practical and theoretical hurdles when they 

confront a well established global cultural industry, such 

as the established music business. This challenge to 

government has been a constant issue in researching and 

writing this thesis. 
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Section 2: Approaching popular music policy 

Chapter 2 

Institutional economics as a way forward 

In this chapter I will review key texts produced by 

Thorstein Veblen and some of the material in the school of 

contemporary institutional economics, which acknowledges 

Veblen as its founder. In the following two chapters I will 

then examine the general industry and social policy 

activities of the ALP in Government Federally, especially 

during the 1980s, in the light of institutional economics. 

In particular, I will seek to establish key points from the 

literature to build my theoretical chapter, with which I 

conclude this part of the thesis. In this chapter, I will 

identify four elements drawn from Veblen's work which are 

appropriate for this study: 

• the evolution of business activity; 

• rational policy responses; 

• culturalism; 

• social provisioning. 

In identifying these key elements I will indicate the ways 

in which Veblen's approach involved a commitment to a 

political economy which recognised the necessity to produce 

theories about the characteristics of change. Veblen made 

the point of the inquiry clear in The Theory of Business 

Enterprise. 
The aim is a theory of such business enterprise in outline 

sufficiently full to show in what manner business methods 

and business principles, in conjunction with the mechanical 

industry, influence the modern cultural situation. (1958: 

16) 

Sociologist C. Wright Mills suggested that no single 

individual had left a 'better set of books written about 

American society' than Thorstein Veblen, who lived from 

1857-1929 (1958: xi) . This claim may now be open to 
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challenge, but it suggests the profound impact of Veblen on 

those who have read and appreciated his analysis. Veblen's 

work, continued Mills, is the most fruitful in the 

'literature of American social protest' (1958: xiii). 

Veblen's writing is appropriate for an Australian political 

economy which seeks, in the cultural studies style of 

engaged critique (or social protest), to establish the 

nature of change in Australia and advance the social and 

economic benefits available to citizens of the country. 

This beneficial outcome will often be achieved against the 

flow of corporate, economic and social 'vested interests'i. 

As such it may incorporate opposition to social, economic 

and political events, as part of a strategy of social 

protest. 

The reason for adopting Veblen's work to this study is my 

acceptance of the argument that Australian economic and 

social life interacted more fully with the international 

economy within the globalisation ethic during the years 

under review. In doing so, elements of change in Australia 

in the 1980s came to replicate the American experience of 

capitalism which was the focus for Veblen's work (Hancock 

et al 1991: 341). The imperative of globalisation was an 

objective of ALP economic policy in the years being 

analysed, and an element in the specific considerations of 

popular music policy's place within Australia. In the 

process of 'globalising' Australia, the model of capitalist 

development produced by Veblen offers an analytical method 

for Australian political economy. As I will indicate later, 

institutional economics' recent gestation serves as a 

paradigmatic reference point for policy intervention and 

social democratic advancement in Australia where it has 

been almost entirely avoided, with the exception of Ted 

Wheelright's work in the 1970s such as Radical Political 

Economy (1974).It is apposite to provide this review of 

Veblen's work and influence as a means of introducing 

^ 'Vested interests' is a term Veblen used with characteristic, somewhat blunt precision. He defined it 
in Absentee Ownership as follows: 'A vested interest is a prescriptive right to get something for 
nothing' (1964: 49). 
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institutional economics to Australian political economy and 

cultural studies. 

Thorstein Veblen's machine of industry 

Veblen's best known work is The Theory of the Leisure Class 

first published in 1899. In it he developed a theory of 

human, social and economic development that incorporated 

systematic views of American society in the late nineteenth 

and early twentieth century. Lerner suggested that Veblen 

practiced 'radical positivism', which encapsulated Veblen's 

explanation of political economy (Lerner 1948: 24). 

Applying his approach to the historical development of 

social and economic progress, Veblen viewed civilisation as 

a series of habituated shifts constantly negotiated 

according to class, ethnicity, and the more problematic 

'transmitted aptitudes' (1948: 146). 

Veblen concentrated on the evolutionary and predictable 

nature of industrial life, which, due to population 

pressures would cause 'all the details of life to undergo a 

process of elaboration and selection' (1948: 91). The 

outcome of this process was, he believed, the predictable 

'aptitude' of human beings for social and economic 

development which arose from habitual behaviour. He 

believed that capitalist society moved through the 'stage' 

and 'phase of economic growth', and in doing so drew on the 

Darwinian influences that helped explain the processes and 

possible cycles of human progress - a point which I will 

develop later (1948: 103, 108). He considered that the 

system of phased economic development would consolidate and 

furthermore, it could be scientifically observed. It has 

been remarked that his work relied on an implicit 'feedback 

loop' of relationships between the functioning operational 

elements of society (Thompson et al 1990: 202). It is this 

conceptual pattern of systematic relationships which refer 

to Veblen's theories of habitual development and industrial 
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activity which I will extend to develop a theory suitable 

for this thesis.2 

Veblen's 'model' of capitalist evolution is a key to 

understanding how he extended the notion of aptitude into 

one of habits, as the organising principle of society, 

following the efforts of Charles Pierce and John Dewey 

(Waller 1988: 113). Veblen identified the stages of 

economic and social development in human civilisation from 

'savagery, or barbarian' to 'predatory', to 'emulation' of 

ownership, which in turn produced a 'pecuniary' 

relationship to ownership (1948: 62-70). Ultimately, Veblen 

considered that all social life had progressed through the 

stage of individual ownership as a 'conventional right or 

equitable claim', to a more organised 'human institution' 

(1948: 72, 76). These institutions were not, however, 

separate from the habits and routines of life which formed 

the core of social relations. 

In the organic complex of habits of thought which makes up 

the substance of an individual's conscious life the 

economic interests do not lie isolated and distinct from 

other interests (1948: 152). 

Veblen's sense of the 'organic' network of relationships is 

bound up with his belief in evolutionary progress towards 

higher forms of economic control and organisation. Veblen 

believed it was possible to predict and criticise such 

advances using a 'teleology', based on established patterns 

of habitual behaviour (1948: 67).^ This is not to say that 

Veblen's 'teleology' involved a restricted or limited 

concept of the ultimate formation of society, where 

everyday life is habituated around a single reading of 

2 Baudrillard praised Veblen's 'relational variable structure' for its ability to 'illustrate how the 
production of a social classification is the fundamental law that arranges and subordinates all other 
logics, whether conscious, rational, ideological, moral, etc' (1981: 75-76). While this is an 
overstatement, typical of Baudrillard's theatrical engagement, it indicates the appeal of Veblen's 
^proach for contemporary political econcony. 
•'Veblen's emphasis on the everyday is instructive given contemporary interest in the ethnographic and 
the everyday: 'Gradually, as industrial activity furthCT displaces predatory activity in the community's 
everyday life and in men's habits of thought, accumulated property more and more replaces trophies of 
predatory exploit as the conventional exponent of prepotence and success. With the growth of settled 
industry, therefore, the possession of wealth gains in relative importance and effectiveness as a 
customary basis of repute and esteem' (1948: 77). 
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habits. Rather, it is a teleology where an open ended, yet 

predictable and rationally conceived assortment of 

industrial organisations operates (Dugger 1984: 982). 

Importantly, it was 'open ended' because, as Veblen himself 

noted, his approach was 'unfamiliar' - in many ways it 

still is - bringing together 'economic theory' with 

'ethnological generalisation' (1948: 53). Consequently, 

there was a common sense approach in his teleology that 

meant that he was reluctant to foreclose on the 

investigation, due to his ethnographic observations of 

human behaviour. This had an impact on his non-

deterministic view of rationality, which was not limited by 

unanticipated evolutionary events. 

Some critics of Veblen's have not appreciated the 

ethnographical escape route he constructed for his 

predictions. Reservations about Veblen's teleology include 

one response from C. Wright Mills, who believed that the 

intensified activities of the burgeoning middle classes 

since World War 2, and their access to wealth and 

'technological abundance' meant that developmental habits 

were not as predictable, or rationally conceptualised as 

Veblen had assumed (1953: xiv). Accordingly, 'The terrible 

ambiguity of rationality in modern man and his society' was 

not foreseen by Veblen (Wright Mills 1953: xvii). 

More recently however, the 'Veblenian Dichotomy' has been 

argued as a way of addressing this limitation. It suggests 

that Veblen's work offered a possible range of hypotheses 

that conceived of 'human behaviour as a process of 

cumulative adaptation to changing circumstances within the 

cultural context in which the behaviour takes place' 

(Waller 1982: 758). This 'dichotomy' has provided the basis 

for contemporary institutional economists and their 

analysis of evolutionary capitalism. Another reading, 

suggested that Veblen's notion of the human condition was 

highly influenced by Social Darwinism and an evolutionary 

theory which incorporated multiple and therefore 

dichotomous readings of social and economic progress 
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(Dugger 1984: 972-973). Aspects of such evolutionary 

approaches have been common in a cultural theory stream of 

economic inquiry, promoted by institutional economists 

(Jackson 1993: 460). In particular, it has been a 

significant feature of analysis that resists neo-classical 

and conservative quantitative interpretations of capitalism 

as expressions of free-market economics, where misplaced 

concentration on rational decision making denies the 

multiple activities being undertaken by fallible human 

agents in dynamic circumstances. Institutional economics 

shares with Keynesian economics a quest for an 

understanding and sensitivity to 'conceivable reality', 

where the evolving environment in which economic 

constraints occur are one element of a total 'game', where 

dichotomies must be appreciated in order to complete real 

tasks (Hutton 1996 : 247-256) ."̂  

The dichotomous reading of Veblen's Darwinian approach 

solves some of the problems generated by a teleology of 

habits, which is too deterministic. Human behaviour is 

multifarious yet habitual, not totally predictable, yet it 

exists within known limits. It is not, therefore, 

appropriate to jettison the concept of habits which are a 

key to Veblen's schema. 'Habits', suggested Hodgson, 

'provide us with a means of retaining a pattern of 

behaviour without engaging in global rational calculations 

involving vast amounts of complex information' (1991: 179). 

Elsewhere, Hodgson noted that the concept of 'rational 

economic man' is a useful theoretical mechanism whereby it 

is possible to explain 'the real shifts in the economy and 

society, in particular the rise of capitalist institutions 

and an individualistic culture' (1991: 86). These two 

streams of explanation - the evolutionary and the rational 

^ Mutton's appeal to a contemporary version of John Maynard Keynes economics is set in the British 
context, yet relies heavily on concepts which are conunon to US institutional approaches. Hutton is 
particularly fond of game theory, as a logical method for analysing the relationship between 
information and transactions. Game theory, says Hutton, 'is an intellectual framework for examining 
what various parties to a decision should do given their possession of inadequate information and 
different objectives' (1996: 249). As with much of the reformist work seeking new ^proaches to 
economic and policy ineptitude in western democracies much of the work suffers from commonsense 
blindness which would be reduced if Veblen's concepts of evolutionary develojHnent were employed. 
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- fit together to signpost the building blocks in a 

Veblenesque approach to political economy.^ 

In this section I have outlined the immediate points of 

attraction in Veblen's best known work as a means of 

opening up the study of Australian music policy. In 

particular, the evolutionary paradigm of industrial 

development, undertaken according to habit forming rational 

processes, and presented in The Theory of the Leisure Class 

is appropriate as a theoretical construct which can be 

applied to Australian music policy. Similarly, the organic 

processes of social life which Veblen argued occur within 

capitalism, encourage an examination of the institutional 

behavioural formations taking place at national sites. At 

other points in his work, Veblen more precisely developed 

his theory of capitalist evolution which I will now 

consider. 

Veblen's articulation 

The Theory of the Leisure Class may be Veblen's best known 

work, but it is one of several. It is two later works. 

Absentee Ownership and Business Enterprise in Recent Times: 

The Case of America (1964, first published 1923), together 

with The Theory of Business Enterprise (1958, first 

published 1904), that help consolidate the task of building 

an appropriate political economy for contemporary 

Australia. They do this by elaborating on the notion of 

habitual processes of development. 

In Absentee Ownership and Business Enterprise in Recent 

Times, Veblen provided a template for contemporary 

political economy, emphasising the systematic development 

of business culture. Descriptions of absentee ownership. 

^ Veblen's approach can be seen in Lefebvre's work, as reflected in his Everyday Life in the Modem 
World (1971). Lefebvre's observation that everyday life has become an object of social OTganisation 
rather than a subject, owes a great deal to Veblen. Lefebvre noted that rational control of social 
relations had created the Bureaucratic Society of Controlled Consumption through a) the limiting 
rational or bureaucratic processes; b) the obsession with wganised consumption instead of production 
(1971:60). He suggested that this social formation was founded on developments that overwhehned 
everyday life. 
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the captains of industry, key industries, the development 

of the corporation and the nation are particularly relevant 

for contemporary Australia and this study. They provide 

insights into economic development and the points at which 

industrial formations and policy activity may coincide. 

In Absentee Ownership and Business Enterprise in Recent 
Times, Veblen engaged in an incisive critique of 'a more 

close-knit system of interlocking industrial processes' 

(1964: 97). It was these interlocking processes, he claimed 

which were 'all unavoidably bound together in a single 

working system of industry, and they are now similarly 

bound up in a comprehensive system of business enterprise' 

(1964: 249). And this business enterprise couid function 

effectively without links with the community from which it 

had developed. Thus, Absentee Ownership became the term 

Veblen used to describe the shift from practical or 

pragmatic industrial development, to business activity. 

'The new order' upon which Absentee Ownership was based 

was 'a progressive change' based on 'a continued, 

cumulative, alteration of the range of industrial 

operations' (1964: 229). New financial credit systems 

building on the 'natural right' of 'free trade' made this 

possible, generating new arrangements where economic power 

was removed from the community in which business operated 

(1964: 48). 

Moreover, it was the 'progressive and tentative' evolution 

of business and industry which suggested the need for 

constant reappraisal of economic and social progress (1964: 

229) . 

...the new order of business procedure...has never reached 

the end of its development; nor indeed, is there any 

promise of its reaching anything like a final state of 

stability and finished growth in the calculable future... 

(1964: 229-230). 

It is difficult to avoid referring to Veblen's work without 

resorting to repetitive use of the word 'system'. In 
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Absentee Ownership and Business Enterprise in Recent Times 
Veblen himself used the word as an expression of the 

relationships that exist within national and international 

capitalism. In what he calls 'industrial articulation', 

Veblen considered that the 'technical interdependence and 

mutual support' of economic life had been brought about by 

'standardisation', to become the primary feature of 

contemporary life (1964: 247). 

The whole constitutes a balanced system of work, a moving 

equilibrium of interlocking processes, in which the 

efficiency of any given part is conditioned on the due 

working of all the rest. No part of the system can do its 

share of work in isolation or severalty, and any degree of 

failure or curtailment at any point, in rate, volume or 

quality of output, entails a degree of curtailment and 

inefficiency throughout the system. The dominant factor in 

this moving equilibrium of work, technologically speaking, 

is the manufacturing industry, and it is on the output of 

this industry that the efficiency of the industrial system 

converges (1964: 248). 

Such evocative descriptions on which his theories turned, 

point to similarities in the earlier section about 

articulation theory in cultural studies, to which I will 

return. Veblen's system of evolutionary progress was 

largely defined by the changes taking place across the 

social and economic domains, described for example by 

Absentee Landlords. Some of which he had experienced first 

hand. 

His childhood spent on his parents farm, produced in him a 

deep sense of respect for traditional social and economic 

relations, where goods were bought and sold according to 

traditionally established transaction rules of the market 

(Galbraith 1973: i-xii). Indeed, Veblen believed that it 

was 'the American farm population' that provided 'the 

incentives, the ideals, the law and custom and the 

knowledge and belief' which determined the nature of 'the 

community at large' (1964: 134). The intervention of the 

33 



business system and industrial concerns into this civilised 

rural world, where credit and absentee ownership began to 

dominate, provided Veblen with a sense of moral justice. 

His dissent from the prevailing movements of American 

society which produced an accumulation of business habits 

evolved from his view of the 'industrial arts': this 'new 

(business) order' was initiated by 'technicians', not the 

'elder statesmen' of 'the traditional system of knowledge 

and belief' (1964: 207). Such statements have been 

criticised for reflecting a 'conservative' and naive belief 

in 'all-American values: the value of efficiency, of 

utility, of pragmatic simplicity' (Wright Mills 1953: xi) . 

Yet as I will show, the emotional and moral force with 

which Veblen wrote and which is superficially easy to 

criticise, is what helps to maintain the tradition of 

institutional economics which he founded. 

As I noted earlier, the dichotomous method to Veblen's 

approach reveals discursive strategies which combine as 

elements of the evolutionary process. For example, 'the 

industrial arts' he defined as 'tangible performance 

directed to work that is designed to be of material use to 

man', but were undermined by 'the art of business' (1964: 

107). The latter were 'arts of bargaining, effrontery, 

salesmanship, make-believe, and are directed to the gain of 

business men at the cost of the community, at large and in 

detail. Neither tangible performance nor the common good is 

a business proposition' (1964: 107). 

According to this developmental scenario, the dichotomy 

takes the form of either the predictable evolution of 

industry, based on the ability to standardise and 

manufacture products and the less savoury activity of 

business, with its preoccupation with individual 

aggrandisement of the 'salesman' through wealth 

accumulation (1964: 94). With the two sectors of 

development taking place on the same plane, Veblen 

described the pressures from business to challenge 

humanised social and economic benefits created by the 
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expansion of indus t ry , through appropr ia te invent ions of 
technology. This was the b a s i s of h i s 'novel a l t e r n a t i v e 
theory of soc ia l change' (Street 1988: 446). 

He saw and desc r ibed wi th remarkable p r e s c i e n c e the 
a r t i c u l a t i o n s tha t grew out of i n d u s t r i a l development. In 
Absentee Ownership and Business Enterprise in Recent Times 
he commented on the behaviour of ' the federal a u t h o r i t i e s ' , 
which had become a 'Big Business Adminis t ra t ion ' (19 64: 
37). Such a term, ' i s not a matter of r e p r o a c h . . . q u i t e the 
con t r a ry . . . Always, night and day, the pecul iar care of the 
admin is t ra t ion i s now and ever s h a l l be the p r o f i t a b l e 
a c t i v i t y of t he n a t i o n ' s b u s i n e s s c o n c e r n s , more 
p a r t i c u l a r l y t h e l a r g e r conce rns w i t h a l a r g e 
c a p i t a l i s a t i o n and a subs t an t i a l r a t e of earn ings ' (1964: 
37) . The way in which government and i ndus t ry , a t a 
p a r t i c u l a r point in the evolving p o l i t i c a l economy of a 
nat ion converge i s an observation tha t i s fundamental to 
the model on which t h i s case study i s based. 

Veblen a n t i c i p a t e d the i n e v i t a b l e development of the 
Corporation in t h i s context as a s e r i e s of s h i f t s , moving 
from the loca l i sed , organic economy to industry to business 
to a d m i n i s t r a t i o n . For him, the e v o l u t i o n of t he 
corporat ion marked i t as ' t he master i n s t i t u t i o n ' (19 64: 
89). As such, the corporation was a 'business concern, not 
an i n d u s t r i a l u n i t ' (1964: 83) . Here the dichotomy was 
def ined. The corpora t ion could opera te in a seamless 
in te rna t iona l regime, he suggested, where ' end less ' c r ed i t 
and i n d u s t r i a l a l l i ances made i t possible for the system to 
sus ta in and extend i t s e l f (1964: 39). This led Veblen to a 
highly charged descr ip t ion of imperialism. 

Imper ia l i sm i s d y n a s t i c p o l i t i c s under a new name, c a r r i e d 

on fo r t h e b e n e f i t of absen t ee owners i n s t e a d of a b s e n t e e 

p r i n c e s ; by so f a r as r e g a r d s i t s b e a r i n g on t h e m a t e r i a l 

f o r t u n e s of t h e u n d e r l y i n g community i t a l l comes t o t he 

same t h i n g . A l l t h e c i v i l i s e d n a t i o n s a r e b e s e t w i t h 

i m p e r i a l i s t i c a m b i t i o n s , and so f a r as t h e i r l i m i t a t i o n s 

w i l l permi t them they a r e a l l occupied wi th i m p e r i a l i s t i c 
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schemes; t h a t i s t o say schemes for t he b e n e f i t of t h e i r 

v e s t e d b u s i n e s s i n t e r e s t s , masked a s schemes f o r t h e 

aggrandisement of t he n a t i o n (1964: 3 5 ) . 

He l inked na t iona l i n t e r e s t s with the business i n t e r e s t s , 

suggesting tha t there was 'a growing need of such na t ional 

aids to bus iness ' (1964: 35). There was a l so , sa id Veblen, 

a concomitant loss of n a t i o n a l f r o n t i e r s which allowed 

Absentee Owners to negot ia te optimum business arrangements, 

with the support of the a u t h o r i t i e s who recognised the need 

for compet i t ive bus ines s t h a t ac t ed in the n a t i o n ' s 

i n t e r e s t s (1954: 6 ) . Roving ac ross the i s s u e of the 

r e l a t i o n s h i p between the na t ion , the community and the 

legal r i gh t s of businesses self i n t e r e s t , Veblen arr ived a t 

the following conclusion: 

At any j u n c t u r e where a d i s c r epancy a r i s e s between law and 

common sense i t i s incumbent on t he c o n s t i t u t e d a u t h o r i t i e s 

t o t a k e p r e c a u t i o n a r y measures and guard t he p r o v i s i o n s of 

law a g a i n s t i n r o a d s of common s e n s e . Under t h e 

c i r c i ams tances , t h e r e f o r e , i t has become t h e pr ime and 

p a r t i c u l a r duty of t h e c o n s t i t u t e d a u t h o r i t i e s t o safeguard 

t he r i g h t s , powers, and immuni t ies of a b s e n t e e ownership , 

a t any cos t t o t he under ly ing popu la t i on (1964: 432) 

As I noted above, the ability of his scheme to develop a 

dynamic mobility which recognises these linkages, is highly 

appealing in the 1990s national policy context. It is 

possible, when reflecting on the above comment, to sense a 

deep pessimism. However, it should not be assumed as the 

operating logic of the system. Rather, Veblen's description 

can be better characterised as the pragmatic observations 

of an engaged critic. In so doing, Veblen clearly conceived 

of the way in which the corporation or big business 

dominated the nation and life within it. 

Veblen identified the corporation as the institution which 

drove the linkages between the nation and the business 

interests. It was clear to Veblen that what he termed Big 

Business, 'dictates what is to be done or left undone' 

(1964: 217). Social and cultural life were 'sentimental', 

when viewed from this perspective (196: 217). Big Business, 

36 



said Veblen, 'moves on that particular plane of make 

believe on which the net gain in money-values is a more 

convincing reality than productive work or human 

livelihood' (1964: 217). The 'key industries' determined 

what happened in a nation, as they engaged in 'active 

collusion or by routine' (1964:238). Adding to his 

critique, Veblen maintained that industry and its Captains 

used 'Sabotage' to produce the financial benefits they 

wanted from industry (19 64: 218)^. The corporation, as 

perceived by Veblen, was a pernicious, yet necessary agent 

in the evolutionary progress of capitalism. 

Despite my earlier comments about Veblen's pragmatism, 

there were times when he was palpably outraged at the 

evolution of US capitalism. Certainly his pessimism at the 

impending domination of life by the business enterprise led 

him to a dismal observation of national policy. He believed 

that business interests caused national interests to run 

'at cross purposes', thereby obstructing the 'due 

articulation of industrial undertakings and so act to 

derange and curtail the work in hand' (1964: 250). The 

outcome of this situation was that 'national policies are 

chiefly occupied with the competitive cross purposes of 

vested interests' (1964: 250). Veblen's teleology led him 

to a sort of economic fatalism about evolutionary 

developments, perhaps blinding him to the need to offer 

more prescriptive analysis of policy interventions. This 

came at later points in his work. 

Systematic linkages 

Veblen's view of the systematic linkage of the business, 

industrial, cultural and policy sectors in society was 

redefined in The Theory of Business Enterprise. He 

introduced and used the term 'concatenation', which means 

'unified', 'flowing together', to describe the 

^ Veblen drew on the experience of Capital during World War 1 and their withdrawal of industry from 
productive work in order to fight the war, for this analysis. However, his view of sabotage may be 
effectively reinterpreted if an examination of supply side economics is undertaken, which, as he hinted, 
frequently overproduces for reasons that are based on industrial (il)logic, rather than to meet community 
needs (1964:218). 
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interactions. In this study he reworked many of the ideas 

from Absentee Ownership and Business Enterprise in Recent 

Times, while emphasising the theory that it was 'the 

machine process' that drove capitalist evolution. Here, the 

business enterprise developed 'business methods and 

principles' in a mechanical way, forming 'conjunctions' 

which 'influence the modern cultural situation' (1958: 16). 

It is at these points that Veblen's work is relevant to the 

contemporary cultural studies use of articulation, 

presented in chapters 3 and 10. 

Veblen's view in The Theory of the Business Enterprise was 

that the machine process and the burgeoning of business 

interests would ultimately lead to the loss of traditional 

humane values evolving out of organic relationships in 

defined communities. He maintained a strong belief in the 

pervasive power of the 'machine industry' which was 

characterised as 'materialistic, unmoral, unpatriotic, 

undevout' (1958: 176). Opposition to the machine culture 

would weaken, except in rare circumstances, where 'some 

other cultural factor, alien to the machine discipline 

comes to inhibit its spread and keep its disintegrating 

influence within bounds' (1958: 176). This reference to 

intuition meant that human beings would find a sense of 

purpose amidst the process of business. This was the 

culture Veblen preferred. The reaction to the machine 

process would be 'social unrest' and a 'corrective' could 

not be offered by 'a strenuous national policy' (1958: 

186) . 

Instead, Veblen envisaged 'a predatory national policy' 

(1958; 188). Such policy would lead to either 'a decline of 

business enterprise itself, or the return 'to a regime of 

status, fealty, prerogative and arbitrary command', which 

'would guide the institutional growth back into the archaic 

conventional ways and give the cultural structure something 

of that secure dignity and stability which it had before' 

(1958: 188-189). Veblen argued that an 'aggressive 

politics' would confront the machinery of the business 
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enterprise in a struggle where traditional or organic 

culture and the business process would struggle to co-exist 

(1958: 189). His preference was for an optimistic regime of 

'natural rights' which was a form of socialism (Stabile 

1988: 215, 1958: 189). Another writer has suggested that 

Veblen's work was about 'idealised social visions' which 

is some cases were worked out by institutional economists 

working in the US during the years of the New Deal 

(Gray 1981: 107). In summary, rational policy responses 

that moved across the dichotomous evolutionary developments 

were conceivable, but would always be undertaken against 

the pressure of the machine process of industry and 

business. Importantly, Veblen conceived of a means of 

incorporating the dichotomies into an entire system of 

relationships, known as culturalism. 

Culturalism 

Veblen's appeals to organic social and economic life and 

its conjunction with business within the machine process, 

incorporated a quest to promote national policies that 

would recognise the pre-existing legitimacy of culture. The 

industry-policy-culture nexus is drawn from national 

interests which are organic and humane. Within the recent 

history of institutional economics it has been termed 

culturalism"^. This configuration within the evolutionary 

process recognises that policy works in a dichotomous, 

organic manner within a national framework. Here, culture 

is systematically linked with the industrial, economic and 

business framework. 

What institutionalists have been emphasising is that 

culture governs all ... in the sense that a culture defines 

the permissible and the forbidden, defines right and wrong, 

the admirable and its opposite, gives content to these 

' I will take up this issue at various points throughout the thesis. However, by way of example, it is 
difficult to avoid the intense rendering of a culturalist position put by the artist Jonathan Lasker, who 
suggested in the boom years of the late 1980s that: "The hyperreality of the culture is parallel to an 
economy that is basically running on hot air, period and on bogus manipulation. I don't think it is 
accidental that the culture is running parallel to that trajectory. ...The irrationality of contemporary 
culture is supported by and in complicity with the irreality of a bankrupt economy. A bankrupt, but 
superficially affluent, economy.' (cited in Craine and Moos 1991: 97). 
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definitions with rules for behaviour, and so provides 

opportunities as well as limits. A culture is collective 

action, a collective legacy of patterns of action ( Neale 

1987: 1179). 

Recognising the mutually inclusive elements of the entire 

system, culturalism seeks to identify the appropriate 

trajectories along which policy operates within the system. 

This is the position that Veblen's evolution leads towards. 

It sits within what Gruchy called the paradigmatic 

approach, which he described as 'a basic framework of 

(interpretation) ...which takes the economic system to be 

an evolving, developing process' (1990: 362). The 

paradigmatic approach's 'distinguishing characteristic is 

its high theoretical and substantial level' (Gruchy 1990: 

363). Culturalism proposes a theory of change that can be 

tested in the context of the conditions prevailing in 

Australia, where rules of social and economic behaviour are 

applied that are formulated according to established social 

expectations. Yet the culturalism of institutional 

economics involves an abstract formulation of a process. In 

the theory chapter I present such an approach as the music 

policy formulation theory. 

My use of culturalism is invoked fully conscious of the 

history of the term within cultural studies, the criticism 

of its 'romantic appeal to the 'celebration of popular 

culture as expressing the authentic interests and values of 

subordinate social groups and classes': as well as its 

place within popular music studies (Bennett 1986: xi, and 

eg. Hall 1981, 1986, Garofalo 1987, Middleton 1990, Shuker 

1994: 26-28). However, my paradigm recognises the 

processual framework, where neither industry or culture 

achieves dominance in their relationship. As I shall note 

at numerous points during this study, an evolutionary 

approach to industrial developments makes it possible to 

recognise that a system of relationships and their 

articulations are at play in the popular music policy 

context. This avoids claims that one side of the industry-

culture-policy relationship is superior (Garofalo 1987: 
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80) . At another level, the culturalism of institutional 

economics addresses suggestions that cultural studies has 

at various times, attempted 'a renewed culturalism' in its 

quest for analysing cultural formations (During 1993: 7). 

John Commons 

John Commons is seen by some people as another of the 

founders of institutional economics (Gruchy 1990: 362). In 

his 1924 book Legal Foundations of Capitalism, he developed 

an elaborate, yet pragmatic theory of the transaction, 

using the historical and evolutionary methods common to 

Veblen and the institutionalists. He emphasised the way in 

which 'transactions flow one into another over a period of 

time, and this flow is a process' (1968: 8). 

Equally significant for the purposes of this thesis. 

Commons identified the 'working rules' of transaction that 

bound and restricted public and individual rights in their 

relationship with the business economy and the manner in 

which those rights were negotiated in the courts and by the 

incremental reach of governments and their agents (19 68: 

384) . 

He pursued a behaviouristic political economy that was bold 

and uncompromising, demanding ethics in business^. His 

behaviourist perspective identified the breadth over which 

the working rules of society had to traverse - the law, 

ethics and economics merged with utility, sympathy and duty 

which facilitated unproductive monopolies (1968: 387). Like 

Veblen, his critique was of the emerging business practices 

of the late nineteenth century. Unlike Veblen, Commons 

opted for an argument favouring 'institutional reforms', 

rather than the 'materialist radicalism' of Veblen (Gray 

1981: 109). 

^Commons's final broadside in Legal Foundations of Capitalism is telling: 'a behaviouristic defmition 
of political economy., jnight be formulated as follows...the proportioning, by means of the working 
rules of going ccmcems, of persuasive, coercive, corrupt, misleading, deceptive and violent inducements 
and their opposites, to willing, unwilling and indifferent persons, in a world of scarcity and mechanical 
forms, for purposes which the public and private participants deem to be, at the time, probably 
conducive to private, public or world benefit' (1968: 388). 
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Commons's examination of the working rules of the 

foundations of capitalism, with their links to powerful 

vested interests, established a contemporary strategy. This 

approach encouraged analysis of the evolution of the 

working rules of culturalism's reading of institutionalism, 

by extending Veblen's notion of habituated behaviour within 

the mechanical industrial apparatus of capitalism. In 

exploring and exposing the working rules which governments, 

industries and policy makers seek to formalise, the 

institutionalist's investigation of political economy can 

be employed in the contemporary context. Furthermore, it 

assists in identifying the dilemmas arising from the 

confrontation of organic culture with mechanical industry. 

Contemporary institutionalists 

Recent developments in institutional economics are 

generally traced directly to the ideas promulgated by 

Veblen and to a lesser extent Commons. In this section I 

want to identify some of the emphases that have currency 

for the Australian context. Firstly, I will reiterate and 

expand on the dimensions of culturalism. The second area is 

the theory of the firm, including concepts of regulation 

and power. Thirdly, concepts of social provisioning and its 

relation to democratic planning. In later chapters of the 

thesis I will take up these points as themes of the case 

study. 

Culturalism, as I have noted, describes the relationship 

between the evolutionary progress of capitalism and the 

associated culture that grows alongside and within that 

system. Culturalism has been described as 'a theory of 

social change', and has been proposed as a principal theme 

of institutional economics which is implicitly aligned with 

'an activist orientation towards social institutions' 

(Samuels 1987: 865). It incorporates an approach based on 

an engagement with social and political life. 

We try to solve problems. We do not play with mathematical 

puzzles, and we rock the boat. It is our nature, it is 

42 



i n h e r e n t i n i n s t i t u t i o n a l e c o n o m i c s . We c a n n o t h e l p 

o u r s e l v e s . We cannot s t a y away from s o c i a l p rob lems . They 

e x e r t an i r r e s i s t i b l e a t t r a c t i o n t o i n s t i t u t i o n a l i s t s , 

c o n t i n u a l l y drawing us away from academic n i c e t i e s and i n t o 

c o n t r o v e r s i e s and re l evance (William Dugger 1988: 985) 

I want to suggest t ha t such an engaged approach to change 
can open up areas for popular music pol icy research , as 
a t tempts to examine indus t ry must be undertaken in the 
l i g h t of engagement with c u l t u r a l and s o c i a l l i f e and 
associated public outcomes.. 

A major component of any theory of change i s economic 
a c t i v i t y ' s influence on cu l tu re , which need not be seen as 
de te rmin i s t . Rather, the r e l a t i o n s h i p i s b e t t e r r e f l e c t ed 
by the concept of semi-autonomy^. This suggests t ha t the 
economy does not dominate socia l l i f e , i t i s in a necessary 
r e l a t i o n s h i p , as p a r t of the sys temic p r o c e s s of 
cu l tu ra l i sm, the cu l t u r e of cap i t a l i sm. Edward Said has 
suggested tha t the task ' i s not to separate but to connect' 
the hybr id , mixed, impure' c u l t u r a l forms wi th the 
' ana lys i s of t h e i r a c t u a l i t y ' (1994: 15). The examination 
of the development of evo lu t ionary c a p i t a l i s m should 
attempt to const ruct t ha t evolut ion in a na t iona l space 
using pol icy as a manifestation of actual cu l tu r a l h i s to ry . 

One of the foremost US p r a c t i t i o n e r s of i n s t i t u t i o n a l i s t 
economics, Allan G. Gruchy summarised c u l t u r a l i s m in a 
speech in 1981, which recognised the continuing, processual 
movement within the system. 

What t h e i n s t i t u t i o n a l i s t s from Veblen on have t aken from 

t h e c u l t u r a l a n t h r o p o l o g i s t s i n c l u d e s an h i s t o r i c a l and 

e m p i r i c a l approach t o economic a n a l y s i s , a view of c u l t u r e 

a s an evo lv ing complex of i n s t i t u t i o n s some of which a r e 

s o c i a l l y s e r v i c e a b l e whi l e o t h e r s a r e d i s s e r v i c e a b l e , an 

awareness of human behaviour as a c u l t u r a l p roduc t and of 

t h e major r o l e of h a b i t in t h i s behav iour , an unde r s t and ing 

" The close relationship between Marx's historical materialism and Veblen in this developmental view 
has been well documented and will be taken up later in this thesis. Street 1988: 446, Hodgson 1991: 
78-89. 
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of the conflicts in personal behaviour and cultural 

activities, and an appreciation of the roles of scientific 

advance and technological change as factors in cultural 

evolution (cited in Street 1988: 447). 

Underlying this assessment is a sense of the 'concatenation 

of processes', which Veblen used to conceptualise the 

conjunctions of industrial evolution (1958: 18). In 

Gruchy's interpretation, a range of cultural activities and 

agents have articulated themselves to economic and 

institutional concerns. They are the 'tools' of analysis 

used as part of the Veblenian tradition (Stevenson 1988: 

73, Street 1988: 446). To return to my earlier point, the 

epistemology of production stems from the recognition that 

'Production systems are systems of culture', which needs to 

be appreciated as the object of analysis (Stevenson 1988: 

71) . 

In contemporary capitalism, a theory of social change needs 

to include the corporation as a key agent in the 

epistemology of production. Veblen identified the 

corporation as the object around which key industries 

consolidated and which is defined by exclusive business 

interests which operate to the detriment of the organic 

culture of society. Discourse about the corporation has 

developed into a field of research known as 'theory of the 

firm'. 

The best known advocate of the theory of the firm in 

institutional economics is Oliver Williamson, who has 

extended John Commons's contribution with an 

interdisciplinary investigation that draws on economics and 

sociology to indicate how the firm functions as a series of 

cost optimising transactions (Williamson 1988). Transaction 

cost economics draws on arguments that focus on 'bounded 

rationality' - a term that attempts to delimit discussion 

of the rational decision making that takes place within the 

organisational structures of the firm in its quest for 

efficiency (Williamson 1986: 171, 173). It also includes 
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'discriminating governance structures' within firms, which 

describes the 'opportunism' and rule structures which human 

agents pursue in their behaviour (Williamson 1986: 172, 

175). This behavioural organisational approach to the 

theory of the firm can assist with finding an answer to the 

question: 'Why economic institutions have emerged the way 

they did and not otherwise' (Arrow, quoted in Williamson 

1990: 3). Policy initiatives can usefully be included as 

part of this emergence of institutions. 

The theory of the firm is a controversial concept for 

debate among institutional economists (Gustafsson 1990: 

viii, Medema 1992). For example, William Dugger suggested 

that Williamson's emphasis on 'optimum' behaviour is 

antipathetic to institutional economics (1990: 424). Dugger 

believes that an emphasis on the affectivity of transaction 

- or instrumentalism - in a firm's behaviour is not in 

keeping with a Veblenian dichotomous approach to 

institutional economics (Dugger 1990: 428). Instead, an 

emphasis on a system of institutions with the ability to 

determine the cultural and social fabric of a society, fits 

more closely with the style of institutional economics 

preferred here (Medema 1992: 314). I agree with Dugger, but 

find his rejection of Williamson overstated, in that it is 

necessary to recognise the internal processes of the firm 

to develop a full understanding of the links between the 

firm's productive behaviour, its culture and the effects on 

cultural life at national sites, together with rational 

efforts at constructing creative and responsive policies. 

Knowledge about the firm contributes to a systematic 

mapping of the terrain in which policy operates, given the 

fundamental place of the corporation as a controlling agent 

in national economies as well as policy's function as an 

organising feature of the business arrangements within the 

evolving economy (Vickers, Waterson 1991: 445). 

Such optimism for rational policy strategies needs to be 

placed against Veblen's acknowledgment that 'Business 

Administration', works 'to safeguard and enlarge the 
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special advantages of the country's absentee owners' (1964: 

37). Contemporary institutionalists have opted for a range 

of theories and tools in an attempt to counterbalance the 

implicit pessimism of Veblen's reading of absentee owners 

and corporations. For example, arguments explaining how 

regulation operates as a policy vehicle to generate a 

political economy that is beneficial to the majority of 

citizens, have become a feature of recent institutional 

economics (Klein 1987). These arguments challenge the free-

market rationale of neo-classical economics which fails to 

recognise how policy can express the broad aspirations of a 

nation's citizens^^. 

Given this reading of regulation, it is not surprising that 

the concern with concepts of power within institutionalism 

have been considerable (Tool 1987: 964). The concept of 

power as used in institutional economics is not one based 

on either Marxist notions of Hegelian idealism, where 

contradictory forces are manifest in the historical 

materialist evolution to find their ultimate realisation in 

a class revolt. Nor is the institutionalist concept of 

power explicitly conscious of, nor concerned with, class 

issues, neither with individual power relations. Instead, 

it restricts itself to examining the operations of 

institutions in the process of their developing 

relationships with each other, stressing 'linkages between 

organisations, behaviour and the exercise of power' 

(Trebing 1987: 1731). Another definition notes that power 

is the ability of vested interests to ' influence the way 

the economy operates to carry out the tasks assigned to it' 

(Klein 1987: 1343). This shorthand description of the 

institutionalist concept of power indicates how the 

'project' of institutional economics collapses a 

10 Various explanations of the deficiencies of conventional, or non-critical and neo-classical economics 
have been j^oposed by institutional economists. Heilbroner proposed the following shortcomings: 
1) failure of a consistent or integrated model of the economic system 
2) failure of unified theoretical framework capable of explaining both macro and micro behaviour 
3) absence of an adequate theory of the major agent of contemporary capitalism - the firm 
4) inadequacy of 'prime constructs of economic thought" eg. 'capital', 'welfare', 'gross national product' 
(Heilbroner 1980:491). 
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behaviourist view into an economic view of power within 

institutions. It suggests that regulation of institutions 

as a policy vehicle be examined in relation to their 

evolutionary development within the business economy. 

The relationship between regulation and power is the 

conjunction at which policy serves its purpose. The 

pragmatic view of evolutionary capitalism recognises the 

space in which policy usefully intervenes to improve the 

public benefit stemming from institutional (especially 

corporate) life. The necessity of policy to 'organise and 

regulate' capitalism has been referred to as 'The impurity 

principle' (Hodgson 1984: 85). This view recognises that 

rather than engaging in a quest which involves a denial of 

the existence of institutions and their place at the 

pinnacle of capitalist society, 'the impurity principle' 

acknowledges and recognises their inevitability and the 

need to police their activities, using the available 

democratic tools. 

The question then becomes how to generate policies that 

recognise the systemic relationships between institutions. 

Trebing has noted that a science of 'democratic planning' 

is at the heart of the Veblenian tradition of institutional 

economics (1993: 40, 57). Such science involves recognition 

of the process of evolutionary development of economic and 

social life, the culture that grows with it and 

appropriate, rational systematisation of that development 

(Hodgson: 1988: 15). 'Democratic planning' is the 

instrument used for conceptualising the preferred tools for 

organising the processes within that system. 'Democratic 

planning' projects a model of a heterogeneous society, 

where political issues are considered in relation to a 

'pluralist democracy', where the outcomes of decision 

making will represent the best possible solutions for the 

greatest number of citizens (Hodgson 1984: 155). It 

'addresses public purposes, is processual, inclusive, 

iterative, participatory, long-run, non-hierarchical, 

accountable and is fuelled by open inquiry' (Tool 1988: 
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12). Within democratic planning, regulation and power are 

tools whereby the organic social interests of society are 

incorporated into the business process. 

Generally, institutional economists working in the 

culturalism domain have attempted to reconceptualise their 

work around a term proposed by Gruchy in The Reconstruction 

of Economics: An Analysis of the Fundamentals of 
Institutional Economics (1987). Gruchy argued that 

institutional economists 'define economics as the science 

of social provisioning' (Dugger 1988b: 983). This is 'a set 

of social processes', 'involving physical and financial 

flows, the industrial and pecuniary dimensions of a 

continually changing culture' (Dugger 1988b: 983). 

Elsewhere, institutional economics has been defined as 'a 

process of human provisioning': 'the study of the 

relationships between changing technology and a set of 

changing institutions embedded in a culture and involving 

broad webs of interaction' (Petr 1988: 29). Lerner 

suggested that Veblen viewed economics as a 'science of 

collective welfare' (1948: 30). Whether a science of human 

or social provisioning, the need to recognise and meet 

human needs can be placed at the leading edge of a 

'processual paradigm, emphasising social process' for the 

collective good (Dugger 1988b: 983). The relationship 

between this concept and democratic planning occurs at the 

point at which it attempts to meet the maximum number of 

society's human needs, beginning with culturalism' s 

priorities. 

The final point to be made is that American 

institutionalists have characterised their work within the 

tradition of critical theory. They suggest that this 

tradition is encapsulated by the phrase 'what is and what 

ought', which is part of the tradition of the 'idealised 

social visions', established by Veblen, and mentioned 

earlier (Petr 1988: 47, Gray 1981: 107 ). This phrase 

enables preferred political economic models to be proposed 

which produce the public benefits institutional economics 
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argues for. I believe that this is a constructive way of 

encapsulating the politics of institutional economics with 

culturalism and the objective of social provisioning. It is 

especially helpful in generating a forward thinking 

perspective for policy research. 

Finally, a different, non-American stream of 

institutionalist economics needs to be recognised. I want 

to concentrate on the contribution of one academic who best 

represents a European sensibility. Geoff Hodgson provides a 

view that has emphasised parliamentary representation as a 

means of advancing the project of democratic planning. His 

British and European influences stemming from Marxist, 

Keynesian and classical readings of economic theory as 

observed in the historical developments of British politics 

and policy, provides a counterpoint to some of the highly 

moralising US writing. Hodgson works towards a political 

economy that generates 'a theory of socio-economic systems 

as a whole' (1984: 3, 1988: 15). The tradition of an 

engaged and active left that has been in government and is 

searching for new theories and approaches to actual policy 

(as observed in the British Labour Party and social 

democratic party's in France, Germany, Scandinavia and 

Italy) is a stream of institutional economics that is at 

odds with some of the sadly marginalised writings that have 

emanated from the US. 

Hodgson suggests that institutional economics should 

employ a 'holistic system', which involves 'a loose 

imperative that social and economic theory should be 

broadened to embrace all relevant variables and elements' 

(1988: 17). Furthermore, Hodgson suggests that the 

institutionalist project could be advanced by 'a 

synthesis' of approaches to political economy. This 

approach draws on theories and proposals from traditions 

such as Marxism, Keynesian economics, post-modernity and 

organisational theory. In this study, this sort of 

synthesis will be developed to find a suitable 

institutional economics for Australia. 
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In the above review of institutional economics literature I 

have sought to show how culturalism can be used as a key 

conceptual tool in interpreting the evolutionary 

development of capitalism. By establishing rational plans 

within the dichotomous, yet mutually inclusive domain of 

industry and culture in evolutionary movement, the organic 

interests of the community could be adjusted to meet 

economic and social needs. Where necessary, key 

institutions would be established through policies to 

generate social provisioning for collective welfare^l. By 

placing key components of institutional economics in the 

foreground - evolutionary capitalism, policy rationality, 

culturalism and social provisioning - the examination of 

popular music policy can draw on a deeply engaged 

tradition. In the next two chapters I will develop the 

material in this chapter to indicate the ways in which 

social and industrial policy approaches in Australia in 

recent years have shifted. I will then conclude with a 

chapter that brings these discussions into alignment in the 

popular music policy formulation theory. 

^ ^ Horace M. Gray, has noted that 'most institutional economists devoted a large portion of their time 
to reform efforts, to protecting the public interest against aggression by private monopolists and to 
administration of the regulatory system' (1981: 99). Gray went on to acknowledge that institotional 
economists were often excluded from the policy process because of their concern for process and 
rational planning (1981: 104). 
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Chapter 3 

Social policy vision 

Contemporary institutional economists have used Veblen as 

a starting point in identifying a stream of visionary 

conceptualising within economic thought and theory 

stretching from Schumpeter and Marx to Mill. Indeed, John 

Kenneth Galbraith said that Veblen's best known work. The 

Theory of the Leisure Class was 'a product of the 

frontier' (1973: vi). The frontier, Galbraith suggested, 

is that space where a society is formed, where new rules 

governing social and economic alliances and behaviour are 

made and assimilated into the community in a complex 

interchange. It is possible to see Veblen's conceptual 

framework stemming from his 'experiential base' in the 

late nineteenth century frontier of the mid-west USA, 

where, as noted previously, farmer-settler immigrants, 

like Veblen's parents, with their Protestant work ethic 

and free-enterprise ambitions within an organic 

community, determined the prevailing political economy 

(Dobriansky 1957: 7). It was from this formative frontier 

environment that Veblen's 'forward looking' approach 

developed (Dobriansky 1957: 7). 

In this chapter I will introduce what Heilbroner has 

referred to within this tradition as 'the valorisation of 

vision', which makes explicit the nature of economic 

analysis in terms that reflect the hoped-for social 

provisioning of a rational approach to policy creation 

and implementation (1993: 93).I will indicate how it is 

possible to conceive of popular music policy as a 

visionary tool within the ideology of the social policy 

objectives of the ALP. In doing so, it is important to 

identify the ideological nature of 'vision' and its 

relationship to the core concept of economics: 'vision 

establishes both the historical placement of existing 

society, and the imaginable possibilities for its 

successors. These have long been the' grand objects of 

economic inquiry' (Heilbroner 1993: 94).Social policy can 
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be seen as one of the building blocks in the imagined 

vision, where a frontier mentality to policy initiatives 

can be shown to operate in the political economy process. 

As the process of historical development unfolds, 

Australian society has been part of this process, building 

policy out of the visionary relationship between social 

policy and economic ambition. 

In general, the 'opening up' of a forward looking 

Australian social and economic life through policy 

activity, undertaken by Labor governments in the 1980s and 

1990s, incorporated elements of this frontier mentality. 

That is, the political economy of Australia during these 

years was precisely about a conceptualisation of a society 

in the making, where new rules governing social and 

economic alliances and behaviour were being created and 

assimilated into the community. It was a Labor Party 

tradition, encapsulated in former Prime Minister Gough 

Whitlam's comment: 'Reformism is basically optimistic' 

(cited in Roper, 1993: 185). Reformist policy was strongly 

linked with rhetoric, and the call for structural change 

during the years 1983-1991 of the Hawke Prime 

Ministership, followed by Paul Keating's tenure from 1991-

1996.1 For example, the view from the Fabian Left of 

Labor: 

The two overwhelming tasks of the federal government over 

the last decade have been: first, to adjust public policy 

to the dramatic constraints of an economic structure with 

a growing inability to sustain its own development, and 

second to transform that economic structure into that of 

an outward looking competitive economy (Burchell and 

Mathews 1991: 4). 

For its part, rhetoric cannot be denied as an implied 

policy tool that has its place in a political strategy 

(Weimer and Vining 1992: 323-325). Yet it is also an 

1 In contrast, evidence presented by Hart, for example, suggested a consistency in the structure of 
production during these years, rather than a period of dramatic structural change (1992). This suggests 
that it is important to comprehend the entire spectrum of fwces at work in the policy process. 
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intangible, operating outside quantifiable processes of 

evaluation, while influencing public perceptions and 

signalling policy intentions or ambitions that rely on 

figurative, emotive and analogous language for success 

(Hobsbawm 1989: 175), Rhetorical 'pictures' of frontier 

behaviour are well suited to the visionary approach to 

policy. I will provide a clearer indication of this in the 

case study. 

The metaphor of the frontier is helpful in appreciating 

popular music in general. This point has been theorised by 

Attali, who argued that a political economy of music 

generally is prophetic. (If his study can be specified for 

popular music, it has considerably more cogency.) 

Music is prophecy. Its styles and economic organisation 

are ahead of the rest of society because it explores, much 

faster than material reality can, the entire range of 

possibilities in a given code. It makes audible the new 

work that will gradually become visible, that will impose 

itself and regulate the order of things; it is not only 

the image of things, but the transcendence of the 

everyday, the herald of the future. For this reason 

musicians, even when officially recognised are dangerous, 

disturbing and subversive; for this reason it is 

impossible to separate their history from that of 

repression and surveillance (1985: 11). 

This is a bold statement, and as Attali himself 

recognised, the sort of statement that reflects his 

'theoretical undiscipline' (1985: 5). Yet he believes that 

such an approach to the study of society will work 

effectively to reveal the true workings - the political 

economy - of the contemporary world. 

The commodification indicator 

As I will show in detail in the later theoretical chapter, 

a Marxist reading of commodification, introduced here as 

an unrecognised feature of the contemporary institutional 

economics processual paradigm, is fundamental to an 
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understanding of how capitalism constructs its frontiers. 

The commodity, as outlined by Marx in Capital, especially 

Volume One, is premised on a materialist notion of 

evolutionary industrial developments. Commodity formation 

is a strangely unmentioned element in Veblen's 

theoretical explanation of the evolutionary process, 

while it is also absent from contemporary institutional 

economics. Culturalism as presented here, acknowledges 

commodification as the prima facie constituent at work in 

the business enterprise, generating contradictions and 

opportunities as the business enterprise and its policy 

mechanisms intersect with the cultural sector of artists 

and musicians. 

Specifically, the historical development of popular music 

as a business has seen it take on the characteristics of 

an industry, where music is produced as a commodity 

(Chappel and Garofalo 197 7, Frith 1987, Goodwin 1993, 

Shuker 1994). This development has closely followed the 

introduction of new technologies which have served to 

promote poth private and mass music consumption, via 

recordings and broadcast media (Vogel 1990: 131-132, 

Guldberg 1987). The manner in which music as a cultural 

practice has been transformed into a product for exchange 

in the market, or a commodity, is the detailed background 

to this discussion of policy formulation and will be 

further explored in the theoretical chapter. 

An appropriate political economy of popular music policy 

recognises that the commodification of music is the 

theoretical tool that draws together evolutionary 

institutional economics with Marxism's concept of 

industrial and social change in the material world (Mills 

1953: vii. Street 1988: 446-447). In some instances, this 

nexus of the industrial with the institutional has been 

termed 'pluralistic industrialism', where policy serves 

the purpose of facilitating the alignment of the extremes 

of 'total state control' and 'unremitting laissez faire' 

(Wedderburn cited in Mishra 1977: 42). To put the case 

54 



more precisely, the commodity form is the basis of the 

economic relationship within the capitalist enterprise, 

which requires regulation by state sanctioned controls. As 

Australia's economy was internationalised in the 1980s, 

cultural industries became incorporated under the rubric 

of 'service industries', with the expectation that they 

would enter into potentially tradeable global exchange 

value relationships^. Similarly, as the Australian Council 

of Trade Unions (ACTU) Industry Development Committee 

pointed out in 1990: 'We have persistently argued for 

positive measures directed to promoting import replacement 

and more importantly for export development in high value 

added, wealth creating industries' (Carmichael 1990:2).3 

Following Marx's theory of the commodity form as the 

foundation of capitalism, popular music became caught up 

in a form of state sponsored commodification, as the 

national economy was organised according to a 

globalisation ethos of regulation and supportive industry 

development control and associated mechanisms^. Pressure 

from policy advice organisations, such as the ACTU, and 

Austrade, played a role in encouraging the repositioning 

of popular music as one of the high value added 

activities, as I will indicate in the case study. Yet the 

industrial organisation of global economic relations was 

changing, introducing 'global networks of company 

operations' characterised by markets that appeared to be 

interrelated and interdependent (Stanford 1989: vii). As I 

will show in the chapter on community music, globalisation 

may be perceived as the logical conclusion to 

commodification, where the organisational structures of 

^ Legislation controlling the Export Market Development Grants Scheme was changed in 1984 to 
allow claims for videos to be made and popular music promotion to benefit As the 1989 Austrade 
brochure 'An Outline of the EMDG'put it The EMDG Scheme aims to encourage Australian exporters 
to seek out and develop overseas markets for goods, specified sCTvices, industrial propoerty rights and 
know-how which are substantially of Australian origin'. 
3 The report also noted the task for industry development of 'increasing the share of Australia's export 
income coming from both elaborately transferred manufactures and simply transformed manufactures' 
(Cannichael 1990:3). 
^ Ferguson's article 'Some Myths about Globalization' (1992) provides a clear perspective on the 
range of issues that have been incorporated into the rhetoric of globalization. 
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corporations are an extension of the process of regulation 

and control. 

In tandem with the pressure to globalise the economy, was 

the elaboration of national policies, in general aimed at 

the creation of independent national institutions as part 

of 'the process of nation building' within the 

globalisation imperative (Turner 1993: 67).^ I am defining 

these national policies as primarily social policies, 

meaning, a set of activities aimed at the maintenance and 

extension of 'national consciousness', which is just one 

of a number of readings of what has been described as a 

'nationalist discourse' (Fanon 1967: 199, Turner 1989: 

3) .̂  Fanon suggested 'national consciousness' to 

distinguish it from 'nationalism', which he saw as a 

reactionary tool used to alienate the nation-state from 

its global relations - a point which has been vigorously 

debated, especially by critics working from the Marxist-

internationalist tradition (see for example, Milner 1987). 

The distinction between 'nationalism' and 'national 

consciousness' is useful in the Australian context, where 

the globalisation-national policy dualism (characterised 

as the 'double face' of international and local television 

programming by O'Regan, 1993: 59-79) in place by the late 

1980s was used to generate a self-conscious post-colonial 

frontier. Here, post-colonial refers to the 'greater 

continuities' between the previous (or parental-dependent) 

arrangements of the colony and the assertion of 

independence (or adulthood) (Mishra and Hodge 1993: 43). 

Rather than an isolationist nationalism, national 

consciousness grew from the recognition of the 

relationship between the frontier of the national reform 

^ Robertson has suggested the term 'glocalisation' as a means of accommodating the "borderless worid' 
of globalisation (in contemporary communications, in particular) and the simultaneous 'consolidation 
of the nation state'(1994: 48). Robertson contends that this is a 'complex problem' producing a 
'"contradiction" or a "paradox"' (1994: 48). This is not a position that can be maintained. The 
rationality of national policies operating across multiple sites - the global and national - need not be 
conceived as antagonistic. Indeed, from the policy perspective being argued here, they are 
complimentary. 
^ I am defining social policy as the primary set of national objectives, of which cultural policy is a 
subset 
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policies of government and the way in which those issues 

were expressed in the context of a set of negotiated 

global policy concerns. 

Another way of conceptualising the post-colonial 

globalisation-national policy project has been proposed by 

Burchell and Mathews, who suggested that unpopular 

national policy decisions, such as the floating of the 

Australian dollar or deregulation of banking and the 

economy in general, brought about by globalisation 

pressures, were necessary to stem Australia's growing 

economic crisis: they termed this 'supra-political 

national altruism' (1991: 3). This concept of supra

national altruism evokes a visionary approach aimed at 

building new rules for the establishment of stronger or 

new institutions, operating outside closely defined 

national policy domains. According to this scenario, the 

Australian public were expected to altruistically share in 

a rhetorically constructed image of an economically 

enhanced and socially advancing nation, which was not 

regulated or controlled by national policy makers. 

Recognition of the continuities between the post-colonial 

policy intention and the colonial dependent policy 

framework involves an appreciation of the broad scope of 

options that are available, from which policies are 

chosen. This, in turn involves a series of judgements that 

oscillates between a 'social welfare function' and 

'institutional utilitarianism' (Weimar and Vining 1992: 

94)."^ The principle of rationality for the purposes of 

choices in policy making is important, drawing as it does 

on Karl Popper's notion of a conscious, consistent action 

with a stated aim or purpose (Booth 1988: 4). By seeing 

rationality as an element of a forward looking strategy, 

it is linked to the frontier or visionary concepts 

^ Weimer and Vining define these parameters of policy as follows. The social welfare function 
'aggregates the utilities of the individual members of the society', according to assumed forms of 
market efficiency, while institutional utilitarianism 'asks what sort of political and economic 
institutions should be selected to advance social welfare' (1992: 94-95). 
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outlined above. However, it is not proposed without 

recognising the limiting assumptions underlying 

rationality, which in practical terms, undermine an 

unrealistically optimistic belief in 'rational economic 

man', which I discussed earlier. 

Similarly, the 'rules' governing institutional and social 

behaviour are often systematised -as Veblen suggested, 

into habits - and policy proposals must somehow 

accommodate them (Langlois 1991). Rationality must be 

adjusted according to real world constraints, such as 

limits to knowledge, cognitive functions and social 

culture and history (Hodgson 1991: 87). 'Distortions' to 

rationality are therefore commonplace (Williamson 1986). 

Despite the limitations, attempts at rational policy 

proposals were used to reorganise the Australian economy 

and the social and cultural lives of its citizens 

according to a notion of commodification that grew out of 

strategically defined interests.^ From an institutional 

perspective, 'strategic rationality' is most likely to be 

manifest in the policy domain when it is expressed as 

'democratic planning' (Dugger 1990: 428). For such 

planning to succeed, strategically defined interests have 

to fit into the interests of the global market which is 

based on commodification of tradeable goods. Moreover, 

strategically defined interests require the relationship 

between rational democratic planning and rhetoric to be 

linked to specific policy proposals that have a basis in 

the market economy. To succeed, the relationship needs to 

be flexible enough to respond to the requirements of 

public policy where measurable outcomes can be observed as 

a result of the strategy. As such, commodification can be 

considered to be the key indicator driving the policy 

shifts under discussion. The policy shifts arising from 

commodification can also be seen to include vestiges of 

Keynesian market planning, and social goals which have 

^ Bennett has noted the necessity of aligning 'strategy' with the political economy of culture (1992: 
35). 
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roots in the ALP (Beilharz et al, 1992: 33-38). Critics of 

the ALP during the 19 80s, for example, Melbourne 

journalist Kenneth Davidson, who was economics editor of 

The Age newspaper during many of the years under review, 

argued for Keynesian market planning as a 'moral science' 

('Why bad temper is intruding on economic debate'. The 

Age, 22 May 1993: 8). Keynesian approaches to economic 

management became a sort of moral touchstone for some 

Labor Party politicians and critics, who drew on Keynes's 

notion of 'economics as a moral science' (see for example 

John Kerin, 1991; cited in Davidson, The Age, 22 May 1991: 

8). The challenge was to operate pragmatically yet 

strategically and rationally, as the oscillations of 

welfare and utilitarianism occurred. 

This construction of commodification manifests itself in 

counter-indicative ways. That is, the post-colonial 

assertion of a policy vision involved the need to produce 

policies that counter-acted a colonial or dependent view 

of commodification, as a singular perspective of market 

relations. Appaduri has theorised at length about the 

'perennial and universal tug-of-war between the tendency 

of all economies to expand the jurisdiction of 

commoditization (sic) and of all cultures to restrict it' 

(1986: 17). More recently, Frow has suggested that 

commodification 'is never a completed and closed process', 

but a systematic series of shifts manifesting a form of 

resistance and cooptation into the market (1992: 19). The 

globalisation-national policy dualism typology can be seen 

as a means of linking the tug-of-war within the commodity 

to policy issues. 

Music policy was drawn into this commodification vortex. 

One way of finding a destination for a frontier view of 

policy is to produce a mode of thinking that implements 

the processual paradigm. Importantly, neither Veblen nor 

contemporary institutional economists offer a template for 

a national critique of political economy in Australia. The 

Australian conditions must be evaluated in terms of the 
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history, interests and concerns of the political economy 

of this country. In order to effectively do so it is 

useful to undertake two tasks: a) tease out the 

constitutive elements of policy in Australia; b) outline a 

map of the popular music policy changes during the period 

being examined. 

An Australian policy recipe 

Numerous studies of contemporary capitalism have 

identified the increasing complexity of the challenges 

facing policy makers in general and researchers in 

particular, as contemporary capitalism undergoes rapid 

shifts and movements. This complexity is suggested by the 

systematic relationships that develop between the national 

political economy and its global counterpart, which was 

suggested by a series of studies published in 1992. 

Managing modern capitalism thus remains an effort at 

hitting the proverbial moving target. It is subject to an 

ever-changing agenda dictated by the dynamic development 

of what is now a genuinely global capitalist system. The 

instruments of national and regional public policy, not 

surprisingly, must evolve as well (Hancock et ai: 345). 

Sectoral studies, such as the one being undertaken here 

into popular music policy, therefore confront challenging 

issues. This arises from efforts to isolate one element of 

society and its policies from another, producing 

limitations in the way in which the emerging social and 

economic relationships are explained. Institutional 

economics sees part of its task as being to redress such 

limitations (Klein 1987, Samuelson 1987). 

This necessarily leads to a question about the nature of 

policy in Australia, which links the social policy issues 

with specific popular music policy concerns: What are the 

fundamental elements of policy that are applicable to a 

study of popular music policy? 

In answering this question it is useful to return again to 

the notion of the frontier and link it to the concept of 
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science. The "science' being proposed is that where 

'values' are recognised and invoked, as a means of 

elaborating an epistemology of production. Weber suggested 

that a science of culture would attempt to 'understand 

life as it is lived', where the values can be judged 

(Aaron 1970: 249). The values of policy -its ideology -

can and should be judged as part of a consistent approach 

to recognising the way in which the frontier is moving to 

generate the new rules of behaviour. In the first 

instance, such rules incorporate values which are a 

manifestation of broad, socially constructed sense of 

space and place within the nation (Hunter and Mishra 1977: 

9-12). In the second instance, the rules may be targeted 

to reflect specific needs, so that popular music policies 

will espouse and represent interests which may not 

otherwise be recognised. 

Hamelink suggested that 'cultural self-assertion' operates 

here, making it possible for social groups to be 'able to 

find the techniques, symbols, and social patterns 

necessary to allow them to adequately adapt to their 

environment' (1983: 31). Bennett has suggested that this 

approach includes 'the possibility of a politics which 

might take the form of an administrative program' (1992: 

29). In recognising the distinction between the general 

and specific values generating the behavioural rules, it 

is possible to identify some of the constitutive elements 

of the policies in the frontier domain. 

Hamelink's work is particularly noteworthy. He produced a 

theory of policy that incorporated general and specific 

national needs into a single model. He suggested that 

'cultural synchronisation' was a general, or global 

process that threatened national cultural autonomy by 

assuming that national policies would fall into alignment 

with the vested interests Veblen discussed (1983: 22). 

Cultural synchronisation threatened national policy 

because 'decisions regarding the cultural developments of 

a given country are made in accordance with the interests 
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and needs of a powerful and central nation and imposed 
with subtle but devastating effectiveness without regard 
for the adaptive necessities of the dependent nation' 
(1983: 22). Hamelink suggested that a 'process of national 
cul tural emancipation' through resis tance to 
synchronisation would produce national policies of 
'dissociation' from central, dominating control (1983: 
56,95). Importantly he recognised that by asserting an 
autonomous position vis-a-vis the dominating values of the 
'centre' powers, a real world, or realistic model involved 
activity along both vectors, producing "tension' (1983: 
56) . Total dissociation (or delinking) from the policies 
of the 'metropolis-dominating relations' of the centre, 
would in effect, lead to isolation and potentially reduce 
the entire flow of economic and social benefits to a 
nation (1983: 95, 97). Hamelink proposed 'interdependence' 
as a solution, where active engagement between the state 
and capital, the market and policy is constantly 
negotiated as part of the 'tension' between vested 
interests - including government (1983: 94). 

Hamelink's argument was that national policies had to 
dissociate in order to develop autonomously, yet recognise 
their contextual relationship internationally. The 
assertion of sovereign, national rights are paramount to 
his model. 

. . . i n i n t e r n a t i o n a l c u l t u r a l , economic and p o l i t i c a l 

exchanges, t h e sovere ign s t a t e s w i l l s e l e c t what promotes 

s e l f - r e l i a n t deve lopment . Indeed , t h e concep t of s e l f 

r e l i a n c e i s c e n t r a l t o t h e s t r a t e g y of d i s s o c i a t i o n (1983: 

96) . 

Synchronisation with the policies of the centre, or 

'central and powerful nation', can be taken to reflect the 

general stream of policy. Dissociation in order to assert 

national autonomy, reflects the specific nature of the 

policy fabric, which is the tone and texture of the social 

environment which governments attempt to establish with 

policy. Over-riding all of this is the globalisation 
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imperative, which is driven by the need for international 

trade and economic relations, that balances upon the axis 

of central and national concerns. Consequently, as Veblen 

suggested, a key question is really: 'what is the probable 

cultural outcome to be achieved through business traffic 

carried on for business ends...' (1958: 178). According to 

Veblen's theory, policies must engage primarily with the 

business machine process, given that it is from here that 

the primary logic of culture and social life is derived. 

This approach suggests that business or industrial 

policies should receive priority. I want to suggest 

instead that something approximating a recipe of policies 

is appropriate to the Australian context and to the task 

of policy interdependence, as proposed by Hamelink. In 

order to explain the recipe approach to policy, it is 

necessary to assess the relationship of the ALP to policy 

formation and change, as a means of further elaborating 

the constitutive elements of policy in Australia. This 

involves general concerns as well as specific policy 

issues affecting popular music. 

The ALP cake-mix 

The evidence for a policy mix or recipe being the favoured 

modus operandi of the years under review can be identified 

in the general sweep of changes occurring within the 

stated political aims of the Australian Labor Party, as a 

party of reform^. These political aims and values of the 

party can serve as indicators of an ideological policy 

outcome when analysed (Weimer and Vining 1992: 16-17). 

Identification of the stated political objectives of the 

government can also serve to identify the fundamental 

elements of policy which are evidenced in popular music 

policy initiatives. 

^ By August 1994, Prime Minister Paul Keating was able to institutionalise the concept of 
progressive reform: 'After 25 years in the Federal Parliament I cannot think of a single item of 
reforming legislation - not even the most flawed - which has damaged the fabric and future of 
Australia in a dimension comparable to that caused by inaction or regression' (Baker, 6 August 3). 
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Working from its historical base in the nineteenth century 

rural working class labor movement, the ALP was committed 

to a form of socialism about which there was never 

singular agreement within the party. However, its ideal 

form was envisioned by William Lane, a 'Utopian Socialist' 

(Souter 1991: 16). His efforts in taking a group of 

settlers to Paraguay in 1893 to establish a 'workers 

paradise' encapsulated the ambition (Buxton 1974: 207-

208) . 

Unionism came to the Australian Bushman as a religion. It 

came bringing salvation from years of tyranny (Lane, cited 

in McKinlay 1988: 1). 

This 'spiritual' quest for a millenarian objective in the 

Labor movement (a worldwide feature of Utopian worker 

movements) finds intangible, yet deep emotional roots in 

the labour movement (Wilding 1984: 10). The policy 

implication is that the ALP needs 'to design policies and 

strategies that it is assumed, if implemented wholly, 

would achieve a thorough 'transformation' of society and 

human behaviour' (O'Brien 1977: 175). 

Critics of the party, especially those on the left, have 

consistently argued that the Labor Party 'sells out' its 

visionary (or spiritual) commitment to socialism, rather 

than 'maintaining the struggle' (see for example Farrell 

1981, Maclntyre 1988, Castles 1989). Yet the ALP is a 

party that has shifted, or accommodated its objectives to 

the changing nature of the social, economic and industrial 

issues facing the society. It is a 'pluralist', 'broad 

based party' - making it capable of adaptation - which is 

'fundamental to its survival' (North and Weller 1980: 2). 

According to the Veblenesque approach, the party has 

sought to move in an evolutionary manner to engage with 

the changing nature of the business enterprise. As a 

result, the 'basic choices' facing the party produced 

questions about whether the priority is being in 

government or 'the achievement of social reforms and 

policy goals' (North and Weller 1980: 3). In some cases, 

this dilemma produces 'a problem of "vision" in Labor's 
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outlook' (Burchell and Mathews 1991: 3). This sort of 

dilemma and the critique of the industrial compromises has 

been a common experience with social democracies in the 

western world where 'old' ideas of the state and the 

market, have been forced to give way to 'new' ideas about 

'managed, controlled and planned economies', in a series 

of pragmatic moves (Hobsbawm 1989: 217). Consequently, the 

ALP'S policies almost always represent a broad range of 

interests, in what amounts to a quest to 'civilise 

capitalism' (Nairn 1989). As Bob Hawke and the Business 

Summit of 1983 indicated, the party could be conceived and 

recreated to manifest a consensual view of 'what is good 

for all Australians' (McEachern 1985.^^ 

Similarly, the 1983 Accord {Statement of Accord by the 

Australian Labor Party and the Australian Council of Trade 

Unions Regarding Economic Policy) sought a consensual 

alliance between the Labor Government and trade union 

interests. From 1983 until 1996 it was used to restrain 

work place disputation, as well as minimise demands for 

increased wages. For example, in the years 1983-1988 real 

wages in Australia fell 12 per cent (McKinlay 1988: 

203)^^. Yet it has been described as an agreement that 

balanced economic, electoral and social objectives 'to 

achieve what is politically and electorally possible in 

the essence of labourism' (Singleton 1990: 198). It 

provides further evidence of what one writer has described 

^^ Astute observers of the ALP and its policy and Hawke, would have noticed a fully constructed and 
intellectually credible presentation of the 'consensus' view in 1979, when Hawke offered the following 
suggestion in his Boyer Lectures: 'There is an overwhelming need for a national understanding of the 
vast and potentially devastating nature of the problems created for us by those fcffces together with the 
escalating cost of energy. For this reason there should be a convening, by Goverrunent of a national 
summit conference of major employer organisations, trade unions and other relevant bodies, where all 
the facts, analyses and forecasts are put on the table. This should not be an occasion for grandstanding 
or point scoring, but for a rational, objective dissemination of factual materials in an attempt to create 
a general understanding of the dimensions of the economic problems confronting our country. This 
understanding is en essential pro-condition for creating the greater degree of positive cooperation 
which will be necessary for us to meet these challenges and the conflict they are already generating' 
(1979:43). 
^^ Even the Accord has gone through multiple changes, which can be seen to reflect the 
transformations to the political economy of Australia. Each version attempted to reflect the new 
values and economic conditions that were either appealed to by each new Federal Labor government 
administration, or brought about by changing global pressures on the industrial and business 
environment 
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as the 'alloy' of policy strategies which the ALP has 

traditionally used (Maddox 1989: 163). 

It is necessary however, to contrast the proposal that the 

ALP could build a society based on a mutually agreed 

consensus, with i ts historical working class tradition, 

which focused on the contending economic, social and class 

based forces at work in society. Indeed, unequivocal 

statements about the party's political ambitions s t i l l 

appear as official party 'Objectives', and serve to 

heighten the contrast between the party's trade union 

tradition and the approach adopted in the 1980s: 

The r e c o g n i t i o n by t h e t r a d e un ion movement of t h e 

n e c e s s i t y fo r a p o l i t i c a l v o i c e t o t a k e forward t h e 

s t r u g g l e of t h e working c l a s s a g a i n s t t h e e x c e s s e s , 

i n j u s t i c e s and i n e q u a l i t i e s of c a p i t a l i s m ( N a t i o n a l 

Conference Papers , 1984: i x ) . 

Not surprisingly, this historical association of the party 

with the class oriented struggle of the trade union 

movement generated a reluctance to agree to what Kelly has 

described as a 'vision of reconciliation' with business, 

in the early 1980s (1984: 395). The concept of consensus 

has been consistently critiqued (see for example Frankel 

1993). On a relatively banal level, 'consensus' was a 

marketing term used to manage a political campaign under a 

slogan that seemed to appeal to a broad constituency in 

the electorate. On a sociological and political science 

level, a study of consensus politics in the UK, with 

references to Swedish and US experiments found that 

consensus frequently involved a 'top down' assertion of 

power by business interests, rather than a bottom up' form 

of politics aimed at 'the creation of welfare structures' 

(Sullivan 1992: 68). While consensus was a key term used 

during the early Hawke years, it served the purpose of 

opening up the possibilities and opportunities for policy 

action by offering a range of policies that could appeal 

to a variety of interests. 
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I t i s pos s ib l e to see a cons i s t en t manoeuvring by the 
pa r t y in government in the 1980s and 1990s, which 
incorporated the t rade un ion ' s own t r a d i t i o n a l v i s ionary 
goals , with the necessary compromises. At the end of the 
decade under review, Paul Keating defined the po l i cy 
recipe approach. 

The c o u n t r i e s which have done b e s t a r e t hose which have 

r ecogn i sed t h e need t o be f l e x i b l e and s u b t l e : t o c r e a t e 

change and adapt t o i t , bu t a l s o t o m a i n t a i n c o n t i n u i t y ; 

t o c r e a t e open compe t i t i ve economies, bu t a l s o s o c i a l and 

c u l t u r a l programs, i n f r a s t r u c t u r e , o p p o r t u n i t y , a c c e s s . I t 

i s t h e s o c i a l d e m o c r a c i e s which have been t h e most 

success fu l ( c i t e d in Emy e t a l 1993: P r e f a c e ) . 

Business spokespeople a lso noted the mult iple pol icy task, 
thereby e f fec t ive ly l inking pragmatism within both Labor 
and business i n t e r e s t s . Peter Barnet t , the d i r e c t o r and 
chief execu t ive of mining g i an t Pasminco, made the 
following 'compromise' suggest ion in an address to the 
fourth nat ional business summit in 1993: 

The community f e e l s e n t i t l e d t o community b e n e f i t s . The 

o b j e c t i v e i s not t o erode t h e s e b e n e f i t s but t o ensure i t 

i s u n d e r s t o o d t h a t t h e y can on ly be m a i n t a i n e d by an 

ach iev ing and p roduc t ive s o c i e t y (1993: 2 2 ) . 

Consensus, l i k e commodification, a l so involves a tug of 
war and a compromised r e s u l t . In genera l , a mixture of 
po l i c i e s aimed at producing mul t ip le outcomes - economic, 
soc i a l and c u l t u r a l - in the p o l i t i c a l domain of the 
nation i s what consensus p o l i t i c s i s about. The p o l i c i e s 
are driven by a pragmatic p o l i t i c a l commitment to provide 
o p p o r t u n i t i e s and s e c u r i t y for the b roades t p o s s i b l e 
consti tuency within the community, where i t i s sometimes 
character ised as the ' s o c i a l con t rac t ' (Heilbroner 1993). 
In A u s t r a l i a , i t guaranteed a d i g n i f i e d s tandard of 
l i v i n g . The ALP's ' s o c i a l con t r ac t ' was proposed using a 
needs based welfare model as the means to the end, thereby 
s e t t i n g r a t i o n a l po l i cy o b j e c t i v e s , provided by the 
provis ion of public spending by government, combined with 
occupational or enterpr ise-based welfare (Stewart, Jennet t 
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1990: 12, Mishra 1977: 44). The general objective was a 

social policy which incorporated 'social action concerning 

needs as well as the structural patterns or arrangements 

through which needs are met' (Mishra 1977: x) . As Mishra 

points out, social policy can be characterised by a number 

of issues: welfare, social administration, relevance, 

practicality, humanitarianism, concern with society and 

change (1977: 25). As a matter of priority, social policy 

incorporates a level of rationality in goal setting which 

the policy makers seek to achieve in negotiation with the 

decision maker (Stewart and Jenner 1990: 12). In this 

respect, social policy is knowingly political, as the 

state is inevitably engaged in value judgements about the 

sites it selects for intervention to provide social 

provisioning in the corporation dominated market economy 

(Sullivan 1992). 

In seeing the role of government as a 'provider' for all, 

via its social policy, the ALP's policy values approximate 

a model of social democracy, as Keating asserted. This 

marks a shift from the party's stated objectives of being 

a democratic socialist party, with 'the objective of the 

democratic socialisation of industry, production, 

distribution, exchange, to the extent necessary to 

eliminate exploitation and other anti-social features in 

these fields' (36th National Conference Papers, 1984: ix) . 

Social democracy itself is a fraught term with a long 

history in the economic, sociological and political 

science literature (Stimson 1988: 395-398). In general, 

social democracy incorporates a commitment to the 

democratic institutions of public discussion and a 

commitment to socialism, while suffering from the 

'dilemmas' of participatory democracy and big government 

(Stimson 1988: 395, Wilenski 1986: 74-92). However, it 

moves in multiple directions and represents numerous 

formations, including, importantly, the Fabian concept of 

'market socialism', where collective interests are driven 

by the ability of the capitalist market to generate the 

necessary financial resources to fund the welfare needs of 
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the society^^. As Emy noted, ' t he problem for Labor i s to 
know how far to go with i t s support for the market' (1993: 
19) . 

The t r a d i t i o n of soc i a l democracy can be c lose ly al igned 
wi th an economic model favoured by contemporary 
i n s t i t u t i o n a l economists . That i s , the mixed economy 
approach, a l so re fe r red to as a ' s ens ib le economy' (Petr 
1988:29) . Here government i s r e s p o n s i b l e for t he 
introduct ion of p o l i c i e s tha t f l a t t e n out the extremes of 
speculat ive , unproductive c a p i t a l i s t a c t i v i t y in favour of 
public i n t e r e s t outcomes, or human provis ioning. These two 
streams of policy a c t i v i t y - the cu l tu ra l and the economic 
- bound together by government and i t s bureaucracy i s the 
challenge of the 'modern welfare s t a t e ' , or what I s h a l l 
r e f e r to in the t h e o r e t i c a l c h a p t e r , in a term 
a p p r o p r i a t e d from Michel Foucau l t , as the a r t of 
government (Hunter 1992) . This p o l i t i c a l economy 
pe r spec t ive of a mixed economy, which was the model 
pursued by the ALP Governments of the time, was used to 
attempt to resolve economic and i n d u s t r i a l modernisation 
dilemmas, while answering the demands of an imagined 
Austral ian community. In many respec t s , the mixed economy 
p r o b l e m a t i s e s t he c o n t r a d i c t i o n s between e x i s t i n g 
c a p i t a l i s t i n s t i t u t i o n s , and the imagined, bene f i c i a ry 
community. As Hodgson has suggested, the mixed economy i s 
an ' e t h i c a l i d e a l ' , merging democracy, p lanning and 
p a r t i c i p a t i o n aimed a t s o c i a l and economic p l u r a l i s m 
(1991: 143). In the Austral ian pol icy context , i t i s a l so 
a genuinely an t i c ipa t ed goal , usefu l ly ca tegor ised as a 
Managed Economy (Hart 1992: 20-21). 

The mixed economy can be unde r s tood as t h e community 's 

a t t e m p t t o i m p l e m e n t i n s t r u m e n t a l l y w a r r a n t e d 

^^ Soon after the defeat of the ALP in the Federal election of March 2, 1996, newly elected 
Parliamentary party leader provided a useful example of the ALP's dilemma: 'I think I am a 
traditionalist. I think the Labor Party does have to, in the first instance, be about equality of 
oppormnity, be about preserving and protecting and enhancing the social safety net giving emi^asis 
to investment in human coital so that people's life chances are improved. I would describe myself as 
a social democrat. So I don't have a problem, if you like, with the traditional language of Labor in the 
modem idiom' (Grattan 1996: A21). 
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institutional change, consistent with advancing knowledge, 

to overcome obstacles between "is" and "ought" (Petr 19 88: 

47) . 

Importantly, for the purposes of this study, the alliance 

of the social democracy-mixed economy is dynamic and well 

served by the policy recipe approach, where social policy 

has pre-eminence as the ALP's ideological basis. According 

to one writer, this policy mix has been recognised in the 

convergence of social, demographic and economic factors in 

Australia in the 1980s, which forced a closer alignment 

between varying sets of policy priorities (Gibson, 1990: 

181). More recently, it has been suggested that an 

appropriate way of conceptualising this convergence is in 

terms of the 'social market economy model' (Emy 1993: 

19).^-^ Such a model is however limited by its presentation 

of the implicit prominence of economic criteria, such as 

'open and competitive markets', which tend to denigrate 

the participatory and pluralistic focus of the social 

democracy - mixed economy approach. Indeed, the 

evolutionary approach suggests that the range of 

institutions established by governments seeking a social 

democracy-mixed economy, will be broadly representative of 

a wide cross-section of the community and the goal of 

human provisioning (Mishra 1977: 44). 

In conclusion, social policy is defined here as the 

visionary ideological domain generated by the ALP, in 

which specific sectoral policies, such as industry policy 

and cultural policy operate. In the social democracy-

mixed economy model, social policy can be conceived as the 

determining feature of all other policies. In this sense, 

my use of social policy is based on the definition put by 

13 Emy's overview is superficially attractive, but falls back on economistic values in his definition of 
'social market economy model, which 'provides a means of incorporating the virtues to be found in a 
system of open and competitive markets, without going all the way towards a totally deregulated 
market society. The combination offers a more constructive and electorally viable route than the 
possible temptation to fall back upon the earlier rhetoric of either Labourism and socialism' (1993: 
19). 
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Booth, which can be idealised as an expression of the 

culturalism I outlined previously: 

Social policy can best be seen as all policies which 

affect the distribution of resources and life-chances 

among individuals, groups and classes in society (1988: 

3) . 

I am arguing that the visionary values of the ALP's 

general concept of social policy became the guiding 

principle against which all other policies can be 

measured. Furthermore, social policy offered foundations 

around which the visionary values of the ALP's nation 

building exercise could take place. However, this ambition 

was in tension with other concerns, resulting in 

compromises of social policy. 

In the following section I will continue this context-

setting approach to outline the prevailing approach to 

industry policy in the decade under review and indicate 

how this impinges on popular music policy. In the 

theoretical chapter concluding this section I will suggest 

how it is possible to bring these concerns together in a 

systematic model. 
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Chapter 4 

Industry Policy 

In a special issue of Meanjin dedicated to policy and 

culture in 1992, Tom O'Regan suggested: 'We seem to be 

living in a policy-minded moment'. He cited as evidence of 

this 'moment' an intense change in the level of interest 

in cultural policy, with its institutionalisation within 

the tertiary education sector and as an object of 

consultancy (1992: 517-518). Popular music's moment of 

definition as an object of policy was inevitably tied to 

the cultural policy moment, with the release of a number 

reports which altered the perception of popular music in 

Australia. As I will indicate in chapter 10 where I 

examine the key documents produced from 1985-1988, a 

significant part of the shift was that the term 'industry' 

became a prominent, even assumed moniker for all musical 

production across both subsidised and existing popular 

music business domains. Certainly the policy moment was 

defined by the way in which popular music was no longer 

invisible to public policy concerns. 

During these years of inquiry and review and the later 

establishment of organisations such as the Victorian Rock 

Foundation and Ausmusic, virtually all musical activity 

was adorned with the prefix 'industry' as a means of 

'stimulating ... a consideration of the possibilities for 

development', in which a shift in definitions conflated 

the economic interests of the existing popular music 

industry with the arts music subsidy sector (Guldberg 

1987: v). Popular music came to be evaluated according to 

a set of economic and organisational criteria that 

demanded that any conceptualisation of its activity became 

industrial. In so doing, it was incorporated into the 

everyday concerns of public policy. Public policy was 

increasingly evaluated according to economic objectives, 

which were dominated by narrowly defined neo-classical 

accounting methods, inadequately informed by social policy 

considerations. 
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Clearer methods of conceptualising the industry are 

required. In this chapter I will outline some significant 

industry policy issues incorporated in a study of the 

music industry. Underlying my concern with industry policy 

is an appreciation of the 'interaction model', whereby a 

dynamic relationship between 'three main levels of action 

. . . describe the relationship between music creation, 

production and dissemination' in a national music industry 

(Wallis and Malm 1984; 20). They are: (1) the 

international level, which includes multinational record 

companies, related music and media industries; (2) the 

national level which includes local music industry, mass 

media, music institutions and organisations; (3) aggregate 

music activity, which includes 'the actual musical played 

and listened to by 'the public at large' (1984: 20). I 

will not detail these levels of interaction in this 

chapter, but return to them in the case study. More 

importantly for my purposes here is the indication this 

model provides of the extraordinary global interrelations 

of musical activity that need to be considered as part of 

a national popular music industry study. In this chapter I 

also want to indicate how an institutional economic 

perspective, with its emphasis on producing an appropriate 

theory of social change, includes industry policy as an 

imperative of evolutionary progress. In this respect I 

will outline some of the approaches to industry policy 

analysis, including public interest theory, before 

concluding with suggestions about how the use of the 

structure-conduct-performance approach to industry can 

assist a popular music industry policy study such as this. 

Approaches to industry 

In undertaking this sketch of industry policy issues, I do 

not intend to resort to what Frith described as an anti-

industrial reflex, in which 'industrialisation' is 

interpreted as 'a shift from active musical production to 

passive pop consumption, the decline of folk or community 
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or subculture traditions, and a general musical 

deskilling' (1987: 54). As I have already suggested and as 

I will reiterate in the next chapter, definitions of the 

industry I am using rely on an appreciation of the process 

of commodification, in which creative musical activity is 

placed in a process within the market economy, where 

policy mediates the relationships between production and 

consumption. 

In taking this approach, the literature detailing the 

intersection between industry and culture generally 

appears under the rubric of 'cultural industries'. Until 

1992 the literature was not focused in relation to popular 

music policy, when the arrival of Rock and Popular Music: 

Politics, Policies, Institutions, signalled, as its 
editors noted, 'a particular point in the politics of 

music's cultural analysis where the influence of old 

discourses is present but waning and new ways of thinking 

about music as culture are slowly being forged' (Bennett 

et al 1992: 5, Stockbridge 1988). Without detailing the 

numerous essays within this text, the book marked a 

recognition within the academic community that policy had 

been overlooked in considerations of popular music 

production. This was a change from the position adopted by 

Theodore Adorno whose antagonism to the industrial element 

of the popular music industry equation had influenced 

numerous writers (for example Eisenberg 1988). These 

positions have not, however, expressed policy concerns. 

The Marxist position regarding industry policy has been 

quite close to Adorno's dismissive critique, maintaining 

that industry itself has been the means whereby capitalism 

was advanced and as such should be rejected (Mishra 1977: 

69). Marxist approaches are generally sceptical of 

industrial development, which has been seen as the concern 

of exploitative ruling class, capitalist interests. Given 

the alienating processes of capitalist production and 

Marx's requirement in the Communist Manifesto that workers 

unite for its overthrow, attempts to study industry or 
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policies which might improve industry were not highly 

valued, especially by the 'vulgar Marxist' stream that 

prioritised the economic base of society. This is not to 

say that all Marxist approaches should be jettisoned. They 

still provide a means of generating critical questions of 

the system, and providing a 'structural framework' which, 

in turn, provides a means to an appropriate political 

economy (Block 1991: 29). For example, Mattelart' s 

recognition of the 'structural tension' between 'economy' 

and 'culture' is derived from his application of Marxist 

categories to the field of global cultural production 

(1988: 341). His concern to critique the asstimptions of US 

film and television producers in the light of national 

producers, can be seen as a compromise position that 

recognises and prioritises a national production industry. 

Many of the issues considered in this thesis are derived 

from concerns with this tension, which is not unique to 

Marxism, as my earlier comments on institutional economics 

and culturalism suggested. 

Marxist criticism has often missed and avoided positioning 

policy studies within its broader ambitions for political 

economy analysis. A perspective that views industry as a 

necessary element of society that can be organised to 

create human provisioning outcomes, by coordinating a 

'three-sided relationship among capitalists, workers and 

state managers', has been slow in developing (Block 1991: 

42). This approach involves rejecting the traditional 

Marxist emphasis on economy, or 'economism' as a 

mechanically determining factor in social and class issues 

(Laclau, and Mouffe 1991: 54). A reductionist approach to 

the task of analysis is incapable of acknowledging the 

necessary 'rational' alliances of otherwise contending 

classes (Laclau and Mouffe 1991)^. Its conservative 

1 Laclau and Mouffe consider 'economism' as the key problem holding back a rationally constructed 
theory of development. They link a new theory of contemporary Marxist thought with pluralism: 'Our 
conception of democracy is too limited. To firame a new socialist project it is urgent to reformulate 
liberal-democratic discourse in such a way as to allow us to advocate not only real participation of 
people in all the decisions concerning the organisation of social life, but also a real equality 
irrespective of gender, race, or sexual orientation' (1991:67). 
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economistic manifestation is much less comprehending, 

given its absence of a systematic framework and a 

fetishised approach to accounting procedures. 

Alternatively, the sociological approach applied by Hirsh 

made the point that a 'cultural industry system' can be 

shown to operate in the music business (1990: 132). This 

is a position that is not too far removed from the 

structures of analysis that Marxist approaches apply, 

which has been most readily incorporated into sociology. 

As I noted in Chapter One, when undertaking a study of 

political economy, it is necessary to recognise the 

systematic ways in which new social, economic and 

institutional formations appear, in order to produce an 

epistemology of production. A systems framework approach 

to industry policy's link to social policy and corporate 

perspectives addresses my concern with processual 

institutional economics. 

Less useful is the literature known as 'cultural 

economics' and the journal of the same name. Here, the 

tendency is a preoccupation with subsidised art forms 

('the arts') and neo-classical pricing structures and 

market performance, rather than questions of political 

economy or industrial development. I will provide examples 

of this limited approach in my later examination of some 

of the case study documents. Institutional economics helps 

leap over such blockages in the literature by: 

a) acknowledging the evolutionary nature of capitalism and 

policy's place within that evolution; 

b) recognising that culture and industry are not mutually 

exclusive and should be examined as part of a systematic 

project of investigation. 

The evolution of capitalism leads, as I pointed out 

previously, to a convergence of policy issues that creates 

serious challenges for policy studies. The case has been 

put by Melody: 
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The great challenge for policy research is to explain the 

complex set of interrelations among policy areas that were 

previously thought to be reasonably discrete and 

separable, and thereby provide a better understanding of 

the environment in which informed policy decisions must be 

made ( 1990: 16) . 

This point is often glossed over in industry policy 

discussion: the industry policy domain co-exists with 

others, and 'the scale, complexity and interdependence 

between groups and institutions' is a characteristic of 

contemporary society (Mishra 1977: 43). At the leading 

edge of the contemporary institutional approach to policy 

is the belief that government has a key role to play in 

using policy as a regulating mechanism, where an 'explicit 

rationale' is the 'aim of steering or guiding society 

along a particular path of social development' (Booth 

1988: 3). In particular, government may use social policy 

as a means to generating better industrial organisation, 

as part of the general process of policy development, as I 

indicated in the previous chapter. Industry issues 

inevitably appear under the umbrella of 'industry policy', 

with little reference to the relationship each set of 

policies requires with each other. By recognising the 

integrity of industry policy, together with its 

relationship to social policy, a rational approach to 

industry policy can be applied to music creation and 

production. 

This is not a dramatic assertion. Evidence from many 

countries makes it clear that governments are adopting 

regulatory policies that define 'industry' in very broad 

terms. The 'new state theorists' for example, suggest that 

the relationship between business, industry and the state 

is an easily overlooked element of industrial organisation 

(Weiss 1992:97). This approach and the associated research 

suggests that the state has become increasingly important 

as an economic player, where it is 'compelled to act in 

the international arena in order to maximise the world 

surplus in its own favour and at home to increase the 
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competitiveness of its national capital' (Weiss 1992: 

122). By balancing national interests at a local level, as 

reflected in indigenous industries, with the interests of 

international giants, a 'geo-political' approach to 

industrial organisation has developed internationally, 

argues Weiss (1992:120). Yet even this view fails to 

recognise the values driving such interventions. As I 

argued in the previous section, the social policy 'motor' 

provides the framework within which industry planning and 

national economic ambitions are established, particularly 

as part of the social democracy-mixed economy model. 

Cultural industries intersect with this geo-political wind 

change, as part of a complex set of national and global 

relations. The nature of the shift has seen an 'American 

model' of organisation imported into Europe and 

universally, including Australia (Rutten 1991: 294). The 

model (which applied to music, film and book publishing) 

placed ' the market' as ' the dominant factor in shaping 

production and distribution' (Rutten 1991: 295). This is 

not an accurate assessment of non-American countries (or 

for that matter America itself), where policy is a 

national, or site-specific method of coordinating the 

activities of the market, so that its economistic 

extremes, borne of rational planning obsessions, and 

'blind reason' - rather than 'living reason' and its 

sensitivity to human and community needs - do not 

overwhelm national and public interests (Sheehan 1995: 14-

15). The dilemma for countries with social democracy-mixed 

economies such as Australia, has been to find a way to 

position policy within the global market concerns which 

are imposed as part of emergent geo-political alignments, 

which can be influenced by 'blind' market orthodoxy. In 

the next section I will briefly indicate how Australian 

industry policy developed during the decade under review. 

Australian industry policy 

Industry policy was forced to the front of the agenda in 

Australia by the Crawford Report of 1979, which the ALP 
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took up and presented with initiatives such as: 'increased 

export promotion, better skills training, improved access 

to capital, industry plans and support for high-tech 

industries' (Tanner 1994: i) . From the first days of the 

Federal Labor Government in 1983, there was considerable 

pressure to re-make a competitive industry, by reducing 

the protective tariff barriers for domestic productions 

that had received bi-partisan support from both sides of 

politics. An almost equally bi-partisan form of 

Parliamentary support for removing the barriers in a 

deregulatory shift began in earnest in the mid-1980s and 

included cultural industries in public debates (Cunningham 

1992:48-49). Although at the time, the removal of barriers 

and subsidies was painted by the left cultural policy 

protectionist school and some of the left of the ALP as 

implicitly disadvantageous to national industry and 

culture, more pragmatic interpretations recognised the 

shift as a negotiated reform with significant benefits -

the prospect of full employment, improved, competitive 

manufacturing, globally competitive industry (Beilharz 

1994: 140) . 

The issue, recognised in economic writing, was that an 

industrial model within a social democratic-mixed economy, 

necessarily involved 'at least partial correction by 

government action' to the dominant economic system (Sirkin 

1968: 9). The ALP's quest to 'civilise capitalism' in line 

with its visionary ideology, would necessarily involve an 

interventionary approach, using policy as the main tool. 

There is little agreement on the effectiveness of Labor's 

industry policies which have been the object of sustained 

'internal dissent' amongst economists in Australia (King 

and Lloyd 1993: ix). Yet by the mid-1990s, industry policy 

assessments began to show that focussed policy activity 

with a global trade objective was making an impact. Two 

detailed reports co-authored by Peter Sheehan, Nick Pappas 

and others. The Rebirth of Australian Industry (1994) and 

Australia and the Knowledge Economy (1995), provided 

considerable evidence about the beneficial impact of Labor 
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industry policy. The reports showed that Australian 

Government attempts at specific industry policy reforms, 

from 1985-1993, in line with other governments around the 

world, had 'introduced policies designed to assist 

locally-based firms to compete in ... oligopolistic 

markets for highly complex products . . . turning on 

technology, quality, design and ease of integration into 

worldwide product systems, provided cost conditions are 

met' (Sheehan et al 1994: 3). Australia was also shown to 

have a considerable advantage owing to Government support 

for Research and Development, which could place it at the 

forefront of new technology innovations linked to emerging 

industry activity (Sheehan et al 1995). 

Contrasting this optimism were views filtering into the 

media about business interests - the people responsible 

for most directly influencing and controlling industry -

which were identified as failing to participate in a 

systematic approach to industry organisation and policy 

activity. In some instances, business and the bureaucracy 

were portrayed as incompatible partners in industry 

policy. For example, in 1990, Henry Bosch, the outgoing 

chairperson of the Australian Securities Commission noted 

'how badly the private sector goes about the business of 

influencing the Government', as well as commenting on the 

fragmentation of government, suggesting that government 

was 'a seething snakepit of conflicting interests, in 

which not all the snakes are wise and few are well 

informed' (Maiden, November 23, 1990:6). Later in the 

decade, more disturbing indications of the inability to 

'influence policy debate' of the Commonwealth Department 

of Industry, Technology and Regional Development were 

publicised by the Department's Minister, Alan Griffiths: 

There is no doubt that the department's clout in terms of 

the broader government agenda has been minimised by its 

almost non-existent knowledge of corporate law reforms, 

for example, which seem to me to be a key area for at 

least some involvement by an industry department 

(Megalogenis, 8 June 1993: 1). 

80 



Generating industry models in this context was bound to 

flounder, and bears relevance to my later case study, in 

which conflicts between bureaucrats, individual policy 

makers and industry are identified and where 'the public 

good' appears almost as an afterthought in industry policy 

calculations (Cousins 1994: 70). 

It is hardly surprising therefore that the precise methods 

and limits of government intervention in the market 

continue to be the subject of debate involving a 'clash of 

paradigms' (Evans 1991: 39). Four prevailing views of 

industry policy can be derived from the literature, which 

can be seen to represent the clash. They are: ad hoc; 

market-competition policy; defeatist economism; political 

economy. I will outline each one. 

One detailed review of industry policy in the late 1980s 

suggested that Australian industry and trade policy 'has 

had a long history of ad hoc and sometimes contradictory 

policy prescriptions which have led to an inadequate 

manufacturing structure and a shallow national 

perspective' (Australia Reconstructed 1987: 89). This 

confirmed an earlier view put about the history of 

Australian communications policy as ad hoc and to which I 

will return in a later chapter (Evans 1983).In arriving at 

its conclusion about ad hoc industry policy, the trade 

union movement's contribution to the industry 'debate' can 

be viewed as an attempt to influence the way in which 

government intervention was organised, where employment 

opportunities for blue collar workers were paramount. This 

position was put in the context of the uncertainties for 

the labour work force in the light of the globalisation 

imperative, where labour could not be guaranteed jobs. 

Some interpretations saw the ALP election to government in 

1983 as the election of a party committed to 'activist' 

intervention, but which when in power 'presided over the 

greatest reduction in protection (of industry) ever seen 

in Australia' (Stanford 1992: 40, viii). This dual 

approach by government - interventionist protection of 



labour and industry combined with market de-regulation -

was the outcome of consensus that attempted to unite 

business and trade union interests around differing 

objectives. A sense of ad hoc industry policy formation 

was the result of the search for a consensual result, 

which produced an inconclusive result. 

The second view, market competition policy, tended to be 

characterised as 'economic rationalism', although it has 

also been described as 'economic liberalism' (Pusey 1993, 

Beilharz et al 1992: 34)). It looked away from traditional 

Labor support structures which the trade unions had gained 

(Sloan 1993). It turned instead to an economism which was 

as ossified as any Marxist reading of a determining 

'economic base'. Social policy did not induce much 

circumspection among its advocates. Yet market competition 

arguments did make some valid points in explaining future 

directions in industry policy. Some of these appeared in a 

key report that summarised the 1980s and sought to 

provide a useful model for future industry policy 

planning: The Australian Manufacturing Council's 1991 

report The Global Challenge: Australian Manufacturing in 

the 1990s. It proceeded on the basis of an acceptance of 

the neo-classical tenets of the free market (Evans 1991: 

40). The ability of the market to generate economic 

conditions around which new national industry arrangements 

could be brokered, was the basis of The Global Challenge. 

Implicitly, it agreed with the suggestion made elsewhere 

that: 'Ideologically-based solutions are unlikely to 

provide the answer to the difficult problems of industrial 

development' (Stanford 1992: 82). The Global Challenge 

attempted to realistically assess the dominance of the 

global market in industry policy and did not withdraw into 

an artificially assumed ideology free zone. Importantly, 

the report claimed that 'the critical factor' that 

challenged other paradigms was 'the central importance of 

firms or clusters of firms in industrial competition' -

'firms, not nations, have become the principal vehicle for 

competitive advantage in advanced industries' (Evans 1991: 
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40). The new state theorists may not agree. Yet an 

institutional economic perspective would predict the 

growing strength of the corporate firm within the global 

economy. 

From a practical perspective it is important to recognise 

the real world actualities, which have been shown to 

involve an intensification of activity by Transnational 

Corporations (TNCs) especially in the years which this 

study examines: 1982 until 1995, with prospects for steady 

continuation of the rise of TNCs across national borders. 

For example, the World Investment Report noted the leap: in 

1970 there were 7000 TNCs, based in 14 major developed 

countries, and by 1990 there were 2 4,000, with estimations 

suggesting that by 1993, 37,000 TNCs flourished (1993: 

21).2 Market-competition approaches can be recognised as 

part of the industry policy spectrum, because they are 

determining characteristics of the national industry 

context which, as the above comments suggest, cannot be 

swept under the carpet in a denial of the relationship 

between the market and expanding corporate interests. 

Market competition approaches are also part of the 

imposing artillery the business enterprise brings to the 

policy debate. Indeed, in terms of economically assessable 

criteria, such as statistically measured performance, the 

notion of a vision can be seen to apply here, if only in 

terms of recognising the growth fetish of economic 

measurement. However, where the concept of a market vision 

is driven by economic measurements devoid of social 

^ The study of TNCs (the term itself requires careful analysis) could usefully be the focus of this 
thesis, such are their dimensions and the issues involved. More significantly for this thesis is the 
recognition by the United Nations of the need for outward looking, integrated policies: 
Tor TNCs, investment, trade, technology transfer and die movement of staff are often interrelated 
ways of expanding abroad. In fact, integrated production strategies typically require that each of the 
channels is open to a firm, depending on its needs and the nature of the market. Accordingly, a rounded 
and outward-oriented development strategy is indispensable if a country want to become part of the 
emerging system of international production. 
But more is required. In the same manner in which TNCs consider FDI (Foreign Direct Investment), 
trade, technology transfer and the movement of technical personnel as interrelated, so too must 
Governments consider their policies in these areas as interrelated. In other words. Governments must 
reexamine each policy proposal for its impact on the other policy areas and its implications for the 
wider strategy' (World Investment Report 1993: 224). 
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provisioning concerns, the outcome is grotesque in its 

mindless numeracy. It was no surprise therefore, when a 

key industrialist glowingly summarised with mechanistic 

precision, the achievements of the ALP in industry policy, 

in an article titled 'The Need for a National Vision'^. 

This 'vision' is much too limited to coalesce with the 

ALP's vision, and yet these macro and micro-economic 

reforms are a part of the ALP agenda to improve national 

industrial performance. 

Thirdly and conversely, a defeatist economism approach to 

industry policy can create an abiding lag in the 

development of industry policy. Here the 'pure market' 

approach produces a reflex of inaction and minimal 

government involvement, coupled with a sense of 

powerlessness on the part of policy makers (Hancock 1991 

:5). A 'theoretical vacuum' results (Tanner 1994: 6). One 

example makes the point. 

It would seem that the free trade position has swept the 

field in Australia and the IP debate is over. ...The 

potential role of government is now more circumscribed in 

Australia than at any other time in our history. The market 

appears to have so disciplined the public sector that 

government now proposes and devises its own contraction. 

The question has become how little can be the role of 

government. In the rush to ensure the market rules we are 

downgrading the policy-making process and government bodies 

responsible for it (Chapman 1991: 69). 

Identifying the defeatist economism perspective may be 

useful as a desperate means of mobilising action in 

response to the policy 'vacuum'. The limitations of such 

3 Philip Brass, the director of Pacific Dunlop, one of Australia's own multinationals, endorsed the 
Federal Government's approach to industry policy and economic reforms from 1983-1990, suggesting 
that the ones he listed were 'important and profound structural improvements'. They were: 'floating the 
exchange rate, deregulating the financial sector, achieving the overall public sector surplus for each of 
the past three years, achieving a much needed increase in the profit share from the trough reached in 
1982-83, and a necessary reduction in real wages, progressively reducing the level of tariff protection, 
reducing the burden of taxation by reducing both personal and company tax rates' (1991: 271). This 
check list of business-related micro-economic reforms aimed at 'achieving internationally competitive 
economic performance', was made by Brass without any reference to social policy priorities (1991: 
279). 
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action are that it can be piecemeal and arbitrary, rather 

than comprehensive and systematic. 

Finally, political economy occasionally includes the 

unhelpful emotional outbursts characterised by rapid-fire 

responses to defeatist economism. Nevertheless, the 

political economy of institutional economics, with its 

emphasis on a theory of change and human provisioning 

encourages an integrated industry policy approach. 

Political economy implicitly exposes all policy issue to 

social policy values, as outlined in the previous chapter. 

As I noted above, the market competition approach should 

not be dismissed outright from political economy, although 

it frequently has been. It should not be outside the 

consideration of a rational political economy to recognise 

the processes and changes underway in capitalism and seek 

to incorporate them into a model that reflects the 

dynamism of social and economic life. Hancock has provided 

a useful definition of a coordinated market approach to 

economic management, which helps to conceptualise the 

integrative nature of the political economy industry 

policy paradigm. 

A coord ina ted market p o l i c y involves an a f f i rma t ion of both 

p r i v a t e ownership and e x t e n s i v e s o c i a l w e l f a r e , but i t s 

p r a c t i t i o n e r s a c t on t h i s a f f i r m a t i o n in a more a s s e r t i v e 

f a s h i o n . Concre t e ly , they seek t o promote economic growth 

and comprehensive w e l f a r e p r o v i s i o n th rough c o o r d i n a t e d 

p u b l i c and p r i v a t e measures des igned t o i n s t i t u t i o n a l i s e 

s t r u c t u r a l a d a p t a t i o n t o c h a n g i n g d o m e s t i c and 

i n t e r n a t i o n a l economic cond i t i ons (1991: 5 - 6 ) . 

This is a position that reflects institutional economic 
traditions, which, as I indicated in chapter 2, offers a 
contemporary means of conceptualising evolving 
relationships between social, economic and industrial 
interests. 

The four approaches outlined above, provide an overview of 

a set of theories and methods which have been discussed 

and in some cases implemented in Australian industry 
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policy. Generally, however their limitations can be 

considered as follows: ad hoc policy failed to consider 

the necessary issues in a concerted and detailed manner; 

market competition policy resorted to a reduced set of 

prospects in an effort to establish a flawed consensus 

among business and trade union combatants; defeatist 

economism promised retreat into neo-classical economistic 

measurement; conventional political economy used ill-

considered emotionally derived rhetoric that was short 

sighted. 

Institutional economics offers the preferred political 

economy because it engages with the variety of interests 

at work in society, recognising the continuing process of 

change, requiring pragmatic policy action with guarantees 

for human provisioning. As suggested in chapter 2, the 

political economic approach to industry policy maintains 

the centrality of the relationship between industry and 

culture. That is, interventionary, or regulatory 

strategies are a means of building relations which reflect 

national interests and ambitions within the existing 

market of global capitalism. Such a complex of relations 

involves a constant balancing act by government policy 

makers. Public expectations that the abuse of market power 

will be curtailed and the resulting struggle over the 

nature of that power involves intensive negotiation 

between governments and corporations (Galbraith: 1983: 

13). The 'public interest theory' of regulation helps 

describe this approach and the way in which national 

government policy is committed to meeting public needs 

depending on circumstances (Trebing 1988: 293). Yet 

'public interest theory' has been extensively criticised 

as a 'slippery and controversial concept' (McQuail 1994 : 

242). Nevertheless, it asserts that policy must represent 

a range of public concerns based on 'relevant performance 

criteria' (McQuail 1994: 242). But such criteria are not 

always apparent when applied to industry, or indeed to any 

other sector. How, for example, can the public interest be 

assessed when private arrangements between companies are 
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being made? Why should private concerns for profit 

maximisation be subject to public exposure and critique? 

Industry policy will inevitably struggle with such 

questions in a capitalist society. Yet public interest 

theory and institutional economics proceed on the basis of 

an antagonistic set of propositions, aimed at welfare 

outcomes. A rational set of propositions relies on a set 

of criteria which can be drawn from conventional economic 

and policy sources, while maintaining the integrity of the 

social policy objectives outlined in the previous chapter. 

Such 'fundamental value premises' are necessary for 

systematic application of values in public policy 

assessment (Peters 1986: 311).^ In the following section I 

will indicate how the structure-conduct-performance 

approach to industry can assist in the development of the 

criteria suitable for industry policy analysis, while 

simultaneously maintaining public interest concerns and 

the social provisioning values of institutional economics. 

Evaluating industry policy 

There is an absence of public interest theory evident in 

industry policy studies in Australia. Some arguments 

suggest that the ALP and neo-classical economists have 

both consciously and unwittingly reduced the place of the 

public in the policy process (Armstrong 1991). Another 

view is that public interest theory is less helpful than 

alternative approaches, following 'the emergence and 

consolidation of social movements and public interest 

groups based on values other than those of traditional 

economic-producer organisations' (Head 1989: 488). Perhaps 

the fragmentary nature of social interests, as proposed in 

some post-modern theory and taken up in cultural studies, 

has assisted the formation of new interests which can 

^ Peters makes the point that public policy can be evaluated in the context of a systematised set of 
values applied by the analyst, who works as both a moral actor and technician. Otherwise the analyst 
is mere a "baby analyst'. 'The range of technical possibilities is frequently broader for policy makers 
than the range of ethically justifiable possibilities. But unfortunately, many values that should affect 
policy decisions in the public sector conflict with one another. Analysts frequently face choices 
among competing values rather than clear-cut decisions about options that are either right or wrong. 
In making almost all allocative decisions, policy makers must choose among worthy ends; they do 
not have the luxury of picking the only acceptable policy' (Peters 1986: 311). 
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operate outside the economy of industrial relationships 

(Ross 1992: 531-555). However, the culturalism of 

institutional economics suggests that as alternative 

economies become better organised, particularly within the 

context of the social democracy-mixed economy model, they 

are readily incorporated into the industry building policy 

processes of government. As new economies emerge, 

evolutionary political economic theory suggests that 

public interest theory can inform industry policy 

concerns. It is within this configuration that music 

industry will be considered as part of the later case 

study. 

The transition of social movements to public interest 

groups - the punk movement in the 197 0s to become the new 

wave market of the 19 80s, the environmental movement in 

the mid-1980s - suggests that a fresh set of 

organisational relations were developing in Australia and 

internationally. I want to argue that indus trial 

organisation can be viewed as a sub-set of this broader 

restructuring of alliances, where the emerging economic 

influence of interest groups transforms economic 

relations. Bain suggested that the examination of the 

organisation of productive effort could be more effective 

if 'the variegated and complex separate interests' could 

be investigated (1986: 53). Social movements and their 

links with social policy objectives should be considered 

part of the overall organisational structure in society. 

An epistemology of production has to be inclusive if it is 

to reveal the necessary relationships between economic, 

social and ideological activity. Examination of new 

features of the music business could establish adequate 

theories for reinforcing the assertion that specific forms 

of activity by interest groups generate industrial 

formations. 

In general, industrial organisation involves applying 

specific models of markets from economic theory to the 

entire social map (Caves et al 1987: 11). The structure-



conduct-performance approach or 'trinity of concepts' 

approach offers an underutilised, short-hand framework, 

for the analysis of market structure, market conduct and 

market performance (Caves et al 1987: 11). In this 

approach to industry analysis, the market provides a 

jumping off point for further analysis which recognises 

the value of policy concerns. The definitions of 

structure, conduct, performance that follow, help make the 

task more achievable, although the reductionist nature of 

the structure imposed on the relationships across the 

market is limiting. However, it is necessary to recognise 

such limitations, while at the same time identifying tools 

that can refine both my concerns in extending the fields 

of institutional economics and cultural studies. 

Structure is defined as 'the relatively stable features of 

the market environment which influence the rivalry among 

the buyers and sellers operating within it' (Caves et al 

1987: 11). Of particular relevance to this study is the 

relative size of buyers and sellers, the substitutability 

of one product for another (for example, Australian music 

for imported music), and ease of entry to the market place 

by new sellers. 

Conduct consists of the policies that participants adopt 

towards the market with regard to price, their products 

and the nature of market transactions (Caves 1987: 11). 

Once again, as I will indicate later, with the increasing 

strategic placement of firms as drivers of economic and 

industrial activity, conduct is increasingly important 

from a national policy perspective, especially in relation 

to the firms social welfare behaviour, or more generally, 

society's social provisioning (Tirole 1988: 3). One 

priority for governments is to encourage, regulate or 

intervene to assure that the conduct of firms are aligned 

with national objectives, which will include the over

riding social policy concerns of the social democratic-

mixed economy. 
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Performance involves 'the normative appraisal of the 

social quality of the allocation of resources which 

results from a market's conduct', including efficiency, 

technological progress, stability and equity (Caves et al 

1987: 11). Where 'normative' incorporates a determination 

of 'what ought to be, in the sense of making ethical 

judgements', there is little or no antagonism with the 

institutional economics approach (Stiegler, Thomas 1976: 

275). Once again, it is possible to recognise an alignment 

with social policy issues in this category of assessment, 

where industry ambitions amalgamate the moral concerns of 

social policy into its everyday activities. 

These definitions as applied by Caves et al provide 

working principles or relevant criteria for explaining 

market behaviour. They do not provide details on how to 

identify emerging or new market activities, concentrating 

on the macro issues dominated by a traditionally narrow 

view of the dominant market economy. However, one means of 

addressing this limitation has been achieved by adding 

policy to the industrial organisation framework. This is 

achieved by suggesting that the links between the trinity 

of concepts can generate 'a powerful (predicting) tool for 

economic analysis and public policy' (Caves 1987: 12). 

Even more important, public policy can sometimes be used to 

change the elements of market structure or modify patterns 

of conduct. If we can spot some features of market 

structure or conduct which regularly cause poor market 

performance, we may find the key to designing policies to 

change the environment and raise the level of performance 

(1987: 12) . 

This comment, like the approach in general, overstates the 

market characteristics of the relationship, suggesting 

that policy is ultimately weak and secondary. This is not 

a view accepted by the institutional economics. If 

however, industrial organisation is fully contextualised 

according to the 'rules of the game' - the government's 

legislative environment and government action directed as 

part of the structure, conduct and performance of industry 
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- the benefits in applying this approach can become more 

evident (Caves et al 1987: 156). This includes the 

prospect of applying a dynamic model to the market, where 

policy is not overwhelmed by economic concerns, but 

converges with the cultural forces which concerned 

Veblen's theories. By refining this approach in this way, 

it takes account of the challenges posed by oligopolistic 

behaviour by international corporations, which need to 

adopt their interests into some sort of alignment with 

national cultural practices. According to the definition 

of oligopolies, such firms seek to constantly expand their 

'mutual market dependence' in order to consolidate their 

interests and reduce the likelihood of market competition 

(Caves 1971: 1-2). Sensitivity to market behaviour, as 

part of an approach to industry policy activity, is part 

of the framework for this study. 

By contextualising industry policy as part of a 

prospective set of activities undertaken by government, it 

is possible to position policy within a social framework, 

while building on the existing structure-conduct-

performance trinity. It opens the door for an 

investigation of policy that is not dominated by economic 

and industry issues to the detriment of broader social and 

cultural issues (Walker 1982: 95). 

My concern in this chapter has been to cast a wide net 

over some of the industry policy issues that will surface 

in later sections of the thesis, using cultural industries 

as a starting point. I have however concentrated on 

industry policy issues, rather than cultural. In 

particular, it is important to reiterate the point made 

earlier, that commodification drives the concentration of 

industry structures as production and consumption 

increases, creating the need for governments to promote 

industrial organisation by intervention, regulation and 

developmental support. Failure by governments to include 

industry policy in the context of a broader set of social 

objectives, may reduce structure-conduct and performance 
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of the market as well as more general policy objectives 

described by public interest theory (Solo 1984). 

Alternatively, concern for the balance of policies flowing 

from industry organisation principles can help build 

cultural formations that achieve economic objectives. The 

policy moment as it affected industry and music culture in 

Australian was part of this broader picture. In the next 

chapter I will present a theory of the relationship 

between the industrial, cultural and social policy 

concerns which reveals how industry and music culture can 

be brought into alignment. 
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Chapter 5 

Popular music policy formulation: a theory 

In the previous three chapters of this section, I have 

selectively reviewed the literature that is relevant to 

the theory building process. In examining Thorstein 

Veblen's work in detail, I identified culturalism as the 

contribution Veblen and institutional economics can make 

to a popular music policy study. Veblen's emphasis on the 

relationship between the machine process of industry and a 

nation's culture, provide the conceptual modelling tool on 

which this chapter is based. The challenge for government 

and policy makers is to establish social provisioning 

objectives. In chapter 3 I considered the primary role of 

social policy as the motor driving other policy activities 

in a social democracy-mixed economy. In discussing 

industry policy I summarised the discourses that contested 

for space and dominance during the years the ALP was in 

power from 1982-1996. 

In this chapter I will conclude this contextualising 

section by proposing a theory that brings together some of 

the ideas and propositions put in the preceding chapters. 

The purpose of this chapter therefore, is twofold. 

Firstly, it indicates how the theory flows from the 

earlier material, to build on conceptual tools provided by 

writers such as Marx, Baudrillard, Debord and Hall, all of 

whom struggled in a variety of ways with the marriage of 

industry, economy and culture, which have been adequately 

mapped by institutional economics and culturalism. 

Secondly, the theory provides the apparatus on which the 

case study proceeds. It is a theory that I have named the 

popular music policy formulation. In particular, the 

theory further defines the investigation of the processes 

underlying the political economy of popular music policy 

and refines the construction of the research question in 

its alignment with the concept of the epistemology of 

production. 
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Cultural industries 

As I noted in the previous chapter, the convergence of 

culture and industry is recognised as the cultural 

industries. In Australia it is mediated by direct 

government activity - infrastructure funding, subsidies 

and grants - variously based on policy intentions endorsed 

by governments of all political persuasions. In describing 

the points at which the fields of culture and industry 

intersect it is possible to trace their conjunctions and 

how commodification occurs within that process. This 

chapter reiterates the point made earlier that the 

commodification of culture characterises the relationship 

between culture, industry and policy in the Australian 

context. 

Perhaps the most instructive means of informing the theory 

is to use an example from the ALP's Federal Government 

cultural policy rhetoric of the early 1990s. The most 

profound official statement announcing the conjunction of 

culture and industry appeared in The Role of the 

Commonwealth in Australia's Cultural Development: A 
Discussion Paper, released in April 1992, which was 

followed up by the government's official cultural policy 

document. Creative Nation. Appearing at the end of the 

decade under review, the timing of the release of the 

discussion paper suggests that it had taken 10 years for 

the government's economic reforms to make an explicit 

impact in the arts (Anderson 1992) . The document cast a 

wide net over the prospects for the future involvement of 

the Commonwealth Government in culture, in particular the 

challenge of increasing demands for arts subsidy in the 

context of discussion about an intensified approach to 

industrial development and reform. The publication broke 

the discussion into five guiding principles of cultural 

policy: Access and Participation, Creativity and 

Excellence, Diversity, Valuing our Heritage, A Viable 

Industry. These arbitrary categories create difficulties 

of their own, which will not be considered here in detail. 
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It was the final category - A Viable Industry - that is 

most relevant to this discussion. It reflected a shift 

from a rhetoric of 'the arts' with a focus on 'excellence' 

and personal and social uplift and improvement due to 

state subsidy, to something less familiar to the 

established interests of cultural activists: industry. For 

example, in introducing the industry discussion the 

publication noted: 

The c u l t u r a l i n d u s t r y c o n t r i b u t e s s i g n i f i c a n t l y t o 

A u s t r a l i a ' s s o c i a l and economic w e l l - b e i n g . The Government 

seeks t o f o s t e r c o n d i t i o n s favourable t o the development of 

a v igorous c u l t u r a l i n d u s t r y (1992: 6 ) . 

The document continued by linking industry and policy in 

the cultural area, and signalled the change with perhaps a 

streak of economic determinism: 

In pursuing its cultural objectives, the Commonwealth's 

requirements for efficiency, effectiveness and 

accountability are the same as those applying in other 

areas of public expenditure (1992:6). 

Sensitivity to the way in which culture and industry are 

linked within the evolving economic framework of 

contemporary Australian society can enrich the explanation 

of the relationships between culture, industry and policy, 

generating what Garnham called 'a model of historical 

development' (1990: 77). This can serve to assist the task 

of identifying realignments across sectors of society 

which can be part of a ' liberating and intellectually 

justifiable' analysis (McQuail 1983: 46). By identifying 

the constitutive elements of the equation - linking 

culture, industry and policy in the context of the popular 

music industry - features of the epistemology of 

production in contemporary Australia can be further 

refined. 

In the following discussion I will apply articulation 

theory to move from the basic propositions encountered in 

cultural industries to the specifics of popular music 

policy. I propose to use the theory to expose the cultural 
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industry relationships and their linkages and in so doing 

'account for all the cases used' (Bourdieu 1977: 11). I 

define this systematic arrangement as organic, in the way 

in which Veblen used the term - evolutionary and located 

around communities of interest. In attempting to describe 

an organic totality of the systematic arrangements, it is 

necessary to identify economy and its national industry 

and social policy formations as aspects of the whole. 

However, it is equally necessary to recognise that there 

will be features of the system which cannot be fully 

enunciated because they can be examined as 'independent 

elements' (Angus 1992: 560). This approach borrows from 

systems theory, which has been appropriated in some 

institutional economics work, such as Hodgson's essay, 

'Economics and systems theory' (1992)- In the next section 

I examine culture as commodity as the first step to 

building a political economy system. 

The political economy commodity 

The most comprehensive and influential examination of the 

commodity form was undertaken by Marx, who began Capital 

with a detailed examination of commodities and 

evolutionary capitalism. He suggested that the commodity 

was 'something two-fold, both objects of utility, and, at 

the same time, depositories of value' (1978: 54). He 

placed all commodities in a relationship with labour, by 

which they were valued. This 'labour theory of value' is 

no longer the determining factor in establishing the 

market or exchange value of commodities, yet it paved the 

way for a critical tradition of political economy, by 

exclusively linking wage rates to the ability of workers 

to purchase products. Concepts such as the social wage, 

symbolic value and welfare, have identified the 

limitations of simplistic equations of wage rates to 

purchasing power. Nevertheless, some Marxist approaches 

have viewed the market economy's domination of social life 

by wage rates as evidence of the ' subordination of 

production to exchange' (Cohen 1978: 302). As a result, an 

element of desperation can be evoked in the quest for a 
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return to simpler - non market - values, which as Veblen 

showed, do not simply appear as convenient barriers to 

halt the evolutionary progression of the machine process. 

As I will show, my reading of the commodity form in the 

Australian context need not be reduced to a level of 

defeatism about the influence of the market. 

I recognise that the cultural industries are a commodified 
form of social life, of which the popular music industry 
is a featured participant. As I noted earlier. Frith has 
characterised this as industrialisation, and helpfully 
identified a common criticism of the process as 
representing: 

a s h i f t from a c t i v e mus i ca l p r o d u c t i o n t o p a s s i v e pop 

c o n s u m p t i o n , t h e d e c l i n e of f o l k o r community o r 

s u b c u l t u r a l t r a d i t i o n s and a g e n e r a l m u s i c a l 

d e s k i l l i n g . . . W h a t such arguments assume . . . i s t h a t t h e r e 

i s some e s s e n t i a l human a c t i v i t y , music making, which has 

been co lon i sed by commerce (1987: 54 c i t e d in Lul l ) 

The critiques of industrialisation which Frith rejects 

have sought to present music as an ideal, or pure form of 

expression dirtied by commodification and engagement with 

the market. For example, an account of music as commodity, 

suggests that market forces are 'value-neutral, levelling 

... forces that quite often impair artistic integrity and 

imagination and replace these diminished properties with 

conformity to standards set by the market rather than the 

musician' (Hammond 1992: 101). Furthermore, notions of 

conformity and impairment invoke an implicit critique of 

'pop' music (as opposed to popular music), which is 

inadequate to deal with the variety of ideas presented in 

contemporary music (Street 1986). As I indicated earlier, 

commodification involves a number of readings, including a 

process of transformation rather than spontaneous 

cooptation by the market. The linkage between the 

transforming process of the commodification of culture by 

industry is the basis on which this discussion proceeds. 

Furthermore, it proceeds in the knowledge that John 

Commons, one of the founders of institutional economics. 
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noted in his key text. Legal Foundations of Capitalism, 

that economic theory began with the examination of 'a 

Commodity... then shifted to a Feeling, in order to 

explain a Transaction which is its practical problem (sic, 

1968:5). It continues to be a problem that theory building 

seeks to solve. 

Primarily, the term commodity requires further 

consideration. At this point I want to reiterate the 

unstable nature of most definitions of commodity. For 

example, Milgate has proposed a broad interpretation. He 

noted the difficulty in finding an all-encompassing 

definition and suggested that economics as a discipline 

could be defined as the struggle 'about what it is in the 

nature of things which are daily exchanged on markets that 

gives rise to exchangeable values' (1988: 546). He 

suggests that a commodity is 'a thing produced for use or 

sale, an article of commerce, an object of trade' (1988: 

546) . The question to then ask is what, if any, are the 

essential properties of things exchanged in the market 

economy? A question relevant to my theory, which Milgate 

evades, is the processual one: What is the process whereby 

exchangeable value occurs? 

One way of pursuing these questions is to identify two 

conditions which are inherent within the commodity: the 

'objective conditions' of the actual object and the 

'subjective conditions', or the object's ascribed 

characteristics (Milgate 1987: 549). The subjective 

conditions, or intangibles, may best be described as the 

utility of the commodity, which can be defined by its 

capacity to meet the needs of the individual, whose needs, 

it is generally agreed, are socially determined: indeed, 

economic literature defines this 'scale of needs' as 'The 

Veblen effect' (Matyas 1985: 43). These qualities of a 

commodity give it meaning, sense and purpose, when the 

range of meanings about its form is seen to oscillate 
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within a discourse that incorporates a broad range of 

meanings (see for example Peck 1993)^. 

As noted earlier, the political economy approach applied 

here pursues a theory of change. In applying this 

approach, commodification operates at the conjunction of 

the economic, social and the cultural, mediated by policy 

concerns over time. (Inevitably one or all of the 

constituent parts of the equation are changing). The 

transforming process whereby music culture is commodified 

is complex. To simplify my explanation I will assign 

exchange value as the predominant economic signifier and 

use value as the significant social signifier. It involves 

establishing the exchange or market value of a cultural 

item, such as a song, when the initial appeal of the 

object is its use value, or utility. While the exchange 

value may be readily identified by noting the market price 

of an item, the use value is considerably more difficult 

to measure. And yet the defining characteristic of 

industry is its ability to create an exchange value within 

markets while maintaining the appeal of the use value, 

preferably on a global scale (Appaduri 1986). 

The difficult question is how to assess culture in the 

light of industrialisation. Is the commodification of 

culture a means to its debasement? This is Frith's 

argument against popular music historians telling the 

'same sorry tale' of the loss of music's inherent 

qualities when brought into contact with industrialisation 

(1987: 54). Yet the question should still be asked: is 

culture threatened by its incorporation into the economy, 

or stimulated to expand? One means of comprehending the 

ambivalence of the popular music historians, is to 

recognise the ubiquity of the market, as 'an organising 

principle of social life', where the market is the 

M am not prqposing to enter into an extensive critique of neo-classical economics. I will however, draw 
attention to two major flaws in the neo-classical ^proach. Firstly, neo-classical eccmomic theory fails 
because of its emphasis on prices within the market, although it can claim some effectiveness in solving 
'concrete economic problems' (Howard, King 1975: 256). Generally however, it fails to 'present a 
consistent or integrated model of the economic system' (Heilbroner 1980:491). 
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facilitator for the circulation of cultural production 

(Wernick 1991: viii). This is a positive relationship, 

rather than implicitly negative. Yet it is a tightrope 

balancing act involving the power of the market to act on 

culture and the social processes attending popular music, 

which can be identified as the distinctive and central 

Marxist problematic, defined by the base-superstructure 

model (Jameson 1990: 46). At this point the culturalism of 

institutional economics identifies the evolutionary nature 

of corporate capitalism, differentiating the industrial 

from the cultural manifestations. 

In the theory building I am undertaking, I recognise the 

Marxist heritage in describing the base-superstructure 

model, while moving to implement other tools provided by 

institutional economics. Interestingly, and without 

reference to Veblen and institutional economics, cultural 

studies has drawn on concepts of the convergence of 

industrial and cultural evolution. Stuart Hall's work in 

the English cultural studies tradition, established by 

Raymond Williams and the Birmingham Centre for 

Contemporary Cultural Studies, among others, suggested 

that the movement of popular expression into the 

industrial complex involved an 'articulation' or movement 

marked by refusal and capitulation, subordination and 

domination, pure autonomy or total encapsulation (1981: 

233-135). He described this as a constant motion, 

involving 'the dialectic of cultural struggle', where 'the 

relations of power' were part of the process of linking 

industry and power (1981: 233-234) . Later, he refined his 

definition to incorporate ideology, in which the features 

I am appropriating appear as part of the methodology of 

articulation theory building. Here Hall noted: 

An articulation is thus the form of the connection that can 

make a unity of two different elements under certain 

conditions. It is a linkage which is not necessarily 

determined, absolute and essential for all time...Thus a 

theory of articulation is both a way of understanding how 

ideological elements come, under certain conditions, to 
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cohere together within a discourse, and a way of asking how 

they do or do not become articulated, at specific 

conjunctions, to certain political subjects (Italics in 

original, 1986; 53). 

Articulation allows the incorporation of the elements of 

political economy within one discourse, where the 

attributes of the elements are defined, not only as two 

different elements, as Hall suggested, but whichever ones 

are relevant to the process. Hall's definition suggests, 

as he put it, 'a horizon towards open-ended theorisation' 

(1986: 60). More recently, aspects of articulation have 

been taken up by Middleton (1990), Straw (1991) and 

Grossberg (1992) as a means of explaining popular music 

processes. In my case I am using articulation to theorise 

the shift from the previously suggested relationship 

between the base of economic and industrial activity and 

the superstructure of cultural activity, into a symbiotic 

relationship in interdependence. 

As I nqted earlier, my approach proposes an organic 

totality, where forces within the system are identified as 

operating within an agreed context, or according to a 

'theme' (Angus 1992: 541). In keeping with Hall's 

definition, they may be examined according to certain 

conditions and conjunctions. Exchange value is therefore 

observed in its own right and then in relation to use 

value. Use value is considered independently, then in 

relation to exchange value. These characteristics of the 

cultural commodity are also considered in relation to 

their linkages with policy and the force inherent in each 

element. However, policy is not restricted to government 

policy. It can also be used as an umbrella term to 

describe the strategies of firms and corporations, such as 

record companies. According to Grossberg's definition, 

'the mode of articulation, the nature of that fit' between 

forces incorporates 'the interlocking context in which 

(the articulations) are possible' (1992:56). I am using 

the process of commodification to draw the various 
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elements in the system together. A refinement of the way 

in which the commodification context is conceptualised to 

enable the articulations to take place is considered in 

the next section. 

Transcendent exchange - two theorists 

In this section I will use the term transcendent exchange 

to explain the way in which culture is commodified and 

thereby articulated to the exchange value of industry. The 

changes that take place are identified as part of the 

organic system of relationships. My argument is that by 

recognising the process whereby the system of 

articulations occurs, the organic characteristics of the 

cultural and industrial formations can be explained (Straw 

1991: 369). This relationship is then extended to produce 

the theory I have termed the popular music policy 

formulation. 

My starting point is French post-structuralist Jean 

Baudrillard and his study. Towards A Critique of the 

Political Economy of the Sign (1981). This work and 

Simulations (1983), its sister publication, developed from 

Baudrillard's semiotic and sociological interests which 

attempted a theoretical explanation of contemporary 

political economy. What Baudrillard proposed was a general 

theory of the signs and symbols of contemporary capitalism 

and how they express social and economic relations. 

(McQuail 1983: 130-134). He maintained that all objects 

are carriers of indexed social signification which 

'constitutes a code' (1981: 37). He insisted that 

contemporary political economy is dominated by fashion 

where codes circulate according to a structure and a logic 

which is dominated by the exchange value of the market. 

Baudrillard's focus on the dominance of exchange value 

draws attention to Marx and classical economy, although 

Baudrillard's strategy is to establish the ideological 

nature of political economy, without the materialist 

Marx's base. Baudrillard's case is that all objects are 
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equivalent and capable of being exchanged in the arbitrary 

creation of socially produced signs, values and relations 

in the market (1983: 79). 

All objects are equivalent, he argues, because they are 

always in a similar relationship within a process. This 

process is the one where the exchange value and the use 

value are united within a code of significance as 

commodities, or what Baudrillard calls 'systematic 

abstraction' (1981: 131). The result of the equivalent 

relationship is that a 'code of equivalence' or 'a code of 

abstract equivalence of objects and subjects', 'constitute 

commodity fetishism' (1981: 85). Baudrillard claimed that 

exchange value and use value are created simultaneously 

and as such are mutually inclusive (1981:143). Yet, in a 

shift of emphasis, he also claims that ultimately, 

everything is overwhelmed by exchange value (1981: 87). 

Equivalence (of values) within the dominant exchange value 

mechanism is the end point of contemporary 

commodification. 

Baudrillard's emphasis on the relationship between use and 

exchange value is helpful for the study of the commodity 

and culture. Yet the ultimate outcome of his position is 

pessimistic and untenable, because he evades the issue of 

the constant struggle between use value and exchange 

value. Baudrillard's work suggests that symbolic market 

exchange is what drives contemporary society, although it 

is clear that material life and the stresses brought about 

by social interaction continue more chaotically (D'Amico, 

1978: 100). It is unlikely that culture or use value can 

only be defined by the market, in a sort of formal 

statement of predictability. Culture, because of its 

inherent social characteristics is always generating new 

avenues of expression and meaning, which can be sites for 

contestation^, indeed, the market is in a perpetual game of 

2 For example, the following assertion is indicative: 'Just as the music industry cannot fully anticipate 
how its products will be received, so too a fixed socio-economic analysis cannot fully account for the 
popular taste of consumer groups, many of whom "misbehave" in the choice of their musical tastes, a 
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catch up with use value, as human and social needs surpass 

the ability of the market to supply these needs. 

Alternatively, the market transforms itself to accommodate 

the demands of use value, articulating itself via whatever 

methods are available in order to commodify cultural 

practice. As I noted earlier in this chapter, mapping this 

progression of resistance and cooptation by the market is 

a feature of the on-going project of cultural studies 

(Jones 1982). 

Baudrillard's theory offers signposts for more detailed 

examination of commodification. It has been influential in 

discussions of postmodernity and its concept of the 

collapse of meaning. For example, Baudrillard's 'theory of 

intertextuality' merges the text of the market with the 

text of culture and 'recognises only apocalyptic, thus 

singular rupture' (Morris, 1992: 21). Everything, says 

Baudrillard, is reduced by the media to a symbol, and 

ultimately leads to simulation: where distinctions and 

difference evaporate, to become virtual pronouncements of 

the victory of the market place. The end point in the 

simulation model is resignation to the overwhelming power 

of exchange value. Nothing can be distinguished as real 

any more, as the market merely reproduces copies of a long 

forgotten original (Jameson, 1984). Baudrillard conflates, 

as Grossberg has noted 'multiple and complex sites of 

power' which are not reduced to simulation in actuality 

quite as readily as Baudrillard suggests (1986: 74). 

Another view of exchange value dominance was been proposed 

by Debord, who proclaimed the pre-eminence of the market 

in Society of the Spectacle (1983). He assiduously pursued 

a Hegelian dialectical approach to the commodity, 

suggesting that the use value and exchange value were 

united in the spectacle of contemporary capitalism. 

delinquent practice that surfaced most visibly with the z^pearance, in the mid-fifties, of a "youtii culture" 
whose generational identity was organised around its willingness to cut across class-coded and color-coded 
musical tastes' (Ross 1989: 77). 
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The society which rests on modern industry is not 

accidentally or superficially spectacular. It is 

fundamentally spectaclist. In the spectacle, which is the 

image of the ruling economy, the goal is nothing, 

development everything. The spectacle aims at nothing other 

than itself (1983: 3). 

The way forward for the revolutionary Debord was by fully 

endorsing the spectacle's historical dynamism in the hope 

that it would synthesise into a definitive end point of 

'negation', where the market was incapable of functioning 

(1983: 191). 

More recently, Debord reworked his thesis, suggesting that 

industrial capitalism is coordinated by a repressive state 

intent on denying individual freedom, where human activity 

is 'falsified' by the spectacle (1990: 10)^. This extreme 

reading of the overpowering causality of exchange value 

('the autocratic reign of the market economy, 1990: 2) 

fails to recognise the wide ranging adaptations of use 

value in human society^. Unhelpfully, Debord opts for a 

despair which he hopes will produce revolutionary outcomes 

precisely because the negation of life by the spectacular 

(thesis) must generate a reaction (antithesis). 

Despite reservations about both Baudrillard's and Debord's 

work, their contribution to the study of the commodity 

emphasise the transforming power of production. 

Baudrillard by emphasising the symbolic nature of 

commodities, Debord by emphasising the place of the 

commodity within a spectacular economy. Both writers 

generate theoretical political economy frameworks which 

acknowledge the primacy of the market's commodity process. 

3 Greil Marcus has used Debord's work for his study of the Sex Pistols and their relationship witii the 
Dadist art movement in the 1920s-1930s Germany. He also suggested that Michael Jackson's Thriller 
album was an example of pop music's ability for full engagement with Debord's reading of 'spectacle' -
where 'form and content, object and commodity and consumer were one' (1989:105). 
^ See for example, the reworking of a Marxist concept of conmiodity fetishism with Freud's notion of the 
fetish, when critiqued by a feminist reading of Hollywood's film spectacle (Mulvey 1993). 
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My point of emphasis is the transformation of the object 

which, in becoming a commodity, transcends its original 

form^. The nature of the object's cultural and social-use 

value is exchanged, then amalgamated with exchange value 

to find equivalence in the market. For example, a song may 

provide solace and comfort, while it is also a means to 

creating wealth when sold as a recording. Culture, as use 

value, enters a transcendent exchange, by means of a 

'double movement' (Hall 1981). This process of 

transformation, whereby the cultural commodity contains 

all the attributes of both the exchange and the use value 

can be unbundled or deconstructed, as suggested earlier by 

recourse to articulation theory. This method assumes that 

there is a logic within the transformation process. This 

logic is not apocalyptic, defeatist and unbreachable, as 

the work of Baudrillard and Debord suggests. Neither is it 

a situation where everyday life 'ceases to be a subject', 

becoming instead a living object (Lefebvre 1971: 59-60). 

As culture becomes commodity it is in effect transforming 

itself in ways that regenerate and invigorate it, as it 

becomes an object of social organisation. This is its 

power and where it derives its life. 

Furthermore, the commodity is dynamic, moving in a 

production-reproduction loop or 'feedback' (Lefebvre 1971: 

32,35)^. As it moves through the loop, the commodity's form 

changes'̂ . A practical description of such shifts has been 

provided by Gill, who suggests that the modern consumer: 

not only goes to the market for the material means to live, 

but who finds there a world of images and meanings 

^A strong tradition, perh^s stretching into the Judeo-Christian philosophy of ascension in relationship to 
spiritual and moral uplift is part of the histwy of 'transcendence'. It is a word ccanmon to idealist and 
romantic writers and artists. For example, the summation of Antonin Artuad, in Theatre of Cruelty: 
"Whether they admit it or not whether a conscious or unconscious act at heart audiences are searching for a 
poetic state of mind, a transcendent condition by means of love, crime, drugs, war or insurrection'. 
" The debt to Marx in this formulation can be seen in the following: 'not only is production immediately 
consumption and consumption immediately production, not only is production a means for consumption 
and consumption the aim of production...but also, each of them...creates the other in completing itself and 
creates itself as the other' (Gnmdrisse 1973: 93). 
' Debwd suggests that the loss of a Hegelian 'circular system' has taken place, creating the dominant 
'mechanical development' of 'economy's movement', which he calls 'the untranscended heritage' left by 
Marx's commitment to economic theory (1983: 76). 
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manufactured by the advertising industry; from this 

abstracted realm of the market the consumer draws the 

materials (commodities plus images) from which to build a 

life style (1991: 42) . 

As a term, transcendence has been used in political 

economy, yet has an uncertain history. Marx used it to 

describe the 'mystical character' of commodities, which he 

suggested contained 'grotesque ideas' (1978: 76). In its 

1990s form, the commodity moves and changes with apparent 

ease. Transcendence is used then, to explain the 

transformation process that continually occurs in the 

creation of a cultural product. It is the shift that 

occurs because of the pre-eminence of the market economy. 

To understand transcendent exchange - the change in the 

product - it is necessary to maintain the holistic logic 

of the model, the organic totality of the commodification 

process. At every major conjunction in the process, the 

product must be able to move beyond existing boundaries. 

In making the move it incorporates new conditions within 

its form which challenge and endorse its pre-existing form 

while adding to it. A product's form therefore becomes 

increasingly 'heavy' with exchange and use value 

conditions, as it moves through the process. 

Take for example, a recorded song which fails to find an 

audience. This inability reflects, in part, the inability 

of the corporation (or firm) to transform the song into a 

commodity. To do this, the corporation must maintain the 

cultural sense of the song. Otherwise, when it is 

presented to its audience it risks losing its integrity, 

or use value. This 'utility' may be overwhelmed by the 

exchange value, due to unrealistic expectations by the 

record company to have a hit record, forgetting that the 

musical integrity of the song may need to be paramount for 

it to find an audience. Indeed, popular culture can be 

defined as 'information already processed', which makes 

the relationship of the song (product) with its creator 
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and the audience, the key feature of its life (Brennan 

1994: 672). This is the critical point of transcendent 

exchange, and leads to the question: How are the use 

values of a commodity maintained? This is the central 

question for cultural studies and even economics, in that 

it exposes the ideology of the articulation, namely the 

powerful influence of the market and its confrontation 

with culture. 

As the popular music policy formulation diagram suggests, 

the transcendent exchange process encapsulates the 

exchange and use values of the cultural commodity. This is 

the ideal form of the commodity: it can give birth to both 

forms of value simultaneously, as an expression of the 

prevailing ideology of the entire system of relationships 

in which the commodity lives. (See Figure 1). However, the 

'actual' meanings of value are heavily weighted according 

to which interests they are aligned with. The corporation 

or firm prefers that all its energies be placed on 

returning maximum profit from the commodity which it will 

accumulate to create capital and thereby expansion. 

Therefore it values the exchange value highly. The 

consumer wants and uses the commodity to meet specific 

personal and social needs. Therefore it values the use 

value highly. These needs are further regulated and 

'weighted' by government policy, which appears in the 

model as a necessary part of the whole. 
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Figure 1 

Popular music policy formulation 
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Policy as mediator 

Government policy intercedes and mediates the commodity 

formation at the site of exchange value and use value, 

using industry and social policy, amongst others. Policy 

involves the rhetorical and practical governance of 

national and corporate economies. 

To return to Baudrillard and Debord, culture could be 

subsumed under commercial exchange value imperatives 

without due regard for everyday life, if policy were not 

to police the relationship. In this scenario, national 

culture becomes an undifferentiated reproductive tool 

within the global capitalist economy. Alternatively, an 

'anti-statist' view maintains that the natural order of 

things, in a non-interventionary, libertarian market 

economy, would be free of policy police^. The metaphor of 

policy as police has been termed 'governmentalization' and 

has been intensively studied by Foucault and used by other 

writers (Bennett 1992: 27). In general, policy intercedes, 

says Foucault 'to foster the citizen's life and the 

state's strength' (in Bennett 1992: 27). According to this 

definition, government policy completes the contemporary 

formulation of political economy by acknowledging the 

responsibilities of government to the dual constituencies 

of the citizenry and the state. 

Policy polices in the public interest, at least as far as 

it can negotiate to maintain citizens' interests. The 

state will generate social provisions as part of a 

negotiated set of responsibilities its citizens 

represented by a complex of agencies and representatives 

- demand. An extension of this set of responsibilities is 

the state's activity in enhancing the conditions for 

industrial development. Policy is therefore, part of the 

total system, which has been called 'the problematic of 

government in general' (Foucault 1991: 88). This includes 

the pushes and pulls of use value and exchange value and 

8 See for example Cunningham's (1992) interpretation of Docker's views on television regulation. 
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the transformations outlined above on transcendent 

exchange. The policy formulation theory indicates the way 

in which government policy mediates the extremes (or 

'pure' characteristics) of exchange value and use value. 

At another level, corporate policy is also part of the 

internal logic of the commodity transformations. It 

effects the operation of the system, as it is fundamental 

to the manufacture and distribution of cultural 

commodities. It is responsive to and collaborates with 

government policy, often in an osmotic sense. Government 

and corporate policy alliance is generally referred to as 

'corporatism', which can be seen to flourish as exchange 

value interests are advocated, then bargained for, as the 

primary means of valuing products (see for example the 

Meanjin interview with Stuart Hall, 1983: 197-198). The 

value of institutional economics, as I have noted in the 

earlier chapter, is derived from its ability to critique 

'corporatism', in the light of culturalism. Alternatively, 

corporations may object to and resist government policy 

which exclusively promotes use value, if it is not deemed 

to be in the corporate interest of profitability and 

increased market share leading to market dominance. 

Corporate policy, and more generally institutional 

policies, are other forces that are considered as part of 

the entire mix of considerations in the system proposed by 

the popular music policy formulation theory (Cunningham 

1992: 162). 

Progressing this discussion may best be achieved by asking 

two questions about the location of policy in the overall 

structure. Firstly, having noted the position policy takes 

in the organic system, would it be possible for no policy 

intervention to occur in the commodity process? The 

libertarian position argues that it is. However, in the 

Australian context this is not the case. It is unlikely 

that any aspect of life can now occur outside of some 

policy activity. This includes taxation and copyright law, 

government subsidies and grants. In fact, it has been 
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argued that a 'national cultural infrastructure' attempts 

the difficult task of maintaining the interests of both 

use value and exchange value, in relation to Australian 

culture (Cunningham 1991: 17). 

The second question or set of questions considers national 

identity in policy. Are there specific national attributes 

which could be promoted by policy? What characteristics of 

indigenous life may Australians want to police and how are 

these characteristics reflected in the policies of the 

nation state? 

One answer is to return the emphasis to the systems 

approach and recognise that where exchange and use value 

share cohabitation, they are part of a continuing 

discourse, rather than individual elements. It is possible 

therefore, to view a cultural industry such as popular 

music as a double sided domain, where the balance of 

exchange and use values occurs in a volatile social 

environment (D'Amico 1978). 

In a democracy such as Australia's there are numerous 

aspects of life that the government maintains through 

policy. The question here is: how do governments decide 

what to emphasise? If use value and exchange value are 

part of a dynamic equation, which side of the equation is 

given prominence? Appropriate answers to such questions 

could produce a version of what Foucault called 'the art 

of government' (1991: 91). That is, he suggested 'a 

continuity, in both an upwards and downwards direction', 

which could be taken here to refer to the cycle of 

relationships between exchange and use value (1991: 19). 

The popular music policy formulation theory suggests, for 

the sake of convenience, that 'profit/capital' (exchange 

value) and 'social/personal' (use value) are influenced by 

policy, indeed are mediated by policy. As the feedback 

loop moves historically, policy-influenced producers 

determine the creation and dissemination of goods and 
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services, which are themselves the subject of policy 

activity. The Australian content quota is a convenient 

example. The requirement that Australian commercial radio 

stations broadcast 20 per cent Australian performed music 

after 1983 helped to stimulate the music industry in 

Australia. It did this by advancing the interests of 

Australian musicians and producers when Australian music 

was required to be played on radio, causing increased 

local demand, which promoted the manufacture and sale of 

those recordings (Counihan 1992). In mediating the 

relationship between cultural producers (cultural workers 

and their audiences) and industrial producers 

(manufacturers, retailers, record companies), a policy 

such as the local content one, has a protective and 

promotional purpose, speaking directly to the subjects (or 

consumers) who are seeking an engagement with the idea of 

Australia in popular music (Tetzlaff 1991: 9-33). In an 

environment where the market is skewed in favour of power 

and commodity supply, mechanisms that regulate and mediate 

what might be construed by government as the public and 

national interest, are endorsed. Policy facilitates these 

interests by supporting funding activities, by introducing 

legislative controls over the market economy to encourage 

'competition', by organising dissemination of alternative 

forms of information, for example, via the public 

broadcasting system. This set of relationships within 

articulation theory recognises government policy as an 

adjusting mechanism for national industrial capitalism. 

Lest this formulation be seen as a means of closure, it is 

necessary to reiterate the transforming and dynamic nature 

of the relationships. Once again, transcendent exchange 

helps. Transcendent exchange explains how culture may 

differ from other commodity forms. That is, it is not only 

a commodity bound by a market relationship, but forms part 

of a network of meanings. The range of meanings extends 

across the economic to the social and personal, and are 

present in the commodity form. As such, the commodity may 

incorporate a number of shades of meaning, some stemming 

113 



from the economic and some from the social and personal. 

These shades of meaning may be reinforced, even confused 

by the reproductive capacities of cultural forms, which 

cause them to intersect, as they are transmitted and 

conveyed in increasing numbers by refinements of broadcast 

technology. The history of the convergence of exchange and 

use value is directly related to the development of the 

commodity through mass production and circulation within 

local, regional, national and now global markets, as seen 

in broadcast dissemination via cable and satellite, and 

recording technology. 

Cultural policies often reflect an attempt by national 

governments to restrict or control the market and promote 

indigenous cultural forms. This 'recuperation' by culture 

for culture is often manifest in national policy efforts. 

This could be defined as policy intervention. Ironically, 

policy may generate new cultural forms, while assisting 

existing ones. In doing so it may artificially regulate 

the market by stimulating forms of activity that the 

market itself would not originate or encourage producers 

to develop. For example public radio and television 

stations, specifically the ABC's national youth radio 

network Triple J encourages 'alternative' music that is 

later picked up by commercial radio, while also creating a 

market via its own targeted audience (Jonker 1992, Dickson 

Interview 1992). In such cases policy assists both the 

exchange and use value mechanisms, by advocating and 

supporting the public broadcasting sector which exposes, 

endorses and promotes Australian productions by 

broadcasting them. Audiences responses to such efforts 

will vary. 

Notable cultural theorists have remarked that audiences 

and producers are not 'cultural dopes' (Hall 1981; Morris 

1990). In other words, they will not knowingly submit to 

market logic alone. For its part, policy may provide a 

space in which aspects of culture's use value are 

maintained as commodification occurs. For example, support 
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for artist Les Gilbert to create an indigenous soundscape 

in a shopping centre such as Southgate in Melbourne 

reflects the concern of governments and designers to 

'humanise' an otherwise ungainly concrete precinct 

(Hallett, 'Sound prophets go unheard at home'. The Age, 

September 8, 1992: 23). 

Smythe suggested that audiences may actively seek to 

remove themselves from the commodity relationship. They 

may do this after being commodified as 'audience markets'. 

In so doing they are 'consciously seeking uncommodifled 

group relations' (1981: 123). Policy may have a role in 

assisting uncommodifled activity by way of subsidy, 

thereby reducing the necessity of a product to increase 

its exchange value characteristics. More generally, the 

policy process assists the incorporation of apparently 

uncommodifled activities into the market economy. This is 

a point of resistance by many, who see economy 

overwhelming everyday life^. At another level again, policy 

may attempt to assist the globalisation of an economy, 

where the outcome is intended to be effective circulation 

of commodities in the international economy - a process 

which is mostly facilitated by the national anonymity of 

the commodity. 

The commodity form of culture is universal and local, 

highly nuanced and may or may not move beyond set 

boundaries. For example, a song about Australian bush life 

may be commodified - given certain conditions - only in 

Australia, because Australians respond to the context and 

musical style of the song and accompanying music and buy 

recordings of such music^^. This could be termed the local 

market conditions, which is determined by national use 

value considerations. Conversely, if a song can be torn 

" This process has been well illustrated by Meaghan Morris in her essay Great Moments in Social 
Climbing: King Kong and the Human Fly (1992). 
1^ FOT an extended consideration of this issue and the requirement for an appropriate theory as it relates to 
pop music see Andrew Goodwin, 'Popular Music and Postmodern Theory', Cultural Studies, vol 5, no 2, 
1991, pp 174-191. 
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from its national context and placed into a generally 

recognised genre, it can be globally sold and marketed on 

the basis of the accepted genre, which is determined by 

global use value considerations. Government policy, acting 

in the economic and social interests of the population may 

seek to guarantee that the international or global generic 

forms do not deny the national forms (Turner 1992: 649). 

Alternatively, it may seek to enhance the prospects for 

national forms in the international market. In summary, a 

cultural policy focus has four objectives: the economic 

interests of the nation; maintenance of a nationally 

differentiated cultural life; expression of national 

identity; and to 'value add' to cultural product for the 

international, or global market. All four objectives can 

be achieved by recognising the commodification of cultural 

production in the global industrial market. 

Limitations 

In proposing and describing the theory of popular music 

policy formulation it is constructive to recognise the 

limitations of some of the concepts I have used in 

building the theory. These limitations will become more 

obvious points of reference during aspects of the case 

studies. I have identified five: neo-classical market pre

eminence; social policy foils; industry policy 

miscalculations; relative power interests; ignorance. 

1) Commodification has principally been conceived as being 

about the relationship of the market to products and 

consumers. However, the market and its ideology are not 

easily articulated to social and cultural needs because 

the market is encouraged to transcend social sensibility, 

in a thoughtless ploy for monetary advantage by vested 

interests. Quantitative economic measurement encourages 

the fetish of market value. Alternatively, subjective 

needs within the discourse associated with use value is 

difficult to measure and open to interpretation, which 

discredits its currency in the face of commodity 

measurement techniques. (Frow 1995: 131-169). 
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2) In the social democracy-mixed economy model, social 

policy objectives may not succeed in finding a place 

within the commodification process. This may occur when 

social policy is locked out of the system due to lack of 

adequate promotion, advocacy or action by Government and 

social policy activists. 

3) Industry policy may not find its moment in the entire 

process of commodification due to an inappropriate level 

-too high or too low - of intervention, support or 

subsidy. 

4) From an explicitly popular music policy perspective, 

'relative power' limitations arise when the elements (or 

'entities') operating within the system fail to recognise 

the articulations with each other within the system 

(Garofalo 1987: 79). As Garofalo indicated, artists, 

record companies, audiences, the music itself and in my 

approach policy interests, need to coincide. 

5) Ignorance includes the inability of policy makers, 

governments, industry and the public to recognise the 

systematic evolutionary nature of the commodification that 

articulates industry, culture and policy, as suggested by 

the culturalism of institutional economics and the popular 

music policy formulation theory. 

Conclusion 

In this chapter I have discussed articulation theory and 

the popular music policy formulation. This approach 

provides an overview of the commodification imperative and 

its relationship to the issues raised by institutional 

economics and social and industry policy. Specifically, 

the model places policy within the logic of the exchange 

value-use value relationship. 

I have argued that culture and industry need to be 

discussed as part of an organic totality. This approach 
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helps circumvent the prospect of bouncing back and forth 

between the cultural, the economic and the industrial. By 

recognising and acknowledging the commodification of 

culture, it is possible to move beyond some of the 

attenuated debates about culture and view it as part of 

the present and future life of the political economy of 

the nation and plan accordingly in a 'managed economy' 

(Hart 1992). 

Popular music production can be assessed in the light of 

the importance of the relationship between cultural values 

and market values as institutional economics suggests. The 

systematic process I propose in the popular music policy 

formulation theory helps in making judgements about which 

cultural activities should rely on the market and which on 

government subsidy or a mix of both. This approach accepts 

implicitly that culture has not been debased by its 

transformation to a commodity form. Instead, popular music 

commodification can be seen as part of the transforming 

pattern of life in a market economy. Furthermore, many of 

the difficulties associated with a discussion of the music 

industry can be eased by raising the policy focus within 

the context of commodity forms. 

In the following selective case studies I will apply 

articulation theory, showing how attempts at introducing 

social and industry policies were made. Beginning with the 

next section, I will examine how Labor Party rhetoric 

influenced policy's articulations with industry, popular 

music culture and social policy objectives. I will then 

move on to apply the theory to a range of contexts in 

which Labor Party Governments in the State of Victoria and 

Federally attempted to develop and implement popular music 

policies. 
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Section 3: Popular music policy rhetoric 

Chapter 6 

Mapping New Music Policies 

In this chapter I will outline the issues involved in 

social, cultural and industry policy which influenced the 

popular music policy initiatives introduced late in the 

1980s. I will indicate how policy objectives associated 

with youth and music made uncertain steps towards the 

formation of the policies. I will also indicate how these 

objectives were taken up at a later stage by ALP activists 

and politicians and projected into a rhetorical space, from 

which they were then moulded into detailed form. 

In searching for an epistemology of production within the 

popular music policy developments under review, the popular 

music policy formation detailed in the last chapter assists 

in recognising the shift from music production as an 

activity dominated by privately-owned record companies to 

the public space mediated by government policy. As I have 

noted, ALP policy can be seen to operate from the 

ideological assumptions of the social democracy-mixed 

economy model. The shift in priorities whereby the 

government introduced industry policies was prefigured by 

Veblen when he noted how national policies evolved as part 

of a machine process to produce a 'cultural scheme' (1958: 

177). Such a scheme, argued Veblen, was to solve the 

'social problem' brought about by the inevitable conflict 

of institutions, where cultural forces (ie 'solicitous, 

palliative and charity-based efforts at promoting cultural 

heritage') and business principles collide (1958: 177). 

Veblen's reading of the problem was as follows: 

The question of neutralizing the untoward effects of the 

machine discipline resolves itself into a question as to 

the cultural work and consequences of business enterprise, 

and of the cultural value of business principles in so far 

as they guide such human endeavour as lies outside the 
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range of business enterprise proper. It is not a question 

of what ought to be done, but of what is the course laid 

out by business principles; the discretion rests with the 

business men, not with the moralists, and the business 

men's discretion is bounded by the exigencies of business 

enterprise. Even the business men cannot allow themselves 

to play fast and loose with business principles in response 

to a call from humanitarian motives. The question therefore 

remains, on the whole, a question of what the business men 

may be expected to do for cultural growth on the motive of 

profits (1958: 179-180). 

The music policy case study that follows indicates a 

reversal of Veblen's theorised scenario. Australian 

Governments sought to intervene in the activities of the 

existing (music) business machine process, rather than 

being driven from it by the intensification of the business 

enterprise. However, the precise nature of the intervention 

was uncoordinated, weak and passive. In this respect it 

shared with other sectors of the established industry a 

longstanding approach to policy, which had become so 

entrenched it is considered by some writers to have become 

a 'tradition' which 'did not develop from a coherent plan 

for the management of a diverse communication industry' 

(Seaton 1978 :297). Then, in 1990, a full inquiry into the 

music industry and its structures took place in the form of 

the Prices Surveillance Authority's Inquiry Into the Prices 

of Sound Recordings. The impact of this intervention was so 

profound that it continued as a focal point for 

Commonwealth Government policy after the ALP lost the March 

2, 1996 Federal election to the conservative Liberal-

National Party coalition. 'Time's up for the CD cartel', 

chirped the Australian Financial Review editorial, calling 

for the 1990 recommendations to be reintroduced, just five 

weeks after the change of government (April 10: 1996). 

The PSA inquiry marked the consolidation of government 

involvement in cultural activities in Australia, although 

it was too little too late. Nevertheless, the inquiry 
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marked the beginning of a new era for Australian popular 

music, where government intervention in cultural activities 

offered a new and challenging discourse, which became 

formalised in the academy as cultural policy studies 

(Cunningham 1992, Hawkins 1993). As the editor of 

Australian Rolling Stone put it: 'This long and complex 

inquiry has amounted to a complete examination of the 

Australian music industry. It has so far succeeded in 

uniting the industry as never before and forcing what has 

essentially been a maverick business to take a close look 

at its relationship to government' (Creswell 1990 Yearbook: 

10) . 

It was a shift that came at the end of a historical 

progression of incremental governmental involvement in the 

uncertain terrain of the industrial organisation of 

culture. Here, 'organised production for a market' brought 

the arts into alignment with the economy (Wilson 1987: 58). 

This included the introduction of an 'arts as industry 

model' which occurred at around the same time (Anderson 

1992). Here, the arts were portrayed as essential to the 

functioning of an industrialised Australia, rather than as 

an adjunct to industry. This was a view initiated in 

Australia by Throsby and Withers in their groundbreaking 

work. The Economics of the Performing Arts (1979). However, 

a close reading of their work suggests that they were 

concerned with broadening the scope of traditional 

conceptions of economics, rather than industrialising arts. 

They sought to include the performing arts as part of the 

spectrum of interests incorporated into mainstream 

economics at the end of the 1970s and to expand the 

'discipline of economics' into 'social and political 

activities, including artistic ones' (1979: 2). 

Interestingly, by 1994, part of what had been foreshadowed 

by Throsby and Withers appeared formally in the 

Commonwealth Government's arts policy statement. Creative 

Nation: 'most Australians would agree on the need to 

enhance and enrich our culture. To achieve this cultural 
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policy must enter the mainstream of federal policy making' 

(1994: 1) . 

This point had been emerging since the 1980s, when the arts 

were explicitly expected to contribute to the social 

development of the country, promoted by government rhetoric 

as: 'the greatest civilising and humanising force in our 

lives', according to the McLeay Report, was the broad 

ranging inquiry into arts funding, which I shall examine in 

chapter 10 (1986: 26). Conversely, the arts were being 

pushed to find a location within the existing economy, 

producing a struggle over the idea of a self-funding, 

business-oriented arts sector, which had been raised by the 

1977 Commonwealth Government Parliamentary Paper 290, 

Assistance to the Performing Arts: Industries Assistance 
Commission Report. The popular music industry was 

uncomfortably located somewhere between the arts and 

debates about government subsidy and self righteous claims 

to its own industrial competence and independence from 

government support. However, the conjunction of 

industrialising interests and policy in the cultural policy 

field in the 1980s can be viewed as a predictable 

evolutionary movement in the development of Australian 

capitalism and the increasing intensification of the market 

across almost all aspects of cultural production. These 

changes can be viewed from a national cultural studies 

perspective. As Turner suggested: 'If we are going to deal 

with Australian music as a national form, the most 

defensible way to do so is through its industrial 

structures and practices' (1992: 14). The emerging 

ingredient was the role of policy as a mechanism for 

incorporating government economic objectives into the 

cultural sector. 

This point has been shown in another study of a related 

cultural sector. Hawkins has indicated in her case study of 

the Community Arts Program of the Australia Council, how 

the discourse surrounding those arts passed through several 

stages of intense contestation, finally generating 'an 
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alternative theory of community arts' (1993: 157). This 

marked a shift from a conservative reading of the dualism 

of public arts funding to meet either the needs of the 

disadvantaged, or service the cultural needs of those 

expecting 'excellence' (1993: 156). Hawkins found that the 

alternative theory implied a 'potential to foster cultural 

practices, that raised consciousness, affirmed identity and 

generated "community"' (1993: 157). she also recognised a 

shift in the economy associated with traditional, publicly 

funded dependent community arts. My research on community 

music, reported in later chapters confirms Hawkins's 

research, identifying the emergent status of organic 

community programs which produced industrial 

characteristics across a number of musical genres. Similar 

industrial formations were not identified in other 

situations where the existing industry saw policy 

initiatives as irrelevent to business as usual. 

Government involvement with popular music practices 

underwent a cumulative incrementalisation during the years 

under review. New popular music policies ran in tandem 

with pre-existing music policies, which were presented as 

features of government arts programs. The continuance of 

the 'subsidy or welfare approach by government to culture', 

could not be unproblematically maintained in the face of 

changing industrial and social policy priorities 

(Cunningham 1992: 24-25). In this respect, Cunningham's 

reading of the subsidy model is limited by its assumption 

that subsidy is likely to continue by decree. One reason 

for this limitation is the absence of an explicit model 

sensitive to cultural industries production within the 

expanding capitalist economy. Cunningham's reluctance to 

appreciate the commodification imperative has been 

identified by another writer as a limitation (Harvey 1994: 

171) . 

A similar limitation can be identified in the principal 

Federal Governments arts funding body, the Australia 

Council, which, together with state arts ministries and the 
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Australian Broadcasting Corporation, were until about 1990, 

fearful of the market economy and related policies. Their 

expertise was in non-market arts subsidy management 

regimes. The Australia Council worked along the lines of a 

'pre-market approach' to music, which excluded commercially 

mediated global popular music, or Australian derivatives of 

such music. But in the mid-1980s, Dr Richard Letts, 

Director of the Music Board of the Australia Council, 

promoted a model that worked against the predictable 

interests of groups receiving subsidies. The Music Board 

Medium Range Plan: 1985-1989 (referred to as the Plan) 

proposed a total reorganisation of priorities for music 

activity within the Australia Council (1986). The Plan was 

an attempt to widen musical activity within the Australian 

community. Its stated purpose was: 'To define the basis and 

rationale for a plan of development for Australian musical 

life through 1989 ' (Plan 1986: A3). Primarily, the 

largely forgotten Plan indicated that a major shift in 

thinking about music in the general policy and cultural 

context was necessary and in keeping with the Federal 

Government's priorities. I will detail the Plan and its 

demise in a later chapter. 

Popular music was not recognised as part of the subsidised 

arts industry. Nor indeed was it a priority in the Plan. 

Rather, the confluence of forces at work in the popular 

music industry worked almost outside the subsidised arts 

model. It included a dynamic mix of cultural and industrial 

formations: multinational record companies interacting with 

local record companies and the live music scene; local 

music content on commercial radio involved a long standing 

debate; publicly funded broadcasters with community 

responsibilities; foreign versus local and national music 

styles and national cultural integrity. All these and more 

existed as the popular music context into which a new set 

of policy rhetorics was introduced. Turner characterised 

the 1980s move by governments to invplve themselves in 

popular music. 
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Art form a f t e r a r t form have been t a k e n up a s a s i t e 

through which A u s t r a l i a might produce evidence of c u l t u r a l 

m a t u r i t y , and have been s u p p o r t e d by v a r i o u s k i n d s of 

s u b s i d i s a t i o n . A u s t r a l i a n p o p u l a r music i s p o s s i b l y t h e 

l a s t i n t h e q u e u e . . . . P o p u l a r m u s i c ' s c u l t u r a l 

s c a n d a l o u s n e s s o r ' d i r t i n e s s ' , i t s s l i m r e g a r d fo r t h e 

d i s c o u r s e s of n a t i o n a l i s m so r e a d i l y t aken up by o t h e r 

c u l t u r a l forms, and i t s a p p a r e n t h o p e l e s s l y g l o b a l i s e d 

t e x t u a l forms has p r o t e c t e d i t from r e g u l a t o r s on t h e one 

hand and exposed i t t o t h e l o g i c s of t h e i n t e r n a t i o n a l 

market on the o t h e r (1994b: 339-340) . 

Turner's perception is that popular music joined the queue 
of cultural industries being scrutinised and organised by 
government, because all other cultural sectors had been 
incorporated into the government public subsidy and policy 
milieu. There seems no doubt that with the exception of the 
local content quota on commercial radio, this was the case, 
as discussions during the McLeay Report suggested (I will 
foreground both of these subjects in chapter 10). This 
shift, or what I want to call the introduction of the 
popular music policy administration paradigm, involved the 
exposure of the existing popular music market space to 
governmental concerns that accompanied public policy. One 
view of this process, from a historical perspective, is 
that 'The administrative goal was one of calculated 
intervention to keep structural contradictions under 
control, so that economic interests could be systematically 
pursued' (Burton and Carlen 1979: 5). The limitation of 
this Ricardian political economy is that i t fails to 
recognise the relationship between cultural and economic 
production and the mediating logic of policy. As I 
suggested earlier, the ideological framework of the social 
and industry policy objectives of the ALP were brought in 
to play to counteract an ungainly emphasis on economic 
administration alone. Furthermore, the ALP was influenced 
by activities in other nations, where institutions were 
being established to manage new, globalised administrative 
re la t ionships- For example, in Canada 'changes in 
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institutional structure, the centralisation of economic and 

political power, domination and the incentives of vested 

interests groups' played a part in raising questions about 

new social and economic relations in a national context 

(Mansell 1984: 11). Governments encouraged, then responded 

to these sorts of changes. As a global activity, popular 

music was part of the changing landscape. 

Elsewhere, international engagement brought its own 

pressure to bear, such as the 1980 UNESCO report by Jean 

Battersby, Cultural Policy in Australia. Battersby's report 

recognised Australia's attempt to struggle with cultural 

policy institutions introduced by the Whitlam Government, 

with the formation of the Australia Council, the Australian 

Film Commission and the National Heritage Commission. The 

report did not paint a positive picture of Australian 

cultural activity. For example, it noted that 'Changes have 

been introduced, perhaps less radically and more slowly 

than could have been wished in long-established government 

machinery for such activities as education and 

broadcasting' (Battersbey 1980 :80). Criticism was 

patronising and direct. Cultural policy activities were 

characterised as 'very recent', while organisations were 

'still preoccupied with policy formulation and trial 

programs', and went on to comment on the 1976 Education and 

the Arts report: 'This report raises question of profound 

importance to Australian cultural life, if implemented it 

would in the long run have a beneficial effect on 

Australia's intellectual and cultural life' (Battersbey 

1980: 80, 81). The approach signalled that Australian 

policy was being examined in a global context, with 

uncertain results: 'It is possible, though understandable, 

that cultural planners, in their anxiety to make up for 

generations of neglect, may have been trying to do too much 

too soon, or in some instances, before it is too late' 

(Battersby 1980: 83). A combination of scrutiny, criticism 

and anticipated improvement in government cultural activity 

helped produce an environment in which something had to be 

done. 
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Introducing popular music policy 

The economy and the institutions within it were undergoing 

change due to a number of causes, most notably perhaps the 

globalisation imperative, which focused government and 

policy makers' attention on the need for informed 

evaluation of the changes. However, during the 1981-1984 

economic recession, unemployment challenged ideas about 

full employment and opportunities for youth in a globalised 

economy. The changes produced practical challenges for rock 

musicians, as Arnie Olbrich explained after 20 years as a 

rock musician in Wollongong. 

I don't know how the kids today do it. When we were young, 

you always knew you could get a job, a skid strapper at 

Lysaghts, maybe, but at least you could get a job and pay 

off the modest amount of (musical) gear that you needed. 

Now there are no jobs and the amount of stuff you need is 

simply outrageous. Sure, there will always be bands, but 

the problem is that the big bands are just getting so much 

bigger, turning into music multinationals. 

It was easier for a band to come up before than it is now, 

that's for sure (Donaldson Interview 1984: 19). 

Pronouncements such as this had a basis in the link between 

popular music, political activism and youthful enthusiasm 

for change. In turn, the general view of the existing music 

industry was that it had maintained a growing presence 

since World War 2 in the US and Canada, due to an important 

conjunction: "an expanding teenage/young-adult population 

within a thriving middle class' (Vogel 1990: 138). 

Ironically, post-war middle class affluence had produced an 

unsteady amalgam of demands for youth leisure activity, 

which was related to youth culture as a site of resistance. 

Yet, in a social democracy context, it was important not to 

allow the presumption of middle-class economic privilege to 

dominate considerations. The ALP's policy settings included 

explicit claims to provide access for all Australians. This 

had been an issue in discussions involving young people, 

who faced long term unemployment and lack of access to 

popular music. It was a point emphasised in August 1985 by 
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the Prime Minister Bob Hawke, in a television address to 

the nation. 

The welfare and the encouragement of young Australians is 

our first priority as a Government. It is my first priority 

as a prime Minister. And it is our collective priority as a 

nation (Gleeson 1987: 13). 

Education and training became a focal point in the re

making of Australia and its economy in the global 

environment and appeared before popular music became a 

vehicle for youth policies. The impact of this approach was 

strong, with one journalist suggesting that the 'march of 

events (in youth policy in 1985-1987) was like a drum roll 

to the climax of Mr Hawke's August speech, which took on 

the appearance of a lofty summit in the history of youth 

policy' (Gleeson 1987: 13). Although it was not initially 

obvious, perhaps inevitably, popular music was drawn into 

the general youth policy nexus, education and training 

through the Priority One project announced by Prime 

Minister Hawke in 1985. 

I will indicate in detail later how popular music was 

opportunistically articulated with Federal Labor's stated 

policy for youth, by individuals and party activists. 

Before that it was the rational preparatory conceptual work 

by two Victorian policy activists and bureaucrats, Peter 

Wilenski and Peter Kirby, who contributed to youth policy 

formation. 

Peter Wilenski's 1983 paper. Policies for Youth: Some 

Approaches, was commissioned by the OECD and republished in 

Victoria, where it was used as part of the Victorian youth 

policy program, which, as I indicate in the following 

chapter, fed directly into Federal Labor's policy 

formation!. The suggestion here is that policy innovations 

and critiques, when clearly proposed within the nexus of 

! Wilenski was probably the most influential progressive academic and bureaucrat in ALP history, 
working as a medical doctor then a policy academic and bureaucrat at senior levels for the Whitlam 
Government. With Labor's Federal election victory in 1983 he was appointed secretary of the newly 
created Department of Education and Youth Affairs, then later became Chair of the Public Ser\'ice 
Board. 
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the emerging party in power and administrative paradigm can 

be absorbed (in Wilenski's case it was from an 

international - OECD - perspective to the Victorian State 

then federal level), wilenski's paper pointed to the rise 

in youth unemployment to 20 per cent in some OECD countries 

during the early 1980s and the general 'disaffection and 

marginalisation of youth' (1983: 5). As a visionary 

contributor to policy formation, Wilenski's view was 

uncompromising: 

the problems of these long term unemployed will remain, 

demanding as a matter of equity continuing public policy 

priority and as a matter of effectiveness the devising of 

new public policy approaches (1983: 7). 

Wilenski's observations included an absence of 'clearly 

specified aims' for youth employment and training, 

especially for youth in the 16-19 year age group (1983: 

10). He suggested that a social justice approach to youth 

unemployment was required. What was needed, wilenski said, 

was 'an attack on socio-economic inequality', which was the 

basis of the problem, with the highest levels of youth 

unemployment amongst the poorest sections of society (1983: 

15) . His rhetoric was directed at governments and policy 

makers. His paper include only sketchy recommendations for 

action in the section titled 'A Framework for Investment in 

Youth' (1983: 26-32). He suggested a Social Integration 

approach to policies. These could involve providing 

benefits for young people including 'half price entry to 

institutions, clubs and entertainment' (1983: 31). Wilenski 

also suggested labour market programs targeted to young 

people's needs in education and training. A hint of youth 

activities in clubs and entertainment context, linked to 

education and employment, was, as I will show in the next 

chapter, not enough to sow the seeds of youth and music 

policy linkages. 

In January 1985 - the International Youth Year - a more 

precise set of youth policy activities was produced by 

Peter Kirby. Like Wilenski, Kirby went from policy writing 
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and proposing to become a major player in youth policy 

initiation, when in 1987 he became was the Director of the 

Department of Labor, in Victoria. Kirby's set of proposals 

recommended a trainee scheme for 16-17 year olds, which 

involved work experience and off-the-job training. The 

Victorian Government's Youth Guarantee promised 16-19 year 

olds a combination of work and training for a year. 

Federally, Priority One reproduced many of Kirby's 

proposals for creating youth training, but it was generally 

deemed unsatisfactory by unions and the Australian Council 

of Trade Unions (ACTU) , due to the low level of trainee 

wages, which were below junior award pay rates (Gleeson 

1987: 13). Kirby was also director of the Victorian 

Government's Youth guarantee, which provided the 

intellectual and practical experience for the 

implementation of the Commonwealth model. 

To get the message across to youth that funding and 

administrative support was available to them for education 

and training, the government rhetoric had to be expressed 

in appealing language. The government turned to musicians 

like Kate Ceberano and Jimmy Barnes to make promotional 

advertisements. As part of Priority One major concerts were 

held to attract youth, where they could be further provided 

with information about employment. This was one key moment 

in 1985-1986, in promoting Priority One, that the 

articulation of government to popular music began. 

The Government also relied on Federal Minister John 

Dawkins, who, along with other responsibilities, was the 

minister assisting the Prime Minister on Youth Affairs in 

1985. One of Dawkins' advisers was Peter Steedman. He 

became a key player in coordinating Priority One and later 

took its initiatives directly into the popular music realm 

in what he described as the political and youth priorities 

of the Federal Government (Steedman CIRCIT presentation 

1992) . 
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Another element of this formative popular music policy 

environment was the use of a popular music event as a 

signifying moment in official history- This took place with 

the 'Rocking the Royals' event in Melbourne on 4 November 

1985, when some of Australia's major rock bands performed 

for Prince Charles and Princess Diana as part of Victoria's 

150th anniversary celebrations. The event included a 

government subsidised $2.50 a head concert in the underpass 

around the Victorian Arts Centre in South Melbourne and a 

simultaneous $52 a head concert including the Royal couple 

in the concert hall itself. Organised by the major events 

division of the Victorian Department of the Premier and 

Cabinet, the outside event attracted a crowd of 14,000. It 

involved massive road closures and a redefinition of the 

street scape in the interests of youth. Ian 'Molly' 

Meldrum, 'Countdown' host and rock music arbiter hosted the 

royal event, while leading local and national bands, INXS, 

Kids in the Kitchen, The Models and I'm Talking played, as 

did the Peninsula Boys Grammar School choir and the Gumboot 

Boogie Band, a percussion group of children from working 

class suburbs of Broadmeadows and Preston and Mallacoota, a 

Victorian coastal town (Kizilos 1985: 3). 

Labor Party activists recognised the emotional drawing 

power of royalty, rock stars and popular music events. 

Other political parties also recognised a major event, 

although no doubt due to the presence of Royalty rather 

than the music. Also attending 'Rocking the Royals' was the 

Victorian National Party leader Peter Ross-Edwards, 

together with Liberal Party and Opposition leader Jeff 

Kennett, as well as the Victorian Labor Premier, John Cain 

(Kizilos 1985: 3). Victorian bureaucrats began to take up 

the opportunities to develop popular music programs for the 

Victorian Labor Party Government within the Department of 

Labour and Youth Affairs, including 'Rock the Docks' and 

'Rocking the Rails', music events for young people on 

trains and railway stations and at Melbourne's bayside 

docks (Stephen Interview) . At the end of 1986 and during 

January 1987 the Federal Government began another of its 
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engagements with popular music, taking out sponsorship of 

'Australian Made', a six concert event in the nation's 

capital cities, featuring Jimmy Barnes, Models, The Saints, 

I'm Talking, INXS, Divynls, Mental As Anything. The sponsor 

organisation was Street Beat, a community awareness program 

developed by Ampol Oil Australia and the Federal Office of 

Road Safety. It was a program aimed to get the message of 

road safety across to the 15-25 year age group. Prime 

Minister Bob Hawke was invoked as the patron of Street Beat 

as well as a symbol of the Labor Government's support for 

young people and their welfare. For its part 'Australian 

Made' was presented as an event and a celebration of 

Australian popular music that marked, said Michael 

Hutchence, lead singer of INXS, 'the end of the cultural 

cringe'. There are no half measures. It's a different 

concept to anything that's been presented here before; 

we're doing things in a very big way' (Baker, Press Kit 

1986). 

As Pete Steedman worked behind the scenes in Canberra to 

generate popular music policies, a small group of ALP 

activists undertook similar tasks in Melbourne. (I shall 

discuss their individual contributions in detail in later 

chapters). In 1986 Graham Stephen, who had worked as 

artistic director for Moomba (1984-1986) moved to the 

Victorian Department of Youth Affairs for six months, where 

he met Linda Carrol, Andrew Funston and others who were 

also developing youth and music related initiatives. 

Conflict between their personal career ambitions, policy 

objectives and Labor Party faction commitments soon 

developed. Stephen and Steedman were from the (socialist) 

left faction of the ALP, and had direct access to Premier 

John Cain, who had sympathies for the left, although he was 

publicly presented as an 'independent', non-aligned 

politician. Carrol and Funston worked for Ministers who 

managed the youth portfolio, such as Steve Crabb, who had 

ambitions of their own and were not from the left, but the 

right of the party, which had long standing animosities to 

proposals from the left, regardless of the good policy 
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sense behind them. The result of these personal and 

political machinations was that the projects on which 

Stephen and Steedman (Melbourne Music Festival, Victorian 

Rock Foundation, Ausmusic) and Carrol and Funston worked 

(youth clubs. The Push) developed separately, and in an 

environment of conflict and distrust. An adversarial 

atmosphere predominated. Because Carrol and Funston were 

bureaucrats the conflict became counterproductive. As I 

shall show in a later chapter, these factional enemies 

established an almost pathological contempt for each other. 

In mapping the popular music policy developments, this 

background to personal conflict became a significant issue 

for the organisations which were established and the 

inability of key players to cooperate to produce long term 

policy outcomes. 

Stakeholders 

Leading policy makers and bureaucrats, together with ALP 

activists played a major role in Victorian popular music 

policy formation which soon stretched into the Federal 

Government policy sphere. The failure of working 

relationships between some bureaucrats and popular music 

activists raised questions about who was involved in the 

policy process. In this section I propose to outline and 

define the term 'stakeholders'. In using this term I am 

aware that 'stakeholders' may be a new word in the cultural 

studies lexicon. However, I believe it usefully connotes 

the sense in which individuals and institutions invest 

themselves in a process. In using the term I have sought to 

recognise that multiple players and forces are involved in 

policy formation and implementation. In this case, in the 

popular music industry domain, it has been suggested that 

analysis should involve 'the particular and relative power 

of at least four entities: artists, record companies, 

audiences and the music itself' (Garofalo 1987: 79). In 

this case study, the list should also include government 

policy makers. 
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I am using 'stakeholders' as a generic term to include 

representatives from the five categories above. By the use 

of the term I am seeking to suggest an inclusive sense of 

participation in policy development, as is generally 

conceived in the social-democracy-mixed economy model, 

outlined earlier Specifically, I define stakeholders as 

those private and public individuals and institutions 

representing vested interests who enter into cooperative 

arrangements which are agreed to by private, profit-

oriented firms and governments and their agencies, to 

produce an economy under government control (Mattick 19 69: 

153)^. The networks which are established between 

stakeholders are important in defining how policy develops, 

forms and moves into the implementation phase, suggesting 

that stakeholders are involved in dynamic activities which 

differ depending on the circumstances. For example, in this 

study the macro policy issues involve the existing music 

industry, while the micro policy issues involve the 

cultural community music activity that may have no 

relationship to the macro. However, as I will show in the 

section on community music, the concept of stakeholders has 

been helpful in identifying the way in which the macro and 

micro moved into alignment as an unintended result of 

policy initiatives in the community sector. 

Furthermore, the links that an academic and bureaucratic 

activist such as Wilenski had with the ALP were such that 

it was only a matter of time before some of his ideas were 

put up as detailed policy proposals by party activists who 

wished to become stakeholders themselves. In Victoria, the 

youth committees within the ALP took initiatives that had 

significant implications for the mobilisation of policy 

initiatives in popular music. I will examine these 

developments in the next chapter. It needs to be noted 

however, that the Victorian left was predominant in the 

2 Although stakeholders may be used in business jargon, it is used here primarily as a device to 
describe networks of relationship, where, as the OECD noted in 1991, the role played by linkages and 
innovation-focused networks among different organisations, institutions and economics agents' needs to 
be made explicit in the policy process, as indeed do interests which may be disparate, antagonistic and 
fragmentary (cited in Mansell & Jenkins 1992: 33). 
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1980s and it was from this faction and in some cases, its 

association with the Trades Hall and the union movement, 

that youth policy ideas were generated and promoted, as I 

will show in chapter 13. It was here also that existing 

music policies were initially part of a cultural policy 

objective, aimed at improving and 'enriching the cultural 

life of the nation', by the 'cultural regulation* of 

creative content by state funded organisations (Cunningham 

1992: 22-28). The linkages between these and other 

stakeholders representing a range of interests produced 

frustrations and achievements. The major requirement 

however, was to produce adequate rhetorical devices for 

convincing politicians to support and fund new popular 

music initiatives, such as the Victorian Rock Foundation, 

Ausmusic and The Push. In the following chapters of this 

section I examine how a variety of stakeholders established 

networks of interests that reinforced government's 

commitment to popular music policy initiatives. 
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Chapter 7 

Music policy gestation - the rhetoric 

In the previous chapter I provided an overview of the 

policy initiatives and institutions established during the 

years under review. In this chapter I will contextualise 

the political economy of the music policy activity in the 

years leading up to and in the period under review. I 

propose to scrutinise it with the tools generated by 

articulation theory and the resulting music policy 

formulation model. In particular, I will indicate how 

different rhetorics from policy innovators and policy 

makers began to emerge and influence governments and 

bureaucrats. 

It is possible to identify various trajectories of activity 

and articulations between various agencies, stakeholders, 

levels of government and industry which assist the task of 

investigation and analysis within the context of music 

policy formulation. This approach provides insights into 

the policy process, especially throwing light on the forces 

that drove the popular music policies. In particular, the 

research reported in this section is based on my 

examination of ALP activity in Victoria, which prepared the 

ground for popular music policy initiatives later in the 

decade. By establishing what drove the policies in the very 

early 1980s, it may be possible to show if and how 

objectives were set and where initiatives were actually 

undertaken, if the policies were effective. One answer to 

the question of policy effectiveness can be made by 

referring to the music policy formulation theory, which 

identifies the articulation of creative and social needs of 

young people specifically, with the government's interest 

in reinforcing the strengths and achievements of the 

existing industry. By placing the policy initiatives in 

contrast to the theory, it is possible to identify the 

trajectories of policy action. 
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This represents a departure from one prominent analysis 

which suggested that two main pathways of policy activity 

could be identified in popular music policy: 'policies that 

link media output to that of the major international 

corporations and policies that link up to local music life' 

(Wallis and Malm 1992: 251). J^ research has attempted to 

establish the ways in which this characterisation of 

popular music policy manifest itself in Australia, yet move 

beyond the constraints set by the simple dichotomous 

proposition contained in the typology proposed above by 

Wallis and Malm. Using the institutional economic approach 

it is possible to map the social provisioning intent in 

order to provide an indication of which pathways Australian 

music policy followed, if any. It is possible to move 

beyond the binary configuration proposed by Wallis and Malm 

(international media versus local life), to an approach 

that rearticulates their antagonistic policy pathways as 

part of the 'global culture' that moves between the local 

to the global (Frith 1991: 268). More recently. Frith has 

extended this argument, suggesting that the global flow of 

popular music occurs in a domain of 'rootlessness' (1993: 

23). The sought for outcome that institutional economics 

attempts to provide is to recognise the 'ought' of social 

provisioning. By emphasising political economy, the 

articulation of the policy pathways into multiple sites of 

activity can be made explicit within the process of music 

policy formulation and be shown to meet, or not meet a 

social provisioning objective in each case. I will argue 

that the effective realisation of policy is most often 

pursued where arguments for activity are proposed with 

'forcefulness' by stakeholders in the process. This extends 

the general interpretation of 'power' expressed within the 

institutional economics tradition, conceived as a set of 

social and economic relations established and reinforced by 

law and regulation. In taking my definition of power into a 

domain where behaviour is considered, I invoke a model of 

multiple pathways of policy action, where power can be 

interpreted according to the needs identified and expressed 
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by stakeholders at different points in the formulation 

process. 

Rhetorical force 

Where did the arguments in favour of popular music policy 

initiatives originate? Policy texts suggest that in the 

first instance, the arguments must be preceded by the 

recognition of a problem which requires a policy solution. 

Sources for the solution vary. I have identified three 

possible stakeholder groups who recognised the popular 

music policy problem: policy 'initiators', or 'agenda 

setters'; users and client groups (Peters 1986: 40). 

Specifically, the most active stakeholders were advocates 

and activists within the ALP who were young, or people with 

direct links to youth policy; politicians and bureaucrats 

responding to arguments put by these groups; entrepreneurs, 

such as Michael Gudinski of Mushroom records who managed 

independent record labels, and highly motivated individuals 

at senior levels in government and related institutions, 

such as former federal ALP parliamentarian Pete Steedman, 

and Dick Letts, Chairperson of the Music Board of the 

Australia Council in the mid-1980s. The way in which these 

stakeholders expressed their support for popular music 

policies varied and will be considered here, as part of the 

rhetoric that accompanied popular music policy. More 

generally, I will draw on rhetorics that are not 

constrained by any strict definition of 'officially 

recognised discourses', which are 'produced at the command 

of the government', and are 'internal and external to 

parliament' (Burton and Carlen 1979: 2, 24).The 

stakeholders I refer to operate across the official policy 

domain, both within and outside the recognised discourses, 

although their objective is to influence and where 

possible, dictate policy activity. Stakeholders are 

therefore, part of an inclusive, yet open system of policy 

creation and development, which sits well within 

contemporary readings of cultural policy studies. 
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In explaining the way in which the stakeholders identify 

problems and generate solutions, it is helpful to return to 

the epistemology of production. It exposes the means 

whereby the social formation comes into operation, as the 

cultural and industrial forces struggle for supremacy in 

the policy context. Their articulation with each other, 

within the rhetorical domain of policy initiatives, gives 

credence to the notion of 'forcefulness' in the music 

policy formulation. In examining the power which the 

stakeholders bring to the policy process, I offer a 

perspective of what Born called 'the complex and 

interrelated dynamics of different forms of the political' 

(1993: 272). In this scenario, the arguments for popular 

music policy initiatives are themselves political, because 

it is only by entering the rhetorical domain that any force 

for policy change can emerge-'-. And it is at the level of 

rhetoric and its accompanying power, that the initiating 

political struggles are most clearly manifest and resolved, 

before moving to more substantive stages of activity, such 

as public inquiries and implementation. 

Rhetoric is a constitutive feature of policy. Its relative 

absence from the Australian cultural policy literature is 

indicative of the uncertainties associated with how policy 

formulation operates. It is an uncertain territory which is 

yet to be fully understood. The force with which the policy 

arguments can be convincingly conveyed to the public needs 

to be unpacked and interpreted. Distinctions need to be 

made between political party publicity and policy issues 

which can be publicly constructed in relation to 

stakeholders, who invest themselves in such issues, seeking 

to become part of the process. This sort of differentiation 

helps refine how the articulations may occur in the popular 

music formulation theory. 

^ Texts on cultural policy and music poUcy have few, if any analysis of 'rhetoric' as a constituent in 
the process of policy formation. Exceptions include die general considerations in Michael de Certeau's 
The Practice of Everyday Life (1984), which have more recently been examined in a non-policy context 
by John Frow in Cultural Studies and Cultural Value (1995). 
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My examination of the rhetoric of popular music policy 

initiatives recognises the uncertain appropriation of 

force, or 'symbolic power' with which participants engage 

(Frow 1995: 50). The 'set of practices or operations 

performed on textual or text-like structures' incorporates 

characteristics of rhetoric, or a 'repertoire of enunciator 

tactics', which de Certeau suggests, draws its value from 

its relationship with the Other, the object which it 

resists (cited in Frow, 1995: 47-50). The rhetoric of music 

policy formulation is defined by the enunciation of a 

position of difference from the Other, the existing music 

industry and the desire on the part of the music policy 

'initiators' to be appropriated into the Other. In order to 

make this rhetoric a constituent of the prevailing 

framework, the arguments had to enunciate what Bennett 

termed 'positive knowledges' (1989: 10). To receive 

recognition to become policy proposals, the positive 

knowledges had to be used to argue against the inferior 

existing music industry Other. 

In a further logical progression in the development of 

positive knowledge, the original set of problems that had 

been identified and incorporated into the concerns of the 

stakeholders still required a solution (Peters 1986: 40). 

At all points in these relationships, power is wielded 

rhetorically and symbolically. Agendas and objectives for 

policy action can be clearly stated and argued as a result. 

In setting agendas and objectives, a primary doorway to 

policy action is established and can be presented as part 

of the solution to the initial problem. An important first 

step in this process is that standards of rational thought 

and behaviour need to be acknowledged, so that the logic of 

the positive knowledge can be recognised and acted upon. 

Evidence of claims to 'rationality' can be located in ALP 

statements in the years prior to its electoral success in 

Victoria and federally in 1982 and 1983. In fact, the ALP 

believed that its general policy framework was 'a rational 

standard' which could be expressed as part of the rhetoric 

141 



of the Labor philosophy and presented 'as an integral part 

of the Australian way of life' (36th Biennial National 

Conference, Canberra, Neville Wran, National ALP President, 

9 July, 1984) . Statements such as these served to generate 

emotional linkages between the self proclaimed rational 

policy behaviour of the ALP's political objectives and the 

construction of the ALP within the 'everyday' agenda of an 

imagined national way of life. 

In summary, it was the forcefulness of the rhetoric which 

helped provide the popular music policy solution to the 

problem. Forcefulness may be conveyed along multiple 

avenues to generate the appropriate solution, creating 

numerous, yet conflicting opportunities for action. 

Rational responses are necessary in order to manage the 

opportunities, according to policy priorities. This 

principle is in keeping with the institutional economic 

view of political economy as a theory of change, where 

policy provides rational, democratic management of that 

change. As I will indicate, stakeholders within the ALP 

began to identify how popular music policies could fit 

within the ALP's general policy framework. They began by 

identifying youth and entertainment related issues in a 

very rudimentary fashion in the early 1980s. However, this 

was to help set an agenda for later arguments about 

establishing policies which were articulated to the needs 

of young people and the music industry. In the following 

section I will show how the forcefulness of rhetoric was 

implemented within the ALP in the lead up to winning 

government in Victoria and nationally. 

Rhetoric at work 

Popular music policy rhetoric can be identified as part of 

the policy moment of the 1980s, which was identified by the 

quest for pluralism, in which a model of participation in 

society that minimised economic and social constraints, was 

proposed (Rowse 1989). This objective was informed by 

positive knowledge about pluralism, access and equity, 

which the ALP sought to realise through a variety of policy 
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initiatives. Further expressions of this pluralistic quest 

can be identified in two sub-categories of activity: 

(1) industrial considerations for funding, distribution and 

thereby expanding musical activity; 

(2) 'government neglect' of popular music (Rowse 1985, 

1989) . 

In making this distinction, I have reworked Rowse's 

proposition, whereby the ALP's cultural policy moment of 

the 1980s is formulated under the broad objective of 

'pluralism'. 

Pluralism is used here in its generic sense, to mean an 

environment where attitudes, beliefs and behaviours are 

practiced by all citizens, and endorsed by the state, as 

long as they do not harm or damage the social and economic 

lives of others. It relies on a liberal consensus, where 

tolerance, even promotion of difference is acknowledged as 

the basis for a healthy society, yet is differentiated from 

liberalism by the fact that the government willingly 

supports and where requested, subsidises such activities. 

Used in relation to popular music policy, this definition 

of pluralism reflects tolerance for all types of musical 

expression and the opportunity to engage in musical 

activity. Public policy initiatives aimed at promoting a 

plurality of musical opportunities incorporates the notion 

of an interventionary logic expressed by the social 

provisioning concept. That is, where popular music is seen 

as an object of activity in which the community, and or 

communities of interest should be able to participate, but 

where the existing social, economic or industrial 

structures hinder such active and creative participation, 

policy initiatives are required to breach the status quo 

economic and social relations and regulate the new 

relations. Social benefits are expected to follow the 

introduction of the policy. These include the key 

objectives of access to and involvement with an improved 

variety of opportunities for musical expression. This 

rhetoric of popular music policy needed to work across all 
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these sites of activity which generate a range of 

differing, even contradictory objectives. 

For example, as I will show in later chapters, localised 

communities were the site for numerous 'micro' music policy 

initiatives, where government subsidies were used to 

provide activities where entirely new relations needed to 

be created. Although this was the site for the 

implementation of the arts policy subsidy model, in the 

late 1980s it developed into a system in which efforts to 

commodify community creativity were sometimes realised. The 

study by Hawkins of Community Arts Board initiatives has 

indicated that a similar developmental model - subsidy to 

commodification - took place in community initiatives 

(1993). This study also indicates how a similar process of 

commodification and industrialisation took place in 

community music contexts. The rhetoric that maintains the 

subsidy approach to music in the community, differs from 

the sort of rhetoric that reflects commodification issues, 

as defined by the music industry and related policy (Frith 

1993: 14). 

From an industry perspective therefore, policy initiatives 

rely on formal intervention into the market to introduce a 

dynamic model of pluralism. Here, the stakeholders are 

already in an economically sustainable relationship with 

the audience and creative artists, yet need to recognise: 

(a) the benefits of policy, as a means for improving the 

interrelationships articulated across the general framework 

of industrial organisation in which they participate; 

(b) ways of improving their specific performance as a 

result of those relationships (Clarkson, Miller 1983: 4-5). 

Articulation theory brings these two sets of activities 

into a conjunction around a policy of pluralism, by 

aligning industry concerns with the creative community. 

According to the theory, this takes place due to the 

commodification imperative, with which policy attempts to 

engage. As I have noted, the commodification imperative is 

itself given priority due to the state's enthusiastic 

144 



participation in globalising its economy and national 

industry. 

Pluralism is a complicated notion because it can also be 

invoked to bring into the foreground, broad cultural 

concepts, such as 'youth'. From a cultural studies and 

articulation theory perspective, pluralism can be seen to 

incorporate and value within the liberal consensus, the 

social experience that links youth culture with rock 

music. As Frith (1978), McRobbie (1991), Grossberg (1992) 

and numerous other writers have suggested, since the early 

1950s, popular music has been the point around which a 

range of signifiers has been built for youth. Terms such 

as 'Teen' or 'Youth' culture have served as organising 

concepts for discussions of popular music. More 

importantly, by linking youth with rock and roll, (more 

recently rock music), there was a sense in which social 

spaces could be identified in which young people could 

'find some sense of identification and belonging, where 

they could invest and empower themselves in specific ways' 

(Grossberg 1992: 204-205). An assumption here is that such 

social spaces are available, provided by a predictable 

devolution of cultural resources and access, mediated by 

economic and social 'liberalism' and the 'liberal state' 

(Grossberg 1994: 52). As I will show, in the years 

immediately prior to 1982-1983, the ALP began to recognise 

that its electoral success would hinge on an agenda where 

youth and young people's activities would need to be 

expressed as part of the policy objectives incorporated 

within the rhetoric of pluralism. This process required a 

level of forcefulness which I will examine in more detail. 

Establishing music policy rhetoric in the ALP 

Pluralism was not always a feature of the working class 

history and constituency of the ALP. After the Whitlam 

years of government, a strong sense of division permeated 

Australian political life and society at large, due to the 

controversial sacking of the Whitlam Government on November 

11, 1975. The ALP could not win back government at state or 
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federal level by constantly harping on the injustice of the 

Whitlam sacking, and expecting the electorate to respond. 

By 1978 this realisation had produced a rational, rather 

than an emotional response within the ALP, in the form of a 

National Committee of Inquiry. Consequently, instead of 

divisions between political and class interests, the ALP 

began to formulate its own positive knowledge about the 

issues facing Australia. Foremost among these issues was 

the concept of pluralism, and consensus. In this section I 

will outline the development of a pluralistic approach to 

policy, which was built on recognition of the need to 

incorporate youth issues into the party. I will provide the 

background to the creation of policies in the Victorian 

branch of the ALP in the years from 1979-1983, which were 

incrementally built into a structure which supported the 

popular music policies introduced by both the Victorian 

and Federal Governments. 

The evidence drawn from Labor Party documents shows that 

structural changes in the Victorian State branch, brought 

about by activists in Young Labor, established the 

framework for effective rhetoric and the implementation of 

music policies from within government and the bureaucracy. 

Before this position could be reached in the mid-1980s, 

major shifts in Labor Party thinking and behaviour were 

required. As I will show, these took place relatively 

quickly. 

A defining contribution to the changing nature of the ALP 

came from R.D.Hogg, State Secretary of the Victorian 

Branch. He wrote to the National Committee of Inquiry on 18 

July, 1978: 

Organ i s a t i ons such as ours a r e o r g a n i c . They grow and adapt 

t o c i r c u m s t a n c e s - a d m i t t e d l y sometimes s l o w l y . Changes 

t h a t we a r e t a l k i n g abou t in some form or o t h e r a r e 

c e r t a i n l y overdue, and a t a Na t iona l l e v e l t h e o r g a n i s a t i o n 

has not grown or responded r a p i d l y enough t o t he changing 

n a t u r e of our s o c i e t y . 
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The realisation that the party should reflect the changing 

nature of society was antipathetic to many, who operated 

with a class-based perspective which made it difficult to 

admit middle class and educated members and interests to 

the ALp2 . Yet the claim that Australian society was 

changing and with it the way in which alliances between 

classes and interests were formed, was a signal that the 

ALP had to find new ways of approaching policy formation. 

The idea that new alliances were needed was noted by 

Victorian ALP leader Frank Wilkes, when he summed up the 

changing environment at the 3 4th National Conference in 

Melbourne (27-29 July 1979): 

It is only through a partnership of unions, the community, 

the Government and business that we can bring prosperity to 

Victoria. 

New pluralism was being built out of alliances that had not 

been possible in the limited perspective created by the 

trade union movement: 'labourism' was disappearing 

(Beilharz 1994: 196). It was too early to recognise what 

would become more pressing by the mid-to-late 1980s: the 

need for industry policy and a continuation of the 

intrusion of traditionally anti-Labor corporate industry 

interests into the party fold. However, Wilkes and Hogg had 

identified that party activity would converge around a 

diverse range of (pluralistic) interests, aimed at meeting 

economic and social objectives. 

Yet if pluralism was to be expressed as a partnership 

between previously contradictory interests which would work 

towards an industry policy, youth was a site around which a 

set of different concerns would converge. In general, the 

National Committee of Inquiry hinted at this when it handed 

its Reports and Recommendations to the National Executive 

in March 1979. The terms of reference of the committee made 

it clear: 

2 See for example the difficulties experienced by Herbert Vere "Doc' Evatt an academic, scholar and 
brilliant policy thinker, who led the ALP in the 1940s, often under great internal opposition (Crockett 
1993). 

147 



The Committee was required to investigate "the changing 

social, economic and demographic structure of the 

community". It is our conclusion from this investigation 

that the coming decade will be among the most momentous in 

Australian history. 

The 'demographic structure" of the community had to include 

broad interests if a pluralistic model of Australia was to 

be applied when the ALP came to government. This would 

later include an attempt at multiculturalism, aimed at 

enriching the ethnic diversity of the country. Although it 

was not expressed in the 1979 document, the concerns of 

young people and their cultural and social experiences 

would need to be recognised if the changing demography of 

Australia was to be reflected in the ALP. 

More significant than the rhetoric of dramatic change in 

Australia, were the recognised limitations to achieving 

pluralistic outcomes. The media was identified as a 

component of the changes in society and one of the key 

factors in constructing a new ALP policy strategy of 

diversity and pluralism. Appearing under the heading 'The 

ALP and the Media', the National Committee of Inquiry 

raised as an issue of priority the question of media bias 

against the ALP (Jaensch 1979: 13). Technological change 

was seen to offer a number of possibilities for overcoming 

media bias, although the documents merely signal 

opportunities for new avenues of communication through low 

cost broadcasting. They do not detail a futuristic 

scenario, where technology would provide a cost-effective 

solution to public access and a pluralistic model of broad, 

popular access to media. Rather, practical solutions to 

media bias issues were proposed by the committee, which 

suggested 'several ways in which the ALP could improve its 

communication performance', including: 

a) better use of existing media facilities; 

b) encouraging diversity in the number of media outlets 

available; 

c) establishing additional media outlets sympathetic to the 

ALP; 
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d) within the party, better use of organs such as trade 

union papers (Jaensch 1979: 18). 

Items (b) and (c) were particularly prescient. They pointed 

to structural considerations about the flow of information 

that would need to change if a pluralistic Australian 

society was to evolve. The sort of pluralism the committee 

anticipated was to be built up by media interests friendly 

to the ALP, outside the existing news media hegemony. 

However, this internal ALP policy rhetoric did not 

acknowledge the relationship the news media may have with a 

much broader media sector, such as specialist youth media, 

or popular music and the media. The explicit expression of 

youth with media was absent, as indeed was the 

acknowledgment of youth as an important area for policy 

development. This came from elsewhere: youth itself. 

The interests of young people within the party came from 

young people in the Victorian ALP. Evidence that youth 

policy initiatives were to be added to the activities at 

the forefront of ALP policy have been identified in 

documents from the Victorian branch. In 1980-1981, the 

Youth Policy Committee of the Victorian branch put forward 

a series of recommendations aimed at increasing the profile 

of youth within the party. This followed a survey of youth 

membership of the Victorian party. The Youth Policy 

Committee meeting of 30 October 1980, included the 

following results: 54 per cent of ALP branches in Victoria 

had no members under the age of 25 (committee minutes Box 

631)3. These results confirmed the worst: 'The survey has 

continued the general impression that the ALP has made 

little headway in recruiting members under the age of 25', 

the Youth Policy Committee noted, adding that women and 

youth under 20 were 'particularly under represented' in the 

ALP (committee minutes Box 631). 

3 References to "Box" denote boxed sets of ALP records held by the State Library of Victoria, The boxes 
include ad hoc collections of Victorian branch and some Federal executive ALP papers and documents 
from the late 1960s until the mid-1980s. No catalogue system operates to detail the contents of die 
boxes, although there is a general box content Ust available. 
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The response to the survey was well coordinated. At the 

following month's meeting. Youth Policy Committee members 

(Lindsay) Tanner (since 1990, the ALP member for Melbourne 

in the House of Representatives) and Mattarozzi put a 

motion that sought to find solutions to the low levels of 

youth membership and strategies for remedying the 

situation. Early the next year the committee recommended 

that the State Conference of 1981 agree to restructure 

Australian Young Labor. Such a restructure was to include 

an Annual Youth Conference of the ALP. Victorian 

initiatives continued apace. On 30 April, 1981 the 

inaugural meeting was held of another new strategic group 

within the Victorian ALP: the Melbourne (Federal Electorate 

Assembly) PEA Youth Assembly^. It was to be convened by the 

FEA executive once a year, 'or as required thereafter', and 

' chaired by the FEA president or nominee from the youth 

group' (letter from Margaret Burden, Youth Affairs 

Committee secretary to Simon Crean, 3 August 1981, box 

631) . Perhaps the success of this motion can be gauged by 

the fact that it became Rule 26 ('re Australian Young 

Labor') of the Victorian Branch of the ALP. This snapshot 

of initiatives from Young Labor indicates that in the 

period leading up to the election of the Cain Labor 

Government in April 1982, youth issues began to receive 

greater emphasis within the party, although as this study 

indicates in a number of instances, the appearance of youth 

as a site for policy activity was most frequently 

circumstantial. Instead of being a site for positive 

knowledge, where a set of objectives were defined and 

rationally argued for, youth policies within the Victorian 

ALP in these formative years, erupted out of nowhere. 

Fortunately the party had the foresight to have the 

administrative committee structures in place to exploit 

such eruptions, which facilitated their to progress to 

youth policy status. It was a pragmatic process. 

^ The FEA is the governing body for each electorate. It monitors the activities in branches throughout 
electorates, calls for and accepts nominees for committees and generally oversees the activities of the 
Federal ALP's local, branch based representation (ALP Party Rules). 
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After the euphoria of the election of Labor to Government 

in Victoria, youth policy issues began to move from the 

party organisation into the bureaucracy. Certainly a key 

motion appeared at the 2 February 1983 meeting of the 

Youth, Sport and Recreation Committee of the Party. Moved 

Penaluna and Mannders it established what could be 

described as a model on which youth policy was to be built: 

That the Youth Sport and Recreation Committee of the ALP 

recommend to the Minister of Youth Sport and Recreation 

that he establish a Working Party for the purpose of 

providing a basis for a comprehensive youth policy for the 

Victorian Labor Government... it should demonstrate a strong 

commitment to improving the position of young people in the 

community...that the Working Party be instructed to consult 

as widely as possible with young people, youth 

organisations and other relevant bodies within Victoria in 

order to develop such a basis for policy (committee minutes 

box 647). 

The Strength of the rhetoric is palpable. The motion 

outlines a range of possibilities and, as I noted above, is 

really a key agenda item in the youth policy formulation of 

the era. 

Confirmation of the achievements of the push for a youth 

policy in internal party rhetoric had already appeared at 

the June 1982 State conference, just two months after the 

election of the ALP to Government in Victoria. The 

conference agreed that the Youth Policy Committee would be 

the 'one policy committee dealing with youth policy 

matters' (Rule 14.11) (letter from State Secretary, Peter 

Batchelor to Anthony O'Donoghue, 31 August 1983, box 647)5. 

The transition from policy proposals and party rules to the 

day-to-day workings of government took place during 1983. 

Victorian ALP head office recognised the importance of the 

5 The full rule read: 'Aimually there shall be convened a State Youth Conference of delegates under 26 
years chaired by a party officer or the chairman of the Youth Policy Committee. This committee shall 
receive reports from the Youth Policy Committee and make decisions concerning resolutions submitted 
from the organs of the party' (Victorian ALP Rules, 1983, p 31). 
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issue, with a letter to a busy Youth Policy Committee 

meeting on 7 June 1983, that reinforced the motion quoted 

above and yet again recognised the need for a 'coordinated 

youth policy for Victoria' (box 647). 

A variety of youth committees were formed at this time, 

including a 'Youth Task Force', which was concerned 'with 

the actual implementation of youth policy and the 

broadening of the policy' (Youth, Sport and Policy 

committee meeting, 7 April 1983, box 647). A Department of 

Youth Sport and Recreation, together with an Office of 

Youth Affairs was formed by mid-1983. This followed an 

address to the Youth, Sport and Recreation Committee, by 

the Minister for Youth Sport and Recreation, Ron Walsh, on 

15 March 1983, in which he said that 'the Government had to 

demonstrate that it was serious about youth policy' 

(committee minutes box 647). 

The impact of this rhetoric and the associated commitments 

began to seep thorough to Federal ALP committees. On 8 June 

1983, barely three months after the ALP won the Federal 

election on 5 March 1983, Joan Kirner, the convenor of the 

State ALP Youth Policy Committee (and later Premier of 

Victoria) agreed to raise the subject of youth 

representation as part of a National Committee for 

Education and Youth (Youth Sport and Recreation committee 

meeting, box 647). 

Such incorporation into the senior structural machinery of 

the State and Federal ALP indicated that youth policy 

issues would not be marginalised, but be part of the 

party's policy corpus. This was to become significant much 

later in the 1980s, when music policy issues became part of 

industry policy, as well as youth policy. There were during 

this time, indications that youth policy needed to be 

related to the real world activities of youth, such as 

music and entertainment, although the examples from the 

early 1980s are rare. Certainly one indication of the 

possibilities occurred at the first meeting of the FEA 
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Youth Assembly, chaired by Lindsay Tanner, on April 4 1981. 

Here, a set of objectives were agree to which recognised 

the important linkages between youth policy and music. In 

particular, the FEA Youth Assembly agreed to 'recruit new 

young members for the ALP', and that recruiting should be 

directed through schools where possible, trade unions and 

in general places where young people congregate for 

entertainment' (committee minutes Box 631, emphasis added). 

This is the first indication that entertainment was an 

identified site for ALP youth policy action. 

Translating this type of policy activity into the media 

domain did not require much time. Margaret Burden, the 

Youth Policy Committee's secretary wrote to the committee 

about a funding crisis at community broadcasting radio 

station 3RRR. Her letter was tabled at the meeting of 21 

May 1981, in the month following the first Youth Assembly. 

If the station staff and volunteers do not raise $50,000 

the station will collapse. As there are only two 

alternative information radio stations in Melbourne. 3RRR's 

closure would be disastrous for progressive groups such as 

the ALP (committee minutes Box 631). 

If Burden had been reading the National Committee of 

Inquiry Report from 1979, the documents do not say. 

Nevertheless, it is possible to see a convergence of 

general policy and youth policy in the call for added media 

diversity and for more media sympathetic to the ALP which 

was circulating within the youth sector of the Victorian 

ALP. The concern for the survival of the radio station 

reinforces the linkage between youth media access and 

pluralism^. 

Later in 1981, another issue was raised within the 

Victorian Youth Affairs Committee that linked the party to 

^My own experience as a 3RRR volunteer and program announcer during 1982-1983 (and at 2XX m 
Canberra from 1979-1981) was that the public radio sector and 3RRR in Melbourne was self
consciously 'progressive', playing new, often punk and new wave music, while also broadcasting 
politically challenging interviews aimed at disseminating material that would not be otherwise heard. 
Its commitment was undoubtedly to a pluralistic media enviroiunent and to a society in which music 
was a vehicle fOT change (Wame 1987, Potts 1992). 
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other groups within the state. This was the situation 

facing young people in country areas. Youth organisations 

in country Victoria were disadvantaged and the committee 

agreed that there was a need to meet the needs of such 

groups (committee minutes, 16 November 1981). No solution 

was proposed to this issue by the Youth Affairs Committee. 

A possible solution was however, proposed as part of the 

brief for the Local Government Task Force at its meeting on 

27 October 1982, where the activities of local government 

and the ALP were to be examined. Sport and recreation were 

the primary activities for ALP recreation policy at the 

time, where recreation within local government was 

recognised as an area of need and a site for new policy 

initiatives. The emphasis on sport was almost obsessive. 

For example, in December 1983, State Secretary of the 

Victorian ALP, Peter Batchelor put 12 National Sport and 

Recreation Policy Proposals to Federal Labor - 11 of them 

were about sport. The only non-sport initiative was for 

funds to build 'family leisure centres', 'to be constructed 

on or near existing school sites, but owned and managed by 

Local Government for the benefit of the whole community' 

(letter from State Secretary, Peter Batchelor, 13 December 

1983 box 647). Although commitments such as these were 

generally vague, they set the agenda for policies and 

activities which could be directly articulated to popular 

music policies, once a leisure infrastructure of facilities 

in the community had been established. 

The ground swell of activity launched especially from 

within the Youth Affairs Committee in 1980-1983, 

established youth at the forefront of a push to recognise 

new opportunities for that sector of the party. The 

incorporation into the Party Rules of issues relating to 

youth followed the political activities of youth members 

which quickly became part of the mainstream of the party. 

More importantly, Victorian youth activists were able to 

link young people's concerns to the party - entertainment, 

youth clubs, community radio - making it possible to 

154 



recognise youth activities as sites for ALP policy 

initiatives. As I will indicate later, these preliminary 

developments established the framework for Victorian and 

Federal popular music initiatives that were directed at 

young people in the mid to late 1980s. The initiatives also 

served to expand the horizons of the ALP, thereby assisting 

the senior (non-youth) administrators and politicians 

recognise that a pluralistic policy agenda was an 

appropriate objective for the party to pursue. 

These structural changes generated an environment where 

youth concerns were related to music activities later in 

the 1980s. Stakeholders in the ALP during the years under 

review have indicated that the strength of purpose within 

the reorganised youth sector of the party played a major 

role in bringing popular music to the foreground of youth 

policy in the mid to late 1980s (Funston and Stephen 

Interviews). Equally significantly, the rhetoric at work 

within the youth section of the Victorian ALP was brought 

into alignment with the general pluralistic rhetoric of the 

policy objectives of the party, as Victorian FEA ideas were 

absorbed by the Federal Government in Canberra. The 

rhetorical forcefulness and energy which operated within 

the party helped manufacture the sense of policy direction 

which ultimately set the party agenda. Party rhetoric 

itself was determined by these developmental programs that 

formed the basis for a return to power in 1982-1983. It 

must be assumed, (given that documents do not contain the 

necessary verbal inflections necessary for a full 

linguistic investigation of rhetoric), that the party room 

meetings and debates at national and state conferences, 

combined with the urge to win elections and therefore 

government, also carried persuasive rhetorical power or 

force. 

In hindsight, it is relatively easy to see how the isolated 

actions of the Victorian youth committee influenced the 

mainstream of the ALP and the national body. Put simply, 

the determination to create a place for youth within the 
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national structure of the ALP, became part of the rhetoric 

of a well organised Victorian Young Labor movement during 

the early 1980s. Placing youth on the ALP agenda coincided 

with the change in social policy focus, which fitted snugly 

with the objective of pluralism. The explicit goal of 

social provisioning cannot be identified from this 

research, due to the rudimentary nature of the party 

debates and the pressure to establish structures within the 

party that could meet the expected demands of government. 

Such goals had to wait for policy maturation at a later 

time. Furthermore, there is little if any evidence that 

popular music was linked directly to youth and that such a 

linkage had a part in the policy environment in the 

formative and early days of Victorian and Federal Labor 

government beginning in 1982-1983. Almost by default, the 

3RRR funding issue and the community centres for 

entertainment unconsciously set the tone for later 

initiatives. Generally therefore, there was little if any 

rational policy action for music, yet a clear need to 

incorporate youth into the central structures of the party. 

It was a pragmatic start. 

My research has indicated that the rhetoric within the 

Victorian branch of the ALP in the early 1980s, was what 

could be described as 'positioning rhetoric'. I define this 

as the activity associated with establishing and asserting 

a position in relation to the Other - in this case the 

existing party structures. My examination of the party 

records indicates an absence of rational planning in the 

development of music and youth policy. Yet it indicates 

that 'positive knowledge' was effectively invoked by the 

Youth Committee in their attempts to be recognised as 

policy players within the party and to become stakeholders 

in the more general policy environment. In the context of 

building a pluralistic party platform, the rhetorical 

forcefulness of Victorian Young Labor was effective. 
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Chapter 8 

Working the rhetoric 

In this chapter I will examine a series of questions 

arising from the rhetorics which gained circulation within 

the ALP and the political context in general. I will 

indicate the linkages between the general social and 

industry context together with specific moments at which 

popular music policies were taken up and promoted. In 

identifying the linkages, I will address the following 

questions: 

Who and what circumstances shifted the initiative from the 

rudimentary policy structures of Labor Party planning and 

organisation - as indicated in the last chapter - to the 

realm of genuine policy activity? 

Why and how did this shift take place? 

In answering these questions I will indicate how the plans 

for ALP popular music policy were poorly constructed and 

relied on determined individuals with links to government. 

Generally, popular music policy development had 

similarities with what has been described as the history of 

'ad hoc' approaches to communications policy in Australia 

(Evans 1983). This was the case until 1991 when the first 

comprehensive review of Australian broadcasting law in 50 

years was undertaken before the introduction of the 1992 

Broadcasting Services Bill (Armstrong and Lindsay 1991) . 

Significantly, many of the initial approaches taken in the 

early to mid-1980s did not follow an informed sense of how 

the existing music industry functioned in Australia. As I 

will show later in the thesis, this proved to be a major 

stumbling block once initiatives had been achieved. 

The research presented in this chapter shows that the 

influence of one or two determined, key individuals 

suggests that it was the personal ambition and commitment 

based on experience and party contacts which initially 

influenced government policy making more than careful 

planning. Little evidence of the conscious articulation of 
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social policy with industry policy was present in these 

individual efforts. A rational approach to industry 

planning and policy is limited, as opportunistic interests 

struggle with a clearly expressed consensus of long term 

evolutionary social benefits. Yet in the early, non-

documented stages of popular music policy formation, key 

individuals were those who identified a problem and 

resolved it with a policy solution. In this respect, I am 

identifying Graham Stephen, Peter Steedman and a coterie of 

Victorian bureaucrats who were also active in the early 

initiatives, as purveyors of the 'cultural process' who, as 

Simon Frith suggested, found that popular music provided a 

'solution to the problem of being an intellectual' (1992: 

179). More particularly, they also became involved in the 

cultural process because they saw solutions to practical 

and industrial problems, with political spin-offs, such as 

the attraction of the youth vote. 

The title of this section reflects the overwhelming 

evidence that the policy opportunities in popular music 

were taken up by a new generation of ALP politicians and 

Labor activists from the late 1970s, especially from 1982-

1983, when Labor Governments came to power in Victoria and 

Federally. They in turn, linked up with like-minded 

bureaucrats to encourage the implementation of their 

preferred policies. This relationship between politicians 

and bureaucrats is not altogether clear. Aspects of the 

political and policy apparatuses of the state may not 

always work in harmony to seek shared objectives in a 

symmetrical relationship, despite suggestions to the 

contrary, for example, as the popular music policy 

formulation theory suggests. Nevertheless, I am proceeding 

on the evidence that indicates that the disjunction between 

politicians and bureaucrats was not entirely counter 

productive. Nevertheless, they operated in an environment 

of distrust and occasionally resentment towards each other, 

which is reflected in strongly-felt descriptors such as 

'bureaucratic petty self interests', 'bureaucratic fuck 

heads' (Steedman Interview 1992, Stephen Interview 

158 



1993). This was because activists on the left of the ALP 

had to engage in a process to convince politicians that 

they should take the policy idea of popular music 

activities and trust its implementation to bureaucrats who 

were often beyond the direct control of the Labor Party. 

With support from activists such as Peter Steedman and 

Graham Stephen in Victoria, State and Federal politicians 

'worked' the existing rhetoric. 

As I suggested in the chapter on the efforts of Victorian 

Young Labor to establish youth activities as a location for 

policy action within the ALP, there was no recognised 

environment for popular music policy. The evidence suggests 

that popular music was of little if any interest to Labor 

Party politicians, except as an exercise in attracting the 

youth vote. 

Generational change unrealised 

Taking the existing rhetoric into the space where positive 

policy activity could begin, required two rudimentary, yet 

fundamental constituents: information and engagement. Both 

constituents of the policy process should have been 

available in considerable measure in a group of young Labor 

Party politicians. In the Australian popular music policy 

case, a group of key young politicians entered the federal 

political arena at or before the 1983 Labor Party election 

win and played mixed roles in overseeing the popular music 

initiatives, or influencing them during the following years 

as Ministers. An examination of their birth dates indicates 

that in 1983, with the exception of Susan Ryan, none of the 

Labor Party politicians were 40 years old or over. The 

Prime Minister, Bob Hawke was relatively young at 54. 

While age may be of little overall significance in many 

political and policy considerations, the linkage between 

those people in western capitalist societies who grew up 

with popular music and maintained an interest in it is 

significant in discussions of the history of contemporary 

popular music developments (Middleton 1990, 7-11, Grossberg 
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1992). Detailed research has suggested that as people age 

they maintain their musical preferences, so that people who 

grew up listening to rock music as young people will 

continue to listen to and use that style of music 

throughout adult life (Robinson and Fink 1988: 238). This 

may not be the case for all the politicians listed below.^ 

Yet their ages suggest that the formative years of their 

lives were those ones, during the 1950s, 1960s and 1970s, 

when rock music informed a new set of social considerations 

and social behaviour. The following list shows the birth 

dates and where relevant, the portfolios held by the young 

Labor members. Often by the time they reached senior 

positions they were well past 40 years of age. However, the 

relationship between their experience of popular music, as 

the ubiquitous cultural and social activity of the years in 

which they were teenagers is intended to reflect on the 

possibilities of taking such life experiences into the 

policy formation process. 

Peter Baldwin, born 1951, Minister for Higher Education 
and Employment Services (1990-1993), in 1983- age 32. 

Kim Beazley, born 1948, Minister for Transport and 
Communications (1990-1991), academic, including 
publications on his teaching subjects at Murdoch 
University, social and political theory. The Politics of 
Intrusion, The Super Powers in the Indian Ocean (joint 
author), 1983 - 37. 

Rick Charlesworth, born 1952, Member Caucus Environment, 
Recreation and Arts Committee, Parliamentary liaison Group 
on AIDS, 1st class cricket and hockey player, 1983 - 31. 

John Dawkins, born 1947, Minister Assisting the PM on 
Youth Affairs (1984-1987), Minister for Trade and Minister 
for Employment Education and Training (1987-1991), 
Treasurer (1991-1993), 1983 - 38. 

^ In at least two cases during the years under review, I attended public presentations by Ministers 
Beazley and Willis, who were announcing or launching extensions of the ABC'S Triple J national 
youth network. In bodi cases these politicians acknowledged that Uiey had no interest in the styles of 
music broadcast by Triple J. They noted however, that their 'responsibility' was not to allow their taste 
to dommate the recognised need for youth to have access to their own music. These conunents were 
made informally, during presentations, yet were not part of the scripted speeches. My recollection of 
such 'informal' comments reinforces the relevance of my methodological concerns fw such information 
which circulates without any documentation, yet provides a potentially more accurate indication of die 
relationship key players may have with the subject. 
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Gareth Evans, (Senator), born 1944, Minister for 
Transport and Communications (1987-1988), 1983 - 39. 

Ross Free, born 1943, Minister for Science and Technology 
(1991-1992), Minister for Schools, Vocational Education and 
Training (1993-1996), 1983, 40. 

Alan Griffith, born 1952, Minister for Industry, 
Technology and Regional Development (1993-1994), 1983 - 31. 
(NB: Griffith's lists music as one of his recreations). 

Paul Keating, born 1944, Prime Minister (1991-1996), 
Treasurer 1983-1991, manager Ramrods, 1960s, 1983 - 39. 

Ros Kelly, born 1948, Minister for Communication and 
Aviation (1988-1990) Minister for the Arts, Sport, 
Environment, Tourism and Territories (1990-1991), 1983 -
35. 

Graham Richardson, (Senator), born 1949, Minister for 
Environment and the Arts (1987), Minister for Arts, Sport, 
the Environment, Tourism and Territories (1988-1990), 1983 
- 34. 

Susan Ryan, (Senator), born 1942, Minister Assisting the 
PM on the Status of Women (1983-1988), Education and Youth 
Affairs (1983-84), 1983 - 41. 

Bob Hawke, born 1929, Prime Minister (1983-1991), 1983 -
54. 

(Source: Australian Who's Who. 1995 and 1996). 

The most significant people in popular music policy from 

the above list were John Dawkins, Paul Keating and Ross 

Free and one unexpected ally from the right of the party, 

Leo McLeay, Speaker of the House of Representatives from 2 9 

August 1989 until 8 February 1993. Aged 38 when Labor won 

the 1983 election McLeay became Steedman's keenest 

supporter, as I shall show in chapter 10 (Steedman 

interview 1996). Later arrivals to Federal Parliament, such 

as Michael Lee as Communications and Arts Minister, and 

Senator Peter Cook as Minister for Industry, Science and 

Technology and Duncan Kerr, Attorney General, played a role 

in discussing and attempting to resolve popular music 

policy issues in the mid-1990s, by which time the popular 

music policy moment had passed. 
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Generational arguments turns in part on extra-political 

rhetorics, which add cogency to my argument about the 

relevance of youthfulness coupled with the social relevance 

of Labor during the 1980s. For example, considerable 

publicity was attached to Paul Keating's management of the 

1960s Sydney band The Ramrods. The cultural baggage 

associated with his involvement was used as a background 

for creating political cues for a politician who did not 

appear at ease with popular music and who praised the 

virtues of classical music, esoteric architecture and 

seventeenth century French clocks (Carew 1988). However, 

this youthfulness was exploited in political campaigns 

merely as a background to the rough and tumble of politics 

during the Hawke years of the 1980s. As I will indicate, 

the generational links to popular music had a relatively 

important role to play in the policy process, during the 

McLeay Report hearings and in the final recommendations. 

Age was publicly exploited by Labor later, during the 1993 

Federal election. Riding on the back of a shift in age of 

the US President, Bill Clinton, Paul Keating borrowed from 

Clinton the term 'generational change' to define his 

attempts at creating a Labor vision for Australia (The Age, 

21 October 1992: 7, Gordon 1993: 7). He used the term to 

differentiate himself and the ALP from the conservative 

parties, constructing a sense that the Liberal-National 

Party coalition was backward-looking in its policies. In 

exploiting the age of Labor politicians, Keating promised 

'a baby boomer Cabinet' during the March 1993 election 

campaign (Taylor 1993: 4). Keating won the election, yet 

looking at the sequence of events, by 1993, a youthful team 

of politicians who were first elected to Government in 

1983, were no longer as fresh faced as they had been a 

decade earlier. 

More significantly, Keating was not alone in this rhetoric 

of age and the quest for relevance, in what can be seen as 

a quest by political parties to attract the youth vote. In 

1990, the New South Wales Minister for Health and the Arts, 

162 



Peter Collins announced 'a special allocation of $50,000 

for support of rock music, a previously undervalued area of 

contemporary music' (Cochrane 1990: 9). This proved, 

editorialised the Sydney Morning Herald journalist, that 

Collins's 'seemingly coveted Paul Keating's street 

credibility, generated by his management of the Ramrods, 

as well as proved that Collins's passion for rock was 

'equal to Keating's and just as long standing', as Collins 

himself put it (Cochrane 1990: 9). In 1992, Dr John Hewson, 

the leader of the Liberal Party, had referred to Clinton's 

election victory, saying, 'America had clearly voted for a 

generational change of leadership' (Metherell & Johnston 

1992: 12). By the 1990s, the generation of conservative 

politicians who grew up with rock began to draw on their 

own links to their youth, leaving the ALP with little room 

in which to differentiate itself as a party of youth and 

popular entertainments, tainted with images of reform and 

change. 

The opportunity by Labor to exploit the age issue was lost 

by 1993. By the 1990s, Labor politicians attempted to 

remake themselves, taking an active interest in the 

subsidised arts, evidencing little if any understanding of 

the existing music industry. Certainly the change in 

concern for the creative sector came late, after the grand 

symbolic issues of economic reform such as floating the 

Australian dollar had been achieved. Once again it was 

during the 1993 election campaign that the most explicit 

statement was made on the importance of the Arts 

certainly not the popular music industry, which had to wait 

until the following year to enter the arts through a focus 

on cultural industries. During the campaign, Keating 

promised 'to put cultural considerations into the 

mainstream of decision making', while also committing 

himself to making the Commonwealth Arts Minister a member 

of Cabinet (Neill and Porter, 1993: 6). This followed an 

accumulation of government and bureaucratic activities 

involving detailed reports on the Arts, culminating in the 

announcements made in Creative Nation, the Federal 
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Government's defining arts policy statement of October 

1994. It included popular music, which had the appearance 

of an afterthought rather than a key initiative, which had 

to wait for the Federal Government to convene a 

contemporary music summit in 1995. In turn, the summit 

arose from the activities of committed individuals who 

could pressure the government to incorporate popular music 

into its cultural policy considerations (Creative Nation 

1994: 30). More importantly. Creative Nation acknowledged 

that Australia's potential to maintain an indigenous 

popular music industry had been inadequately addressed and 

that the time for active engagement with popular music 

policy had to be made up by recourse to the summit. Yet by 

1994, bold popular music policy statements seemed like the 

panic of a government attempting to make up lost ground. 

The Government recognises that there is current concern 

that the wave of successful Australian recordings is 

declining. Particular concern has been expressed that 

government cultural agency support has favoured other 

musical forms over contemporary music (Creative Nation 

1994: 30) 

Yet this panic was combined with a form of policy 

appeasement of those who believed the government did not 

have an adequate approach to popular music policy by 1994. 

In the context of the Arts, popular music was a poor 

relation to the subsidised arts sector, where the rhetoric 

was linked to notions of inclusion and access. As I will 

show in the next section, it was the vigorous, often 

polemical activity of one or two uniquely engaged 

individuals who initially brought the specific rhetoric of 

popular music into synchronisation with the policy process, 

which produced a history of inadequate responses by 

government. 

Rugged Policy Individuals 

Peter Steedman 

Of the recognised group of politicians who were defined by 

their generational difference from previous Australian 

governments, the most important was Peter Steedman. A long 
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term Victorian ALP activist and journalist Steedman was 

born 7 December 1941 - 'the day Pearl Harbour was bombed' -

making him 42 in 1983 (Phone Interview, 1996). Steedman's 

powers of communication were greatly underestimated by 

people who believed his blustering manner as the larrikin 

'wayward rocker of politics' was the extent of his talent 

(Freeman-Greene 1990: 11). Well before he was elected as 

the Federal member for Casey in 1983, he had been involved 

in progressive issues. He lost his seat in the Federal 

election of 1984, after which he committed himself to 

seeing popular music policies implemented. His years as a 

Labor party member and his year in Canberra taught him who 

the power brokers were in politics and the bureaucracy. 

Off-the-record comments suggest that his personal fury at 

his loss in the 1984 election engendered more rather than 

less constraint in his persona, with suggestions that he 

would virtually 'kick down the door of Treasurer Paul 

Keating's office and demand money for rock and roll'. That 

such apocryphal anecdotes were in circulation served to 

raise Steedman's standing among some of his supporters in 

the ALP and others who came to see him as a vehicle for 

popular music policy. Steedman did little or nothing to 

suppress his roguish mythology, indeed added to it in 

public utterances. 

The basis of the company's (Ausmusic's) survival, without 

me being too smart about it, has been the way that I 

operate in the political arena - blackmail, thuggery, who I 

know and what I know that you did 30 years ago that no one 

knows yet (1992 CIRCIT seminar). 

Against this background of forthright bravado sits the 

astute and committed political person. Steedman was adept 

at recognising a social issue from which political benefits 

could flow: in youth and popular music he recognised a 

ready-made combination and sought to exploit them (1992 

CIRCIT seminar). By his own admission, Steedman was 

'involved in every key popular music policy initiative 

during the time Labor was in power in Victoria and 

Federally' (1992 CIRCIT seminar). This claim is disputed by 
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Graham Stephen, who began working with Steedman in 1985, at 

about the time popular music began to surface as a publicly 

funded event in Victoria (Stephen Interview). I will 

discuss the details of Stephen's individual contribution to 

popular music policy later. Yet both Steedman's and 

Stephen's accounts of the developments recognised that the 

formal policies and their implementation resulted from a 

convergence of interests: available funding; their 

opportunistic ability to identify the rhetorical space the 

ALP opened and provide the necessary subsequent set of 

arguments for establishing the institutional structures 

that ultimately came into being; an agreeable political 

environment. 

Steedman, unlike Stephen who came from an arts 

administration and event management background, had a 

particular passion for popular music. The Age headlined its 

199 0 profile of Steedman and Ausmusic, of which he was 

executive director: 'Guardian of the rock and roll 

industry' (Freeman-Greene 1990: 11). Steedman, the article 

says, 'found himself drumming up support for an industry 

that had been ignored by governments until they realised 

how much money it was making' (Freeman-Greene 1990: 11). 

For Steedman, this was a key part of the story. His 

interest in popular music had seen him involved in it as a 

student, when it was used as part of a well orchestrated 

organisation in the anti-Vietnam rally era, with Steedman 

maintained his critique of international music culture from 

this time, referring to 'the copycat mentality' of 

Australian rock'n'roll in the 1950s (1992 CIRCIT seminar). 

Furthermore, he expressed disappointment at the 

unoriginality of early Australian rock and roll, when 

'cover versions of US hits by Australian stars' such as 

Johnny O'Keefe and Little Patty were the only locally 

originated music on offer (1992 CIRCIT seminar). 

His historical view was further coloured by a sort of 

historical resentment of the failure of Australian rock and 

roll on the global stage. The Australian music that 
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i n s p i r e d S teedman ' s you th was no t t r a n s l a t e d i n t o g l o b a l 
s u c c e s s f o r t h o s e b a n d s . Tha t o c c u r r e d f o r d i f f e r e n t 
per formers i n t h e 1970s and 1980s, e s p e c i a l l y bands such as 
Men At Work, L i t t l e R i v e r Band, INXS, Midn igh t O i l and 
Kyl ie Minogue. Steedman drew on h i s emot ional a t t achment t o 
t h e f a i l e d p a s t , u s i n g i t t o suppor t h i s q u e s t f o r popu la r 
music i n i t i a t i v e s t h a t would minimise t h e r i s k of g l o b a l 
f a i l u r e fo r A u s t r a l i a n popu la r music t h i s t ime around. 

Why did the Easybeasts die? Very simply. They had great 

records, they went to England. They had no management, they 

d idn ' t know what they were doing. They had no marketing 
plan. There was no industry base, there was no training, no 

knowledge, there was no way they could get t h a t 
information. You had to go and try i t and jump in the deep 

end (1992 CIRCIT seminar). 

His a n x i e t y was no t assuaged by t h e remarkable p o p u l a r i t y 

and c o m m e r c i a l a c h i e v e m e n t s of A u s t r a l i a n f i l m . He 
i d e n t i f i e d t h e f a i l u r e of educa t ion and t r a i n i n g as a cause 

fo r t h e g l o b a l f a i l u r e and t h e i n a b i l i t y of A u s t r a l i a n 
music t o succeed on i t s own t e r m s , w i t h o u t t h e dominat ion 

of m u l t i n a t i o n a l r e c o r d companies. 

within this industry there was no way to get in. Acts were 

s ta r t ing to break, we were becoming the flavour of the 

month in America. Crocodile Dundee had just gone through. 

There was no solid base. There was no educational training, 

there wasn't any basic promotional ac t iv i ty . There wasn't 

any working together of the industry. There was no cross 

referencing between radio and the records, or the managers 

or the needs of people. There was no marketing strategy of 

how to do i t . I t was par t icular ly so in areas of women. 

There was no way into i t , except the t radi t ional areas of 

the casting couch, i t seemed, alleged, apart from a few of 

the a r t i s t s and there were no ways where people, 

part icular ly young people, could get into i t (1992 CIRCIT 

seminar). 

Steedman moved t o make popu la r music a t o o l fo r t h e ALP. He 

m a i n t a i n e d t h e s e n s e , e x p r e s s e d i n t h e above q u o t a t i o n , 

t h a t an i n f r a s t r u c t u r e fo r p o p u l a r music was r e q u i r e d t o 
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assist a coordinated industrial program. After 1984 he 

lobbied Ministers and bureaucrats in Canberra, especially 

when he worked as an adviser to the Minister for Trade John 

Dawkins. More importantly, he helped orchestrate a series 

of reports and briefings that directly influenced those he 

sought to influence. 

He took existing material, such as the 1985 and 1986 ABT 

reports Young Australians and Music and Australian Music on 

Radio, and used them as evidence for the rhetoric he 

generated that turned on the concept of youth tastes in 

popular music and the failure of governments to be directly 

involved in such areas of activity. Similarly, he ensured 

that when the Department of Foreign Affairs and Trade 

undertook an internal investigation of new export markets 

for Australian services, music was identified as an export 

earner. The Department recommended that 'nothing be done 

about music exports', Steedman recalled. 

I suggested to the Minister at the time (Dawkins) that 

something be done about it... that he overrule his 

department and we go ahead with it (1992 CIRCIT seminar). 

In 1986 the Australian Trade Commission (Austrade), the 

Australian Government organisation responsible for export 

market developments, undertook an assessment of popular 

music in response to advice from Trade Minister Dawkins. 

The resulting report, titled Australian Rock Music 

Industry: Export Assistance, provided evidence to Minister 

Dawkins that the Australian music industry fits well into 

... 'a pattern of manufactures and services' which are 'the 

growth areas of the world economy' ('Export of Australian 

Rock Music, Media Release 26/11/1986). 'Out of this' said 

Steedman, 'was set up the Rock Industry Advisory Committee 

reporting to Austrade'. Steedman was a member of the 

Committee. Similarly, Steedman was instrumental in 

establishing the McLeay Report 's focus on popular music 

within the arts subsidy funding context of the Australia 

Council. This public document served to promote the need 

for popular music initiatives, such as a central music 
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industry body, which would provide services to the existing 

industry as well as a facilitator for music industry 

training and development. In response to Chapter 10 of the 

McLeay Report, Steedman's ambition was to establish 

Ausmusic with a steady source of funding from a blank tape 

levy, which I will discuss in a later chapter. 

In order to achieve the Ausmusic objective, Steedman had to 

convince a sceptical Federal Cabinet of the benefits of 

supporting popular music initiatives. It was at this point 

that the background of activism and personal contacts came 

to Steedman's assistance. He prepared a 1987 Cabinet 

submission, based on the reports already in circulation, 

recommending the establishment of a national. Federal 

Government funded, popular music organisation. 

The lead up to the Cabinet submission was made up of a 

series of reports and the recommendations followed through 

from the various recommendations made elsewhere for funding 

assistance, establishment of the foundation and the 

projects that it could do. You will note that how .we 

started off and what we wanted to do is totally different 

because of the fiscal situation (Steedman Interview 1992) . 

As I indicated, the blueprint for Ausmusic was established 

partly due to Steedman's remorseless commitment to his plan 

for a national popular music coordinating institution, 

which he effectively promoted. His impeccable contacts at 

every level of Federal Labor as well as his close 

association as a consultant to Minister Dawkins made his 

task easier, while isolating his proposals from the 

processes of the bureaucracy and the existing popular music 

industry. Later, the absence of strong relationships in 

these sectors would challenge the long term viability of 

his program. 

Steedman's links were not entirely Canberra centric. His 

base was Victorian and is was there that he found ready 

support for his idea to promote a national music industry 

training organisation. Such ideas were already in 

circulation however, due to a series of popular music 
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performance events held in V i c t o r i a : in 1985, 'Rocking the 
Royals ' , a popular music event held for Pr ince Charles and 
Pr incess Diana; 1986 'Rocking the R a i l s ' and l a t e in 1986, 
'Rock the Docks' . Steedman already had some success in 1985 
wi th ' P r i o r i t y One ' , which was an e a r l y e x e r c i s e in 
appealing t o the youth vote using popular music: i t was, 
acknowledged Steedman about ' p o l i t i c s and youth ' (1992 
CIRCIT Seminar). I w i l l discuss i t in d e t a i l l a t e r . 

These events brought Steedman and Stephen t o the same 
t a b l e , but as I w i l l explain in the next sec t ion , Stephen's 
mot iva t ion for e n t e r i n g t he popular music po l icy arena 
d i f fe red markedly from Steedman's. Yet Stephen found t h a t 
Steedman a p p r e c i a t e d t he importance of working wi th 
e x i s t i n g music i n d u s t r y e n t r e p r e n e u r s in Melbourne: 
Mushroom's Michael Gudinski, Promoter Paul Dainty and h i s 
a s s i s t a n t Jenny Keith, Promoter and Investor I rv in Rockman. 

They a l l f e l l for Steedman's "Ah, I can do t h i s . Ah I can 

do t h a t . ! . Great l i t t l e show boy, e t c e t e r a , e t c e t e r a . The 

ones they rea l ly d is l iked were the bureaucrats , the wankers 

who promised the world who c o u l d n ' t d e l i v e r (Stephen 

Interview). 

From Stephen's perspective, the music entrepreneurs were 

the 'big boys', who recognised the merit in Steedman's 

education and training proposals, especially in providing a 

skilled pool of band managers. They were men of action who 

encouraged the implementation of activities that would 

produce knowledgable music industry workers. Unfortunately, 

the view that bureaucrats were ignorant m̂ ade the policy 

discussions not mierely lopsided, but decidedly 

antagonistic. 

Graham Stephen 

The reference point for Graham Stephen's involvement was, 

as in Steedman's case, observations of music activity and 

wrongful exploitation in his childhood and youth, which he 

saw first hand as an adult. He referred to his brother's 

experience as a musician being 'perpetually ripped off as 
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the basis for his interest in unionising the live music 

business and thereby guaranteeing the flow of public funds 

from promoters to musicians. Working in the context of the 

management of Melbourne's Moomba Festival, Stephen noted 

that his brother's poverty as a musician was writ large due 

to the existing system of payment for musicians. Stephen's 

view was that event organisers accepted a quotation from a 

promoter and then paid the promoters the scheduled fees, 

including a fair rate for the hire of musicians. According 

to Stephen, despite a contract to pay a fair amount for a 

public performance, the musicians would be 'paid something 

like $20 for a performance'(Stephen Interview 1993). This 

observation came to manifest itself as a personal 

investment in establishing processes whereby fair trading 

in the marketplace could be provided for rock and pop 

musicians. Stephen's solution was to organise public events 

and institutions, such as the Victorian Rock Foundation, 

which offered union-acknowledged rates of pay. 

The context behind Graham Stephen's involvement was 

initially personal yet the articulations of those interests 

were multi layered, as an intensive interview with him 

indicated. The related activities in Stephen's involvement 

in the policy process can be identified as: the 

observation, over many years, of his brother's exploitation 

as a musician; his involvement with and the power relations 

incorporated in his management of major public music 

events, such as Moomba and 'Rocking the Royals'; his 

activism within the left of the Victorian ALP; his contacts 

across the bureaucracy and union movement; his personal 

initiative in writing a paper about popular music events 

that would be funded by the 1988 Australian Bi-Centenary 

Authority. I am not going to detail all these aspects of 

Stephen's involvement. Rather, in order to answer the 

questions posed above I will identify the most relevant 

points^. 

2 The detailed interview I conducted with Stephen was complemented by our joint membership of the 
board of the Victorian Rock Foundation. Peter Steedman was also a member of the board at a time 
when I was a member from 1990-1996. It is relevant to the research process and to the politics of 

171 



As a self-proclaimed 'gay leftie', Stephen worked closely 

with other males of similar sexual orientation. While I do 

not intend to analyse his sexuality, his associations with 

other gay activists played a part in encouraging him to 

identify opportunities and work with a small groups to 

generate change. He made this point clearly in the 

interview and informally. Having worked as the artistic 

director of Moomba (1984-1986), he established contact with 

Peter Steedman, Jimmy Beck (Moomba music co-ordinator), 

Adrian Gough (Moomba events co-ordinator) and Chris Minko 

(procession co-ordinator, musician), not all of whom were 

gay. However, in detailing his activities as a gay person 

and trade unionist, he made it clear that he saw himself as 

an outsider seeking to introduce a new range of 

opportunities and fairness to musical production. He had no 

reservations about identifying opponents: 'The real enemy 

of the popular arts are the arts bureaucrats: right wing 

faggots and the arts mafia' (Interview 1993). Stephen's 

involvement in popular music policy grew then from a 

radical position of opposition to the existing arts 

administrators in Victoria, his outsider status as an ALP 

reformer and the practical realisation that in association 

with other activists, policy solutions could be provided. 

I will briefly outline the sequence of events that led to 

the formation of the Victorian Rock Foundation, which was 

the ultimate result of Stephen's activity. In indicating 

the process of development, I will show how the incremental 

approach to policy development was limited by Stephen's 

views as a outsider. The result of this approach was to 

isolate the widest possible base of participants from the 

policy building process. 

Stephen identified himself as an arts and event 

administrator/producer, not as someone with a working 

cultural studies that the academic work is informed by personal commitment to cultural action. Perhaps 
more significantiy, the element of trust between interviewer and interviewee produces informational 
details which are unique because of die relationship diat informs the questions and answers. 
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interest in popular music. Nevertheless, as part of his 

involvement in Moomba and the ALP he was invited to assist 

in organising Victoria's 150th celebrations in 1985 Rocking 

the Royals made it clear to Stephen that popular music was 

a potentially rich site for including the existing music 

industry in government activity. 

After 'Rocking the Royals ' we saw t h a t t h e r e was t h i s huge 

gap t h e r e . There were a l l t h e s e wonder fu l ly r i c h , n a s t y 

c a p i t a l i s t i c e n t r e p r e n e u r s but t h e r e was no access t o i t . 

Stephen had already iden t i f i ed the need to t r a i n musicians 
and genera te a popular music i n f r a s t r u c t u r e and with 
Steedman's encouragement they proposed a paper on music 
industry t r a in ing schemes, which i s no longer extant , with 
even the t i t l e forgotten. The effect iveness of 'Rocking the 
Royals ' as a pub l i c event generated support from the 
Department of Premier and Cabinet and the 150th ce lebra t ion 
o rgan i s e r s , who 'got to meet a l l the pop s t a r s . They 
thought t h a t was wonderful ' r e c a l l e d Stephen (1993 
In te rv iew) . As a r e s u l t of the popular music events in 
Victor ia and proposals for public events, the Bi-Centennial 
Authority had a l loca ted funds for a youth event in Vic tor ia 
a t about the same time tha t 'Rocking the Royals* was seen 
within government c i r c l e s as a success . With $400,000 
a l loca ted by the Authori ty, the plans tha t were in place 
for popular music i n f r a s t r u c t u r e t r a i n i n g were quickly 
mobilised by Stephen and Steedman and t h e i r small , but 
increas ing ly i n f l u e n t i a l band of cohorts , which included 
the f e s t i v a l s un i t within the Victorian Department of the 
Premier and Cabinet, managed by Graham Dunstan. 

They put a l l t h i s money a s i d e . But we thought why p i s s i t 

up a g a i n s t t he wa l l for one-off c o n c e r t s when we could t r y 

t o get some long term i n i t i a t i v e s happening out of i t . So 

we wrote a couple of d r a f t papers which we p r e s e n t e d t o t he 

B i - C e n t e n n i a l A u t h o r i t y t o t r y t o ge t t h i s u p . Then they 

o f f e red me a job as the l ead p r o j e c t c o n s u l t a n t t o run t h e 

a r t s in t he s t a t e . 
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From a position of considerable strength as an arts 

administrator and Labor Party member, Stephen was able to 

direct popular music activities within the defined space of 

the Bi-Centenary and the opportunities that flowed from a 

well funded event. The senior administrative arm of the 

Victorian Government - The Department of the Premier and 

Cabinet - provided a lever for Graham Dunstan, its senior 

officer, to approach key music industry members. Using the 

Bi-Centennial paper authored by Stephen, Steedman and 

friends as his ammunition, Dunstan approached 'all the 

commercial entrepreneurs'. 

They had two thoughts: first thought was, who is this fuck 

wit running around trying to create a job and point two was 

we could smell money here because this fuck wit is giving 

us figures. So all the commercial entrepreneurs said "Yeah, 

come in, fuck head" (Stephen Interview 1993). 

To Stephen this was an embarrassment and a victory. 

Steedman had already established contact with Victoria's 

key industry personnel and the door was opened to a 

bureaucrat. The use of Stephen's 'paper' as the basis for 

the Bi-Centennial and the VRF caused considerable personal 

animosity between the ALP's political organisation such as 

Stephen and Steedman and Victorian Government bureaucrats. 

The resulting view was that 'the mainstream entrepreneurs 

were very good. A deal was a deal', while 'the government 

bureaucrats...were fuck heads'. As Stephen added: 'I think 

most bureaucrats are brain dead. They have no concept. They 

don't understand the commercial process' (1993 Interview). 

This hurdle was insurmountable. This was due to what the 

ALP activists viewed as the inability of bureaucrats to 

recognise and implement the original ideas with the 

requisite dedication and skill to negotiate with commercial 

popular music entrepreneurs. The failure of the bureaucracy 

was its limited knowledge of the existing music industry/ 

as a senior Commonwealth bureaucrat acknowledged after the 

AfcLeay Report (Harlow Interview 1992). 
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Yet, d e s p i t e the f a i l u r e of t he ALP a c t i v i s t s and 
bureaucrats to re inforce each o t h e r ' s e f f o r t s , the outcome 
of Stephen 's involvement was p o s i t i v e . In p a r t i c u l a r , as 
well as h i s co-ord ina t ing s k i l l s , he brought i n t e n s i v e 
involvement of a r t s r e l a t ed unionism of the mid-1980s with 
him. In 1987 he was a co-founder and member of the 
'Community promotions j o i n t b i l lboard and milk carton a r t s 
marketing v e n t u r e ' , sponsored by the Building Workers 
Indus t r i a l Union and the Pain ters and Decorators Union. In 
1988, as a member of the Operative Pain ters and Decorators 
Union he was a member of t he V i c t o r i a n a r t s and 
entertainment industry t r a i n i n g board, as a sec to r group 
member, which included represen ta t ives of the v i sua l a r t s , 
community a r t s , performing a r t s , radio and audio a r t s and 
t rade union sector group represen ta t ives (Stephen Interview 
1996). These p o l i t i c a l and union a c t i v i t i e s c l e a r l y 
coloured Stephen's involvement in the VRF. When the VRF was 
es tab l i shed as pa r t of the Bi-Centennial events , Stephen 
r e c a l l e d the i n t e n t i o n behind i t s i n i t i a l event , the 
Melbourne Music Show 

B a s i c a l l y t o i n t r o d u c e unionism t o rock and r o l l . Having 

worked on Rocking t h e Royals - and peop le sucking up a l l 

t he money and s e t t i n g up t h e Moomba s t a g e s not us ing union 

labour in a l l t he even t s we d i d - we dec ided t h e r e needed t o 

be union involvement, i n d u s t r y t r a i n i n g involvement . 

Yet the i n t e r e s t s of the ALP in government played a more 
important p a r t . 

Where unionism was failing the Labour Party, popular arts -

rock and roll gave the opportunity for the party to go that 

it could get its message to the youth to the next voters... 

Let's face it the real issue was votes. That's why the 

Liberals agreed to support Ausmusic, because they could see 

that music would give them access to the youth vote. 

In answering the questions posed at the beginning of this 

chapter, I have indicated that there were dramatic flaws in 

the process of popular music policy development. Federal 

ALP members who could have made a difference to the 
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process, because of their age and expected musical 

knowledge, did not initiate the policies. This had to come 

from key individuals. Moreover, these individuals required 

the personal interest, experience and contacts to carry 

their own visions to some sort of resolution. Remarkably, 

in both cases they did - Steedman becoming executive 

director of Ausmusic, Stephen becoming a board member of 

the Victorian Rock Foundation. Yet, while the individual 

efforts were extraordinary, they were unhelpful in the 

broader context. The animosity from Steedman and Stephen 

towards bureaucrats alienated them from the mechanisms 

within the bureaucracy, producing distrust. As I will show 

in later chapters, this was to produce limitations on the 

benefits the policy initiatives could produce. 

Nevertheless, both individuals were able to produce events 

and institutions which were remarkable achievements. 

Of the issues raised in this chapter, a further one is 

especially pertinent: the informal and undocumented nature 

of these discussions and documents. Neither Steedman or 

Stephen have in their own possession full, or original 

copies of all the documents mentioned. It was to be at the 

next level of activity, namely the bureaucracy, that public 

documentation of policy initiatives came into circulation. 

It is important to note therefore that the popular music 

policy process relied on informal networks and the actions 

of small groups of activists who were committed to policy 

outcomes. In many respects, official policy reports in the 

form of public documents served to consolidate and confirm 

the informal activity. The importance of the informal 

activity is that it identified the problem and mobilised 

government to provide a policy solution, based largely on 

the commitment of Labor Party activists. That the solution 

should be in the form of ad hoc programs like Priority One, 

Rocking the Royals and the Melbourne Music Show, the latter 

based on the unexpected Bi-Centenary funding source, was a 

severe flaw in the process of rational policy construction 

and development 
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In the next chapter I will indicate the popular music 

context of the 1970s and 1980s, in which the activities 

outlined in this chapter flourished. Indeed, as I will 

show, the articulation of national consciousness to popular 

music enhanced the policy climate, as the rhetorics that 

the music generated made it possible for Steedman and 

Stephen to promote their policy ideas and activity. 
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Chapter 9 

Practical rhetorics 

In the previous chapter I examined the role of particular 

individuals who directly influenced popular music policy, 

bringing it into the public arena. This emphasis could 

overstate the examination of the origin of the policies, 

to the detriment of the music and its circulation within 

society. Predictably perhaps, official documents and 

recollections skirt over the real world activities which 

the policies sought to influence, thereby providing a 

misleading perspective of practical human and social 

behaviour. My popular music policy formulation theory seeks 

to avoid such practical pitfalls by acknowledging the 

process involved in the creation of music and its 

relationship with the industry and audience. It can be 

described by 'critical practice', which keeps cultural 

studies conscious of and relevant to the social world of 

production (Wolff 1992: 713). Janet Wolff has suggested an 

inclusive kind of social discourse theory which she defined 

by the term 'dialectical realism'. This approach is one, 

says Wolff, 

in which the cultural constitution of social objects, 

social groups, and the social world is fully acknowledged, 

and at the same time the persistence, effects, and power of 

particular subjects, processes, and institutions is 

recognised (1992: 712). 

Dialectical realism attempts the task outlined in the 

earlier chapter on institutional economics - it recognises 

the relationship between culture and economy, and adds 

weight to the less defined social environment of human 

behaviour and intuition^. 

In the terrain in which policy rhetoric operates, an 

intuitive domain is directly linked to human experience and 

^ Some of these issues have been cast in a more detailed light by Jameson in his analysis of Adorno's 
work, in particular the 'Culture Industry'. Jameson notes the intensification of cultural production as 
part of contemporary social life, suggesting that 'the contemporary concept of culture is itself to be 
grasped as a reflex of the tremendous expansion of the cultural sphere and the acculturation of daily life 
since the 1960s' (1990: 107). 
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an abiding effort to improve society. This is a further 

component of the 'positioning rhetoric' to which I referred 

in the previous section, where the task of differentiating 

youth within the broader perspective of the ALP and 

pluralism was undertaken. The intuitive component involves 

appeals to those forms of positive knowledge which will 

provide a better social life, in what Bennett has suggested 

may establish directions for thinking about the possibility 

'of a politics which might take the form of an 

administrative program' (1992: 29). Rhetoric relies on the 

relationship between abstract ambition and practical 

manifestation, which is not readily quantifiable, about 

which agreed objectives can be established. Rational 

programs and social provisioning provide such objectives, 

yet cannot resolve the need for a negotiation between 

intuition and measurement. Rarely is this more evident than 

in the context of the music itself and the social 

environment or tone the music generates at specific moments 

in society. Particular examples of popular music can be 

identified which produced a cultural nationalist moment, as 

part of the social discourse of the 1980s. 

In this section I will look at four significant popular 

music events of the 1980s, and suggest ways in which they 

produced the rhetorical domain in which popular music 

culture could be articulated to policy objectives. I will 

argue that this led to a new set of industrial 

considerations being established that sought to overcome 

the neglect of popular music practice in the cultural 

policy field. I will indicate the ways in which cultural 

and national symbols created by popular music activity 

influenced policy by producing an evolving accumulation of 

rhetorical force which brought together intangible feelings 

about the 'value' of popular music to governments of the 

day, while simultaneously attracting the attention of 

policy makers to the measurable outcomes of popular hit 

songs. In this sense then, I will use the examples as 

evidence of the operation of the cultural and social 

elements of the music policy formulation, identifying sites 
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that are part of the process of policy making (O'Regan 

1992: 520-521)2. 

The four historically notable 'events' are: 

(1) Men At Work's 1981 hit single, 'Down Under' and 

the band's enormous impact on national consciousness; 

(2) Midnight Oil's effect on the Australian music 

scene; 

(3) Kylie Minogue's significance for the industry, 

especially Mushroom Records; 

(4) the appeal of live Australian popular music-^. 

I will argue that these four events can be matched to the 

following four effects: 

(1) raised national consciousness; 

(2) consolidation of demand for local music; 

(3) economic benefits of pop star hits; 

(4) music and youth culture in an export context. 

Inner city rhetoric 

These developments were part of a general change in the 

development of popular music in Australia. This thesis is 

not however, focussing on what has been termed 'the 

Australian sound' which is a minor debate restricted to 

limited musicological concerns (Zion 1987, Turner 1990 and 

1992: 13, Garofalo 1991: 330). Instead, I am examining the 

shift in Australian popular music activity in the late 

1970s, following the influence of punk in the UK and the US 

and the basis these activities built for the 1980s boom in 

Australian popular music. Growing in venues in Melbourne 

and Sydney, the 'inner city sounds' ushered in an era of 

confidence amongst writers and performers: even its history 

2 O'Regan puts the point succinctly, although with too much emphasis on the symbolic, which in 
reality must have a practical manifestation: '...a thoroughgoing policy analysis would have to 
countenance the possibility that certain policies are largely symbolic, and are best analysed as part of 
governments' information and promotion strategies' (1992: 521). 
^ I am referring to 'events' here in the sense in which a historical perspective calls for a set of 
contingent activities to be identified, widi the result that the causation is defined as a type of 
determinism, which can be judged by certain specifically identified 'human actions' 'which are in 
principle ascertainable' (Can 1990:95). Investigation of the causation - in diis case the impaa of these 
four 'events' on policy considerations - will establish more clearly the way in which policy may be 
determined as part of the historical evolution of the policy envirorraient 
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has been written with a flair for the rhetoric of national 

music making and industry development which flowed directly 

from it in the 1980s and 1990s (Walker 1982). 

The Inner Ci ty Sound i s not e l i t e ; i t wants s u c c e s s . But -

and h e r e ' s t he rub - i t ' s w i thou t compromise. Because t h e 

Inne r C i ty Sound has a v i s i o n of i t s own (hacks d o n ' t ) 

which must be f u l f i l l e d . 

The I n n e r C i t y Sound i s a t b e s t , one of p a s s i o n , 

i n t e l l i g e n c e , i n d i v i d u a l i t y and innova t ion - and i n t e g r i t y . 

And i f i t e v e r seems a t a l l i n a c c e s s i b l e t h a t ' s on ly 

because i t ' s not e x a c t l y what t he Oz rock e s t ab l i shmen t has 

t aught i s a c c e s s i b l e (Walker 1982; 6 - 7 ) . 

As an i n f luen t i a l rock music j o u r n a l i s t , Clinton Walker was 
(and s t i l l is) a protagonist and promoter of independently 
owned, produced, market and d i s t r i b u t e d Aus t ra l i an rock 
music. His i n t e r e s t in the inner c i t y sound stemmed from 
the hope that t h i s 1970s 'event ' may have spawned a genuine 
Austral ian rock music. Certainly i t was yet another of the 
manifestations of the cu l tu ra l nationalism of the time. 

Walker's r h e t o r i c provides a snapshot of how the s o c i a l 
a c t i v i t y associa ted with a p a r t i c u l a r s t y l e of Aust ra l ian 
popular music could be t r ans la ted in to an industry context . 
I t does t h i s by engaging with the Other of the rock music 
establishment, which includes the major record companies, 
or ' the majors ' , suggesting tha t a new moment of popular 
music a c t i v i t y had emerged (Walker 1982: 6 ) . This moment 
found i t s expression in the c rea t ion of an indust ry , which 
did not need t o reproduced the e x i s t i n g i n d u s t r i a l 
configurat ions. 

So a minor i n d u s t r y sprang up as an a l t e r n a t i v e t o the Oz-

rock e s t ab l i shmen t and today i t f l o u r i s h e s , p r o v i d i n g for a 

small but hungry audience (Walker 1982: 7 ) . 

The a r t i c u l a t i o n of youth to the Inner City Sound and an 
emerging indus t ry cannot be marginal ised to a t e r r i t o r y 
outs ide of the a c t i v i t i e s of the mainstream, desp i t e the 
p r o t e s t a t i o n s of wr i t e r s such as Walker. H i s t o r i c a l l y , as 
Nick Cave has suggested, the at tempts a t i so la t ion ism from 
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the mainstream by inner city sound advocates such as 

Walker, was unhelpful for musicians and bands keen on 

careers in popular music (Hutchison 1992: 9-10). This was 

an attitude that 'blew over' (in later years) according to 

Cave (Hutchison 1992: 10). It blew over as the energy of 

new Australian music that motivated Walker's rhetoric made 

its presence felt in the living rooms of Australians 

listening to 'the general wave of new music that had much 

of its gestation in the inner city, as Iva Davies recalled 

(Hutchison 1992: 16). By the mid-1980s this new inner city 

energy impacted on the concerns of the 'majors' when the 

full impact of these events and the associated rhetoric had 

percolated into the policy making processes of the ALP in 

government. 

Popular song lyrics and national consciousness 

It is tempting to place strong emphasis on the development 

of national consciousness through popular music, although a 

contextual reading works against any singular 

interpretation. However, the intangible qualities of the 

rhetoric generated by national images help to build and 

sustain a set of images about what a nation might be 

(Turner 1994). As I mentioned in the earlier discussion of 

post-colonialism, these images can be ones that enhance a 

set of complex relations. They constrain the sense of 

nationhood, while amplifying it, especially when they were 

taken up by the existing music industry. This marked a 

shift from the ambitions of the alternative set like 

Walker, whose aspirations were that the Inner City Sound 

would become the standard for Australian popular music. The 

appearance of Men At Work's 'Down Under' drew on images of 

Australians travelling the world, to be promoted and given 

prominence by the existing music industry. Its moment 

arrived to exploit cultural nationalism in the context of 

'global career acts' - home grown achievement translated 

into global ambition (Negus 1992: 55). 'Down Under' 

maintained a keen sense of Australian symbolism, while 

unravelling it with humorous visual images. 
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'Down Under' 

Travelling in a fried out kombi 

On the hippie trail 

Head full of zombie 

I met a strange lady she made me nervous 

She took me in and gave me breakfast 

chorus 

Do you come from a land down under? 

Where women glow and men plunder 

Can't you hear. Can't you hear the thunder? 

You better run, you better take cover. 

I brought bread from a man in Brazil 

Who was six foot four and full of muscle 

I said do you speak-a my language 

He just smiled and gave me a Vegemite sandwich. 

(Colin Hay/Ron Strykert/April Music Pty Ltd, 1981) 

The song was part of a bouncy, reggae musical style in pop 

music that readily fit into the global market. A global 

sound, based on musical competency, meant that Australian 

music could be mainstreamed, according to musical fashion 

and record company promotion (Smellie - 1990 and Handlin 

Interviews) 'Down Under's' primary text bespoke young 

Australians who toured the world with their social and 

national reputations intact. It did what popular music 

often does: it amplifies commonly conceived notions, 'Down 

Under' suggests a stereotypical young Australian traveller 

of the 1970's, freely roaming the world and discovering 

that Australia was already well known, by the attitudes and 

behaviour of its tourists. The song referred to these 

attributes by drawing on institutions and symbols, such as 

Vegemite. Australians and their culture had made a mark all 

around the world, the song was confidently saying. Indeed, 

as Melbourne's Age newspaper suggested in 1996, when Men At 

Work announced they would reform for at least one concert, 

'Down Under' was identified as 'an unofficial national 
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anthem' (Claire 1996: 6). The song reinforced the claims of 

the ALP's 1979 report, mentioned earlier, that Australia 

was moving towards a new state of global engagement. The 

band's appeal was also seen as a central point at which a 

mature Australian pop music industry consolidated the 

aspirations of writers such as Clinton Walker, as 

•independent and unapologetic' (Douglas & Geeves 1992: 

111). Conversely, the international appeal of AC/DC (from 

197 6 with the album TNT) and Little River Band (from 197 6 

with its first album Little River Band) suggested the 

possibilities of an indigenous music recording industry 

(Warren Cross Interview 1991). For Men at Work, the ground 

work had been achieved by these earlier band's efforts, 

with the appeal of 'Down Under' considered by Men At Work's 

saxophonist Greg Ham as 'just part of the cumulative effect 

of Australian acts going over there and establishing 

themselves. It was like a groundswell that helped us as 

well' (Milson and Thomas 1986: 71). The existing music 

industry absorbed these bands into their global activities. 

'Down Under' was a popular hit in territories outside 

Australia, especially the USA. This reinforced the belief 

in Australia that while Australian popular music consumers 

understood the jokes and the musical sense inherent in the 

song, so too did non-Australians. This served to confirm 

the maturity of Australian popular music and its ability to 

circulate around the globe, to compete as commercial 

product. National symbols, like Vegemite and the wandering 

Australian traveller were part of the global exchange of 

popular culture. It played a part in building a rhetoric in 

favour of popular music policy, by endorsing Australian 

symbols and images and thereby engendering a sense of 

national consciousness tied directly to popular music in 

the early 1980s. 

The popular appeal of the music was accomplished initially 

by the band's appeal to national symbols. This in turn 

became a rallying point for the media to champion the 

moment at which a mature Australian music appeared capable 
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of being sold in l a rge volumes in Aus t r a l i a and overseas. 
Of s p e c i a l note was t h e 2 983 coverage by t he weekly 
na t iona l newspaper The National Times. On the bas i s of Men 
At Work's Business As Usual album, s i t t i n g a t number one on 
the US Top 40 char t s for 15 consecutive weeks in 1982-1983, 
the newspaper c a r r i e d a f e a t u r e a r t i c l e t i t l e d , 'Men At 
Work: how they cracked the US Top 40' (Thomas 1983: 14-15). 
The a r t i c l e was a ce l eb ra t ion of the band and the est imated 
$27-$30 mi l l ion r e t a i l value of the album's s a l e s . The band 
had achieved 's tunning global success ' trumpeted the w r i t e r 
(Thomas 1983: 15). The a r t i c l e a lso served another purpose, 
which Neil Spencer, t he e d i t o r of the New Musical Express 
('contemporary rock b ib l e of the UK') described: 

Of c o u r s e . Men At Work have made people aware t h a t t h e r e i s 

such a t h i n g as A u s t r a l i a n music (Thomas 1983: 15) . 

The p rev ious week The National Times c a r r i e d a l e s s 
t r iumphal i s t fea ture a r t i c l e t i t l e d 'Ozrock's US invasion? 
I t ' s an i l l u s i o n ' (Elder 1983: 21 -22 ) . Here, i t was 
suggested t h a t men At Work's ' success has cons i s t en t ly been 
mis represen ted in A u s t r a l i a . J o u r n a l i s t s and the i d i o t 
savants of the music indus t ry have been eager t o t a l k in 
terms of an "Aussie invas ion" of t he American c h a r t s ' 
(Elder 1983: 21) . 

Yet Men At Work c l e a r l y have had an impor tan t e f f e c t on t h e 

A u s t r a l i a n rock s c e n e . They may not have opened doors fo r 

A u s t r a l i a n musicians o v e r s e a s , but t h e y ' v e done wonders for 

t hose who s tayed a t home (Elder 1983: 21 -22) . 

Such media r h e t o r i c confirmed the p lace of Men At Work in 
the broad context of growth and matur i ty in the Aust ra l ian 
popular music scene t h a t achieved a f resh confidence in 
1983-1983. 

Midnight Oil reworked nationalism almost to the limits of 

tolerance. Their pedagogic approach to popular music making 

was unashamedly political, using music as a tool for 
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educating Australians about the issues of the day^. 'They 

consistently engaged in the sphere in which the musical and 

political processes intersect - the sphere of social 

change', suggests Steggles (1992: 139). They withdrew from 

this approach by the mid-1990s, suggesting instead that 

their contribution should be remembered for its 'energy', 

rather than as a vehicle for 'change' (Masterton 1993: 5). 

However, 'The Oils' confidently broached subjects that 

reflected the confidence they had developed in live 

performance in the surf music subculture of the clubs 

around the Sydney coast (Midnight Oil biography. Earth, Sun 

and Moon, 1993). Their fan base was built out of their 

exhilarating live performance reputation in the Sydney club 

scene. Their lead singer Peter Garrett was to become a 

spokesperson for popular causes, such as the anti-uranium 

movement and Greenpeace and stood for the Australian 

Nuclear Disarmament Party in the Senate in 1985. The 

significance of the Oil's lyrics was drawn from detailed 

national imagery, built on notions of an independent 

Australia and linked to 'sensibilities that have been the 

backbone of the band . . . political activism, conservation 

and environmentalism' (O'Regan 1990: 60). The 1982 song 'US 

Forces' gives an indication of the force with which an 

anti-American, pro-Australian independence case was put: 

us forces give the nod 

It's a setback for your country 

Bombs and trenches all in rows 

Bombs and threats still ask for more 

Chorus: 

Sing me songs of no denying 

Seems to me too many dying 

Waiting for the next big thing 

^ By the mid-1990s as the band's light was fading, one critic noted the limitations of the band's 
approach to issues: "When they want to Uirow somediing. Midnight Oil often pick easy targets. But 
while bemg predictably didactic can be anti-climactic, at least being heavy-handed means never having 
to puU tiieir punches" (Taylor 1993: 15). 
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Divided world t h e CIA 

Who c o n t r o l s t he i s sue 

You leave us wi th no time t o t a l k 

You can w r i t e your own a s s e s s m e n t . . . 

(Moginie /Garre t t 1982, S p r i n t Music) . 

The l y r i c s spoke of US control of na t iona l p o l i t i c a l issues 
and the s t ruggle for a na t iona l point of view which would 
not involve denial of the count ry ' s sovereignty. Cer ta inly 
p rog re s s ive , they t r ave r sed a range of l e f t p o l i t i c a l 
a t t i t u d e s common at the time, supported by hyper -ac t ive 
gu i t a r band, rock music energy. This was not an issue for 
the band ' s d i s t r i b u t i o n company, Columbia Broadcast ing 
Company and l a t e r Sony, whose Managing Director and Chief 
Executive Officer Denis Handlin to ld me: 

It's been a great relationship. We've been together a long 

time. They are such a unique band, as well. Midnight Oil. 

The relationship is very much that they have a lot of 

creative freedom in what they are all about. Our company in 

the US has developed a very strong relationship with them 

and what their requirements are. And just to see these guys 

do it in their own way and still convey all their strong 

messages. ... They're a fantastic flagship for the company, 

they really are. And they work very hard at it. This hasn't 

been any overnight success, as you are probably aware. It's 

been a long haul and they are very committed to their 

career and they are very professional, talented people 

(Handlin Interview). 

The politics and content of the songs were important in 

confirming the general popular appeal of Australian bands 

and performers who sang of a nation seeking to find its 

place in the world. Alternatively, from a commercial 

perspective, 'The Oils' success engendered the support of 

CBS, despite their 'strong messages'. Later in their 

career, with the album Diesel and Dust in 1987, Midnight 

Oil were able to transfer their politics and their music 

onto the global (especially USA) stage. Their timing in 

187 



producing commercially viable, political rock coincided 

with a shift in the hegemony of tastes, following Live Aid 

in 1985 (Ullestad 1992). The political constraints 

previously imposed by record company taste makers began to 

fall away when the commercial viability of politically 

engaged music became apparent to multinational record 

companies^. Conversely, one writer suggested that Midnight 

Oil produced popular music that engaged the audience as 

consumers: 'people are prepared to buy this music off their 

own bat without being told to do so' (Wark 1993: 106). The 

politics of the critique within the music was 'supported 

from below, rather that turning out prepackaged music, 

promoted from above' (Wark 1993: 106). This was clearly not 

the case given Handlin's comments above. It suggests that 

the industrial and cultural aspects of the music need to 

come into some sort of alignment, in order to achieve 

considerable popular appeal. In the following section I 

will provide an indication of the ways in which the music 

industry measured the popular appeal of bands like Men At 

Work and Midnight Oil. Later, I will indicate how Kylie 

Minogue made an impact on the commercial sector. 

Commercial influence 

In this section I will indicate the chart position of the 

songs under consideration, but will not attempt to provide 

a financial measurement of the value of this position, nor 

the total number of sales. I will use published material, 

even though it is 'suspect', to show how it had a function 

as a rhetorical tool to be used as part of the social 

events that influenced policy. In the section on data I 

will give an indication of the limitations of using 

'official' music industry data. 

^In 1984 Melbourne singer-song writer Keitii Glass noted that "This Country of Mine, a song penned 
by Slim Dusty 'about eight years ago' was rejected by EMI, "because it was too controversial' (Beeby 
1984: 10).The song was about foreign invesmient in Australia. The skill in maintaining a 
pop/political career should not be underestimated. A shrill, didactic approach to politics, as attempted 
by Red Gum, wiUi their 1983 number one hit, 'I was only 19', could be seen as an example of a pop-
politics that failed to carry an audience widi it into a long term relationship with die band to produce 
axnmerdal rewards. 

188 



Commercial radio is the key means of popularising music on 

a broad social scale in Australia. It commercialises the 

music and serves as a feature of the commodifying process 

in the music policy formulation model, as I discussed in 

the earlier chapter. Commercial radio does this in three 

ways: 

• by placing the music in an advertising context, where 

the music can be seen to fill the gaps between 

advertisements which are intended to generate profit for 

the radio station's owners; 

• by providing access to and generating an audience and 

consumers who buy the music it 'advertises', by 

broadcasting; 

• by commodifying the audience, which becomes objectified 

as consumers of music and advertising product (Jonker, 

Counihan, Potts 1992). 

The following figures for radio airplay show that the three 

singles discussed above illustrate the changing appeal of 

national imagery in popular music in Australia. 'Down 

Under' reached number one on the radio charts, to be 

regularly played by radio stations around the country. 'US 

Forces' was not highly placed, but was in the charts for a 

longer period of time than 'Down Under'. This analysis of 

the data recognises the limitations of an approach based on 

raw data. However, the figures indicate the general point -

the popular appeal of the music, revealed by the music's 

longevity on the charts. My argument is that the overall 

life of the singles in the charts, due to radio airplay, 

draws attention to the album, and this is what counts as 

the primary measure of the commercial 'life' of a 

recording. The album is the record company's cash commodity 

for sale, while the length of time a collection of singles 

from one album is available, suggests higher sales of the 

album and general circulation of the music, because of the 

use of singles as 'promotional tools' for the album (Negus 

1992 :105). The point of this thesis is not to examine 

these issues in detail, but to indicate how a rhetoric of 

nationally constructed popular music was promulgated, by 
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the popularity of the songs and the circulation of the 

lyrics in society. 

Radio charts 

HP TI Label 

'Down Under' Men At Work 23/11/'81 (S) 1 21 

CBS 

'US Forces' Midnight Oil 29/11/'82 (S) 20 22 

CBS/Sprint 

(HP = Highest Position in any week in the charts, TI = the 

total number of weeks the record appeared in the chart. 

Label is the Recording Label. Source: Kent, Australian 

Chart Book, 1993). 

Another set of figures provides a different perspective on 

the public appeal and currency of Men at Work and Midnight 

Oil in particular. They throw more light on why an analysis 

of a set of figures for a single release may be less 

significant than a broad shift in consumption and taste, 

indicated over a considerable period of time. The albums on 

which the singles that made the initial rhetorical 

impression appeared indicate the enormous long term impact 

of the music in Australian society^. 'Down Under' appeared 

on the album Business as Usual which was released on 7 

December 1981, two weeks after the single appeared. The 

album went to number one on the charts and stayed in the 

charts for 118 weeks. (Kent 1993: 200). Midnight Oil's song 

'US Forces' appeared on the album 10, 9, 8, 7, 6, 5, 4, 3, 

^ In a 'traditional' construction of record marketing, singles were devised as a means for mariceting a 
long playing album . They became the marketing tool fcH- record companies to provide to radio and later 
television stations, as the most appealing song off an LP recording, as well as a cheaper record than a 
full length recording. They were therefore more accessible to young people with limited disposable 
income. In more recent times singles have taken on lives of their own, especially with a variety of 
studio mixes, which can be released on Compact Disc, which has a greater capacity for storage of tracks 
at higher fidelity than vinyl or cassette. Singles still operate as the marketing tool in the pop market 
music business and have been an important tool in commodifying pop music in the teen market (see 
for example, Fridi 1988: 11-23, Negus 1992: 105-106). 
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2, 1, and that album stayed in the charts for 171 weeks'̂  

(Kent 1993: 198). As the Chart Information Network Company 

Limited explained: 

The singles chart is vital for promotional purposes. The 

higher up the chart a single gets, the more publicity it 

gets, which can lead to more sales and in turn to a higher 

chart position. And singles sales can also help boost album 

sales (1991 brochure). 

In terms of the discussion about the influence of the songs 

and the bands on the national rhetoric, these figures are 

remarkable. The albums were charting - in both Men At Work 

and Midnight Oil's cases - with some single or track from 

the album receiving radio airplay over two to three years, 

if the figures are taken as totally accumulative and over 

consecutive weeks^. The impact of the songs and the music 

was palpable. A national sense of enthusiasm, particularly 

among young people, was expressed for these two bands, 

which followed up with other popular albums, with music of 

similar lyrical content, especially Midnight Oil, whose 

career continues in the mid-1990s. It was impossible to 

avoid the sense that Australian popular music had entered a 

new phase and that phase was articulated to strong new 

images of the nation, which had an emerging and confident 

place in the world. If anything, the social role of popular 

music had established itself in a new way in the entire 

political economy of the nation by confidently drawing on 

established images of the country, such as Vegemite, 

national geography and politics, placing it in a space 

where the music and images circulated locally and globally. 

That the bands found a broader appeal in the international 

market, where others before had not, was part of a new 

rhetoric of 'international trade' that was being 

constructed in the early to mid-1980s (Berland 1992: 47-

^ While I have drawn attention to individual singles from the albums, it is necessary to recognise that 
the albums contained numerous charting singles, or tracks lifted from the albums, which assisted die 
on-going appeal of the albums. 
^ Detailed disaggregation of the figures is not readily available. The total figures for Tunes In die 
charts, as presented by Kent (1993) do not provide a breakdown for weekly chart position, but the 
accumulated total. The point however, is die remarkably consistent public presence of these recordings. 
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50) . In the next section I will indicate how the national 

symbolism used in the lyrics of Australian popular music at 

the time became articulated to economic considerations and 

to argtiments for policy activity. 

I will conclude this section by identifying the social 

value of Midnight Oil's public rhetoric and its 

relationship with the maturing Australian music industry. 

In the early days of the band (1979-1986), their 

independent stance against the 'Other' of the major record 

companies endeared them to fans of Australian music. In 

promoting a local presence in which a newly confident music 

was able to express national symbols Midnight Oil's 

argument was put for them by supportive journalists, who 

reinforced the band's commitment to social issues and 

national consciousness. Janet Hawley's interpretation of 

their position in a newspaper article in 1986 makes this 

point: 

The Oils tell big record companies and entrepreneurs to go 

jump, write their own contracts and do it their way or not 

at all. Garrett, a shrewd lawyer, admits he and fellow Oils 

who met at University...get a perverse pleasure at out

smarting the "rip-off merchants and arseholes who dominate 

the industry" (1986: 1) 

There is a confidence here about how a band could operate 

in the prevailing music industry environment of the day. 

The journalist's rhetoric confidently assumes that the 

readership of a major daily newspaper would appreciate the 

characterisation of 'big record companies' as 'rip off 

merchants and arseholes'. It was a view that could be seen 

to have been articulated to the need for a new approach to 

music industry activity in Australia and thus the need for 

focussed policy activity. Such comments and sentiments 

assisted policy initiatives, as I will show later, while 

simultaneously linking such attitudes with assertive, self-

conscious song lyrics about a style of politics in 

Australia. Indeed, it was the conscious, assertive 

nationalism of the music of Men At Work and Midnight Oil 

that captured the imagination and youthful enthusiasm of 
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rock music fans. It was not in the same category as 'the 

bland out' style of pop paraded by Sherbet, Little River 

Band Wa Wa Nee and Real Life, which positioned these bands 

as progressive agents of identity (Carney 1987: 1, 4)^ 

Industry rhetoric 

The political economy approach I am using here examines the 

changes in attitudes in society reflected in song lyrics 

and seeks to identify the economic shifts that flowed from 

the popularity of the music. One major change was the 

development of the 'industry' rhetoric identified by Walker 

in the inner city sound context. In this section I will 

show how the idea of a music industry was consolidated by 

the four events under consideration. Furthermore, the trade 

rhetoric that Berland identified occurring in Canada, also 

surfaced in Australia, as the newfound national confidence 

that Men At Work and Midnight Oil expressed, established a 

public presence which was reflected in record sales and 

radio airplay. In order to trade globally, particular 

industry structures were required. This thesis is not 

examining the specific characteristics of the industry 

structure and its development. Yet both Men At Work and 

Midnight Oil were able to establish themselves within major 

record companies as key Australian artists, while working 

for a view of Australia that was based on fresh and 

maturing images and symbols. Details of how both bands were 

signed to the majors is not the subject of this study, but 

is indicative of the reluctance of CBS/Sony and other 

majors to commit themselves to Australian artists without 

considerable pressure^^. Changes to the music industry 

structure emerged as a result of the appeal generated by 

the lyrics and the public acceptance of the music. Nowhere 

^ "For Sherbet no lyrical observation was too trivial, no melodic contrivance too obvious to use. For 
LRB, laid-back Americanisation was the modus operandi, despite the use of Australian colloquialisms 
for dieir album tiUes' (Carney 1987:4) 
1^ Men At Work used a back hoe to dig a large hole in the car park at CBS Records office in 
Melbourne, to confirm their determination to a reluctant label manager at the company. Midnight Oil 
organised dieir own label, Powderworks, with a distribution deal widi CBS, before fully signing widi 
Sony. The difficulty of being signed by a major has changed in the 1990s, with independent labels 
having remaricable commercial viability of their own. 
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was the rhetoric of industry change more directly expressed 

then in the career of Kylie Minogue. 

Minogue's presence on the Australian and international 

charts presents a different layer of popular music activity 

in the social domain than in the nationally defined 

examples of Men At Work and Midnight Oil. Kylie Minogue' s 

efforts draw attention to three key features of the shift 

in Australian music industry activity: non-local or global 

pop music; the pop star machinery; independent record 

company growth. Overarching these shifts were changes in 

the industry that by 1987, when Kylie's first single 

'Locomotion' was launched, had an impact on her appeal^. 

Kylie's appeal was to the 'new pop woman' on the 

international music scene, whose public presence was 

defined by independence, constructed around the suggestion 

that 'you can be anything you want to be' (Rex 1992: 150) . 

The universalism of Kylie's claim to be anything that she 

wanted, can be linked to the incremental progression of 

Australian popular music. It shifted from a reliance on 

national symbols with local appeal to establish stars like 

Men At Work and Midnight Oil, to de-national symbols, such 

as universal ideals like love and emotion, which were not 

constrained by local references. The rock versus pop 

sensibility of the 1970s and 1980s partly explains this 

shift. Where rock was considered to rely on a set of 

established practices based on musicianship and a 

relationship to audience, pop meant the ideal of a 

disposable image of little lasting value (Street 1986) . 

This binary reading cannot be neatly applied to popular 

music in the 1990s, although it helps explain Kylie, whose 

music was simplified dance music, with little apparent 

lasting value, but wide international appeal. Like 

commodity pop music anywhere, Kylie's appeal was in the 

'novel and familiar', music that could be consumed almost 

111 will use tills familiar tide for two reasons: to distinguish Kylie from Dannii Minogue, her sister 
and because it reflects die conunon, popular understanding of a universal pop star, which Kylie 
Minogue has become. 
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anywhere around the globe to provide a postmodern pleasure: 

hers was a tradeable image that skated across the surface 

of social issues to locate itself in banality (Home and 

Frith 1987: 75). As a commodity it worked well. 

Kylie was able to piggy back on her television career in 

the soapie Neighbours to become an international star, 

launching out from Australia to the UK and beyond. This was 

the pop star machinery. Her songs were devoid of 

nationalism, yet she was identified as an Australian. Her 

songs relied on state of the art pop sensibilities, largely 

manufactured by British studio producers Stock Aitken and 

Waterman, who were capable of producing a song package to a 

commercial formula. The combination of this pop formula of 

bouncy sound, innocuous, highly memorable lyrics and an 

established television presence and confidence in front of 

camera, produced a remarkable phenomenon in Kylie as a 

star^^ _ rp]-̂g Kylie package was extraordinarily successful 

and continued into the 1990s. In her first year as an 

international pop star, she is reported to have generated 

revenues of $50 million, creating $5 million in profits 

(Dobbie 1989: 38). By the end of 1993 Kylie had sold 12.5 

million albums worldwide and 11 million singles (Source: 

Terry Blamey Management correspondence). 

For the industry these figures represented extremely large 

financial returns. The consequences for her record company 

Mushroom Records, were that Kylie took them to the next 

level of financial power, translating Mushroom's dimensions 

to that of the majors, with substantial resources: 

... but the company itself didn't really start to make 

decent money and start to stand on its own two feet until 

the Kylie Minogue, Jason Donovan and the whole pop 

phenomenon that we were at the forefront of and we were 

very involved in. When we set the whole thing up with PWL 

12 The appearance of Music Television as a 24 hour cable service in 1981 generated a host of new 
opportunities for television-style performers. KyUe was able to maximise her popular appeal through 
her visual image, even though Australia did not have 24 hour music television. Television gave Kyhe 
(and odier performers) another avenue through which to commodify themselves (Goodwin 1993). 
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and Stock Aitken and Waterman (Gudinski Interview, 24 April 

1992)13_ 

The rhetoric of a mature industry could be conveyed on the 

basis of Kylie's remarkably popular appeal in Australia, 

but more so because of her remarkable appeal in a number of 

countries!^. In fact, 98 per cent of her income in the 

first two years of her presence as a pop star came from 

countries other than Australia (Dobbie 1989: 43). Mushroom 

executives publicly used her success to explain the value 

of the indigenous music business to the country. That they 

used the business press - Business Review Weekly - as a 

prestigious means of identifying their financial 

confidence, is relevant. (The significance of the business 

press was confirmed to me by Mushroom managing director 

Michael Gudinski during an interview, after the 2 6 January 

1993, page one headline of the Australian Financial Review, 

in a story titled: 'The radio buzz says Gudinski and 

MMMurdoch' (Knight; 1, 4) ) ^ ^ . Kylie was translated into 

1̂  Alan Hely, the former head of Festival Records, Mushroom's Distribution company made Kylie's 
(and Jason Donovan's) popular appeal clear: 'You'd have to say Kylie and Jason Donovan are his 
(Gudinski's) biggest successes. (1 don't think it was the sort of success that was particularly Michael's 
taste. 1 mean he'd have much preferred a Skyhooks or a Paul Kelly or a Jim Barnes or someone like 
that). But certainly Kylie or Jason were the result of perhc^s his commercial sense taking over from his 
creative sense, and I don't think in the early days he would have even dreamt of recording a Kylie or a 
Jason'.(Interview 16 July 1992) 
1^ Kylie International charting to May 1993. 

Australia 
Benelux 
Denmark 
Finland 
France 
Germany 
Hong Kong 
Israel 
J^ian 
Netherlands 
Sweden 
Switzerland 

No. 1 Singles 
3 
4 
-
4 
2 
1 
4 
5 
3 
-
-
1 

Top 10 Singles 
12 
9 
6 
9 
7 
4 
11 
12 
10 
10 
7 
7 

Top 40 Singles 
17 
12 
12 
12 
12 
14 
15 
16 
17 
17 
11 
11 

(Source: Terry Blamey Management) 
1̂  'From a prestige point of view it's been fantastic for the Mushroom Group of Companies, 
because for the first time ever it's put us in a world where Tve never really worked that much and that 
is the financial world. It's the first time I've ever made the Financial Review front page. Obviously 
the association witii Rupert Murdoch has taken us from being a pretty wild, independent reckless, 
go-getting, aggressive music company, into the fi-ont line of all die big finance and business people 
in Australia. I think diat's a good thing for our company and whedier the Triple M deal happens or 
not I diink you'll see that the Mushroom Group of (Companies are in a much stronger position to be 
part of anything involving entertainment that's going on in the financial world in Australia and New 
Zealand' (Interview 8 April 1993). 
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financial clout, or what Gudinski called 'decent money', 

which meant that Mushroom was no longer a struggling 

Australian independent - it could now claim to be a major 

player in the global industry. It had influence, which 

could be translated into the policy arena. 

The BRW story confirmed this by announcing the strength of 

Mushroom Records following Kylie's first two years on the 

global scene. On one level Mushroom's general manager at 

the time, Gary Ashley was explaining the enormous economic 

benefits for the company of international stardom: 

One thing we learned from her success is that there is 

enough money for all if there is no greed (Dobbie 1989: 

41). 

He also explained that for the first time Mushroom was 

financially independent of its distribution partner. News 

Corporation's Festival Records. 

When the money does come from Kylie, and we haven't had a 

cent yet, it will leave us with no overdraft at the bank 

and make Festival more comfortable with our cash flow. That 

will allow us to record and make videos and do everything 

without calling on Festival all the time (Dobbie 1989: 

44)1-^. 

On the Other hand, such detailed financial discussion of 

revenues arising from global stardom led to discussion of 

Intellectual Property Rights, in the same BRW story. As I 

will indicate in a later chapter. Intellectual Property 

Rights (IP) are the motor driving much of the music 

business. Direct rights arising from record sales and 

broadcasts, together with ancillary rights flowing from 

merchandise are key elements of the overall package of 

commodities generated within the popular music business. 

Kylie's massive appeal raised these issues for Mushroom. By 

the fourth paragraph of BRW's 'Cashing in on Kylie' story, 

property rights were mentioned. 

16 The admissions in this quote reveal how delicate Mushroom's financial situation was for the 15 
years prior to Kylie's arrival. Regular cash injections from Festival maintained Mushroom, providing 
Festival with content to distribute (Alan Healy Interview). 
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The industry wants to define the "property rights" 

entertainers have over their personal image and performance 

(Dobbie 1989: 38) . 

IP relies on the Copyright Act and the Trade Practices Act 

and various legal and statutory institutions to enforce 

their statutes, and as such are major sites for policy 

activity by the Commonwealth Government, which ultimately 

regulates the legal framework for the implementation of the 

Acts. The BRW story emphasised that the existing laws were 

'vague' and 'not well defined' (Dobbie 1989: 39). By taking 

this approach, BRW was signalling that IP was shifting on 

to the public policy agenda. The link between Kylie's 

global success and national policy can be identified 

clearly here. This linkage supports the articulation theory 

approach as outlined in my music policy formulation, where 

musical/use value is identified by its relationship with 

industry activity where both are mediated by policy. 

Kylie's international appeal raises questions about the 

threshold at which national policy issues, such as IP or 

Copyright, are introduced into the relationship. Here, the 

commercial benefits flowing from Kylie's 'global' 

achievements were directly articulated to industrial 

consolidation which generated discussion about policy 

issues such as IP. It is unlikely that such issues would 

have been raised had Kylie not generated the large income 

for Mushroom, which required officially sanctioned 

regulations, such as the Copyright Act. 

The two issues raised in the BRW article publicly confirmed 

the significance of popular music, firstly for indigenous 

record companies like Mushroom, secondly, signalling the 

need for an examination of IP policy. Here was the 

emergence of another public policy issue that brought the 

existing music and copyright industries within the orbit of 

the media and public scrutiny and more significantly, it 

was presented with a social policy context: in the 

evolutionary order of things, BRW suggested, performers 

could be expected lay claim to their own images, identities 

and financial interests. This complex of policy relations 
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was something an active social democratic Government could 

not indefinitely avoid. 

Alternatively, to many readers, the article would have made 

sense on the level of the economic benefits of pop, 

confirming long held views that the music business was a 

lucrative one. For more skilled readers, such as lawyers 

and record company executives, the major thrust of the 

article was IP policy. As I will show in the chapter on the 

Prices Surveillance Authority inquiry into the Australian 

music business, when IP, in particular The Copyright Act 

was scrutinised, music policy was moving into a new domain. 

Confirmation 

The articulation of policy into the popular music domain 

was strengthened by the increasingly strong public rhetoric 

that began circulating in Australia with the advent of 

independent voices in the late 1970s. Punk created a sense 

that there was a space for opportunities, which in 

Australia, ultimately found a voice in the national symbols 

expressed in the songs and later in the quest for economic 

maturity and related IP legislation. This did not happen 

without a conscious effort on the part of indigenous record 

companies. Michael Gudinski is a key to understanding this 

transition. His involvement at the centre of the Australian 

music business provides him with an imposing wealth of 

experience. In the 1960s, Gudinski told me, the record 

industry in Australia was 'frustrating': 'in the position 

Australian music played in the music industry in Australia. 

The fact that Australian music was thought of as second 

rate to the international import (sic) in the 1960s when I 

grew up and there were some great bands when I grew up. 

Then I found creatively the business wasn't, the artists 

weren't getting the creativity that they should have got. 

It was supposed to be a creative business, but it wasn't 

like that' (Interview, 8 April 1993). He consciously built 

his own company through 'a corporate web' to make his 

business work (Interview, 24 April 1992). (See Appendix for 

a mud map of Mushroom's development. A private and 
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anonymously circulated critique of Gudinski and Mushroom, 

distributed in 1993, gives an indication of the power 

Mushroom established and the opposition it faced from 

opponents). 

Gudinski was and is powerful in the Australian music 

industryl"^. During the time I was a music journalist, he 

told me that the Commonwealth Government should support the 

Australian music business in the same way that it supported 

and funded the Australian Film Industry.1^. He was 

consciously attempting to influence government thinking, 

reiterating the point whenever possible: 'Unlike the film 

industry, the music industry has never had any real 

government support' (Weiniger 'Recognition at last for the 

pop industry'. The Age, 18 August 1988: 1). By 1990 he was 

able to see results from his and other people's efforts in 

building the Australian popular music industry. Speaking as 

a concert promoter, he noted: 

The charts through to the end of the year will be dominated 

by Australian albums either out now or due out soon: 

Midnight Oil, Jimmy Barnes, The Angels, John Farnham, INXS. 

We've worked towards this sort of situation for 20 years 

and it feels good (Baker 1990: 74, italics added). 

This is the fourth 'event' which can be articulated into 

the policy domain. Yet it does not necessarily add weight 

to the previous three, rather it is contradictory. The 

rhetoric in this comment suggests a mature indigenous 

industry, indicating that it is self-sufficient and not in 

need of film industry-like subsidy. 

The combination of rhetorics applied in different 

situations by Gudinski is instructive. On one level he 

acknowledged the ability of the industry to grow and 

establish audiences for live music, with bands that 

incorporated a sense of place - namely Australia - and 

produced a self sufficient economy of their own. Moreover, 

1̂  Michael Gudinski and the Mushroom Company are a separate study in themselves. 
18 During an interview widi me in 1992 he put his opinion as follows: (The music business)It's never 
been a charmed industry like die film industry was for many years (24 April 1992, italics added). 
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he enthusiastically entered into the international media 

market by selling 50 per cent of Mushroom to Rupert 

Murdoch's News Limited in July, 1993, for $22 million, and 

boasting that: 'I'd like to be to the music business what 

Rupert Murdoch means to the business world' (Bail 1993: 

20). On the other hand, Gudinski made public utterances 

about the need for Government financial assistance, 

following the subsidy/investment model applied to the film 

industry. This contradiction in rhetorical focus indicates 

the lack of clarity about where the industry was positioned 

in the policy domain. It raises two key questions: Was the 

industry looking for financial assistance because a 

precedent existed in the film sector? Or was the industry-

capable of existing without such assistance, given the 2 0 

year gestation and popular appeal of Australian bands by 

1990? The evidence of bands like Men At Work, Midnight Oil 

and Kylie Minogue suggest that the industry was able to 

flourish without government subsidy. 

In this section I have examined the background rhetoric 

surrounding popular music policy. I have used four 'events' 

to construct a picture of how otherwise neglected popular 

music activities can be seen to contribute to the social 

domain, and where policy may engage. Dialectical realism 

assists in sensitising the music policy formulation model 

away from purely official sources to spaces and places 

where policy activity is signalled, albeit tangentially, as 

in song lyrics. Positive knowledge will not always appear 

as officially sanctioned and written texts, but in the 

spaces between - in the intuitive places where 

opportunities for more formal government action appear to 

exist. I have shown how national consciousness appeared to 

generate a rising demand for local music, which produced 

economic benefits, while raising both policy concerns and 

contradictory signals about the ability of the industry to 

function with and without government policy and subsidy. In 

the next section I will detail how the rhetorics examined 

in this section were give the necessary detail in the form 

of data and documented argumentation. I shall also indicate 
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how the existing music subsidy model was overlooked in the 

rush to produce popular music policies. 
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Section 4: Beyond rhetoric 

Chapter 10 

Finding the pieces for a case 

In the previous section I indicated how popular music 

policies were initiated by linking youth policy concerns 

with Australian Labor Party interests and individuals as 

part of Australian popular music's appeal to national 

consciousness. Rhetorical force was built up through the 

nexus of party and individual action and the appeal of the 

music. Translating this rhetoric into concerted policy 

action involved convincing politicians, government 

bureaucrats and agencies to provide evidence of the value 

and relevance of popular music as a site for policy 

activity. In this section I will examine selected examples 

of the official documentation produced in key official 

reports as a result of the emerging interest in popular 

music by the ALP in government and some of the limitations 

of the approaches taken as social policy and industry 

concerns converged. The reports I consider are: Young 

Australiana and Music (1985), Australian Music on Radio 

(1986), Austrade Export Development Strategy: Popular Music 

(1986), Music Board Medium Range Plan 1985-1989 (1986), 

Australian Music Industry: an economic evaluation (1987), 

Patronage, Power and the Muse: Inquiry into Commonwealth 

Assistance to the Arts (1986), Commonwealth Government 

Cabinet Submission (1988). 

I will continue to work from the primary research question 

to examine why governments and their agencies introduced 

popular music policies in the years under review, and 

indicate some of the details of the programs introduced. 

However, a relevant issue that helps guide this chapter 

arises from the question raised by Turner: 'What happens to 

rock music, rock musicians, rock culture, as it is 

appropriated, incorporated, institutionalised - as it would 

be under a cultural policy?' (1989: 2). In the following 
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chapters I will provide an alternative to the 'macro' 

popular music policy initiatives developed in the Federal 

Government context, by contrasting the 'micro' or community 

music approaches. 

At the Victorian and Federal Government level, events such 

as Rocking the Royals, Men At Work and Kylie Minogue' s 

international appeal attracted attention as the public 

presence of popular music was articulated with youth 

policies. Detailed analytical information had to be 

generated to put the case to government and convey the 

importance of popular music as a site for policy activity to 

the public. This involved a move from government funding and 

public subsidy of elite, 'serious', or high art music in 

Australia to popular music interests. A rejection of the 

Australian Broadcasting Corporation's classical music 

orchestras, Musica Viva's chamber music programs, and the 

Australian and state opera companies was involved in this 

policy shift (Rowse 1985: 117-118). 

Information had to be gathered about the existing music 

business which had shown itself to be economically 

attractive when it entered the global market context, with 

Men At Work, Midnight Oil, 'Kylie' and others. Ways had to 

be found whereby it could be linked to government programs, 

in general. A case for defining the industry and its 

dimensions had to be made before a set of guidelines for 

policy action could be produced. Initially the data came 

from existing programs and institutions, namely Austrade, 

the ABT and the Australia Council. These institutions were 

capable of defining the new environment in which youth and 

popular music policy was taking shape. The most important 

institution in linking youth with popular music policy was 

the then Australian Broadcasting Tribunal (ABT) and its 

research branch, which was the only existing organisation 

with the expertise to recognise issues relating to popular 

music activity. 
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Existing methods 

As the music industry came into relief in policy circles, 

one clear opportunity in detailing linkages between youth 

and popular music stood out. Indications about the 

importance of popular music to youth and associated official 

rhetoric came from the (ABT) , which was the official 

regulator of Australian broadcast media, with a focus on 

Australian content. The ABT operated a series of closely 

administered standards, one of which was control of 

Australian music content on radio (Cunningham 1992: 51-56). 

Therefore, when the ALP won power in 1982-1983 the 

broadcasting of Australian music on commercial radio was in 

the public policy domain. On 23 May 1983, soon after Federal 

Labor came to power the ABT announced in an advertisement in 

major daily newspapers that 'it would be holding a Public 

Inquiry into certain aspects of the broadcasting of 

Australian music on radio' {The Age, September 7, 1983: 2). 

The Public Inquiry suggested that something new was about to 

happen in relation to Australian popular music and its 

circulation within the Australian media and society. It was 

not necessarily a significant landmark in popular music 

policy activity, as it reflected the administrative function 

of the ABT. Yet it indicated that a new era of public 

activity had been issued in by the Labor Government, even 

though public inquiries into content standards had been 

conducted by the ABT during the life of the conservative 

Fraser Government (1975-1983). The resulting 1986 ABT 

report, Australian Music on Radio, made it appear that 

Australian music would receive priority under the ABT' s 

regulatory structure, during the ALP's term in Government. 

The local music content quota was established according to a 

Broadcasting Standard first proposed in 1942 and reiterated 

during the Whitlam Government's time in power in 1973, then 

fixed at 20 per cent in July 1981, when the Broadcasting 

Program Standards (BPS 3) Encouragement of Australian 

Artists stated: 'A (radio) licensee shall ensure that no 

less than 20 percent of the time occupied in the 

broadcasting of music each day by a licensee shall consist 
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of performances by Australians (ABT 1986: 11). Equally 

significant was the rhetorical tone of the ABT's report on 

the value of popular music. 

In referring to the cultural value of popular music, we mean 

its value as a way of reflecting the concerns, interests and 

aspirations of Australian society, as well as celebrating 

the creativity of that society (ABT 1986: 17). 

Tom O'Regan has noted that 'Notions of protecting the 

nation's culture are associated with different programs of 

action' (1993: 10). The 1985 ABT report. Young Australians 

and Music can be viewed as another path along which the 

rhetorical building blocks for popular music policy were 

set, drawing on the twin themes of national music making-

media dissemination and audience interest in popular music. 

The report made its own claim for rhetorical space, with the 

caveat-of-sorts inside the unnumbered title page noting 

that: 'It (the report) is being published to increase public 

knowledge about the subject and to stimulate discussion. It 

does not necessarily represent the views of the Tribunal'. 

While removing itself from a direct relationship to the more 

formal ABT regulatory functions, such as the Broadcasting 

Program Standards, Young Australians and Music sought to 

provide a basis for informed debate in the period leading up 

to the release of the following year's Australian Music on 

Radio. 

Young Australians and Music was conducted by the 

specialised, Melbourne-based research branch of the ABT, as 

part of an international comparative study of young people 

and music. While it is not the intention of this thesis to 

examine this report in detail, it did establish the 

centrality of music for young people, especially providing 

rhetorical ammunition for the ABT and ALP policy activists, 

if they had bothered to make closer use of it. In its 

summary the report noted , under the title 'Importance of 

Music and Importance of Knowledge of the Top 40': 

Compared with other part-time activities, music was very 

important or extremely important to almost half the sample 
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(48%) , while it was a "bit important" or not important to 

the rest. Knowing about the Top 40 was very important or 

fairly important to 53 % (ABT 1985: 6). 

The report went on to ask the 666, 12-20 year olds in 

Melbourne in May 1984 for specific details and found that: 

rock music was favoured by 45 per cent, pop by 15 per cent, 

disco by 9 per cent (ABT 1985: 5, 6). The report noted that 

'2% or fewer respondents mentioned classical music' (ABT 

1985: 6) . 

This report confirmed, as the above figures make clear, that 

young people appreciated popular music, the variety of media 

outlets available and as consumers, they were capable of 

making decisions about music consumption!. More importantly, 

the study provided 'a rich source of data concerning 

Australian young people and aspects of their musical 

experience on which no systematic information existed prior 

to this survey' (ABT 1985: 15). A resource such as the 

research branch of a statutory authority has significant 

value in providing responsive, informed data and analysis in 

the policy formation process - which is where the ABT's 

Research Branch made a significant contribution. 

Unfortunately, by the end of the 1980s the Melbourne-based 

research branch of the ABT had closed and with it a facility 

for assessing the dimensions of popular music consumption in 

the media and by youth. The demise of such a facility had 

more serious repercussions than the absence of detailed data 

collection on popular music consumption. It meant that 

'official', nationally constructed rhetoric in favour of 

local content quotas was diminished in value. Other 

developments were taking place that could be seen to align 

policy activity more closely with youth. 

! Amongst a variety of suggestions for further activity, the report noted: "The study also suggests areas 
of further exploration in various areas: for example, an investigation of reasons why so many young 
people not only do not listen to a large number of (radio) stations, but are not even aware of their 
existence, and the role of peer group judgements in these choices...; the influences of selecting musical 
instruments to play (eg. the choice between learning piano and guitar); and the development of musical 
tastes. These questions have relevance to broadcasters and educationalists' (ABT 1985:15). 
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For example, the Federal Government established a policy 

process which included consultation with new stakeholders in 

the networks of policy formation. The objective in 

introducing 'a consultative process' was to establish a 

range of views from 'State and local governments, trade 

unions, community organisations and employer bodies' 

(undated Priority One Press Release). This would help 

establish the requirements of young people for education and 

training. In a joint statement from Prime Minister Hawke and 

the Minister for Employment and Industrial Relations, Ralph 

Willis, a Priority One Community Volunteer Program for young 

people was launched, where: 

views would also be sought on the appropriate composition of 

a broadly-based national advisory group to oversee the 

development and implementation of the new initiative 

(undated Priority One Press Release). 

A further part of the new process involved what Mr Willis 

said would be 'bilateral discussions as well as written 

submissions from interested organisations and individuals' 

(undated Priority One Press Release). 

Such an inclusive approach could have incorporated youth 

into the process of consultation. This did not happen at the 

Federal Government level of policy activity. Instead, the 

possibility of strongly articulating youth with popular 

music became circumscribed by the vested interests of the 

existing music industry and individual party activists. 

Consultation objectives were established, yet Pete Steedman 

consulted through government departments in Canberra and the 

existing contacts he had with the music industry, rather 

than through youth networks, as I will indicate later in 

this chapter. Certainly the links Steedman had through his 

employment as an adviser for Minister Dawkins gave him 

access to government and the bureaucracy. What these links 

did however, was to call on existing music industry 

personnel, who were not interested in youth policy. They 

were interested in opportunities for an expanding export 

oriented service industry which was a priority for the 

Government from February 1986, when the Australian Trade 
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Commission formed Austrade, to focus on export markets. This 

was hardly surprising. Bringing the existing music industry 

into a relationship with government would achieve prestige 

and influence for the policy makers, the government, party 

activists and members of the music industry itself. 

The big kids and they were mainly boys wanted to work with 

government, not for profit, but for long term development. 

Sure they wanted to make money but they wanted to make 

better long term money, by governments understanding their 

position and by them understanding government (Stephen 

Interview). 

Initially, a key music industry representative panel was 

established within Austrade, announced on 26 November 1986, 

largely co-ordinated by Steedman. In many respects, 'the big 

boys' were talking. Perhaps this should have been expected, 

given the dimensions of the music business. As Table 1 

shows, official Australian Record Industry Association 

(ARIA) figures indicated that the total wholesale value of 

recorded music sales in 1981 was over $138 million. In 1994, 

this figure had risen to just over $447 million. By any 

account these were large numbers, capable of impressing 

bureaucrats and politicians alike. 

Table 

Australian sales at wholesale value 

(A$ 000 ,000) 

1982 

$141 

1983 

$129 

1984 

$154 

1985 

$179 

1986 

$213 

1987 

$251 

1988 

$295 

1989 

$339 

1990 

$363 

1991 

$403 

1992 

$410 

1993 

$431 

1994 

$447 

(Source: ARIA Data) 

Internationally, Australia's share of the international 

music industry cake had risen though the efforts of the high 

profile bands and performers, as outlined in chapter 9, Men 

At Work, Midnight Oil and Kylie Minogue. Yet the real issue 

was that when popular music-related consultation was 

implemented by the Commonwealth Government, the youth-music 
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articulation was lost and the economics-exports-industry one 

emerged. Economic benefits and new industry opportunities 

had to be exploited, as the Trade Minister John Dawkins said 

when announcing the panel: 

In the face of at best stagnant markets for many of our 

traditional commodities exports, Australia has had to turn 

its export attention to the growth areas of the world 

economy - manufacturers and services. The Australian music 

industry fits well into such a pattern. 

There is a depth of talent in the Australian music industry 

which, given expert advice and marketing assistance, I am 

confident can earn export dollars for Australia as well as 

expanding employment prospects within the industry here in 

Australia (Media Release, 26 November 1986). 

Just over a year later the panel's role was described by 

Phil Tripp, an American journalist and publicist who had 

rapidly worked his way to a position of influence in 

Australia and was one of the panel. He suggested that 

Austrade in particular 'wouldn't be hanging around reprobate 

types like us, unless they could smell big money (Dodson, 

1988: 1). Globalisation of the Australian economy led to the 

expectation, 'that Australian artists had the potential to 

make a bigger impression on world markets than they were 

making', noted Minister Dawkins in 1988 (Media release, 7 

October 1988) . 

The export focus meant that the word 'youth' disappeared 

from the rhetoric of official documents and the industry and 

the Canberra bureaucracy concentrated on concepts drawn from 

economics and trade. Perhaps this should have been expected, 

as the politics of the environment in Canberra largely 

determined that youth employment would not dominate the 

larger issues of industry policy. As one writer suggested: 

'There is bound to be a conflict between the rights of young 

people to enjoy their leisure time versus the belief that 

young people should be out looking for a job or training' 

(Cassidy 1991: 39). Priority One's emphasis evaporated as 

the consultative process was invoked in a confused set of 
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initiatives which failed to focus on the youth policy 

objective that had been identified in Rocking the Royals and 

other major events. 

Limitations emerged even in the selection of Austrade's 

music industry consultative panel which was not fully 

representative of the industry. Its members were: 

chairperson Lee Simon (radio 3E0N-FM) David Hooper 

(Musicians Union) Michael Ashley/Michael Gudinski (Mushroom 

Records), Jeremy Fabinyi (Mental Management), Chris Gilbey 

(MCA/Gilbey publishing), Phil Tripp (Immedia publicity), 

John Woodruff (Dirty Pool management) and Pete Steedman. 

There was no representation from the Australian Record 

Industry Association (ARIA), any of the five major record 

companies at the time (EMI, WEA, CBS, PolyGram, RCA) or the 

copyright agencies, the Australasian Performing Right 

Association (APRA), Australasian Mechanical Copyright Owners 

Society (AMCOS) or the Phonographic Performance Company of 

Australia (PPCA) . At one level the selection of the panel 

reflected a nationalist sentiment antagonistic to the 

existing industry of the majors and copyright agencies, 

whose interests were 'foreign'. At another level, their 

interests were being examined more closely by the House of 

Representatives Standing Committee on Expenditure, which 

released its report Patronage, Power and the Muse: Inquiry 

into Commonwealth Assistance to the Arts, (known as the 

McLeay Report) in September 1986. I will examine that report 

in a later section. 

It was clear that a flood of activity involving the 

investigation of popular music was underway. From the 

Austrade panel's perspective, it needed to address the 

essential objectives of export activity and industry 

development, yet it was clearly unfocussed. In April 19 87, 

panel chairperson Lee Simon issued a Media Release which 

attempted to rectify the ambiguities. On one hand it 

announced Austrade support for the New Music Seminar in New 

York City in July 1987, clarified the Export Market 

Development Grants Scheme and announced an export marketing 
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guide, industry workshops, trade fairs and a television 

special for overseas consumption. The same release also 

noted 'some confusion in the rock industry relating to the 

Austrade committee and the release of the McLeay Report', 

before pointing out that 'the board was chosen from a wide 

range of people in the industry, but was open to anyone who 

had a view or a proposal that would assist' (Media Release 1 

April 1987: 2-3). Appeals for cooperation and 'a total 

policy on rock' also appeared in this extraordinary 

statement, which did little to clarify the activities of the 

Austrade initiatives (Media Release 1 April 1987: 3). More 

effectively it pointed out the confusion about the precise 

responsibilities of the panel (or board as Simon termed it), 

the conflict with the established major players in the 

industry as well as the uncertain contradictory policy 

environment in which multiple reviews were simultaneously 

under way. 

In this environment, the question posed by Turner about the 

appropriation of rock music in general into cultural policy 

could not be answered precisely, due to the absence of 

concerted coordination in the Commonwealth process. The 

question that really required resolution, which had been 

skipped over by the Austrade Panel's formation, was the 

definition of and engagement with the existing popular music 

industry. Appropriation was hardly recognisable. Answers to 

industry questions could be provided from the youth policy 

side as well as the economic and industrial organisation 

perspective. As the music policy formulation model suggests, 

the challenge is to balance the industry and youth-music 

culture interests simultaneously. However, export-economy 

was given priority over youth policy initiatives producing 

an unbalanced relationship. By relying on the economic 

components of the export industry focus, the existing 

industry with its impressive dollar values produced 

imperfect, information on which to develop a consultative 

youth program. This issue became increasingly acute as the 

Commonwealth Government inquiries progressed, due to the 

negligible regard shown for imperfect knowledge about the 
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existing industry that was available overseas. For example, 

one detailed UK report had shown that: 

The probability is that the music business will stumble into 

the future just as it is stumbling through the present, with 

the major actors only making positive decisions when forced 

to by crisis situations (Qualen 1985: 33). 

The details of Austrade's Export Development Strategy were 

released in December 1986. It included the recommendation 

for the formation of the export panel, which had already met 

on 26 November 1986 (Cabinet Submission 1988: 15). The 

Foreword to the argued that the relationship between 

Government and the popular music industry was changing, with 

the acknowledgment that the Department of Trade had 

contributed ' for a number of years to the cost of 

participation in the world's major music marketing event 

held annually in Cannes (France)'. 'However', continued the 

document, 'Austrade believes that the industry has failed to 

achieve its true export potential'. Apparently, this did not 

reflect on the government department's performance, but on 

the industry, the document seemed to be saying, in a 

blinkered criticism of the performance of the industry. More 

startling was the Foreword's clue to the existing industry 

attitude to Austrade and exports in general in the second 

paragraph of the document: 

Representations made to the Minister for Trade suggested 

that the domination of the industry both in Australia and 

overseas, by the international "majors" who have a low level 

of commitment to Australian artists limits the opportunity 

to break into the lucrative overseas markets. In addition, 

very complex contractual arrangements with overseas 

companies often result in reduced flow of foreign exchange 

earnings ie. royalties, into Australia (Foreword 1986). 

The export strategy was generated against this background of 

opposition to and from the existing industry. The solution 

to this collision between Australian popular music ambitions 

in the export domain and the majors was an export 

development strategy consisting of an education campaign for 

Australian performing artists and their managers. Despite 
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the limitations in its research focus, the report provided 

an overview of the industry, together with a modest set of 

activities^. Remarkably, its 'Targets' resulting from the 

strategy, projected over three years was just $1 million a 

year, presented as 'a direct positive effect on industry 

export income by at least 10 per cent' (1986: 3). More 

importantly, the report acknowledged that 'it is not 

possible to accurately estimate the impact of the 

recommendations' partly due to delays of up to three years 

in repatriation of cash advances, royalty receipts (1986: 

3)3. A dual stance embracing cultural nationalism in the 

quest for Australian popular music production coupled with 

economic opportunism and the prospect of increased inward 

revenues from music exports was being built that 

marginalised concerns with youth policy 

Ultimately, the focus of the report was in 'helping the 

industry to help itself (1986: 30). Youth was not a concern 

and was effectively dismissed by the business concerns of 

the report: 

Because of its youth image projected in high public profile, 

the rock music industry has often been incorrectly seen as 

entirely youth oriented. Less obvious are the decisive roles 

played by manufacturing and marketing executives, and others 

listed in Section.3.3.2; particularly the highly motivated 

entrepreneurs who have proven their skills with substantial 

success (1986: 2/3). 

2 The recommended strategy consisted of the following six proposals, which were all achieved: 
1. Establishment of a panel of representatives from the rock music industry to develop and coordinate 
export promotional and related activities on behalf of the industry. 
2. A series of television programs featuring Australian rock music be produced for placement on 
appropriate overseas TV. networks. 
3. Austrade continue its support for an Australian presence at the leading international music marketplace 
M.I.D£.M. (Cannes), and also assist Australian rock music industry participation at the 1987 New 
Music Seminar, New York, on a cost sharing basis with participating Australian companies. 
4. A series of workshops for performers, songwriters and managers be undertaken to improve 
professionalism in overseas marketing. 
5. A guide to overseas marketing for die Australian rock music industry be published. 
6. The Austrade Market Development Grants Scheme Group undertake an internal review of its 
procedures for assessing claims from die rock music industry (1986:4) 
3 An indication of the dynamism of the figures appears in correspondence from Austrade's manager. 
Services Exports, Dr John Robertson, who suggested diat a 'conservative estimate of record, publishing 
and performance royalties' put die figure at $8 million in 1985/86, expected to be $14 million in 1990-
1991' (17 March 1988). 
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The report went on to acknowledge that 'no direct employment 

official statistics are available', yet it estimated the 

dimensions of the rock music industry (1986: 14). 

None of these reservations about detailed industry analysis 

appeared in the marketing material generated by the 

Austrade. Perhaps this was due to the close involvement of 

the panel with the publicity. In articles generated by panel 

member Phil Tripp, for the magazine Overseas Trading, 

Australian popular music received glowing endorsement: 

'Australian artists a new force in international rock music' 

and 'Pop stars no longer cultural curiosity' proclaimed the 

publication (1988: 2-3). Australian participation in the 

1987 Midem trade fair generated 'a great deal of export 

income' (Tripp: 1988: 2) According to one article, 'Nine 

companies reported that as a result of their activities at 

Midem '87 they expected to earn royalties of $63 million' 

(Tripp 1988: 2). Yet the difficult task of endorsing 'new' 

Government popular music export activity had been achieved, 

despite severely flawed information, characterised by 

estimated export figures ranging from $1 million to $63 

million!. Austrade and Trade Minister Dawkins proceeded with 

the panel's recommendations. 

More detailed data was required and so the Australia Council 

(the Commonwealth Government arts funding organisation) 

became the focus for data collection and analysis. In 

relatively quick succession the council was directly 

involved in the publication of The Australian Music 

Industry: An economic evaluation, also known as the Guldberg 

Report, while in September 1986 the House of Representatives 

Standing Committee on Expenditure, released its report 

Patronage, Power and the Muse: Inquiry into Commonwealth 

Assistance to the Arts, (known as the McLeay Report). A 

significant part of the background to these reports was a 

deep commitment by Dr. Dick Letts the Director of the 

Australia Council's Music Board, to remaking the elitist 

concerns of the Australia Council's music activity, I will 

briefly examine the Music Board Medium Range Plan 1985-1989, 
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the report prepared by the Australia Council on music 

policy, before looking at the two reports that followed. 

Australia Council 

In releasing the Medium Range Plan (the Plan) , Letts 

reiterated his belief that it was relevant ' for music 

development in Australia so far as it can be assisted by the 

Board' (Letts Correspondence 18 February 1986). Recognition 

that the Plan's strategy was one component of music activity 

in the country offered a new view to the otherwise myopic 

perspective provided by the arts subsidy sector which 

depended on the Australia Council. It was only a matter a 

time until the existing commercial popular music industry-

was acknowledged as a part of the nation's music culture, 

although later events generated enormous resistance to any 

moves to bring the existing commercial sector together with 

the publicly funded music/arts subsidy sector. Of more 

immediate concern to opponents of the changes proposed in 

the Plan was the honest appraisal by Letts and the Music 

Board of the shift that was required due to the ALP's 

objectives being brought to the foreground. This attempt to 

responded to the reformist objectives of the Commonwealth 

Government was explicitly incorporated into the document. 

The Plan depends on: 

1) the interpretation of the objectives set forth in the 

(Australia Council) Act; 

2) a conceptualisation of Australian musical life; 

3) a conceptualisation of the interconnection between (1) 

and (2); 

3) qualifications introduced by current policy emphases of 

the government and the Australia Council' (Plan 1986: A4) . 

The Plan detailed each of the Council's objectives but was 

generally hamstrung by the historical constraints of the 

subsidy approach, which combined sectional interests, such 

as experimental and classical orchestration with education 

issues^. It recommended a variety of funding issues, some of 

^The objectives of the Australia Council Act were summarised as:' excellence, professional opportunities 
and status, access, participation, cultural identity, freedom of expression, public appreciation, 
understanding and support international recognition' (Plan 4-6). 'Subsidy', was defined by the document 
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which challenged the high rates of support provided for 

opera. To achieve the board's objectives by 1989 an overall 

increase of 81.5 per cent or $17,469,000 million was 

required to be administered by the Music Board (Plan B-6). 

Yet it was the Plan's breadth, its determination to 

represent the ambitions of the ALP Government of the day, 

which marked a major turning point in music policy and 

continued to have repercussions well into the 1990s. The 

Plan, minus explicit references to ALP policy, became the 

key reference point for bureaucrats working in the music 

subsidy field (Owens Interview 1993). In particular, when 

'Australian musical life' was defined within the range of 

meanings of the Australia Council Act, alongside the ALP's 

policy objectives, the Plan suggested a radical reworking of 

the entire subsidy model to a form where access and 

inclusion were major objectives. It involved bringing into 

contact with the Australia Council, groups that were not 

part of the traditional 'arts subsidy' constituency. The 

social policy objectives of the ALP were reiterated: 

The general direction of current emphasis of the Australian 

Council is consistent with those of the government. Broadly 

speaking, these are towards a shift of resources to 

disadvantaged segments of the population, particularly 

ethnics (sic) youth, trade unionists and working class 

people, women, and those isolated geographically from the 

artistic life of the cities. Thus, there is an emphasis upon 

access and participation, although not at the expense of 

excellence as defined above (Plan 1986: A-10)^. 

as' the diversion of some part of the nation's wealth to the support of musical activities, it is apprcqiriate 
to consider the extent to which such subsidised activities can themselves return wealth to the nation' 
(1986: A-13). 
^ The categCMy of 'excellence' is the most difficult concept in the arts subsidy lexicon. The Plan probably 
undid itself when it suggested that the Music Board's "concepts, polices and actions in ahnost all 
circumstances...interact withe a number of these objectives simultaneously' (Plan 1986: AO). Thus, 
excellence, it was suggested , had to 'simultaneously address', professional opportunities, access, and 
public acceptance and support' (Plan 1986: A-10). Interestingly, when the ALP Government asked for 
responses to arts funding in its 1992 document 'Australian Government Support for the Arts: A 
Discussion paper', excellence was unproblematically presented as an achievable objective. 
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In examining the Plan, it is not my intention to undertake a 

detailed textual reading, rather to indicate how it was a 

preparatory document for the popular music policy events 

later in the 1980s and early 1990s. In particular, the Plan 

sought to establish a useful model of musical activity. For 

example. Part 3 of the report considered Performance and 

included 11 subcategories of music - music theatre, opera, 

orchestral, choral/vocal, classical instrumental, classical 

contemporary, jazz, folk, multicultural/ethnic, rock/pop, 

bands. Part 3 also included Community Development and Music 

Education, which became important in establishing a point 

around which community or 'micro' popular musical activities 

could be funded, as well as a focal point for arguments put 

soon after by Steedman for appropriate popular music 

education. Some of these considerations will be examined 

later. Generally however, a space was being made for the 

public funding of rationally conceptualised musical genres, 

outside the existing genres which received subsidy. 

In acknowledging rock and pop, the report was hamstrung by 

the traditions of 'excellence' which it imposed as a 

gatekeeper for subsidised practitioners. It was 

inappropriate in the popular music category, given that the 

rejection, even denial of excellence as applied to 'elite' 

arts had been the appeal of popular music, and was part of 

the spirit of rock music, of 'anybody could do it': 'For 

performing rock and roll, or punk rock, or call it any damn 

thing you please, there's only one thing you need: NERVE', 

wrote US journalist Lester Bangs, consciously omitting any 

reference to musical competency (1993: 104). Jimmy Barnes 

made the point more directly, when reflecting on his 

approach to rock music performance: 

I think the reason why kids related to me was because I was 

the same as them. That's the one thing I stressed even back 

in the Cold Chisel days. I showed them it's possible for 

anybody to take it by the throat if you've got the 

inclination (Hutchison 1992: 86). 

Nevertheless, the purpose of this section of the Plan was 

'To foster originality and excellence in Australian popular 
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music, and the development of professional skills in and 
legal protection for i ts practitioners, especially young 
practitioner' (Plan: C:2-74). The report acknowledged the 
unique opportunities for public access and participation 
that rock music provided, with public support reaching 
international proportions. 

In t he i n t e r e s t of equ i ty , i t i s a p p r o p r i a t e t o examine the 

f i e l d and t o de te rmine whether t h e r e should be a r o l e for 

p u b l i c s u b s i d y . The Music Board has concluded t h a t for t he 

most p a r t i t s i n t e r v e n t i o n would be redundant o r c o u n t e r 

p r o d u c t i v e . However t h e r e does seem t o be a p o s s i b i l i t y for 

a c t i o n in some a r e a s . (Plan C:2-74) . 

Theses areas were: development of cultural identity through 
music; appropriate education in music business; 
investigation of legal protection available to musicians; a 
system to promote Australian recordings (Plan C:2-74-75). 
More specific details were not proposed, due in part to the 
vast shadow of uncertainty cast by two considerations: (1) 
the fetishisation of 'originality and excellence' by 
practitioners and the development of an audience 
appreciation for these qualities; (2) the existing foreign-
dominated music industry (Plan C:2-75). 

P r o f e s s i o n a l o p p o r t u n i t i e s for A u s t r a l i a n mus ic ians may be 

l i m i t e d by t h e p r e s e n t economics and p r a c t i c e s of t h e 

r e c o r d i n g i n d u s t r y , which depends above a l l on r e l a t i v e l y 

inexpensive and t r o u b l e - f r e e imported product (Plan C:2 -75) . 

Identifying the dimensions of the existing activity became a 
priority, as the evidence for popular music activity in 
Australia confirmed what Austrade noted about the non-
participation of the industry in Australian popular music. 
More detail had to be gained about the Australian industry 
in the context of the Board's definition of the way in which 
'the nation's wealth' can remain within the nation (Plan A-
13). As part of the plan the Music Board commissioned a 
study to 'present basic quantitative data on all significant 
segments of the industry, commercial and non-commercial, and 
will estimate the nature and extent of i t s financial 
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contribution to the Australian economy' (Plan A-13). The 

study would become part of the Medium Range Plan for the 

Music Board. As I will show in the following section, it 

established economic measurement as a feature of the popular 

music policy. 

Hardly surprisingly, there were dramatic casualties. Letts 

did not remain as Chair of the Music Board for much longer 

after the release of the Plan. 

Government sponsored data 

Collecting data and providing appropriate analysis is part 

of the rational construction of accounting required to meet 

some of the criteria involved in an industry definition. As 

noted earlier in the comment from Hegel, the quantification 

of the production of commodities in society is one feature 

of political economy. However, as institutional economics 

maintains, a rational approach to policy will attempt to 

take account of the evolutionary developments, indeed 

measure them, yet not be overwhelmed by neo-classical 

definitions which can deny social provisioning 

responsibilities in a democratically planned society. The 

Plan attempted an approach that identified a two staged 

process of identifying the administrative issues in the 

Plan, then used a second tier of analysis and reportage in 

Hans Guldberg's. The Australian Music Industry: An Economic 

Evaluation (1987). 

Guldberg's report examined 'total demand and supply of music 

goods and services', as well as the 'total turnover of 

actual full time persons employed' (1987: 6, 7). In 

attempting to document the dimensions of the 'industry' from 

a traditional statistical approach derived from specialist 

surveys generated by the Musicians Union of Australia, as 

well as statistics from the Commonwealth Population Census 

of 1981 and the 1984 Australian Bureau of Statistics (ABS) 

household expenditure survey of 1984, Guldberg's report 

floundered. Its concerns encompassed the existing industry 

and the subsidy industry in a grab-bag of information. 
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Devoid of an explicit analytical framework its purpose was -

yet again - to serve as a rhetorical tool in the broad 

construction of musical activity in Australia. Music Board 

Director Dick Letts and Board Chairperson Barry Conygham 

made the objective of the report clear in their Foreword by 

noting that Guldberg had 'produced a document of great 

integrity and considerable utility in suggesting and 

assisting change'; it was intended to 'stimulate in the 

reader a consideration of the possibilities for development' 

(Guldberg 1987: VI, V). Yet it did this by producing a set 

of figures that overwhelmed any comprehensive structural 

considerations in the report. These figures and their 

placement in relation to manufacturing sector examples 

determined a limited economic reading of the 'industry': 

The industry as a whole is worth over $1.5 billion per year, 

and some 60,000 individuals derive an income from it (40,000 

full time equivalent workers). This represents about 0.7 % 

of the total Australian economy. It is comparable for 

instance to the clothing and footwear manufacturing 

industry, which had a gross product of $1.6 billion in 

1984/85 and employed 61,000 workers full time or part time. 

It is larger than the textile industry which had a gross 

product of $1.1 billion and 34,000 workers (Guldberg 1987: 

V) 

Music culture has limited relevance to the textile, footwear 

and clothing industry, with the allusion serving only to 

enhance the industrial concerns against the delivery of 

music culture through the Australia Council. Importantly, 

this concentration on industry calculation was not 

translated into a model which could provide a satisfactory 

basis for a relationship between the subsidy sector and the 

existing music industry. This is not to say that Guldberg 

avoided important issues. For example, he identified the 

'earnings gap' of the labour intensive activities of 

performers and musicians, which he argued was the result of 

the changes in the industrial economy, which was 'more 

capital intensive' and included 'high technology segments 

such as broadcasting, television and recording' (Guldberg 
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1987: 3). Identifying the dilemmas this created for 

performers and musicians, Guldberg noted 'an intimate 

interdependence between all segments of the music industry'. 

He did not however, propose solutions to the enhancement of 

such interdependence (Guldberg 1987: 3). Consequently, 

popular music in the existing music industry context was 

relegated low status among the genres, which was to be 

expected given the reliance on the Musicians Union and Music 

Board contacts, which have a long history of being 

antipathetic to popular music (Steedman Interview 1993)^. 

Nevertheless, by invoking the industry case in the context 

of the transforming national economic context, it was 

possible to keep popular music on the policy agenda by tying 

it to the apron strings of industry. 

Guldberg's hands were tied by the twofold administrative 

intention of the report: 1) the challenge to Australian 

opera funding drawing away Music Board monies and 2) the 

requirement for the Music Board for 'real funding increases' 

(Guldberg 1987: 12)'7. In fact, the use of 'industry' within 

the title of the report was a misnomer. Guldberg invoked the 

word 'industry' for his approach, but retreated to the 

subsidy model in the detail. Useful information on music 

culture was nevertheless presented, as the 'Key Issues 

Arising from the Study' summarised: 

A. Growth in Music Activity; 

B. Low Incomes for Popular Musicians; 

C. Stagnation Trends in Market Supplies of Music Goods; 

D. Declining Australian Production; 

E. Impact of Technological Change; 

F. Lack of Geographic Dispersion within Australia 

^ In its survey of local music teachers' associations, Guldberg found that Teaching methods based on 
classical music forms, and classical music in general dominate'. Not surprisingly, Guldberg continued: 
'Only 22 % of respondents nominated popular music as their art form; 85% of these said middle of the 
road. Some other popular music categories came up as supplementary music art forms: 44 of 108 
mentions were folk (leading die count), jazz, country and rock (rock a poor last)' (Guldberg 1987: 249). 
^ TTie amount of music funding has fallen per head of population, and even more per head of practising 
musician. Apart from one recent year when die; amount of funding increased strongly, it has been 
difficult for the Music Board to divert increasing funds towards the large group of activities and projects 
other tiian the Australian Opera for which it has funding responsibility. To a large extent funds for 
activities other than opera are residual: what is left after the Board has discharged its obligations to the 
opera. Undoubtedly State arts audiorides face a similar dilemma' (Guldberg 1987:12). 
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G. Male Dominated Industry; 

H. Abysmally Low Income for Ethnic Musicians; 

I. Arts Authority Funding Versus Economic "Reality" 

(Guldberg 1987: 9-12). The report was a useful exercise in 

adding detail to the Medium Range Plan released February 

1986, 15 months earlier, yet it did not differentiate the 

existing music industry from the subsidy context. It did not 

conceptualise the articulations between stakeholders. The 

result was that the economic dimensioning issues of industry 

production and market size were not expressed in relation to 

issues of domination by multinational record companies, as 

Austrade had noted in its report. Instead, the requirement 

for 'even more diversity of assistance' was careful couched 

in the suggestion that: 

the issue may become one of finding alternatives to direct 

subsidy, such as tax breaks and investment allowances to 

encourage local content and greater international exposure 

of Australian music (Guldberg 1987: 12). 

Closer examination indicated that the exposure was to be of 

music 'in all its forms' (Guldberg 1987: 12). 

The confusion of categories combined with one of the 

report's agenda items - examining the slide in available 

Music Board funds - served to limit the direct benefits a 

clearly focused policy document should have. Issues were 

couched in bureaucratic, self-serving terminology, such as 

'the lack of any real long term growth in total funding' and 

'The plan implies a radical restructuring of Music Board 

activity (Guldberg 1987: 15, 23) As 'the most 

comprehensive account of the Australian music industry yet 

formulated', as Conygham and Letts said in their Foreword, 

their view was that these broad dimensions would create 

'more possibilities' (Guldberg 1987: V). 

As I noted above however, various stakeholders expropriated 

different parts of Guldberg's report for their own purposes 

in ways that extended musical activity within the country. 

In some cases this facilitated shifts in the historical 

direction of the Australia Council, in particular, the way 
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in which emerging musical forms were encouraged as well as 

support for community music programs (Owens interview). I 

will detail some of the community music programs in the next 

chapter, especially the way in which they gravitated towards 

popular music forms and the existing music industry. 

However, the primary impact of the report was its long term 

affect on the economic and industrial definitions which 

dominated the existing industry. In this respect it was 

constructive. 

This economistic priority produced a reference point for 

stakeholders and policy makers who required statistical 

detail which had become unhelpfully reductionist in its use 

of economic policy tools. Or as Pusey suggested, it was a 

limited focus which 'arrogantly assumes that economies, 

markets and money can always deliver better outcomes than 

states, bureaucracies and the law' (1992: 66). Veblen's 

suggestion that government's produced a Business 

Administration as part of their investment in the machine 

process, can be applied to this aspect of Guldberg's report. 

It was advocating a sort of bureaucratic economism. 

Certainly, there was potential for realising social 

provisioning outcomes from the report, although they were 

oriented towards administrative issues for the Music Board 

to take up, with little concern for popular music. Yet the 

economistic priority helped make the case from a general 

policy perspective - that music had to be considered as part 

of the mainstream of the Australian economy. Popular music 

remained a silent cultural presence, although it was the 

sector within which vast amounts of money flowed. The 

enormous difficulties incorporated within this dilemma could 

only be avoided by a form of denial of popular music by the 

Australia Council. It surfaced most clearly in the McLeay 

Report. 

10.2.5 The tenuous connection between contemporary music and 

the arts bureaucracy is reflected in Australia Council grant 

statistics. ... 

Ms Fatin - Have you ever funded young composers who want to 

write for some of these rock groups? Could they apply? 
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Dr Letts - They could apply but to be honest I do not 

remember there having been an application. It is another 

world, of course (McLeay 1987: 170). 

A comprehensive policy case could not be made based on 

economic measurement coupled with ignorance of the popular 

music domain by the nation's key cultural organisation, the 

Music Board of the Australia Council. Assumptions that 

economic measurement and quantifiable outcomes in the 

private, existing popular music sector would provide 

adequate solutions to policy concerns was critiqued by the 

implementation of a social-democratic model of arts subsidy 

in another report. As I have outlined previously, a mixed 

economy approach meant that the policy focus needed to 

incorporate social values and cultural interests, or 'public 

benefit' (McLeay 1986:). These interests were expressed in 

detail in Patronage, Power and the Muse: Inquiry Into 

Commonwealth Assistance to the Arts (McLeay Report), 

released in September 1986. As a policy document it put in 

perspective the ALP view on social provisioning. Unlike 

Guldberg's attempt, the McLeay Report endorsed popular 

music, while raising keenly informed questions about the 

value of the vested interests involved in the arts subsidy 

sector. In taking an activist approach to its subject the 

all-party committee recognised that 'the arts provide public 

benefits' and that the 'role of government in the arts is to 

maximise those benefits': 

We reject the view that Commonwealth assistance is a right 

of the arts because of their merit. We also reject any 

suggestion that arts assistance is a specialised form of 

welfare for artists (McLeay 1986: 4). 

The authors of the report constructed an uncompromising 

relationship between public benefit and 'public access to a 

diversity of art'. 'Access and diversity should thus be 

principal objectives of assistance to new art' (McLeay 1986: 

4). It was not clear how 'new art' was defined, nor was it 

fundamental to the logic of the case. However, the linkage 

between public benefit and access and diversity was primary 

to the overall incorporation of popular music into the 
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document and its recommendations. Public benefit as a 

concept was scrutinised. It was not, the report insisted, a 

means whereby a limited economic reading of subsidy could be 

interpreted by economists to reflect their interests in the 

established system of public funding. Rather, the definition 

of public benefit used by the committee incorporated 

'popular arts and entertainment' which were already 

adequately supplied in the 'market'. The committee rejected 

the assumption that subsidy to these areas of creative 

endeavour would not produce public benefit because of their 

existing market appeal (McLeay 1986: 167). This was an issue 

with which the Report struggled and in so doing, made a 

contribution to redefining democratic principles of 

participatory government^. In essence, what McLeay did was 

to rupture any existing procedures by inserting the existing 

market dominated, economically sustainable popular music 

sector into the arts subsidy debate and make a case for 

•diversifying patronage' (McLeay 1986: 35). 

A major part of the McLeay Report's concerns therefore, was 

to put contemporary music on the public cultural agenda. 

Pete Steedman's close association with Leo McLeay, the 

chairperson of the committee and the Speaker of the House of 

Representatives, had a key impact on the incorporation of 

popular music into the document (CIRCIT presentation) . 

Steedman's good fortune was to find in McLeay one of the 

rock music generation of politicians whose life experiences 

incorporated a personal investment in changing concepts of 

arts funding and administration, to include popular music. 

As chairperson of the committee, McLeay established his own 

agenda. He made it clear what his objective was. 

CHAIRMAN - It is very good of you to give us your time and to 

give us some of your views on what assistance there ought to 

° 'The difficulty of assessing the optimal use of public resources is not confined to the arts, it is a 
feature of many, if not most government programs. In the arts, as in many areas of public 
administration, objective measures of cost and benefit are lacking and government must simply do their 
best to try to assess the public interest'. The document went on to suggest diat 'governments are required 
to maximise public benefits when there is no agreement on the nature of those benefits, while 
simultaneously being 'concerned with the sort of decision making processes which ought to apply in 
such a situation' (McLeay 1986: 37). 
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be for t h e a r t of rock and r o l l . I must say t h a t Committee 

members w i l l r e a l i s e t h a t I have a p r e j u d i c e in t h a t a rea and 

t h a t I have t r i e d t o ge t o t h e r people t o say t h e r e ought t o 

be government a s s i s t a n c e t o rock and r o l l . I have not been 

s u c c e s s f u l bu t I might ge t t h e r i g h t s o r t of r e sponses from 

you ((McLeay hea r ings 7 November 1985: 369) . 

During the public hearing phase of the inquiry he asked Ian 
'Molly' Meldrum, the highest profile music marketing 
identity in Australia the following question in which he 
established popular music as ' a r t ' . Meldrum's answer helped 
establish for McLeay, at least, that popular music was not 
only 'art ' but an artistic profession: 

CHAIRMAN - Do you t h i n k t he reasons governments do not g ive 

a s s i s t a n c e t o rock and r o l l for i n s t a n c e , i s t h a t t h e people 

who a r e handing out t he money do not c o n s i d e r rock and r o l l 

t o be a r t ? 

MR MELDRUM - A b s o l u t e l y . I t h i n k t he myth of going back t o 

the days when rock and r o l l was under the gu i se of sex, drugs 

and rock and r o l l i s q u i t e absurd now. Over t he l a s t 10 y e a r s 

e s p e c i a l l y , r o c k and r o l l has p roved t o be a v e r y 

p r o f e s s i o n a l bus ines s (McLeay hea r ings 4 November 1985: 372) . 

This line of inquiry established the basis for including 
popular music in the report. It was not, however a case of 
introducing art alone into the arts . It was a case of 
shifting perceptions of 'excellence', which was and 
continues to be a founding and exclusionary basis for 
Australia Council operations. The introduction of existing 
music industry personnel such as Ian Meldrum and 
representatives from the Australian Record Industry 
Association (ARIA), into the inquiry was a breakthrough. 
Chairman McLeay, ALP representative (and later Federal Arts 
Minister) Wendy Fatin discussed the issue with ARIA 
representatives. Executive Director of ARIA Victoria 
Rubensohn and ARIA Board member Peter Rix on 7 November 
1985. Fatin's preconceptions about Australia Council 
language stand in contrast to other approaches, not 
determined by arts bureaucracy key words, such as 
'excellence'. 
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Ms FATIN - Do they ever use the term 'excellence*. Earlier 

you talked of creativity - this notion of excellence among 

other artists in other field? 

Mr Rix - It is a process of evolution: You strive to make 

better records. The ethos is to do that. 

Ms FATIN - They see it as a form of excellence? 

Mr Rix - It is an art form - in a mass form, I might add. 

CHAIRMAN - It is probably the biggest art form. 

Ms Rubensohn - The reason why we are sitting here today is 

because we felt that bodies like the Australia Council have 

overlooked the whole of contemporary music for so long and, 

as Mr Rix said, it is an art form in fact, it is THE mass 

art form. If the objective of the Australia Council, as I 

understand it, is to extend the awareness of Australian 

culture and to extend access to and participation in that 

culture, the contemporary music field, dollar for dollar, 

reaches more Australians every day than any other field ... 

This is the first time we have ever been approached to 

appear before anybody with any relevance to government 

funding of the arts. My organisation has never been 

approached before on that. (McLeay hearings 1985: 430-431). 

Submissions and discussion like this established the new 

terrain over which discussion of arts subsidy funding could 

traverse. The established music industry was brought into 

the domain of both the government and the arts. Peter Rix 

noted that Ian Meldrum had never been 'invited' to comment 

on popular music in 20 years activity on the field. 'No one 

has ever asked his opinion about how we can help these kids' 

(McLeay hearings 1985: 431). Having introduced the 

government and the existing industry into a relationship, 

the next task was to convince the public of the value of 

articulating popular music with the arts subsidy context. 

Two methods were used to convince the public of the value of 

linking McLeay's investigation of arts funding and of 

popular music. The first method was an endorsement by the 

mainstream media, following the tabling of the report in 

Parliament on 18 September, 1986. The Age arts editor 
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Michael Shmith called the report 'thorough and succinct', 'a 

model of clarity, precision and even restrained humor' (23 

September 1986: 14). The report's comprehensiveness, 

combined with its detail and commitment to democratic 

politics, provided an opportunity for arts critics, such as 

Shmith to congratulate the sector in which they were deeply 

and professionally embedded. 

Moreover, the concern of Leo McLeay to provide a reasonable 

overview of the Australia Council and its administrative 

procedures, did not necessarily challenge existing funding 

structures. The report itself, as if to ease the anxiety of 

the arts sector, said the inquiry intended 'to review...the 

administration of art support' (McLeay 1986: 16). It also 

proscribed interests: 'The purpose of cultural policy is to 

secure the rights of this diversity of interests not advance 

any particular narrow range of cultural activities favoured 

by dominant groups in society' (McLeay 1986: 35). The 

prospects for increasing the number of stakeholders and 

participants in the arts sector in general, invigorated 

critics who supported the report's ambition to extend arts 

activity in Australia. 

The uncompromising commitment to broadening the cultural 

sector was complemented by McLeay's personal determination 

to include popular music as part of the mix. In releasing 

the report, McLeay sought to challenge attempts to undermine 

chapter 10 of the report 'Contemporary Music' and 

Recommendations 23-27, which dealt specifically with popular 

music. He was reported in The Age, the day after the report 

was released saying: 

Rock and roll is the culture of my childhood, and I'm going 

to do something about getting it some recognition, for two 

reasons - first, because it is a cultural experience, and 

second, because it's an industry that we in Australia can 

export very successfully overseas, and we have done too 

little for it (Garran, 1986: 6). 
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The second means of convincing the public of the value of 

the work of the Parliamentary Expenditure Committee, was 

undertaken by the Minister for the Arts, Barry Cohen, when 

he tabled the report in Parliament. Cohen's endorsement of 

the report, highlighted the changes to the Australia 

Council. As Cohen put it: 'The McLeay report raises a number 

of particular issues concerning the development of the arts. 

These include the development if contemporary music, the 

introduction of royalty schemes, the operation of artbank 

and a number of taxation issues. Some of these issues 

require considerable examination and consultation. This is 

being undertaken' (Parliamentary Debates, Hansard 28 May 

1987: 3). Cohen noted that the Government and the Australia 

Council had 'complete agreement on future directions' for 

the Arts, citing in particular, the amalgamation of the 

theatre and music boards into a performing arts board and 

establishing 'a new community cultural development unit' 

within the Australia Council (Parliamentary Debates, Hansard 

28 May 1987: 2). As I will indicate in the next section on 

community music, this was the beginning of a new era in high 

level government support for funding musical activity at 

local sites, although the musical activity was not at this 

stage differentiated from the generic concern with access: 

'Community arts remains a cornerstone of the government's 

arts policy and represents an essential element in 

facilitating greater access to the arts' Cohen told the 

House of Representatives (Parliamentary Debates, Hansard 28 

May 1987: 3). Cohen's emphasis on community arts initiatives 

removed the focus from popular music, although he noted that 

the conservative Opposition had provided a 'frightening 

indication' of its approach to the arts, with one suggestion 

being to advocate Italian opera for schools (Parliamentary-

Debates, Hansard 28 May 1987: 4). However, the primary issue 

from a political perspective was to consolidate the change 

in emphasis in the arts from a narrow subsidy view to the 

broadening approach, whereby 'everyone in the community 

should have opportunities for artistic and creative 

expression', which were incorporated as 'an integral part of 

the development of our society' (Parliamentary Debates, 
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Hansard 28 May 1987: 4). This confirmed what the report had 

noted, that 'cultural commentators' acknowledged that 

'cultural value is not limited to any narrow range of 

activities' (McLeay Report 1986: 23). 

The McLeay Report's 30 recommendations incorporated a 

variety of significant shifts in focus for the Australia 

Council. The concerns with popular music were identified 

early in the published report, which continued the combined 

strategy of uncompromising support for popular music as art, 

as well as introducing the existing industry to the 

equation: 

The Committee believes that contemporary music, the vast 

bulk of which is commercial and popular, is an important 

art-form. We argue that significant public benefit could 

accrue from selective assistance to popular contemporary 

music. Much of this assistance equates to the types of 

government infrastructure support readily available to more 

established industries rather than to conventional arts 

subsidies (McLeay Report 1986: 8). 

The concerns Leo McLeay had sought to raise about popular 

music were expressed in recommendations 23-27. 

Recommendation 23: The Australia Council should convene a 

working party to develop appropriate business training 

arrangements for new entrants to the contemporary music 

industry. The working party should include representation 

from a broad cross-section of the industry, it should pay 

particular attention to the problems of delivering training 

to the industry. 

Recommendation 24 : The Government should, as a matter of 

priority, introduce a levy on the sale of blank audio 

recording tape to finance royalty payments to holders of 

copyright in recorded music. 

Recommendation 25: The Australia Council should establish 

a scheme to assist talented contemporary musicians in the 

production of demonstration tapes, video clips and their 

first record. 
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Recommendation 26: The Council, together with the 

Technical and Further Education sector, should develop 

relevant training for the contemporary music industry 

covering: 

(a) business principles for aspiring contemporary musicians 

(b) training in recording and production techniques. 

Recommendation 27: Council should develop a scheme, 

similar to those it administers for visual artists and 

writers, under which talented musicians are assisted to 

train, study and perform in appropriate overseas centres 

(McLeay Report 1986: 13). 

The comprehensive arts training approach relied on forcing 

recognition of the relationship between the existing music 

industry, the arts, education and training, in the context 

of Australia Council activities. This was ambitious by any 

measure, especially given that bureaucrats acknowledged that 

this was the first time existing music industry 

representatives and government officers had worked together 

(Harlow Interview). This was an indictment of both agencies, 

given that there were opportunities well before the inquiry 

was held to establish contact, as I shall soon indicate. 

Furthermore, ARIA was a member of the National Arts Training 

Committee (NAITC), formed in 1983. NAITC made a submission 

to the McLeay Inquiry, in which it called for a detailed 

program of arts education and training, suggesting that 'Any 

inquiry into assistance to the arts should consider 

assistance in the form of training and retraining for 

practitioners' (NAITC Submission 1984: 1328). The 

relationships were forming, yet no processes for industry 

and arts industry communication and cooperation existed. As 

I will show in a later section, this endemic gap between the 

music industry and the arts and policy implementation 

agencies was not readily overcome. 

Nevertheless, positioning popular music as 'probably the 

most widely experienced art-form in Australia today', 

created opportunities for existing stakeholders (McLeay 

Report 1986: 166). However, the authors of Patronage, Power 
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and the Muse 'had some doubts ... as to whether the 

Australia Council is an appropriate body to administer 

programs of assistance to contemporary music' (1986: 170). 

Pete Steedman moved quickly to fill the gap in the Australia 

Council's administrative expertise^. Steedman prepared and 

put to the Labor Government Cabinet a proposal which 

summarised the popular music recommendations included in the 

Austrade and Expenditure Committee Reports, reiterated his 

support for them and detailed a set of his own. 

His strategic manipulation of the opportunity was timed to 

maximise his interests in realising a set of implementable 

recommendations, given the right historical circumstances. 

Steedman introduced a strategy of assumed necessity, whereby 

the Labor Cabinet was encouraged to believe that the 

inevitability of popular music policy initiatives flowed 

from the reports and recommendations already in circulation. 

Using his contacts, guile and lobbying expertise, Steedman 

presented his case as a fait accompli^O. For example, his 

summary of the Austrade export panel's activities reinforced 

the assumption that further action was planned: 'It is 

presumed that more detailed recommendations of measures to 

stimulate rock music export and plans for the development of 

these will be prepared by this advisory group, over the next 

few months', Steedman's cabinet submission said (Cabinet 

Submission 1988: 16). 

Steedman's main assumption however, was to link the McLeay 

Report's recommendation for a blank tape levy with the 

establishment of a special popular music foundation. This 

was a new and unexpected proposal, intended to complement, 

rather than 'be interpreted as a substitute for the 

provisions by the Australia Council of general grants to 

^ In fact the changes in administrative and operational focus were such that in 1995 former Australia 
Council chairperson Rodney Hall claimed diat nearly 10 years after the report The wounds are still fresh 
from the Hawke Government's McLeay Report' (Hall, 9 December 1995:10). 
0̂ It is instructive diat the submission, provided to me by Steedman, is undated. When Steedman gave 

me the document it was the excerpt of the entire cabinet submission that was of concern to him and 
which he had prepared. The absence of documentation reflected the speed with which the 
recommendations were being made and the demand following the cumulative impact of Austrade and 
McLeay Reports. 
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contemporary music artists along the lines of its general 

grants through the Music Board but as a parallel 

development' (Cabinet submission 1988: 16-17). The proposal 

was also expected to run parallel to Austrade's popular 

music export initiatives. Yet the most appealing aspect of 

Steedman's strategy of assumed necessity was to establish a 

'self-financing' 'assistance scheme' for a 'commercially 

viable industry' (Cabinet submission 1988: 16). Recognising 

the difficulty of gaining support for more funds for a new 

cultural institution, Steedman provided a single option for 

Cabinet's consideration, which had been flagged in the 

McLeay Report recommendations: 

If the concept of such a levy was accepted it could be 

argued that a reasonable use of the funds from this source 

could be the stimulation of the rock music industry through 

the establishment of a foundation based on this levy. 

Precise figures for imports of blank tapes are not readily 

available but the estimated annual value of these is 

approximately $15 million. A levy of 20 cents per tape would 

thus produce about $3 million each year for assistance to 

contemporary music. (Cabinet submission 1988: 17). 

The expectation that a foundation would 'stimulate the 

industry' proved to be poorly conceived. It failed to 

recognise that the already viable industry did not require 

stimulation, so much as an administrative mechanism to 

assist musicians gain access to education, training and 

recording opportunities, followed by access to domestic 

audiences and the export markets. Similarly, suggestions for 

the approach the foundation would take in administering its 

program confidently included assumptions about involvement 

by the music industry and the belief that it would: 

of course, be essential for the foundation's direction to be 

representative of the contemporary music industry and to 

include its most progressive elements (Cabinet Submission 

1988: 18)11. 

11 The proposal for the 'Establishment of a Foundation' in Steedman's cabinet submission was bold 
indeed. '(However) die advantages of a foundation include flexibility in an industry where directions 
change frequently, responsiveness if the industry perceives that its "own money" is being used, 
independence from government die ability to attract private and rock industry funding in special funds 
from industry in general or advertising, an in die longer term, the possibility diat the foundation would 

234 



Continuing the push for action, Steedman included in his 

submission details of proposed programs the foundation could 

conduct, many of which formed the basis of the day to day 

activities of Ausmusic, which I will detail in a later 

chapter. They were practical proposals which took up all of 

the McLeay and Austrade's Report recommendations, which I 

have detailed above (Cabinet Submission 1988: 18).Steedman's 

submission was a success. Cabinet agreed to the submission 

and to 'an additional $1 million Government funds' to 

provide 'the foundation stature and initial impetus' 

(Cabinet Submission 1988: 17). 

I will conclude this chapter with an overview of some of the 

knowledge limitations about existing music industry, which 

had a debilitating impact on the recommendations and the 

plans arising from them. 

Restricted knowledge 

In concluding this overview of these key Federal reports I 

will reiterate the limitations and contradictions arising 

from them. In identifying some of the limitations in the 

knowledge about the existing industry, the articulation of 

all the stakeholders within the policy process can be 

recognised as less collaborative and more problematic than a 

directed reading of government reports allows. The 

limitations and contradictions arising from the reports can 

be summarised as follows: 

Lack of interest in explicitly incorporating young people in 

consultation about federal popular music policies, together 

with minimal use of ABT information about popular music 

consumption; 

The absence of music industry organisations such as ARIA, 

the major record companies and copyright agencies on the 

Austrade panel and in Guldberg's report, thereby restricting 

the view of and relationship with the industry and the 

policy opportunities flowing from such an alignment; 

develop its own identity and reputation for excellence. It would, of course, be essential for the 
foundation's direction to be representative of the contemporary music industry And to include its most 
progressive elements' (Cabinet Submission 1988: 18). 
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Guldberg's confused definition of the Australia Council's 

arts-music subsidy and the industry; 

Ignorance about detailed knowledge of the music industry and 

associated statistical information; 

Federal Cabinet agreement to fund a new organisation to 

administer popular music development on the basis of 

restricted knowledge of the existing music industry in 

Australia; 

Conflict between the community arts objectives of Arts 

Minister Cohen and Steedman's strategy of assumed necessity 

for a foundation funded by the blank tape levy; 

A federal focus that did not include state or local popular 

music policy activity as part of the strategic planning. 

The importance of 'restricted knowledge' was that it 

engendered an environment of distrust of the existing 

industry. Austrade's Export Development Strategy: Popular 

Music made its opinion clear: 

In view of the diversification of the rock music industry, 

the lack of any fully representative body, and the almost 

total absence of reliable statistical data on the size, 

nature and profitability of the industry in Australia and 

overseas markets, field survey work was undertaken in Sydney 

and Melbourne where the majority of Australian industry 

participants are based (1986: 2.3). 

'Field survey work' would not provide a definitive base for 

statistical analysis either. This point was not made in the 

report. The absence of self-criticism permeated the policy 

environment and caused distrust of the statistics and the 

processes used to make assessments. It became public in the 

McLeay Report's view of statistical information. This Report 

included both a warning and an attack on some of the 

existing statistical data. In item 10.2.2 the McLeay Report 

said: 

The established arts have little interest in the conditions 

of contemporary music, except it appears, to include its 

production statistics in analyses arguing the importance of 

the arts. Professor Throsby, writing as a representative of 

an arts lobby group. The Alliance, for example, put it to 
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the Committee that an increase in Australia Council funding 

would be justified, in part, on the basis that the arts, 

culture and entertainment contributes $6.5 billion to gross 

domestic product (GDP). This issue of aggregate figures 

fails to reveal that contemporary music, which undoubtedly 

contributes a greater component of the $6.5 billion than all 

the subsidised arts combined, received Australia Council 

subsidies of only $55,385 in 1984-1985, slightly more than 

one seven hundredth of the Council's arts support budget for 

that year (1986: 169). 

The attempt by the vested interests of the arts subsidy 

sector to use aggregate figures to present its point of view 

assisted McLeay in making his case for policy activity 

involving 'contemporary music'. The argument was constructed 

on the basis of a logic which acknowledged the self interest 

and misinformation used by the arts lobby, to the detriment 

of popular music interests. McLeay himself noted that an 

earlier estimate of the music industry - in The Artist in 

Australia Today - put the number of musicians at 10,000, 

with about 3000 of them classified as rock musicians (McLeay 

submissions 1986: 386). Peter Rix made his own estimate: 'I 

would like to submit to you that in Australia there are in 

excess of 18,000 musicians actively working in what is 

called contemporary music' (McLeay submissions 1986: 419). 

This figure was unsubstantiated. 

The absence of statistical detail and the stinging rebuke 

aimed at Professor David Throsby, one of the world's 

recognised arts economists, raised issues of information 

quality assessment that should have been at the forefront of 

the inquiries and report writing process which led the 

policy formation. And while the existing music industry 

informed Leo McLeay of the uniqueness of the invitation to 

be involved in his inquiry, noted earlier, there was a 

commensurate absence of academic and critical expertise 

brought to the discussions, with the exception of the ABT's 

237 



survey and analysis^^. Yet any policy activity that sought 

to bring the arts subsidy-cultural sector into some sort of 

alignment with the existing industry should have recognised 

that it was dealing with two major challenges: the existing 

and therefore well established, global music industry; the 

new popular music policy terrain which had no public policy 

presence, or a credible analytical and statistical base. By 

incorporating academic and critical interests, some 

solutions associated with linking the existing industry with 

the arts subsidy sector may have been introduced into the 

policy considerations. For its part, there is little 

evidence, apart from ARIA'S presence in the McLeay Report, 

that the existing music industry was rushing to involve 

itself with government policy activity. 

The Economist made the point about the difficulties of music 

business financial assessments as recently as 1991, perhaps 

indicating that it has only been in this decade that 

questions have been raised in the mainstream press about the 

music industry's behaviour. 'There has never been anything 

quite like the post-war record business, so it has never had 

anything against which to measure itself. The Economist 

said in A Survey of the Music Business: Almost Grown, a 

special supplement (December 21, 1991 :5). The magazine 

noted that 'the music business has played by it own rules. 

It has therefore developed habits that it will need to lose 

as the game changes' (December 21, 1991 :5). Then under the 

sub-heading 'Too much monkey business' the magazine 

continued; 'The worst bad habit is the unwillingness, to 

distinguish between marketing and hype' (December 21, 1991 

:5)13. 

1^ For example, ABT research project leader, Susanna Argady contacted me during the early stages of the 
development of the project for information and advice on popular music activity. She woriced closely 
with a variety of people, including Melbourne researcher Lawrie Zion, who was completing his Ph.D on 
Australian rock in the early 1960s. These contacts indicated an interest in academic and critical input 
giving the final report added aedibility. 
13 The Economist made die point that die industiy in die UK had reduced the number of record sales 
required to qualify for a platinum award from 1 million to 600,0(X), in 1989, to assist die promotional 
prize wiiming system that is 'a way of maintaining die excitement that fuels teenage sales' (December 21 
1991: 5) 
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If hype concerned The Economist, the rhetoric which drove 

many of the government inquiries and reports at a Federal 

Government level would have benefited from a more cautious 

and informed approach. Indeed, it was not that the major 

industry had not been involved with Government. As I will 

show in the chapter on the Prices Surveillance Authority 

inquiry. Copyright was inextricably linked with Commonwealth 

Government legislation, while the radio content quota was a 

key aspect of Broadcast law. Less publicly, the government 

had been involved in setting sales tax rates for retail 

sales of sound recordings. For example, late in 1983, the 

government reduced the sales tax rate for sound recordings 

from 32.5 percent to 20 per cent. This had the effect of 

halting the stagnation that lasted from 1976 to 1983, when 

Australian sales fell from 36 million to 20 million. The 

economic recession in the late 1970s and early 1980s also 

influenced demand, but it was the government action in 

lowering sales tax and prices which was reported as the 

influential action in accelerating demand, by the 

International Federation of the Phonographic Industry's 

(IFPI) World Record Sales 1969-1990: A statistical History 
of the World Record Industry (Hung and Morencos 1990: 12). 

Closer investigation of the IFPI report reveals how 

artificial the figures for the Australian record industry's 

continued growth were: 'Regular price increases during the 

last five years (1985-1990) have made the Australian 

industry profitable...' (Hung and Morencos 1990: 12)1"̂ . The 

PSA inquiry considered this matter in detail in 1990, as I 

will show later, with ARIA, in particular - which by then 

was involved in the public policy process - denying that 

Australian CDs were highly priced compared to the US and the 

UK. 

Information about existing industry behaviour began to 

circulate more freely in the 1990s, by which time it was too 

late for the inquiries considered above, or indeed, the PSA. 

^^ The statement continued: '... and enabled die companies to make a considerable invesdnent in die 
recordings of Australian artists such as : Midnight Oil Men At Work, Jason Donovan, Kylie Minogue, 
INXS and John Farnham' (Hung and Mwencos 1990:12). 
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For example, in 1991, a high profile Age newspaper article 

cited an executive with Melbourne-based retail chain Brashs 

lambasting the industry: 

We are concerned at the amount of time being taken up at 

store level by record reps hyping staff with what amounts to 

bribery in order to get certain titles up the charts. We 

have asked all record companies to refrain from this 

practice, including phone calls on Fridays to 'remind' chart 

staff about priority titles' (Carney Saturday Extra, 4 May 

1991: 1). 

The reports I have examined in this chapter, were not 

concerned with these issues, although additional and 

supportive public criticism, such as that made by Leo 

McLeay, would have established the difficulty of working 

with the industry. As I will show in later chapters, such 

knowledge would have had a considerable impact on the 

success of the policy initiatives. 

Some of the issues involving the restricted knowledge 

arising from limited statistical analysis were recognised 

later and taken up by the Cultural Ministers Council which 

requested the Australian Bureau of Statistics to gather 

details on entertainment usage in Australia^^. In 1990, the 

Australia Council commissioned Hans Guldberg - again - to 

assist in explaining and defining 'Public Finance Sub

groups' as produced by the ABS. By this time, however, the 

caveats about the detail were given prominence, as Lynden 

Esdaile, the Director of Strategic Development for the 

Australia Council, said in the Preface to Guldberg's report. 

Cultural Funding in Australia: Federal, State and Local 

Government (March 1991): 

This report is the first analysis of all government funding 

using the public finance categories devised by the Cultural 

Ministers Council's Statistical Advisory group. ... The raw 

data analysed in this report have been drawn from a variety 

1̂  The council was formed in 1984 'to provide a forum for the exchange of views on issues affecting 
cultural activities m Australia': the Statistical Advisory Group (SAG) was established by die council in 
November 1985 as a result of 'noting the huge deficiencies in culture-leisure statistics in Australia' 
(Notes from the 1991 SAG/ABS brochure: Australia's Culture: Report on Attendance at Selected 
Cultural Venues -1990-91. CatJ^o. 4114.0). 
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of s o u r c e s ; each of t h e s e s o u r c e s has i t s own s e t of 

a s sumpt ions and r e s t r i c t i o n s , so t h a t r e a d e r s u s i n g t h e 

r e s u l t s p r e s e n t e d h e r e shou ld i n t e r p r e t any compar isons 

c a u t i o u s l y (Esdai le 1991: Preface) 

The ABS added i t s own cau t iona ry no tes in i t s 1991 
p u b l i c a t i o n : Music and Performing Arts in Major Venues in 
Capital Cities: 

The data presented in this publication should be treated 

with care. The survey only covered selected venues, this 

should be taken into account when comparing data between the 

capital cities. 

The result of such inadequacies was that the policy 

initiatives which flowed from the Federal Government reports 

in the mid-1980s could not rely on industry information and 

statistics for guidance. This manifest itself in remarkable 

ways. For example - to return to the informal information 

sources which provide an important counterpoint to the 

formal ones - during a conversation in 1990 with Ian Smith 

the executive director of the Victorian Rock Foundation, I 

was told that the Guldberg Report's figures and arguments 

were unreliable and unhelpful in assisting the VRF in its 

program. I asked Ian Smith why he did not trust the report 

as a basis for guiding the activities the VRF was 

attempting to build. His reply was that when Guldberg was 

gathering data for his report, he contacted the VRF for 

statistics on the rock music industry. The figures provided 

(over the telephone) to the researchers were 'made up'. The 

limitations of the inquiry process such as this, added to 

the difficulty of implementation, when the VRF and Ausmusic 

were established. 

In this chapter I have traced the flurry of Federal 

Government sponsored inquiries and reports into popular 

music in 1985-1988. I have shown that diffuse interests and 

conflicting demands of the arts subsidy sector and the 

existing popular music industry, together with bureaucratic 

inexperience and individual self interest, acted as 

constraints on policy activity. In this environment, popular 
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music could not readily be 'assimilated, incorporated, 

institutionalised', as Turner suggested. In the next chapter 

I will indicate how the micro activity of the community 

music sector favoured by Arts Minister Cohen, delivered 

services and met public interests which gradually converging 

with the existing popular music industry. 
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Chapter 11 

Community music - unexpected achievements 

As I showed in the previous chapter, the ALP's commitment to 

new ways of organising subsidised cultural activity was 

linked with the inquiries and reports in the years 1985-

1988. Yet what did not emerge from the reviews was an 

appreciation and investigation of existing community music 

activity. Although it was originally tied to the privileged 

high arts music sector, community music offered a basis on 

which to build popular music policies from existing programs 

and expertise. Importantly, community music activity existed 

prior to the 1982-'83 election of Labor Governments in 

Victoria and Federally, raising the question of how a social 

democratic political party of reform could remake the elite 

music programs funded by conservative governments, as 

popular music programs. My research has found no evidence 

that this question was proposed or the opportunity examined. 

However, my research also found that the programs that were 

funded by pre-Labor conservative governments were continued 

by Labor. They were better funded and flourished, providing 

a contrast to the bold policy proposals made elsewhere, 

which did not have the support of the existing popular music 

industry. 

A noticeable set of community music activities was funded in 

the very early 1980s by the conservative government in 

Victoria, where it was classified as part of a Cultural 

Development Grants program^. It was offered as part of a 

cultural musical experience, as opposed to the ALP's 

community development program, which made empowerment a 

major objective (Koehner Interview 1993). By the mid-1980s, 

the emphasis within community arts programs in general was 

moving from the elite to the popular. As Hawkins found in 

her community arts study, a 'discursive shift' to an 

1 In the 1981-1982 Victorian Cultural Development Grants, community music activities received 48 
grants, 19.5 per cent of die total, valued at $880,980. The following year, music received 52 grants, 
valued at $838,600, accounting for 16.1 per cent of the total funds, a fell from the previous year. 
Source: Viaorian Arts Reports 1981-1982 and 1982-1983. Examination of annual reports revealed diat 
there was no dramatic change in the relative value of funds allocated to ccHnmunity music in the years 
until 1990, when reporting methods altered. 
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emphasis on community activities that 'raised consciousness, 

affirmed identity and generated "community" ', emerged from 

about 1986 and was reinforced by Minister Cohen's support in 

response to the McLeay Report, noted in the previous chapter 

(1993: 157). 

Music in the community in Victoria prior to the election of 

the Labor Party to government in 1982, offers a helpful 

starting point. For example. Music '81 involved six 

composers working with local groups in the 'Composers in the 

Community' program, funded by Arts Victoria, with 

participants in regional Victorian centres such as 

Shepparton, Bendigo and Leongatha and suburbs of Melbourne 

like Camberwell (Victorian Arts Report 1981-1982: 5). Two 

conferences conducted in 1981 suggested portents of emerging 

activity: 'International Music and Technology' and 'The 

Medicine and Music Conference'. Clearly, community music was 

on the policy agenda before the arrival of the ALP to 

Government in Victoria, suggesting that policy initiatives 

can sometimes lead the political agenda. Such an assessment 

needs to be measured against the politics of the musical 

styles, audiences and outcomes ALP initiatives sought, which 

were opposed to, yet developed in relation to and as an 

extension of, existing power structures (Bennett, Frith et 

al 1993: 4-5). So the six musicians (in addition to the six 

composers) who were funded by the Victorian Arts Ministry in 

community music training programs in 1981-1982, were not 

rock and pop musicians, but fine music and orchestral 

musicians, acting for elite music interests. The shift to 

community (development) music came with the election of the 

ALP in Victoria. The flourishing activity and the change in 

political focus prompted Arts Victoria Director Paul 

Clarkson to suggest minor alterations in emphasis: 

It is clear that in the years that lie ahead, there is a 

need to integrate our existing arts resources and develop 

them for maximum community involvement and enjoyment. The 

community arts movement which has developed strongly in the 

past year has gone a long way to dispelling the myth that 

the arts are a minority preserve. ... Individual 
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communities are seeking professional arts workers and the 

'Music '81' program of 12 musicians-in-residence provided a 

major impetus for this program {Victorian Arts Report 1981-

1982: 5). 

Clarkson was recognised as a skilled arts bureaucrat 

identifying the winds of change that came with a new, 

reformist government sweeping across the privileged, yet 

tired arts subsidy model. Two years later Clarkson was 

suggesting that 'the greatest challenge' for the arts in 

Victoria, was 'to engage young Victorians in the arts 

through their direct and sustained participation both as 

performers and audiences' (Victorian Arts Report 1983-1984: 

8) . By this time, community arts had moved from the front 

line to become part of the day to day of the subsidy arena. 

In its place youth became a policy focus. However, in both 

cases there is no suggestion that popular music was to be 

articulated to these Arts Ministry concerns, nor indeed that 

it would be a site for industrial development. Popular music 

interests were not within the Arts Ministry's ambit, but 

would follow later in the 1980s. Elsewhere in Victoria, 

without reference to these community music program, a 

community youth music programs was being developed. 

The Push 

The Push was created in 1987 as a youth organisation by the 

Victorian Youth Affairs Division of the Department of 

Labour at the Direction of the then Labor Minister for 

Youth Affairs, Steve Crabb. It followed other youth affairs 

programs, especially those related to pubic events such as 

Moomba and Rocking the Royals, referred to earlier, which 

involved significant personal ownership that inhibited the 

long term effectiveness of popular music programs in 

Victoria. Part of the conflict involved ALP party factions 

- the right's support for The Push's community activities, 

versus the left's support for the bigger, federal level of 

activity with the established music industry (Pete Steedman 

and Graham Stephen). The Push, according to Linda Carroll, 

its founding Executive Director, who previously worked on 

the concept for the organisation within the Youth Affairs 
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Division of the Victorian bureaucracy, was about 'youth 

culture' (Phone interview: 11 November 1994). 'Ask the 

kids', was her response to questions about The Push (Phone 

interview: 11 November 1994). For their part, the Victorian 

Rock Foundation and Ausmusic were run by people with 'an 

old rock dog mentality' (Phone interview: 11 November 

1994) . Sadly, the lack of trust and an absence of 

coordination and trust between the Victorian-based 

organisations was never resolved. It is an example of the 

limitations of encouraging strong individuals who establish 

good policy initiatives, to then take those ideas and 

attempt to implement them. Yet, on its own terms. The Push 

was a remarkable achievement. 

The story about The Push and popular music begins following 

the 'Summer in Motion' program in 1987, when a shift in 

emphasis of the youth policy environment took place. It 

stands in contrast to the inquiries and reports undertaken 

in the Commonwealth domain, indicating that The Push was 

established out of community demands for popular music. 

'Summer in Motion' involved a steam train that travelled 

around country Victoria with rock bands that played at 

railway stations. Workers noticed that 'whenever the music 

train was to perform, a spontaneous group of young people 

would often form, who either wanted to set up a secondary 

stage for local bands or who wanted to use the arrival of 

the train to draw attention to other issues, such as youth 

homelessness' (Annual Report, 1989-90: 2). 

Incidents such as these gave bureaucrats a clue to the 

entertainment preferences of young people. A report on the 

program noted the change in focus from a youth club policy 

initiative to a popular music participation focus. 

This program initially focussed on a whole range of 

community based activities which aimed to involve young 

people in active decision making processes at a local 

level. 
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The program worked most successfully when it assisted young 

people to organise local recreation activities; especially 

those involving live popular music (Funston 1991: 3). 

The commitment to responsive policy activity for youth was 

clearly expressed in the aims of the organisation: 'The 

Push aims to ... encourage and promote the principle that 

young people should be able to participate effectively in 

the life of their community especially where decisions are 

being made which affect them' (Annual Report, 1989-90: 4). 

Proposals such as this were part of general social policy 

activity implemented in particular sites, in this case 

youth. Here, the circulation of relevant information to the 

community, together with the allocation of resources to 

enable activity to take place, was a key objective within 

the context of Labor Party policy. 

Further initiatives were undertaken to assess what young 

people wanted, as part of the approach established by the 

Department of Youth Affairs and Labour. A survey of the 

'pre-commercial level of the Rock Music Industry in 

Victoria', examined the conditions and needs of young 

Victorians who wanted access to music industry activities 

(Getting Started 1988: 17). Undertaken over 14 months in 

1986-87 it was published in February 1988 as Getting 

Started in the Victorian Rock Music Industry. As a policy 

document it is rare in the manner in which it did not 

assume that policy makers were in an official and superior 

position to young people. Rather, it sought details from 

the young and music industry professionals, then brought 

those interests into alignment. 

The report contained a selection of quotes and comments 

from people who had experience with popular music at the 

state level and its links with the national and global 

industry. Its terms of reference were to: 

1) Provide a snap-shot of t he band scene in V i c t o r i a , 

2) d e s c r i b e t h e mus i ca l l i f e of bands a t t h e f l e d g l i n g 

l e v e l of the b u s i n e s s . 
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3) investigate the training options available to young 

players and their crews, 

4) investigate young players access to rehearsal and 

recording studios, 

5) describe the unmet musical and technical needs perceived 

by young players, 

6) characterise the stated policies and initiatives of 

state and federal bodies which may have relevance to the 

development of a thriving rock industry which trains and 

supports young players (Getting Started, 1988: 17). 

The publication was clear about the intended outcomes. 

We have tried to give outsiders a window into the rock 

music business in Victoria while also assessing the 

opportunities for people seeking a foothold in the 

industry. The report recommends some practical and 

economical ways to help this branch of the arts grow more 

fair, creative, secure and prosperous {Getting Started, 

1988: 17) . 

The report's 10 recommendations identified areas of need. 

An aspect of the first recommendation, to create a 'support 

service for new rock bands and technicians' was relevant 

to broadening the opportunities for participation in 

popular music in locally identified communities (Getting 

Started 1988: 10). Linked with a Push publication titled 

The Young Players Guide, launched in 19 88, the service 

tried 'to put new bands and individuals in touch with the 

rock music infrastructure: its agents, venue operators, 

studios, unions, radio programmers, transport outfits, 

sound and lighting technicians, instrumental teachers...' 

(emphasis added. Getting Started, 10). The Young Players 

Guide reinforced informed participation in the 

'infrastructure', by providing basic advice about the 

industry, live performance and people and places to go for 

advice. 

An advance on the 'support' service notion of 'breaking 

into the system' was to work beyond the perimeters of the 

metropolis of Melbourne. A program was created within The 
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Push for 18 years olds and under to participate in live 

music clubs. This 'provision of services' was intended to 

meet the needs of isolated and anxious teens living outside 

the metropolis. They were given an opportunity to 

experience live music in their own locales. More 

importantly, through a network of self-managed clubs (often 

with teachers, youth workers, community workers, parents) 

those same young people (alienated from the live music 

experience in their locale), could control the music in 

their clubs. 

Local pilot programs were established and The Push clubs 

followed. 'At the community level, the approach is based 

on participation and local relevance', with an 

organisational structure and membership system (Annual 

Report, 1989-90: 10). Events range from concerts with 

local bands and 'name' bands invited to perform, to 

discos, gong shows and competitions. Workshops are also 

provided for instruction in lighting, sound, staging, 

promotions, media and finance. 

Young people get to see their favourite artists, local 

bands are given a chance to get a gig and club members, by 

taking some of the responsibility, gain experience in 

communicating and organising (Annual Report 1989-90: 10). 

By 1990, 17 Push clubs across Victoria attracted 400 

members. Attendances at Push events in 19 90 was 31,800. 

There were 120 workshops, concerts and events presented in 

that year. {Annual Report, 1989-90; 17). By the end of 

1993, 23,000 people had attended Push events, featuring 

284 bands (Masterson, The Age, 22 July 1994: 3) 

Popular music on the job training also became part of The 

Push's activities. During 1990-1991, the Rock Music Support 

Service offered advice and assistance to 582 bands, whose 

members paid a nominal fee. The service recognised that an 

effective flow of information to young band members would 

enhance their musical education and advancement. 
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The Rock Music Support Service is committed to the idea 

that industry rookies can still succeed without the 

patronage of the mainstream music industry, if they are 

properly informed, organised, enthusiastic and original. 

The service directly helps young people and promotes their 

interests to the best of their ability (Annual Report, 

1989-90: 13). 

One analysis of the Rock Music Support Service noted that: 

'This whole level of the industry lives and dies on word of 

mouth; amongst bands, managers, promoters and the audiences 

themselves' (Funston, 1991: 18). This recognition of the 

ways in which young people participate in rock music and 

the support The Push offered, sets The Push apart from 

other organisations, such as the Victorian Rock Foundation 

and Ausmusic, which I will discuss later. Even more 

significantly. The Push challenged the status-quo of rock 

music consumption, by responding to young people's 

interests, and doing so in an alcohol-free environment 

(Masterson, The Age, 22 July 1994: 3). 

With its clubs and support networks. The Push is an example 

of a program of community music based around servicing the 

needs of young people not only for entertainment but for 

empowerment and betterment, where they live. It provided an 

opportunity for cultural self-assertion, where youth and 

music interests were met. From a Victorian Labor Government 

perspective The Push increased the participation of 

'interested and affected sections of the community', as 

part of the ALP objective of 'redistributing power in 

society' (Acton 1986: 32-33). Alternatively, such an 

interpretation may be another attempt to invoke a naive and 

romantic view of community activity. However, the approach 

adopted by The Push to organisation and cultural 

development is a bold and exemplary attempt at youth policy 

tied to popular music. 

In the next section I suggest that popular music was 

undergoing a reconfiguration in the 1980s, making it 

increasingly possible for policy initiatives at the local. 
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community or micro level to deliver social provisioning 

outcomes, as well as generate industrial characteristics. 

Following this discussion I provide an overview of several 

community music programs from around Australia, which 

suggest that The Push was part of, yet isolated from an 

assortment of organisations committed to meeting the 

musical needs of people in a community context. 

Community music concepts 

In examining the micro context of community music policy, a 

new set of concerns can be identified that were articulated 

to each other. These concerns are derived from a definition 

of community music which includes the following 

characteristics: it is geographically delimited around 

localised sites; programs begin using primitive technology 

and production; it is frequently subsidy dependent; most 

programs rely on amateur musicianship with a participatory 

and. outreach function; it generates fresh social and 

economic networks in geographically defined locations that 

may stretch beyond such boundaries through community and 

commercial broadcast media. In this respect community music 

shares with 'world music' some of the challenges of 

definition that are disinclined to remain stable for long 

and which emerged during the 1890s. Musicologist Steven Feld 

suggested that a range of discourses defined world music and 

its commodification into the global music industry, 

including the practices of 'mixing, syncretic hybridisation, 

blending, fusion, creolisation and collaboration across 

gulfs' (1994: 266). At least part of this confrontation 

between otherwise unrelated musical genres has been produced 

by the ubiquity of the media. Simon Frith suggested that 'no 

country in the world is unaffected by the way in which 

twentieth century media have created a universal pop 

aesthetic' (1989: 2). All popular music operates across 

these ill-defined international boundaries and my definition 

of community music recognises the discursive range of 

concerns incorporated within the comments from Feld and 

Frith about world music. As I will show later in this 

chapter, styles of music generally considered 'world music'. 
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such as ethnic and indigenous musics, found a place in the 

community music sector in the years under review, serving to 

draw world music definitions into alignment with community 

music ones (Frith 1993: 21).. 

More precisely then, community music can include rock and 

pop music definitions and other musical activities, which is 

in keeping with the broader, or 'open' cultural studies 

project. For the purposes of this discussion, community 

music is considered to be popular music due to its 

engagement with the primary logic of public practice and 

performance, where the concern is for 'the style of the 

perfect amateur', which is 'the desire to make music' 

(Barthes 1977: 150). 

This definition recognises that the established boundaries 

of musical genres are rupturing, where previously excluded 

music, liberated from its marginal location, moves into the 

mainstream. Interactionist theory suggests that this 

relationship between the local, national and global music 

making involves the heightened flow of music, as I noted in 

chapter 4 (Herbert, Ungurat and Bohn, 1988: 8). The multi-

layered interactive flow of music involves a global dynamism 

in which the sources are difficult to trace (Smith, 1990). 

The interaction can be observed in the Australian popular 

music environment, where the virulence of community music 

and the intensity of relationships accompanying the growth 

of the global music industry has had a profound impact. I 

will provide an indication of this virulent interaction in 

this chapter, informed by the music policy formulation 

theory's application in a number of publicly funded 

community music projects. 

As a broadly conceived field of investigation, community 

music can be seen to be part of the general context in which 

popular . music policy occurs. Yet a number of issues 

involving community arts require further examination as 

Rowse (1985) and Hawkins (1993) have shown and which I will 

not revisit. I do however, want to suggest that my approach 
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to community music provides a bridge between the 'dual 

cultures' of the arts subsidy sector and commercial popular 

music (Hawkins 1993; 9). In doing this, the typology I have 

produced maps the developmental stages of a range of 

projects, indicating the ways in which some projects will 

remain subsidy dependent, while others will move, over time, 

into alignment with cultural industries concerns with 

commodifying music. 

Set against this approach, enthusiastic endorsements of 

community music activity in the global context needs to be 

evaluated in the light of the 'naive romanticism' of general 

community arts discourse (Johnson 1988: 10). Similarly, past 

constructions of 'The idea of community' have been tied 'to 

a folk conception of music as emerging from the collective 

experience of working-class people' (Redhead & Street, 1989: 

181) . In this chapter I will show how limited definitions 

such as this have been eroding, creating new multi-faceted 

community musical activity, responsive to the impact of 

commercial global activity and government sponsored 

programs. 

One theoretical concept that helps explain the community and 

thereby overcomes the naive view of community music suggests 

that the nature of community is dynamic and broad reaching, 

incorporating linkages within communities and across 

boundaries of discrete locales into other localities, into 

spaces which are outside easily constructed domains. This 

definition of community suggests that it is: 

a set of shared social meanings which are constantly created 

and mutated through the actions and interactions of its 

members and through their interactions with wider society 

(Kelly, 1984) . 

This construction avoids the introspective reflexivities 

which limit theories of community as entities which are 

self-contained and somewhat static. Instead, the dynamic 

view sees community being in a permanent state of 

interaction with other communities, potentially with all 

communities. Here, the music that is produced is valued due 
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to its almost mystical attributes, which draw participants 

together to share music that they have seen and heard in 

concerts, or more frequently, in the electronic and 

broadcast media. 

Recent popular music research indicates that music is highly 

valued when it is expressed in a locale. Importantly, this 

musical expression is part of the dynamic of networked links 

outlined in the theory of community used above. Simon Frith 

has suggested, perhaps too narrowly, that if we investigate 

the role of music within specific communities we find that 

'music both creates and articulates the very idea of 

community' (Frith, 1992: 177). In doing so the music assists 

in 'mapping social networks' (Frith, 1992: 177). Frith noted 

that young people place music very highly as a social 

activity when it is performed in their own community by 

their peers. Studies of popular music at a local level in 

the UK suggest that young people 'use music to situate 

themselves historically, culturally and politically' in the 

adult world (Frith, 1992: 176-177). More significantly for 

my concerns is the acknowledgment that although the music is 

made and exists in the community, local bands have an idea 

of where their music comes from, and furthermore, 

participation in music at a local level is seen as a 

possible step in a fantasy of 'global stardom' (Frith, 1992: 

176) . 

In making these observations. Frith relied on Sarah Cohen's 

ethnographic study. Rock Culture in Liverpool (1991) as well 

as Ruth Finnegan's ethnographic study of musical life in 

Milton Keynes, The Hidden Musicians: Music Making in an 

English town (1989). Both studies suggested that music is 

most valued when it is produced by people locally and the 

music that is most valued is rock and pop. Some of the 

research undertaken for this study and detailed in the 

latter part of this chapter confirms the linkages between 

community creation and consumption of pop and rock as an 

extension of the global pop and rock music industry. This 

relationship can also be put in the context of the 
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expanding, intersecting changes taking place in the media in 

general. Cooptation of community interests by major media 

interests establish new models of production and 

consumption, often in contradictory contexts (Grossberg 

1992: 95). For example, the 1990 In Concert recording of the 

Three Tenors - Carreras, Domingo, Pavarotti and Mehta- sold 

over 450,000 albums in Australia alone, and more than 

100,000 videos of the concert performance (Derry Interview 

1992) . According to PolyGram, the record company responsible 

for the recording, this event introduced a major realignment 

in music tastes. The result was that the classical music 

market, which had been static at three per cent of the 

Australian market share, moved to consistently become five 

percent of the market due to the new audiences for recorded 

music opened up by The Three Tenors (Derry Interview 1992). 

At another level it is possible to see corporate dynamism 

interacting with community interests and global activity. 

Rupert Murdoch's suggestion that the 13 0 per cent jump in 

growth rate of the Fox Television network in the US over 

five years from 1987, was due to local television station's 

desire to program Fox's content 'to fit into what their own 

communities need' (Clark 1992: 31)^. Corporate 

responsiveness to coiranunity needs can be viewed as a cynical 

exercise in expanding market domination. Alternatively, it 

can be seen as a change in the behaviour of corporations due 

to assertive community demands. It is due to the latter 

reason that corporate behaviour is a part of the overall set 

of relationships involved in popular music policy. However, 

while community music is part of this wide media 

interaction, it is constructed more modestly. 

A national approach 

This section maps the community music activity in several 

sites around Australia, presenting a typology of 

activity. It is the result of a project originally 

2 Hamelink suggested that this process can be observed in assertive policy contexts: 'Cultural self-
assertion means diat social groups are able to fmd die techniques, symbols and social pattens necessary 
to allow them to adapt adequately to dieir environment' (Hamelink, 1983: 31). 
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commissioned by the Victorian Community Music Network and 

the Australia Council. (See Appendix 2 for details). I 

have incorporated it into this case study due to its 

relevance to the emergence of industrial forms, which, my 

research reveals, become articulated to the subsidised 

projects, in certain cases. In particular, the typology 

overcomes some of the limitations observed in community 

arts activity in general, which when considered in terms 

of 'a cultural industries strategy for economic 

development', were 'seriously flawed' (Hawkins 1991: 1) . 

The typology of projects, gives an indication of their 

differences and the range of musical activities that 

remain either subsidy dependent or develop industry 

characteristics. When they mature, projects can become 

self-funding, and independent of subsidy. Rather than 

being definitive, the typology is a sketch that resulted 

from rudimentary, often modest policy activity. This 

usually involved the funding of a professional 

coordinator, who acted as mediator for local music 

programs. Coordinators assisted the musical skilling of 

community music programs by 'perfect amateurs', by 

linking often disparate activities with public funding 

and initiating events, such as concerts and training 

workshops. The professionalisation of the sector was the 

key feature of how policy was implemented, as the 'Music 

'81' project and The Push in Victoria suggested: the 

presence of real musicians and information-rich 

organisers working in localities was viewed by Victorian 

arts bureaucrats as an uncertain, yet potentially rich 

site for different social, artistic and economic 

development^ 

3 The link between the Victorian Government's Employment Initiatives program and the Arts 
Ministry included 'job creation schemes for artists', which provided 'a solid basis for further 
development of programs for individual artists working in communities' (Viaorian Arts Report 1982-
1983:4). The outcome was that community arts was seen as 'a social movement rather than a particular 
art form. It has involved finding common ground for collaboration with a range of government and 
community agencies and has led to a fruitful cooperation in planning, economic and cultural activity' 
(Victorian Arts Report 1982-1983: 8). By die following year the State government had introduced an 
Economic Strategy Plan, where the young were seen as requiring arts-related services (Viaorian Arts 
Report 1983-1984: 8). 
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According to one view of community arts, this approach 

can 'make valuable and visible forms of creative action 

which are currently undervalued and hidden (Wiseman 

1988:8). Lindsay Pollock, one of the participants 

interviewed for this review of community music noted the 

shift involved in moving from the organic local activity 

to the professional coordinated activity. 

Those t h i n g s t h a t go under community music and people who 

c a l l t h e m s e l v e s community mus ic p r a c t i t i o n e r s and 

o r g a n i s a t i o n s , have got t o remember a l l t h e community 

music t h a t i s happening anyway. But a t t h i s p o i n t in t ime 

I t h i n k t h a t i t i s i n c r e d i b l y i m p o r t a n t t o d e v e l o p 

community music a c t i v i t i e s , t o fue l t h e f i r e and c r e a t e 

examples of what the p o s s i b i l i t i e s a r e . The r e a l community 

music w i l l happen when t h a t i s g e n e r a t i n g spon taneous ly 

out of community. 

Developing a r e l a t i o n s h i p with p rofess iona l o rgan i se r s 
and musicians, in some ins tances produced the necessary 
developmental too l s for the p r o j e c t s . Consequently, they 
moved beyond the confines of t h e i r geography, to en te r 
in to the processes of the industry , recording and making 
ca s se t t e tapes for s a l e , and in the case of the I t a l i a n 
Women's Choir, The Joys of the Women, being the subject 
of a t e l e v i s i o n documentary. However, such developments 
vary from s i t e to s i t e , as I wi l l now ind ica t e . 

The spontane i ty which Lindsay Pollock r e f e r r e d to i s 
present in some community music programs which I have 
ca l l ed the i d e a l i s e d - a u t h e n t i c model, which f inds i t s 
s t rongest expression in the migrant communities. I t i s in 
t h i s community, defined by new exper iences in a new 
country t ha t music i s used to r e in fo rce , s t imula te and 
r e f l e c t l i f e experiences. Elsewhere, the community music 
formations are qui te d i f fe ren t . 

My r e sea rch found t ha t community music can and does 
generate strong support from communities of i n t e r e s t t ha t 
gather around shared musical, geographical and i n d u s t r i a l 
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needs. The strongest, most effective programs are those 

with more than three years continuous funding based in a 

recognisable, known centre, preferably a building 

identified as a community music centre. These programs 

have the most resonance in the general community and the 

highest prospects of generating on-going self-funding 

community music activities, removing themselves from arts 

subsidy dependency. This is not to say that the objective 

of policy should be the cessation of funding for such 

programs. 'Start up' funding which is targeted to 

organisations defined by middle class affluence and pre

existing access to musical opportunities (including 

instruments), have a strong chance of independence due to 

the resources members may be able to draw on and an 

assumed facility for establishing contact with the 

existing music industry. Once these programs are 

established, they have the capacity to generate 

relatively substantial turn-overs each year. For example, 

the orchestral program run by Performance Tasmania 

Incorporated generates $100,000 a year. Such programs are 

the exception within community music. 

Community music centres work best when they are staffed 

by well informed personnel who understand the 

geographical community in which they work and who 

coordinate the networks that bring people together to 

share resources. The Victorian Dandenong Ranges Music 

Council is the best example of this approach . Its most 

appealing attribute and the key to its effectiveness is 

its bold liberalism. By tolerating and encouraging any 

form of musical expression, indeed, any activity 

associated with music - including video workshops and 

road crewing of equipment - its inclusive approach is 

exemplary and encourages those programs which can move 

into industrial activity to do so. 

Alternatively, a specific project thematically organised 

- The Joys of the Women, for Italian women - survived and 

became self-funding through sales of (cassette) 
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recordings and public performances. Its focus and close 

administrative association with the recreation office of 

the Fremantle City Council was significant. Management of 

a project by local government bureaucrats, leaving the 

music making to the enthusiasts appears to have worked in 

this case. Similarly, in Performance Tasmania 

Incorporated, Shirley McCarron manages the program while 

her husband is musical director, with Bondi Pavilion 

programs, Waverley Council oversees administration and 

funding proposals. Adelaide Community Music has an 

advocacy and managerial approach to assist groups seeking 

facilities. This is a different model, but it appears to 

be effective in promoting community music activities in 

South Australia. Alternatively, Alice Springs Trades and 

Labour Solidarity Choir relied on members to organise the 

choir and arrange funding applications. Some frustrations 

were expressed about the pressure this created for those 

who took on such a responsibility. The benefits of a 

publicly-funded musical director brought in from 

'outside' to assist the choir, is indicative of the 

practical benefits the professional approach may bring to 

community music. Possible disintegration of the initial 

reason for the group's formation by the introduction of 

professionals was not mentioned during interviews, as a 

disadvantage. Enthusiasm for subsidy support from a 

government body was welcomed in every case. Conversely, 

considerable ground needs to be made up to assist 

programs and professional organisers recognise the 

opportunities industrial activity may provide for new 

opportunities for funds and access to financial and 

material resources. 

Some projects are very ambitious and have the bold 

objective of developing musicians and their work for 

popular consumption within the mass market. This 

potentially controversial role for community music is not 

antipathetic to the less ambitious purposes some programs 

may have within the community. However, the industrial 

vector along which some community music consciously moves 
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and is directed, is expected progression for the 

projects. This was especially the case with the link 

between young people, the media and rock and pop music, 

as evidenced by the Western Australian Music Industry 

Association (WAMIA) and Youth Wave, one of the specialist 

programs offered at the Bondi Pavilion. It confirmed 

what bureaucrats had found in Victoria, with The Push, 

that youth and rock music are intensely articulated. 

Analysis 

The sample of 12 interviews conducted reflected the range 

of projects, interests and issues appearing under the 

community music umbrella. However, one detail needs to be 

reiterated. The term community music is becoming less 

accurate with time. An orthodox model of community music 

would assume limitations of involvement within a defined 

geographical area, matched with a particular style or 

genre of music, usually folk-acoustic. This study 

revealed that the dimensions of the activity known as 

community music exceed the orthodox model, as it 

incorporates rock music performance and associated 

skills, which was noted in the example of The Push clubs. 

In many cases, the orthodox model still applies, but it 

has been extended and added to by the impact and the 

increasing presence of all sorts of music in the media -

radio and television, as well as the availability of 

recordings. 

Public funding has served to enrich this circulation of 

music. The result is new networks and relationships 

formed at the musical coalface that extend outside 

musical boundaries, as 'communities of musical interest'. 

They begin as modest social benefits. In Alice Springs 

for example, the Trades and Labour Solidarity Choir 

'creates a music network. It creates, through the culture 

of music a communication that would not necessarily go on 

between people', Madge Fletcher, one of the founders of 

the group said. 'It perpetuates some sort of interest in 

music culture, just because it is there, its very being'. 
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Elec t ron ic media has a p lace in extending t h i s s o c i a l 
i n t e r a c t i o n , offer ing a range of resources , from simple 
recording ones to d i g i t a l t echnolog ies . Sarah Moynihan 
from Feral Ar t s , who works in Logan City in Br i sbane ' s 
depressed ou te r sou thern suburbs expla ined m u s i c ' s 
appeal. 

We had moved away from t h e a t r e because i t was t o o 

t h r e a t e n i n g and w a s n ' t c u l t u r a l l y r e l e v a n t t o t h e 

community a t t h a t p a r t i c u l a r t i m e . We had worked in 

w r i t i n g wi th a w r i t e r and had worked wi th o t h e r mus ic ians 

as wel l and music was something t h a t was r e l e v a n t t o those 

young people and was r e a l l y easy for those young people t o 

e x p r e s s , o r t o c r e a t e w i t h i n t h a t . I t was r e a l l y 

d i f f i c u l t for them t o c r e a t e j u s t wi th w r i t i n g because 

l i t e r a c y i s a r e a l l y b i g problem and so music was 

something t h a t came as be ing r e a l l y r e l e v a n t and r e a l l y 

a c c e s s i b l e f o r t h e p e o p l e because t h e y were a lways 

l i s t e n i n g t o t h e r a d i o . 

A comment by Peter Winkler of the Youth Wave Program a t 
Bondi Beach encapsulates the i n t e r a c t i v e nature of music 
making in i t s r e l a t i o n s h i p to the media, a l o c a l i t y or 
community, a genre and a po t en t i a l user-audience. Yet in 
t h i s se t of r e l a t i o n s , the primary focus i s on music 
making, r a t h e r than any a n c i l l a r y concerns with how i t 
may move beyond the orthodox model's cons t r a in t s . 

Most people a r e s e t in t he mould of be ing consumers of 

mus ic and d e f e r r i n g t o t h e f a c t t h a t r e a l l y o n l y 

wonder fu l ly s k i l l e d p r o f e s s i o n a l mus i c i ans make m u s i c . 

And I t h i n k t h a t has probably been a t r e n d in t h e l a t e r 

ha l f of t h i s c e n t u r y . 

A l o t of peop le in t h e i r h e a r t of h e a r t s do not b e l i e v e 

t h a t ' s t h e c a s e ; a r e a b l e t o r e f l e c t on a t ime when l o t s 

more people p layed l o t s more music be fo re mass media type 

music was pumped o u t . The idea t h a t peop le ge t t o g e t h e r 

and make music t o g e t h e r , not n e c e s s a r i l y , a l t h o u g h no t 

exc lud ing doing i t for a l i v i n g or commercial ly, bu t j u s t 
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for t h e e x p r e s s i o n and community involvement and joy of 

i t , i s s t i l l r e a l l y s t r o n g l y t h e r e . You can see i t i n 

every garage band around. I t i s obvious t h a t 99 pe r cen t 

of t hose garage bands a r e never going t o make a buck out 

of i t but they have got a dream and t h a t i s f i n e . But what 

they a r e doing i s , they a r e j u s t p l a y i n g . They have got a 

pas s ion t o want t o do t h a t . 

More cautious approaches to interaction exis t . 
Approaching the relationship between the key personnel 
and the community as an organic expression of need, Chris 
Anderson, a Brisbane-based Aboriginal musician and 
writer, who worked on the Feral Arts project and with the 
Djurabalak Aboriginal projects in Central Queensland, 
suggested that i t is important, 

to go into a community with the express purpose, of as 

far as you possibly can, to find out what that community 

wants and to pass that information and individuals around 

from individual to the community itself to the external 

world. 

Anderson's preferred approach seeks to 'allow people to 

have access to technology and information that they 

otherwise wouldn't have access to'. The mix of technology 

and information is a powerful one, suggesting that it is 

in recognising the need to negotiate between these two 

attributes, that organisers can bring considerable long 

term benefits to community music. 

Creators and the variety of genres they seek to use are 

not restricted to the orthodox image of choirs, folk 

groups and orchestras. As I have noted previously, youth 

has benefited from community music programs, although 

the policy focus itself has been reluctant to include 

youth and rock genres. Eric Erickson of WAMIA noted the 

difficulty. 

Most arts policy is generally keeping pace. Youth arts 

policy is lagging behind. But I feel we still have a 

problem where the contemporary music sector clashes at 

times with a general arts or mainstream arts. We feel 
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t h a t we a r e mainst ream a r t . Our a r t i s p o p u l a r , i t i s 

i n v o l v e d i n t h e homes of most p e o p l e , b e i n g p o p u l a r 

c o n t e m p o r a r y m u s i c . I t i s a l s o one of t h e l e a s t 

s u b s i d i s e d -

The c o n s i d e r a t i o n s t h a t come i n t o t h a t a r e i f i t i s so 

p o p u l a r i t should be a b l e t o suppor t i t s e l f , y e t as I 

say , w i t h young p e o p l e , t h e i r a c c e s s i s so r e s t r i c t e d 

t h a t i t i s not suppo r t i ng i t s e l f . Pass ive a c c e s s t o a r t 

i s one t h i n g , but we f ee l t h a t an a c t i v e involvement bo th 

i n c r e a s e s t he a p p r e c i a t i o n of t he a r t form i t s e l f , and as 

w e l l , people should be a b l e t o a c t i v e l y access a r t a t a l l 

t i m e s . If they have the no t ion t o c r e a t e music i t should 

not be a lack of funds t h a t s tops them doing i t . 

Community music t y p o l o g y 
A range of community music formations can be identified 
that reflect social experiences stretching from programs 
committed to access to popular music performance, to 
associations with the global recorded music industry. The 
purpose in detailing these formations is to map the 
extraordinary variety of activities and needs that are 
provided by subsidised community music programs. 
Moreover, the typology suggests that a substantial range 
of social and cultural needs can be met by community 
music programs, and that over time, such programs become 
articulated to the existing popular music industry. 

I have produced a typology of seven formations. (See 
Figure 2). Some of the projects appear in more than one 
category because they contain several elements of 
different formations. This characteristic makes community 
music extremely dynamic. For example, community radio 
station 3CR's community music activity operates at the 
intersection of different formations. It offers a 
pluralistic formation, with i ts access to broadcast 
radio. It incorporates a low level industrial formation 
with broadcasting, cassette recording and publicity. It 
meets the consensus criteria, offering a public benefit 
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by access to new information, communicated in music. It 

is oppositional, providing a mechanism for political 

songs as well as high local and Australian music content. 

Utilitarian 

Utilitarian is the minimalist system of operation, where 

a musician enters a community and provides a little 

participation or engagement with community development. 

(The exogenous, or external coordinator tends to act 

primarily out of self interest, whether that is 

benefiting by employment on the project or the mining of 

musical ideas from the community). Chris Anderson drew 

the distinction between 'imposed outcomes', those 

'external to the actual community', and the programs that 

work when they are 'operating within the community'. 

Utilitarian projects do not reflect the social and 

cultural needs of the community being served. Such 

projects are generally non-organic, with no roots within 

a defined needs base. Keith Preston, coordinator of 

Adelaide Community Music suggested that the organic 

characteristics of 'community music represents the 

culture and interests of the community. (It) is music 

that reflects, represents, promotes and involves a 

community'. A non-organic relationship may include those 

situations where the musician-organiser may consider the 

project a means of career advancement, in some cases 

exploiting the community for ideas and strategies which 

are taken away from the community. This is the negative 

version of community music, where little remains of the 

program once the professional leaves the project. 

None of the projects manifest exclusively the negative 

aspects of the Utilitarian formation, which may be a 

historical relic of community music's not-far distant 

past. Alternatively, there are positive expressions of 

the Utilitarian formation. In these cases, the musician 

will be involved in an objective two way exchange of 

information and ideas with participants, thereby 

265 



empowering the participants without being an organic 
participant. 

Industrial 
The Industrial formation is the point around which this 
thesis turns. It is the most recent development in 
community music, reflecting the intensity of the 
relationship between localised music making in the 
communities of interest , which are relat ively 
unconstrained by geographical boundaries. Almost 
inevitably, low level industrial activity leads to media 
exposure and possible commercial exploitation. Fiona 
Studdert at 3CR referred to community radio as 'the 
testing ground' for other radio and recording media. This 
move towards the commercial or mainstream media is 
enhanced by the enormous appetite of the recording music 
industry and audiences for new sounds and ideas, many of 
which develop at a local level. 

Eric Erickson provided an example from a WAMIA song 
writing workshop, that indicates how industry concerns 
and ideas slide across and into other community music 
types. For example, song writing may be directed 
primarily at reproducing preexisting styles of music 
that are known through media exposure, then introducing 
the results to the media. Professional assistance 
promotes the association, the incorporation of community 
activity into industry. 

If we a r e working on song w r i t i n g or performance, i f they 

a r e accompanied by p r o f e s s i o n a l mus i c i ans , g e n e r a l l y t h e 

r e s u l t s sounds a t l e a s t t o them l i k e what they a r e hea r ing 

on t he r a d i o and t e l e v i s i o n and y e t they a r e involved in 

i t and they a r e p a r t of i t . So l e f t t o t a l l y t o t h e i r own 

d e v i c e s , o c c a s i o n a l l y they can be d i s a p p o i n t e d w i t h t h e 

r e s u l t s compared t o what they a r e used t o . So p r i m a r i l y , 

we have p r o f e s s i o n a l mus ic ians as f a c i l i t a t o r s and t h i s 

a l s o g ives t he chance for t h e s e young people t o t a l k t o 

t h e s e people about t h e i r i n d u s t r y and t h e i r c r a f t and a l l 

t h e joys and problems t h a t go a long wi th i t . So i t works 
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in a number of ways and generally we find the industry and 

professional artists are only too keen to be involved. 

A contrary view sees the 'industrial logic' argument as a 

misrepresentation of lived experience. This scepticism 

about industry, was articulated by Chris Anderson. 

There are some people who, when they talk about community 

arts or community music, they talk about producing cannon 

fodder in a musical sense. Like cannon fodder to the music 

industry, like get people skilled up, organised into bands 

so they can become part of the machine of the music 

industry. Industry is a great term because that is what it 

is. You become a cog in a machine. Someone else is winning 

that battle. All the producers and the record companies 

and all that sort of stuff, which means that people again 

become powerless. They focus on becoming owned and turned 

into a commodity and all of that sort of thing. Which is 

not my interest at all, I am not at all interested in 

producing, in skilling people up so that someone else can 

exploit them. Like my interest is entirely the process of 

people and individuals liberating themselves and moving 

into a position where they not only feel better but 

actually are, about themselves and about their community. 

Linsey Polack's view is that an alliance between music 

industry and community music is unlikely. 

Community music and the music industry? I think at this 

point in time fairly mutually exclusive, because I think 

the music industry does not really have much to gain from 

people creating their own music because then people tend 

to buy less. Community music certainly is not the concern 

of the music industry and I don't think that it ever will 

be. I think these are sort of things that will go side by 

side. 

However, Linsey did see immediate prospects for bringing 

the community and industrial sectors closer together. He 

noted that musicians from the industry 'could be involved 

in community based music, but don't necessarily know how 
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to do that or don't even know of that possibility, but 

could be incredibly useful resources in that way. At the 

moment they are busy creating a product that the 

community is buying'. This is a developmental issue that 

could be taken up as a major theme for the future of the 

community music sector. What is the relationship between 

music industry musicians and community music? An 

investigation along such lines could help to extend 

community music activity. Peter Winkler uses one or two 

professional rock music musicians in his Youth Wave Bondi 

Pavilion program and discovered that a healthy, mutually 

beneficial relationship developed between the musicians 

and the workshop participants. 

Such needs-focussed programs could provide opportunities 

for the existing popular music industry to refine its 

expertise, while producing new ideas and new music. The 

low cost of programs which mature to engage the existing 

popular music industry could return funds to the 

community and be self funding. 

Oppositional 

The oppositional formation involves the use of community 

music as a means of expression within a specific 

subculture, usually with explicit political intentions, 

directed against a social reality. Unemployed youth 

making songs about their anger at the absence of jobs is 

an example, as is a trade union choir singing songs of 

political solidarity or protest. Madge Fletcher, 

described the 'orientations' of the Alice Springs Trade 

and Labour Council Solidarity Choir as being 'towards 

doing on-the-spot community based stuff that has a 

message'. Drawing its members from a variety of 'issues 

based organisations' in the town, the choir is defined in 

an oppositional sense by 'The places that we perform and 

the content of what we perform', which includes singing 

at picket lines, in protest rallies and meetings as an 

explicit 'expression of political ideology'. 
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Alternatively, community radio station 3CR maintains a 55 

per cent Australian music content policy, which 

'discriminates towards non-mainstream music, particularly 

music composed and performed by women, indigenous 

cultures, non-English speaking background-type cultures', 

Fiona Studdert said. Such an approach to local content 

advances the community interests of minorities, in 

opposition to the mainstream, adding, in turn to the 

pluralist potential of the social spaces in which it 

operates. As Studdert noted later in the interview, 3CR 

provides an opportunity for people ' to listen in a non-

threatening way to a whole range of music and pick up a 

whole lot of cultural and political ideas from that 

music...in terms of decolonisation, that is going to be a 

good and significant development that has occurred'. 

Aboriginal music programs, such as Djurabalak are 

difficult to categorise, in that they may be oppositional 

but their opposition also expresses a strong welfare 

component. Indeed, the oppositional elements of making 

music to enhance their cultural identity is an important 

form of welfare within Aboriginal social life. Bill 

Mcpherson's comment explains the isolation the Aboriginal 

community experiences, and indicates a sense of 

opposition to European Australia: 'Well, in the 

Aboriginal community it always seems that we are our own 

community, that there is no one to help us'. This comment 

suggests another form of opposition which show that 

Aboriginal music may also be a vehicle for isolating a 

community and in doing so, defend it from damaging 

outside influences. Community music for the Aboriginal 

community may consolidate the cultural identity of 

Aboriginal people, who want to make music in and for 

their community. Their first concern is for a system of 

management that enables them to meet their needs. 

Pluralist 

Pluralist formations incorporate aspects of tolerance, 

openness and access as priorities. The opportunities 

created for otherwise silent/songless groups, extend 
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society's dimensions. For example, the purpose of 
Adelaide Community Music is to: 

l i n k t h i n g s in , gene ra t e work and promote and h e l p develop 

t h e d i v e r s i t y of music t h a t i s happening he re in Adela ide , 

s p e c i f i c a l l y those a r e a s of music t h a t have l i n k s wi th t h e 

community and o r g a n i s a t i o n s and communities of i n t e r e s t , 

whether t h a t ' s women perfoirming, t r a d e union c h o i r s . 

Kavisha Mazella saw her work as being a facilitator of 
the Italian women's musical experience as well as a 
historian. 'I feel I am accessing here into cultural 
memories, or the heritage memories of these people', she 
said. Her role also involved explicitly broadening the 
musical experiences of the women and the audiences to 
which they performed. By doing this the project created 
new musical and cultural avenues for herself and 
audiences, thereby generating a pluralistic outcome. 

I see t h e community becoming i n c r e a s i n g l y a -mus i ca l and 

non-musica l . That i s why I f ee l so p a s s i o n a t e about doing 

such a p r o j e c t as t h i s . Because I f e e l l i k e we a r e loos ing 

our musica l and our n a t u r a l a b i l i t i e s t o make music and 

music i s be ing l e f t up t o t h e s p e c i a l i s t s . I am a 

p r o f e s s i o n a l musician and t h a t i s what I do for a l i v i n g . 

But I do not see why i t should only be peop le who a r e 

p r o f e s s i o n a l s who choose t h i s p a t h . They s h o u l d n ' t have 

a l l t he joy of making music. 

The critique of professionals and their music making 
being brought into the domain of the community is an 
important element of the community music rationale, which 
assumes that democratic access to al l styles and 
standards of music making should be available to al l 
those members of society who seek such avenues of 
expression. For this reason the pluralist formation is 
the central formation of Australian community music. As 
such, i t can be seen to best reflect the official 
Australian policy approach to community cultural 
practice, noted in the objectives of the Australia 
Council's Community Cultural Development Board: to 
'assist communities to obtain the resources they need to 
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develop their own culture through the arts' (Annual 

Report 1991-1992: 35). 

Normative 

In the Normative formation the activity occurs within a 

highly definable community of interest, for example, the 

ethnic migrant community. In this context, the activities 

represent the expected everyday expression of the values 

of that community. Kavisha Mazella referred to the 'real 

folk music' and 'authentic' music, as an expression of 

the lived experiences of the Italian migrant women in The 

Joys of the Women choir. Linsey Pollok recalled his 

experiences of music making with a migrant Macedonian 

community in Sydney. In this case, as the result of 

playing instruments that are typically heard in 

Macedonian villages - bagpipes and drum - a suburban park 

became the focal point for weekly community music rituals 

for that migrant community. It was 'something generated 

... out of the community', 'something that did just 

happen', he said. Such musical events seem to occur 

within the migrant community, and are generally 

identified by professionals as models of authentic 

community music. In this scenario the migrant community's 

relationship to music is idealised. 

It is possible to see the linkage between the migrant 

community and community music as the expression of an 

idealised-authentic model. In reality, this may be the 

goal of community music programs: that is, that music is 

part of the organic expression of life within the 

community. Certainly music in the migrant community is 

highly esteemed, even valorised. According to Linsey 

Pollak, music 'is an integral part of their lives, in the 

Latin American, European and Asian migrants communities. 

That to me is hopefully where community music will end 

up' . 

The whole area of multi-cultural music is where we have 

got most to learn in the area of community music because 

in a lot of those ethnic communities the music is still 

very much alive and part of community life. So there is an 
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actual living example here that is quite often ignored and 

very marginalised. 

This interpretation of ethnic community formations could 

be viewed as naive romanticism. However, Hernan Flores 

made it clear that community music in the ethnic and 

migrant communities has a distinct purpose within the 

social and cultural life of the communities. This extends 

as far as playing music, often at the musicians expense. 

A Latin American event for example, will see Latin 

American musicians travelling long distances across 

cities in Australia to facilitate the 'musical 

expression', which is 'a need from within the community', 

Hernan said. Commercial rewards 'represent a denigration 

of cultural expression', thereby, heightening the value 

of music as an organic component within the life of the 

community. 

It is cultural and the expression of that here in 

Australia is just expressing part of a culture which has 

thousands of years of development and that has always had 

this part of their own lives attached to music or arts in 

general. And music plays a very important role. 

Community music is the artistic musical expression of the 

community in general, coming out of a need of this 

community to express themselves. In other words, it is 

music which is many times produced by a group of people 

and not just individuals, usually held by an individual 

musician, but not necessarily. And that is something that 

is shared between a large amount of people. You share in 

the production of it, as well as the enjoyment of it. 

A lot of the music that is played for example, most of 

these groups when they get together even friends get 

together, they carry instruments with them. For any 

particular occasion, they will all get together and play 

the guitar and everybody sings the songs that most of the 

people know and just make as part of living, a part of 

being alive, a part of a cultural group, a part of being 

of the society. 
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An outcome of the idealised-authentic model could involve 
the development of community music programs that were 
organic to the extent that there would be no further need 
to fund them. Linsey Pollok suggested this as the 
expression of the organic nature of community music, 
where the communities value i t to such an extent that 
they are willing to pay for the music to be part of their 
lives. This has already occurred with the self-funding of 
The Joys of the Women and parts of the Youth Wave 
project, through sales of cassettes. In this transition, 
the idealised-authentic or normative formation shifts to 
participate in the industrial formation. 

Chris Anderson confirmed this interpretation with an 
historical observation about the development of music. 

I mean without sounding too s t r i d e n t or something, l i k e on 

a world s c a l e i f you look a t the impetus behind e s p e c i a l l y 

commercia l music and eve ry form of mus ic t h a t i s 

mainstream, i t s b a s i s i s in what you could p o s s i b l y term 

community music . Like a l o t of c u r r e n t wes te rn music t h a t 

i s b a s e d on A f r i c a n , b l a c k music b a s i c a l l y , how 

a p p r o p r i a t i o n of t h a t b e g i n s and so f o r t h . A l o t of 

impetus in modern music now a l s o comes from a l o t of t h e 

s t u f f t h a t a c t u a l l y pushes i t out c o n t i n u a l l y t o ge t i t a 

newer edge . People going i n t o o t h e r c u l t u r e s and f i n d i n g 

s t u f f and p l a c e s l i k e t h i r d world c o u n t r i e s l i k e Af r i ca 

and t h e Middle E a s t , L a t i n America and t h e same i n 

A u s t r a l i a . There i s a l o t of impe tus , a l o t of t h e 

c r e d i b i l i t y t h a t people g e t in terms of t h e mainstream, 

comes from the s tu f f t h a t comes out of community music . 

The search for authentic musical experience and 
expression is closely aligned with community music in the 
migrant context. 

Consensus 
Consensus formations are those programs targeted at 
particular groups, with social betterment as a generally 
intended outcome. Direct participation is encouraged. It 
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is often populist and not explicitly political, focusing 

on the joy of making and valuing music. Frequently it 

encompasses the pluralist formation, where a breadth of 

musical activity is the valued outcome. This similarity 

between the formations was expressed by Shirley McCarron, 

whose Performance Tasmania Incorporated, has a youth 

focus, built on orchestral genres and performance 

excellence. 

But it is now at the point where we play everything from 

the latest pops, the big stage shows, jazz through to 

light classics and now our young people are doing some of 

the classical repertoire, but always a mix to keep their 

interest and to let them explore those particular genres 

and get a feel for what music is all about. 

The consensus formation can be seen to incorporate 

community development objectives. These are programs that 

benefit society in general. They may be called the 

everyday projects - the ones that meet the basic musical 

and cultural needs of society, or subgroupings, such as 

young people. 

WAMIA's emphasis on rock and pop music provides another 

perspective of the consensus view, as put by Eric 

Erickson: 

I am not sure why people are a bit blinkered to understand 

that this is the sort of music that kids like. This is the 

sort of music that they want to be involved in. Trying to 

force something else upon them, is just that, it is force. 

Offer them the opportunities. Have them available. But 

don't channel their enthusiasm by not offering them other 

opportunities. 

In order to meet the needs of a community in a consensual 

sense, a number of facilities and services need to be 

available. The best general example comes from Dandenong 

Ranges Music Council, an umbrella organisation with 3 5 

community music groups as members, with a base in a two 

storey community music centre. 
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The perspective from Bev McAlister, the council's 

secretary is instructive and can be contrasted with an 

earlier view. Community music centres were examined in 

the Report on the National Coordination Research 
Consultancy on Community Music ('Beed Report', 1985), 

where they were most highly valued when they were part of 

the 'collegiate environment' of the general community 

arts centre (1985: 4.14). Bev McAlister emphasised the 

importance of the 'infrastructure' the community music 

centre provides, which enables 'people to be very 

creative, they can be very flexible, they can be 

innovative, but there is always that solid structure 

beneath them that they can fall back on'. Within this 

context, it is possible to 'create opportunities for 

people to listen to music, to learn music, to perform 

music, to create new music and to have access to 

enrichment and partnerships'. 

Community Music Centres serve an important function 

within the consensual perspective, if their policy is 

explicitly liberal, focused on 'creating opportunities 

for people of all ages', as Bev McAlister put it. 

Alternatively, projects where coordinators have been 

operating individually in recognised centres for 

extensive periods of time, are the most effective. This 

includes the Bondi Pavilion programs offered by Peter 

Winkler (nine years), and Adelaide Community Music (five 

years). The Joys of the Women (three years). At least two 

of these projects, Bondi and The Joys of the Women have 

elements of self funding and recording programs in place. 

Adelaide is developing such an infrastructure, by 

building a relationship with the Womadelaide world music 

festival. 

Welfare 

The Welfare formation includes the welfare community. 

These are programs that serve to assist, rebuild and 

redirect the musical opportunities of an isolated, 
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alienated or disadvantaged social group. This may be 

unemployed youth or various disadvantaged groups. The 

Feral Arts program attempts to directly address problems 

within the welfare community, as Sarah Moynihan 

indicated: 'It's a welfare culture and we are artists who 

work within a welfare culture'. She explained the links 

to welfare agencies which some community music programs 

require. 

We work as artists with young people in that community who 

are socially and culturally disadvantaged because of the 

isolation...Feral Arts focuses on issues that are relevant 

to young peoples' lives in Logan City, like health in 

relation to poverty, social justice, urban development and 

those kind of issues. Work will happen around an issue 

that is relevant to that group of lives. 

Feral Arts emphasise its 'social work' approach by 

applying a mixed funding approach to its project. The 

organisation uses Australia Council funding together with 

small amounts from Queensland State Government 

departments which are welfare-oriented and support Feral 

Arts projects. 

Conclusion 

Research results presented in this section have provided 

an overview of the key Commonwealth Government policy 

inquiries and reports, contrasting them with the 

remarkable range of popular music activity taking place 

in the community music context. Some of the community 

music activities were taking place in Victoria before 

Labor came to government and underwent a change of 

orientation with the election of Labor. Unrelated Arts 

Ministry projects, such as The Push, used community clubs 

and an assessment of youth needs to provide popular music 

activities in the community. The Push did not intersect 

with other community music initiatives, thereby missing 

an opportunity to become part of a considerable range of 

micro activities. Alternatively, a review of subsidised 

projects suggests that the community music sector 

describes some of the processual shifts outlined in the 
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popular music formulation theory. Certainly, public 

funding of community music played a role in extending 

popular music into new areas. Approaches to public 

support with a market orientation could intersect with 

industry activity to allow projects to sustain 

themselves. This is not to say that public funding should 

cease. Further studies of community music could provide 

more detail about the projects and transformations 

occurring within that sector, as a microcosm, perhaps 

even a laboratory for popular music policy initiatives. 

My research suggests that continued and increased public 

funding to the community music sector will assist its 

development, encouraging in amateurs the desire to make 

music and in due time establish relationships with the 

industry that may free some projects of subsidy 

dependency. In contrast, inquiries and reports in 1985-

1988 would have done well to refer to community music 

projects and build on them, finding the linkages in the 

organic communities of interest where industrial 

formations could have been adapted to cultural industries 

activities. 
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Section 5: Popular music policy initiatives 

Chapter 12 

Popular music policy outcomes and initiatives 

An enormous range of opinions were expressed and interests 

represented during the inquiries and reviews undertaken 

between 1985 to 1988. While community music programs were 

established and matured, as indicated in the previous 

chapter, their micro concerns were not incorporated into 

other, more public popular music initiatives. However, the 

rhetoric outlined earlier produced results, with 

commitments from Labor governments to establish 

institutions aimed at supporting popular music. Despite 

uncertainty about the long term future of the projects 

that were proposed, the two major initiatives - the 

federally funded Contemporary Music Development Company 

Ltd more commonly referred to as Ausmusic, and the 

Victorian Rock Foundation funded by the State Government 

of Victoria - came to fruition amidst great optimism. 

Their creation can he contrasted with the micro activity 

of community music outlined in the previous chapter. 

In this chapter I consider three key popular music 

initiatives - two by the Commonwealth (1) the blank tape 

levy; (2) Ausmusic; and the state-based initiative, the 

Victorian Rock Foundation (VRF). They provide key examples 

of policy action. In pursuing this examination of the 

policy initiatives, I will seek to highlight how, if at 

all, the interests of the policy makers moved into 

alignment with social (especially youth) policy concerns 

and industry policy. In the following chapter I will 

consider the Prices Surveillance Authority's Inquiry Into 

the Prices of Sound Recordings, the final inquiry and some 

of the initiatives arising from it, which challenge and 

inform these policy actions which were undertaken prior to 

the PSA inquiry. 
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The blank tape levy debacle 

Agreement by the Federal Labor Cabinet to use a blank tape 

levy to fund a contemporary music institution proved to be 

a Pyrrhic victory. It appeared on the surface to resolve 

many of the issues confronting popular music policy 

initiatives at the time, promising three major changes to 

the status quo: 

it broke the subsidy dependency model; 

it established a new stream of funding; 

it brought industry into alignment with government policy 

action. 

The levy proposal made it possible to imagine the creation 

of new institutions within the cultural industries ambit. 

Such institutions, like Ausmusic, would not have to rely 

on government, or statutory authorities, such as the 

Australia Council, for funds. Furthermore, they would not 

be required to spend endless hours in discussions seeking 

'sponsorship' from industry participants. The legislation 

introducing the levy was the first of its kind in the 

English speaking world, although there were other levy 

programs in European countries (Watts 1989: 1; Frith 1993 

:2-4). Equally notable was the way in which the levy had 

been part of a music industry plan in a number of 

countries around the world to manage the loss of revenue 

due to the reduction of sales through domestic recording 

of music. This point became a feature of debates about the 

value of the levy, which was portrayed in the US case, as 

an opportunity to 'boost industry profits' (Holland, 

November 11 1989: 1, 103). This point was not debated in 

Australia. Nor indeed did the blank tape levy in general 

receive a mention in the major popular music policy text. 

Rock and Popular Music: politics, policies, institutions, 
released in 1993, such was the under researched and 

unknown quality of its emergence (Bennett, Frith et al) . 

Yet the relationship between the Government's action in 

assisting the record industry increase its profits with 

the levy can be viewed as part of the challenge 

confronting reformist Governments and their engagement 
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with industry policy. Consequently the ALP's commitment to 

support the levy, can be seen to be counter-balanced by 

its action in redirecting those profits into funding 

social provisioning activities, such as Ausmusic. However, 

this was not the focus of the initiative, which became 

embroiled in an unrelated, yet highly instructive debate 

about industry behaviour. 

The levy was presented as part of a range of copyright law 

reforms, with the ancillary benefit of financing the 

formation of Ausmusic. When the legislation went to 

Parliament on 3 November 1988, it was as part of a package 

of initiatives that incorporated the social democracy-

mixed economy methodology: recognition of the role of 

government to manage economic activity, provide legal 

mechanisms for equitable redistribution of wealth and 

generate publicly beneficial, self funded institutions in 

the market context. Attorney General Lionel Bowen's 

rhetoric was well tempered, unlikely to upset any 

established interests, yet couched in progressive 

language: 

The Government's aim is to provide fair, certain and 

effective copyright law which will properly reward 

innovators and reflect modern consumer practice, while 

taking account of the legitimate practical considerations 

that affect particular groups such as educational 

institutions and institutions working for the handicapped 

(Representatives Hansard, 3 November 1988: 2393) 

Putting the levy in place had been on the Australian 

recording industry's agenda for several years prior to the 

McLeay Report's support followed by the endorsement of 

Federal Cabinet. Legal overviews of the discussions noted 

that 'Considerable lobbying has been taking place since at 

least 1981 for the introduction of appropriate legislation 

to prevent or compensate the copyright owners of sound 

recordings for the infringement of their rights by the 

unauthorised reproduction of their sound recordings' 

(lanella 1994: 1). Constructing the levy in purely legal 
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terms associated with the Copyright Act 1968 became part 

of the problem for the initiative. It was presented to 

Parliament by the Attorney General, as the Copyright 

Amendment Bill 1988 with eight key objectives^. Support 

for Ausmusic was not mentioned in those objectives. It was 

largely a subsidiary activity. In this respect it was a 

passive rider on the flanks of the legislation. More 

instructive still, it is not mentioned in official 

explanatory notes from the Commonwealth Attorney General's 

Department, nor in academic and legal articles discussing 

the details of the legislation. In this respect, it was a 

political idea, which while worthy, did not receive equal 

prominence in the legislative program, as a priority. It 

did however, feature a lonely mention in Minister Bowen's 

speech: 

One very impor tan t f e a t u r e of t h e scheme i s t h a t 15 pe r 

cent of t h e r o y a l t y r a i s e d w i l l be s e t a s i d e by copyr igh t 

owners for t h e b e n e f i t of t hose people in t h e A u s t r a l i a n 

music i n d u s t r y most in need of a s s i s t a n c e . The Government 

i s g r a t i f i e d t h a t t h e music i n d u s t r y has agreed t o p rov ide 

p a r t of t h e r o y a l t y t o t h e A u s t r a l i a n Contemporairy Music 

Development Co. , r e c e n t l y e s t a b l i s h e d by the Government t o 

f o s t e r A u s t r a l i a n contemporary music and, most impor t an t ly , 

y o u n g and u p - a n d - c o m i n g A u s t r a l i a n m u s i c i a n s 

(Represen ta t ives Hansard, 23 November 1988: 2394) . 

Ausmusic i t s e l f d i d n o t r e c e i v e a m e n t i o n , r a t h e r i t was 

i d e n t i f i e d by i t s f u l l t i t l e , s u g g e s t i n g t h a t t o f l a g t o 

t h e o p p o n e n t s of t h e Ausmusic i n i t i a t i v e t h a t i t would be 

funded by t h e l e v y , may have c r e a t e d d i f f i c u l t i e s f o r t h e 

Government . The r e s u l t c o u l d w e l l h a v e r e s u l t e d i n t h e 

l e v y n o t b e e n f u l l y e n d o r s e d . A l t e r n a t i v e l y , n o t t o 

*' The amendments will: legitimise home audio taping by introducing a royalty on blank recording 
tape to recompense copyright owners; protect performers from unauthorised recording <x Iroadcasting 
of their live performances; enable educational institutions to copy television programs off-air; 
streamline the existing Ucences to educational institutions to photocopy, and institutions assisting the 
handicapped to make 'talking books' and other useful materials; remove protection for most industrial 
articles from the Copyright Act provisions on artistic works; streamline the statutory licence for 
record manufacture; and make other miscellaneous amendments. As a companion measure', said the 
Attorney General, 'I am also introducing the Circuit Layouts Bill 1988 to provide sui generis 
copyright-style protection for plans for computer chips '(Hansard, House of Representatives, 3 
November 1988: 2393) 

281 



mention Ausmusic by name may have avoided associating Pete 

Steedman with the initiative. This could have mobilised 

his opponents in the party, the bureaucracy and those in 

the industry he had overlooked in establishing the 

Austrade Export Panel, to act against him, thereby 

threatening his initiative. Of course. Minister Bowen may 

have failed to recall the name of the organisation, 

although his speech writer would have had access to and 

advice from Steedman. Despite these indications of 

uncertainty in linking the levy to funding Ausmusic, bold 

longer term plans for growing Ausmusic's funding base were 

also included in the proposed legislation. 

Moreover, the 15 per cent will be increased in the event 

that other substantial music exporting countries introduce 

similar reciprocal blank tape royalty schemes under which 

Australian copyright owners could benefit, thereby 

offsetting some of the potential outflow of funds from 

Australia (Representatives Hansard, 23 November 1988: 

2394) . 

Forward planning of this nature indicated an appreciation 

of the increasingly globalised direction in which the 

international music industry was heading. It also provided 

a means to expand the funding base of Ausmusic, as it 

established itself, which had been noted in Minister 

Dawkins press release of 27 June 1988, 'A boost for the 

Australian contemporary music industry', announcing the 

formation of Ausmusic. By any measure normally associated 

with the arts subsidy sector, this proposal was creative, 

almost mechanistic in its simplicity and capable of 

growing into the future. 

Yet while this high level activity proposing a funding 

solution to a new policy initiative was agreed in the 

House of Representatives, Ausmusic did not appear in the 

second reading speech in the Senate. In fact, the 

amendments were assumed to have such wide, bi-partisan 

support that Labor Senator Reynolds, in putting the 

legislation to the Senate read only part of the document, 

then, out of sensitivity for the time a full reading would 
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take, attempted to table the full document, as read in the 

House of Representatives by Minister Bowen. Conservative 

Senator Puplick objected, suggesting that if the speech 

was not read in full, the 'profound arguments advanced by 

the Attorney General in support of this piece of 

legislation' would not appear on the public record (Senate 

Hansard, 28 November 1988: 3005). Senator Reynolds then 

read selections of the legislation which she said were of 

personal interest to her and 'I think would be of interest 

to the Senate, which comes under the heading of 'Statutory 

Licence: Photocopying by Educational Institutions' (Senate 

Hansard, 28 November 1988: 3006). Senator Puplick hit 

back, noting that not to include a re-reading of Minister 

Bowen's speech was 'a most unfortunate omission from the 

Hansard, especially for people who have a genuine interest 

in the matter' (Senate Hansard, 28 November 1988: 3008). 

The full text of Minister Bowen's speech was included into 

Hansard. 

In retrospect, this animated interchange could be 

interpreted as the opening exchange in the battle between 

industry interests, represented by conservative political 

parties and the social objectives of the ALP. For their 

part, ALP politicians appeared to misunderstand the 

legislative value of copyright law to corporate interests 

and their traditionally conservative political allies. In 

effect, the full extent of Labor Party ignorance of 

corporate interests in copyright law only became evident 

in 1990, when the Prices Surveillance Authority's Inguijry 

Into the Prices of Sound Recordings detailed the influence 

of the law over the industry. I will consider that inquiry 

in the concluding chapter, where I will also point out 

that the links between Ausmusic and the established music 

industry were such, that by 1990 Ausmusic supported the 

industry's case in copyright law, against the Government's 

statutory authority, the PSA. The split between Labor 

Party reforms and industry participants was profound. 
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Further evidence of this sort of contradictory position 

can be seen in 3 November 1988 speech to the House of 

Representatives by Attorney General Bowen. In it he made 

an implicit assertion - that copyright law is a key 

activity for government. Legislation provides the 

guidelines and regulations for behaviour and industry 

relies on government to provide such frameworks. So in 

effect, on one hand Minister Bowen made it clear that the 

Government had a mandate to organise and coordinate the 

legal processes of copyright law. Having established this 

position, he then sought to move the government away from 

its responsibilities. He distanced the government from 

assisting the industry to arrive at statutory licence 

rates for the manufacture of musical works - one of the 

changes included in the package of proposals, along with 

the levy (Representatives Hansard: 2398-2399). The 

Attorney General said: 

The Government considers that the preliminary requirement 

for the Attorney-General to determine the current royalty 

rate to be inequitable is an undesirable and inappropriate 

role for government. It is also an inappropriate role for 

the Governor-General to have to consider a tribunal report 

and make regulations, where appropriate, to vary the rate. 

...Such a scheme (as the Statutory Licence for Record 

Manufacture) will have industry support and will remove 

unnecessary government involvement in the industry 

(Representatives Hansard, 3 November 1988: 2398-2399). 

With that statement the matter was dealt with, opening the 

door for a flood of new administrative procedures 

involving copyright, in which the government could not 

participate. For the copyright agencies already operating 

in the music industry, there was a different perspective. 

This included fundamental recognition of the need for 

government to work with copyright agencies to 'represent 

the interests of their members and potential members, in 

promoting debate on law reform issues and making 

representation to Government and related authorities' 

(Simpson 1995: 229). While the government was seeking to 

move away from involvement with the details of copyright 
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administration, the copyright industry assumed the 

essential participation of government. 

In many respects the contradictory position adopted by the 

government was understandable given the Commonwealth's 

commitment to globalise and assist industry grow, without 

the constraints of government bureaucracy. Conversely, 

from a policy perspective. Attorney General Bowen's 

comments sent the signal to the existing copyright 

industry that it was free of the strictures of policy 

participation and negotiation with government and could 

expect to act alone, with the government providing the 

legal apparatus for them^. it was not a position that was 

in keeping with the role of a social democratic government 

in the policy process, where the relationship between 

industry interests and social interests (or 'equity' as 

noted in Bowen's speech, above) needed to be managed in 

relation to each other in the policy process. Nor, as I 

noted above, was it a position that the existing copyright 

interests preferred. 

When industry speaks 

After the legislation was introduced other issues arose 

which suggested that the proposal was poorly conceived 

from the start. Writing in Copyright Reporter, James 

Lahore, one of the world's foremost copyright academics 

based in Australia, identified two key issues of concern, 

one of which halted this bold levy plan. 

The first issue Lahore identified was derived from his 

knowledge of international copyright law. Lahore's 

interpretation of the Copyright Act (1968) was put in the 

context of Australia's international copyright 

obligations, which was open to interpretation in regard to 

reciprocal payments of levy's collected in Australia. 

2 The structure and management of the Copyright Act, the relationship between government and 
copyright royalty collection agencies, such as APRA, AMCOS, PPCA, CAL and AVCS, and the 
distribution of the funds they collect is considered an 'industry' by those within it as a shorthand way 
of describing the complicated network of relationships involved in copyright 
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A particular concern in relation to the proposed 

Australian scheme is that royalties will only be paid, on 

the principle of reciprocity, to nationals of countries 

which remit royalties to Australians (Lahore 1989: 17). 

The argument was that signature countries which shared 

agreements to the Berne and Rome Conventions, the 

Phonogram Convention and the Universal Copyright 

Convention, could be expected to pay a fee for monies on 

Australian recordings made in their countries and 

Australia would pay a fee for monies collected here for 

recordings made of artists from those countries. The legal 

issues may have been esoteric, perhaps even unintelligible 

to lay-persons, unskilled in the details of international 

copyright law. Yet it followed, according to Lahore, that 

the exact manner in which the reciprocal rights were 

detailed, relied on the definition of levy collection. Was 

it a tax, a levy or a royalty? It was on this definition 

and the questions arising from it that the Australian 

blank tape levy foundered and it was this second point 

which Lahore saw as the key unresolved issue in the 

proposal. He noted the ambiguity in interpreting the 

proposed legislation: 

It may be that the Australian proposal is in fact 

concerned with a levy or tax. However, the proposals as 

they presently stand are, on my reading, clearly based 

upon the concept of remuneration to copyright owners by 

way of a royalty (1989: 17). 

Once questions were raised about the precision with which 

the new legislation was to be interpreted, the door was 

opened for opponents of the levy to challenge it. In 

keeping with challenges elsewhere around the globe - in an 

almost colonial response to events in the US and Europe -

the tape manufacturers issued their challenge to the levy, 

as they had done in other centres. To them, there was no 

ambiguity - it was a tax. The blank tape levy legislation 

and the raft of proposals associated with it, went to 

appeal in the High Court of Australia. It waited to be 

heard from 1989 - when the legislation came into effect -
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until the decision was handed down in 1993, leaving 

Ausmusic without its non-subsidy funding. 

Responding to the legislation, the Australian Tape 

Manufacturers Association Ltd, together with BASF 

Australia Ltd and TDK Australia Ltd, challenged the 

constitutional validity of the proposed changes to the 

Copyright Act 1968. The Australian Tape Manufacturers 
Association Ltd v Commonwealth of Australia launched a 
three pronged case derived from constitutional law which 

argued that: (a) the legislation was not a copyright law; 

(b) the legislation imposed taxation where it did not meet 

the necessary constitutional criteria and was therefore 

invalid; (c) the legislation was introducing forcible 

acquisition of property from copyright owners, which was a 

power the Parliament does not have (Australian Law 

Reports: 53, 112). The majority of the High Court accepted 

the argument that the levy was a tax and agreed that the 

amendments were unconstitutional, based on argument (b) 

above and furthermore, copyright law could not be used to 

impose a tax (Challis 1994: 538). with this decision the 

moment was lost for the levy as a funding mechanism for 

Ausmusic, as well as the means of bringing other important 

changes to the Copyright Act. 'We will negotiate with the 

government to try to reintroduce legislation. It may mean 

that we will have to raise a tax to compensate copyright 

owners', Pete Steedman said after the demise of the 

Ausmusic funding plan (Sly 1993: 39). 

Following the decision to strike down the legislation, 

discussions were held between its supporters, including 

Ausmusic, the music industry organisation Australian 

Recording Industry Association (ARIA), the key copyright 

collection agencies the Australasian Performing Right 

Association (APRA), the Australasian Mechanical Copyright 

Owners Society (AMCOS) and the Musicians Union of 

Australia (Simpson 1995: 21). Indeed, the music industry 

participants had been so confident of achieving their levy 

objective that ARIA and AMCOS had jointly established the 
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Private Audio Copyright Collecting Society (PACCS) to 

administer the scheme (Simpson 1995: 21). Hardly 

surprising perhaps, given ARIA's estimations that record 

labels 'lose out on up to $15 million a year from illegal 

home taping of copyright material' , which ballooned to an 

estimate of lost annual retail sales of $226 million 

(Trioli, The Age, 12 March 1993: 3; Trioli, The Age 19 

April 1993: 11). Whatever the correct figures, substantial 

amounts of money could be redistributed to record 

companies and song writers, if a method for introducing a 

levy was introduced. Not surprisingly, the Labor 

Government made a commitment to resubmit the legislation 

to Parliament as a tax bill to overcome the confusion and 

the objections lodged by the tape manufacturers. These 

agreements to continue with the levy faded, as the lengthy 

redrafting process for legislation of relatively low 

significance to bureaucrats and politicians saw it moved 

to a low priority in the line of taxation law (Trioli, The 

Age 19 April 1993: 11). Support for the levy in the form 

of a reconstituted tax law became lukewarm within the 

Commonwealth bureaucracy. Arguments were made by the 

Department of Science, Industry and Technology that 'the 

sale of blank tapes had declined in recent years', so that 

if a 10 per cent tax was applied on blank tapes sold, 15 

per cent of that amount would provide Ausmusic 'only 

$300,000 to $450,000 a year' (Review of music industry 

organisations 1994: 21). This conservative, even defeatist 

approach to funding, does little to suggest that 

bureaucrats were in a creative frame of mind, in locating 

non-subsidy funding sources for Ausmusic. Furthermore, 

much of the policy space was taken up by the discussions 

and associated publication of the Copyright Convergence 

Group, Highways to Change: Copyright in the new 
Communications Environment (August 1994), while elsewhere 

Compact Disc rental issues came to the fore (Peach 1990). 

According to an APRA representative, by 199 6, when Labor 

lost government, the blank tape levy was 'probably a dead 

issue' adding, 'I'd be surprised if it is revised in any 

form at all' (Interview, 25 June 1996). This failed 
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attempt at reform saw Australia then surpassed by the US, 

which introduced the Audio Tape Recording Act in 1992, 

which established an agreed distribution method for income 

to record companies, artists, music publishers and 

composers (Bard and Kurlantzick 1992: 12). 

Industry both won and lost with the blank tape levy. From 

the time the proposal arose in the McLeay Report to its 

1993 demise, the blank tape levy was a site for support 

and contestation between three different branches of 

industry: the existing music industry; the copyright 

industry; and the blank tape manufacturers, or hardware 

industry. Despite being a creative solution to a new 

initiative in popular music policy, the optimism amongst 

the supporters in the existing music and copyright 

industry and Ausmusic was misplaced. The outcome proved to 

be a dramatic loss for Ausmusic and the copyright policy 

initiatives associated with the legislation's demise. This 

failure reflects poorly on the ALP promoters of the 

scheme, who did not monitor its progress, inadequately 

assessing the likelihood of an appeal from the tape 

manufacturers. The tape manufacturers had proved by their 

track record in other parts of the world, that they would 

appeal against the legislation. The politicians, the 

legislators and the draftees showed that they did not 

attend to detail in drafting the law, with the ambiguity 

of the tax/royalty in relation to copyright law, a 

relatively simple issue of legal practice for a 

constitutional lawyer. One way to address the issue would 

have been to establish associations with the tape 

manufacturers, and gain their support for the legislation, 

in a form which they would have accepted - presumably as a 

tax law. For their part, both the music and copyright 

industries could have taken advice on the proposals -

Lahore noted the difficulties after the legislation was 

introduced into Parliament. Similarly, Ausmusic and the 

ALP, together with the Attorney General exhibited false 

assumptions about the success of this innovative plan. 

Historically, the blank tape levy can be seen as a policy 
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debacle and a badly missed opportunity to provide an 

adequate and detailed funding base for new popular music 

policy initiatives, such as Ausmusic. As I will show in 

the next section, the result of the debacle was that 

Ausmusic struggled from its inception to find ways of 

offsetting this guaranteed revenue stream. 

Ausmusic 

Australia's popular music moment in which the Victorian 
and Commonwealth Labor Government established new 
institutions was 1988. The force of the rhetoric emanating 
from government and bureaucrats through the media and in a 
flurry of seminars and public announcements, created 
considerable interest. Despite the objections of the tape 
manufacturers to the levy, it appeared from the inquiries 
and reports in circulation by 1988 that the existing music 
industry would work with government on new policy 
ini t ia t ives . Certainly the atmosphere in Australia 
differed from elsewhere, leading Midnight Oil's lead 
singer Peter Garrett to differentiate the Australian 
popular music policy context from the US: 

Not every band has t he commercial p o t e n t i a l t o e x i s t on i t s 

own t e r m s . A u s t r a l i a i s a h i g h l y p r o d u c t i v e p l a c e 

m u s i c a l l y . INXS, Crowded House, Midnight Oil a r e r e a l long-

odds bands . If a r t i s t s have no f i n a n c i a l suppor t and no 

means t o ge t themse lves h e a r d , s o c i e t y i s e f f e c t i v e l y 

b l o c k i n g peop le w i t h something t o o f f e r . A r t i s t s needs 

encouragemen t and t h a t s h o u l d be t h e f u n c t i o n of 

government. If you c a n ' t make your government accoun tab l e 

in any way and you t h i n k t h a t Pepsi and the government a r e 

t h e same t h i n g , which in t h i s country (USA) they a r e , then 

I agree wi th you. But in A u s t r a l i a , i t ' s not t he same. We 

have government i n s t i t u t i o n s h e r e t h a t suppor t a r t i s t s , 

e s p e c i a l l y a r t i s t s who a r e n ' t m a i n s t r e a m , w i t h no 

s u g g e s t i o n t h a t t hey tow t h e l i n e p o l i t i c a l l y . I f t h e r e 

were any s u g g e s t i o n of t h a t t h e r e would be an a r t i s t 

r e v o l u t i o n (Young 1988: 8 4 ) . 
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Governments providing encouragement for popular music 

artists against a backdrop of inaction in the US, offered 

an exciting prospect for growth and development. When 

Minister Dawkins, having moved from Trade to the 

Education, Employment and Training portfolio, announced on 

27 June 1988 in Perth, that the Contemporary Music 

Development Company Ltd was being launched, media reports 

reflected the excitement that a new environment for 

cultural policy had arrived. 'Recognition at last for the 

pop music industry', said the headline on page one of the 

'Green Guide', The Age weekly entertainment supplement, 

opening its coverage of Dawkins announcement with a 

summary of anticipated popular music policy actions: 

A levy on blank tapes, tax relief for Australian video 

manufacturers, a nation-wide network for the ABC's 

alternative music station, 2JJJ-FM, and assistance for 

bands touring overseas. It's all part of a Government 

package aimed at boosting one of Australia's most 

neglected industries, popular music (Weiniger, 18 August 

1988: 1). 

The ability of Minister Dawkins to mention in his 

announcement that five Australian bands were in the 

Billboard Top 100 during the week the announcement was 

made, added to the palpable sense that national 

consciousness and government support were articulated to 

global achievements. The bands and their hit songs had 

already made a substantial impact in Australia before 

being recognised in the US: INXS ('New Sensation'), 

Midnight Oil ('Beds Are Burning'), Icehouse ('Electric 

Blue'), Kylie Minogue ('I should be so lucky'), the Church 

('Under the Milky Way') (Metherell, The Age, 28 June 1988: 

6). However, the achievements of the bands in the US 

encouraged overly optimistic claims for the new 

organisation to be made on the basis of unique, 

unsustainable achievements in the ebbs and flows of the 

popular music market, where bands come and go, along with 

fashion. Yet the support for the new company appeared to 

be positive, although an uncertain regard for Pete 

Steedman's involvement was mentioned in reports. Weiniger 
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referred to him as 'The man who stitched the deal 

together... self-confessed oldest rocker in town' ('Green 

Guide', 18 August 1988: 1). 

Less levity would have been helpful if some focus had been 

directed at the admissions Steedman and Minister Dawkins 

made about the initial difficulties encountered in working 

with the existing music industry, together with the 

establishment costs to the government of setting up the 

company when the blank tape levy had not yet been 

presented to Parliament. As I noted above, the blank tape 

levy was to be denied in the High Court and the existing 

industry had not involved itself in the Export Panel. In 

his speech Minister Dawkins noted that the Export Panel 

had learned 'an important lesson', namely that 'the music 

industry can put aside the sectional differences (for 

which it has a remarkable capacity - no names no pack 

drill) (sic) and work together for the good of the 

industry as a whole' (Dawkins' Speech, 27 June 1988: 2). 

Later in the speech Dawkins reiterated his point: 'I hope 

that all sectors of the music industry will share this 

enthusiasm and endeavour to assist the company in its 

developmental activities' (Dawkins Speech, 27 June 1988: 

6). Steedman had his own story, telling Weiniger: 

'Initially there was some reluctance from sections of the 

music industry who were traditionally suspicious of 

government intervention. It took some time to convince 

them that this was not a case of government regulation or 

control ('Green Guide', 18 August 1988: 1). Steedman was 

more forthright in his comments to Sydney Morning Herald 

reporter Mike Seccombe, telling him, 'The record companies 

have now said they'll co-operate with the organisation.' 

(1988: 13) . 

The founding board of the organisation overcame some of 

these constraints, gaining the participation of the 

existing music industry with ARIA representation, the 

copyright industry with APRA and AMCOS representation, as 

well as Allan Hely, chairman of Festival Records and a 
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sort of godfather of the Australian music business, with 

his close links to Rupert Murdoch's News Corporation. The 

board representation appeared to consolidate Ausmusic as 

part of the industry. Yet, as I shall indicate later in 

this chapter and in the following one, industry 

participation did not translate into financial 

contributions or sponsorship from the industry, adequate 

to sustain the organisation, in the face of finite funding 

subsidies. 

Nevertheless, the Australian Contemporary Music 

Development Company began with a $300,000 grant from the 

Commonwealth Government. Plans to begin drawing on the 

blank tape levy's 15 per cent in 1990 would have generated 

an estimated $450,000 in the first year, rising to 

$600,000, with corporate sponsorship providing additional 

funds (Weiniger, 'Green Guide', 18 August 1988: 1). 

Shortfalls in funds kept Steedman busy. In 1990 the 

Victorian State Government provided $300,000 to ensure 

that the headquarters of Ausmusic stayed in Melbourne, 

while a grant of $200,000 from the Department of 

Employment and Training - Minister Dawkins Department -

compensated for the blank tape levy shortfall (Freeman-

Greene, The Age, 7 November 1990: 11). Alongside the 

continual challenge to attract Commonwealth funding, 

various State Government education departments provided 

project based funds, especially for the appealing Roll 

Over Beethoven rock music education program in Victoria, 

South Australia, New South Wales and Queensland. 

Ausmusic, as it became known, was launched by Prime 

Minister Bob Hawke on 12 May 1989. By 1990, the 

organisation had established itself in Melbourne and 

launched its public profile with an Australian Music Day 

on November 24 - which became an annual celebration of 

Australian music. In this case, Ausmusic was able to have 

the event funded by Coca-Cola Pacific Pty Ltd & its 

Bottlers, which provided $1.5 million dollars in cash (and 

close to $3 million with the addition of extras, such as 
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the summer advertising campaign featuring Kylie Minogue): 

Ausmusic realised nearly $750,000 from this venture which 

went into a high-yielding account to be used in 

'developing young talent and assisting the live music 

industry', with the immediate acknowledgment that 'the 

interest from the proceeds was not a large sum of money' 

{Ausmusic News, May 1991: 2). when the 1991 Australian 

Music Day was held on November 23, Coca-Cola did not 

provide sponsorship. The 1990 deal was the first and last 

major sponsorship arrangement. It was not provided 

directly from the music industry but articulated 

Australian popular music to a product identifiable as a 

US-youth-lifestyle product, Coca-Cola. The major record 

companies were not investing in Ausmusic, although 

Mushroom Records did sponsor some events, such as 

musicians Master classes (Ausmusic, 'Summary of 

Activities', 1992). For example, in 1993/94 the public 

funding from Federal and State Governments to Ausmusic 

totalled about $1,593,492, with just $15,000 of that 

originating from 'Private sponsorship' (Review of music 

industry organisations, 1994: 22). 

The constant search for financial support led to a 

commitment from the Commonwealth Government to fund 

contemporary music activities, including Ausmusic, through 

the Department of Communications and the Arts, to the 

value of $1.5 million a year (Creative Nation 1994: 29). 

Examination of the funding sources for Ausmusic indicates 

the composition of funds from different sources in Table 

2. 

In 1995/1996, responsibility for Ausmusic funding fell to 

the Department of Communications and the Arts (DOCA) , 

valued at $1,200,000 and guaranteed until June 30 1996 

(Lewis, Australian Financial Review, 26 April 1995: 8). 

Perhaps inevitably, the change of Federal Government in 

199 6 spelt the end of Commonwealth Government funding, 

suggesting that the linkages between the ALP, Steedman and 

the Commonwealth bureaucracy had run their course. 
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Source 
DEET 
DEET 

DEET 
DEET & 
DITAC 
DITAC/DITARD 
DITARD 
DIST 

Amount 
3 0 0 , 0 0 0 
3 0 0 , 0 0 0 

4 5 0 , 0 0 0 
6 0 0 , 0 0 0 
4 0 0 , 0 0 0 
6 0 0 , 0 0 0 
1 , 2 0 0 , 0 0 0 
1 , 2 0 0 , 0 0 0 

Certainly, the decision to 'defund' Ausmusic was made 

without consultation with Ausmusic, according to Steedman 

(Phone conversation 27 June 1996). 

Table 2. 

Ausmusic funding sources 

Year 
1987/88 
1988/89 
1989/90 
1990/91 
1991/92 

1992/93 
1993/94 
1994/95 

(Source: DIST, Review of music industry organisations 
1994: 2l3) 

The industry was too bloody-minded and narrow in its 

ambitions to assist Steedman and Australian music. A 

clearer explanation for this reluctance was that 

Steedman's and the Government's aims for Ausmusic were too 

bold, producing in supporters a sense that its brief was 

too broad (Freeman-Greene, The Age, 7 November 1990: 11). 

In launching Ausmusic, Minister Dawkins said: 

The company's charter will, however, enable it to address 

any issue for the good of the Australian contemporary music 

industry - for example to expose Australian talent abroad 

and to promote the inclusion of contemporary music 

education in schools, the encouragement of popular music 

events and the protection of the rights of young performers 

(Italics added, Dawkins Speech, 27 June 1988: 4). 

The Ausmusic Business Plan reoriented the direction of the 

company away from the generic industry development 

objectives: 

3 DEET, Department of Employment Education and Training; DITAC, Department of Industry, 
Tourism and Commerce, DITARD, Department of Industry, Tourism and Regional Development 
DIST, Department of Industry, Science and Technology. 
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Ausmusic is a non profit industry development organisation 

for the Australian contemporary music industry. It was set 

up in mid-1988 with a charter to address any issue of 

consequence to the industry and with a particular mandate 

to improve education and training opportunities (1990: 4). 

The issue returned again to funding shortfalls: 'Ausmusic 

made the decision to concentrate in areas of government 

responsibility not only because of funding availability, 

but also because it takes several years to develop and 

accredit education and training programs, and several 

years more before the results impact on the industry' 

(Ausmusic Summary of Activities 1992: 13). By 1996, 

Ausmusic had established a variety of education and 

training packages which were in use in the secondary and 

the Training and Further Education (TAFE) sectors. In 

particular, the Music Industry Skills Course had developed 

to include 113 modules of varying lengths, specialising in 

five areas of study: (1) Music industry studies; (2) Music 

performance; (3) Music business management; (4) Music 

technology; (5) Music marketing and promotion. Successful 

completion of the course (code 176) would provide a 

graduate with a TAFE Certificate. Similar vocational 

programs based on the Music Industry Skills Course were 

offered in schools, as part of music education. In 1996 

just over 1000 Australian schools were offering Ausmusic 

course modules, which were also being used in schools in 

the USA, Canada, South Africa, New Zealand and New Guinea. 

As I will indicate in the next section, the export of 

educational programs was an unexpected outcome, and part 

of the government focus, although not initially meant for 

Ausmusic. Furthermore, in the six months to June 1996, the 

support manuals and videos for Ausmusic's Music Industry 

Skills Course had generated $250,000 in revenue for the 

organisation (Interview/correspondence with Bill Denning, 

Ausmusic Educational Services Manager, 27 June 1996). 

This was an achievement that flowed from a well directed 

approach. It was part of 'a broad education and training 

296 



strategy', which enabled rock music to be included as part 

of the school curricula and teacher training (Hawkes 

Report on Ausmusic, 1990, Ausmusic brochure, undated, 27, 

22). This achievement has similarities with effective 

community music projects, where projects conducted for 

more than three years begin to generate income from 

original products which are then commodified and 

introduced into a transaction arrangement with industry. 

Financial constraints did not stop Ausmusic from 

attempting to fulfil its original objectives. Its five 

year business plan for 1995-2000 included industry 

development projects and concern with positioning 

Australia as the gateway to the Asian market. It conducted 

seminars about the Asian region during 1995 and worked 

with Government Departments such as the Foreign Affairs 

and Trade (DFAT) to promote this activity. In doing so it 

was caught again on the horns of a funding dilemma. Where 

Ausmusic received funds for an Asian export focus from 

DFAT, another organisation had been created as a result of 

the Export Strategy Group to handle such matters. 

Incredibly, Export Music Australia (EMA) was also the 

result of Steedman's policy work and a result of almost 

too much success on his part. It was launched by Minister 

Dawkins on 4 August 1988, just one week after the launch 

of Ausmusic. While I will not detail EMA, its activities 

contributed to developing exports of Australian music, 

where the existing popular music industry worked closely 

with Austrade to provide a program of export activities to 

promote Australian music in selected targets. It was a 

program that attempted to focus the existing industry on 

export initiatives. By 1994, Austrade was uncertain of how 

to proceed with an export focus for Australian music, 

withdrawing its funds, while indigenous companies had 

criticised the program for being 'too costly' and for 

becoming 'a self serving organisation in which relatively 

few enjoyed the benefits' (Jonker 1995: 13). Nevertheless, 

EMA was a specialist organisation capable of providing a 
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defined program of support for the export of Australian 

music, although with limited success. 

Ausmusic's move into export activity made it an easy 

target for criticism. A review of the organisation by the 

Department of Industry, Science and Technology was much 

less tactful: 

Problems a r i s e wi th Ausmusic when i t i s p e r c e i v e d t o be 

o p e r a t i n g i n a r e a s i n which i t h a s no e s t a b l i s h e d 

e x p e r t i s e , such as expor t promotion, p r o v i s i o n of d e t a i l e d 

adv ice on copyr igh t and p r o v i s i o n of in format ion t o people 

beyond t he ' g r a s s r o o t s ' l e v e l in t he i n d u s t r y (Review of 

music industry organisations, November 1994: i i i ) . 

Funding dilemmas, project confusion arising from i ts 
overarching attempt to be the peak industry organisation, 
industry inaction, all challenged Ausmusic. Yet the 
organisation made a significant contribution to promoting 
contemporary music activities in Australia. I have not 
detailed i ts remarkable string of achievements: including 
i ts network of state based offices, coordination of a 
local music content system of measurement for commercial 
radio - the Australian Music Performance Committee 
(AMPCOM) - i ts support for popular music and young 
people's interests in any form, can be seen as an 
exceptional outcome. 

The limitations associated with Steedman's role as key 
policy protagonist, rising to chief executive officer, are 
more difficult to gauge. His vision and energy established 
Ausmusic, gained cabinet support and kept the organisation 
alive. His inability to trust bureaucrats and the tendency 
to be proprietorial in his management of Ausmusic is a 
negative. The difficulty in gaining financial support from 
the established music industry may have been due in part 
to his bravado and abrasive style, although, as I will 
indicate in the next section on the Victorian Rock 
Foundation, the industry was not contributing there 
either. A suitable course of action for Steedman could 
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have been to leave Ausmusic prior to the 19 9 6 federal 

election to a non-politically coloured (ALP) chief 

executive, in the hope that a new executive would receive 

the support of the conservatives and with it, committed 

long term funding. More detailed analysis of Steedman's 

role in the history of the ALP may be undertaken by other 

researchers. Similarly, an examination of Ausmusic could 

detail its strengths and weaknesses. My objective here has 

been to indicate the outcome of the policy proposal to 

establish the Contemporary Music Development Company. The 

organisation was established, making a significant 

contribution to education and training needs and 

ironically, albeit very modestly, participating in the 

export market of Australian services. 

Victorian Rock Foundation 

If Ausmusic struggled with the implications of the blank 

tape levy debacle, the state made their own play for 

popular music initiatives. Such is the uncertain history 

of the VRF that the account of its gestation presented 

earlier and based on a detailed series of interviews with 

Graeme Stephen, is not confirmed by another brief account 

written by consultant John Hawkes. He suggested that 'the 

creation of the VRF came from a study by the Victorian 

Tourism Commission in late 1986 (at the behest of the 

Premier and the Minister for Industry, Technology and 

Resources) into the staging of a high-profile music 

festival to attract tourist interest' (VRF Review 1991: 

5). This conflicting view has implications for cultural 

industries policy research, which cannot be easily 

overcome. Researchers establishing an analytical base in 

the cultural industries would help clarify issues, 

identify information sources and refine contradictory 

historical recollections of key moments in policy 

activity. Nevertheless, the precise nature of the history 

of the policy formation will probably never be retold with 

the necessary level of accuracy, such was the speed with 

which events unfolded. Undoubtedly, my comments and 
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interests in this issue have been coloured by my 

membership of the VRF board from 1990 and the chairmanship 

of the board from 1994 until 1996. Much of the information 

I have gathered has been privileged because of my 

responsibilities. However, this material is informed by my 

engagement with what I believe was the failure of the VRF 

and my own effort on the board, to address the 

opportunities and challenges it should have struggled for 

more forcefully. 

Emphasis on the tourism link to the VRF did come with a 

letter from Premier John Cain to the Minister for 

Industry, Technology and Resources, on 30 July 1986, the 

Premier noted that: 

If implemented on the scale envisaged, the proposal would 

seem to have the potential to increase Melbourne's 

international exposure and provide significant tourism 

benefits for the State. I am particularly impressed by the 

fact that rock music has a vast international audience and 

is the main popular music interest of two generations. 

As I have shown, the truth of the matter was that there 

were a number of shifts taking place at State and Federal 

Government level to benefit youth and the popular music 

industry and provide the basis for a music infrastructure, 

managed more directly by government interests. The 

policies were derived therefore from a number of sources, 

yet it is instructive to recall that strong individuals, 

such as Steedman and Stephen played a major part in 

defining the activity and establishing models for 

progressing their plans. Stephen emphasising trade union 

and employment issues, while people outside the left and 

without direct experience of the exploitative nature of 

the existing music industry overlooked such key industrial 

reforms. They mistook government interest in building 

tourism and negotiating Victoria into a position where it 

could achieve a high national and international profile 

for its popular music, through publicity, as an 

achievement in itself. This was not social democracy, with 

a social provisioning objective, although jobs that flow 
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from tourism can be clearly argued to be a benefit. 

Alternatively, the relationship with the existing music 

industry and its development was vaguely explained and 

assumed. Some of the promotion for the VRF, particularly 

material generated during the first Melbourne Music 

Festival in 1988 (such as the quote from the above letter 

from the Premier), clearly over-valued the link between 

tourism and popular music without presenting a strategic 

approach for the growth of the organisation. 

However, there were indications that industry issues were 

considered and that the VRF could pursue some of the 

outcomes mapped in the McLeay Report's recommendations, at 

a state level (VRF Review 1991: 5). Against the McLeay 

Report and the tourism background, the VRF's industry 

focus was detailed in a publicity document titled 'Why a 

Victorian Rock Foundation', distributed during the 1988 

Melbourne Music Festival: 

The vision of the Foundation is that it will assist the 

transformation of the industry associated with the 

production of contemporary music. It will assist the 

recognition of the industry as a major source of 

employment, export potential and a means whereby the 

reputation of Melbourne as a tourist destination can be 

carried to the nation and the world on the vibrancy of its 

music and the innovation and creativity of its 

contemporary music industry. 

The mix of industry and social policy concerns is not in 

alignment in this bold 'vision', with youth policy focus 

noticeably absent. Industry is raised to the pinnacle of 

achievement, as it was when Premier John Cain launched the 

VRF on 25 August 1987, stating that it would be 'an 

industry advocacy body' ('Launch of Victorian Rock 

Foundation Ltd'). Yet the indications were that a new 

state-based organisation had arrived to coordinate 

Victoria's existing industry and in part internationalise 

it, while using it as a means of attracting tourists. It 

was a challenging vision. Even moreso because the issue of 

duplicating Ausmusic's and The Push's roles were not dealt 
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with during the formative stages of the VRF. With such an 

uncoordinated and competitive approach, producing 

confusion, the VRF had an uphill battle to find its place 

as a state organisation, located midway between the 

national objectives of Ausmusic and the local council 

activities of The Push and other Arts Ministry community 

music activities. 

Speed played a part in the formation of the VRF and can be 

seen to have sown the seeds of its ultimate undoing and 

disbandment in 1996. As I noted in chapter 8, the VRF was 

established with $400,000 of Bicentennial funds with a 

$200,000 sponsorship agreement for the Melbourne Music 

Festival from the State Bank of Victoria. Yet these funds 

were primarily for the Melbourne Music Festival, conducted 

at the Melbourne Showgrounds from February 13-21 1988, as 

part of the Bicentennial celebrations. In some respects, 

the opportunity to promote this event as a celebration of 

Australian music in Victoria, could have been more clearly 

linked to the national consciousness movement arising from 

the achievements of Midnight Oil, Kylie and INXS. Elements 

of this appeared, for example in publicity material for 

the 1992 Festival quoting Kim Beazley MP, the Commonwealth 

Minister for Transport and Communication: 

This Festival presents an opportunity to recognise the 

vitality and creativity of Australian music. It is good to 

be able to . . .enjoy the originality, the pleasure and the 

relevance of our own music. 

The initial registered office for the VRF was the 

Australian Bicentenary office (Australian Securities 

Commission, Historical Company Extracts 29 September 1995: 

2) . After the haste to establish the event and the 

conclusion of the Festival, a structural void appeared and 

was filled most practically by Ausmusic, which provided 

accommodation for the VRF in its Port Melbourne building. 

Speed also debilitated the organisation's links to the 

bureaucracy. After the Bicentennial events, responsibility 

late in 1988 move to the Department of Industry, 

Technology and Resources, where the VRF took its 
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accumulated debts of $295,000, before moving in 1989 to 
the Department of Tourism and then in July 1989 to the 
Minis t ry for the Arts , where i t found r e l a t i v e s e c u r i t y 
(VRF Review 1991: 6 ) . I n e v i t a b l y , the d i f f i c u l t i e s 
a s soc ia t ed with a secure bu reauc ra t i c base and funding 
support arose from the VRF's ges ta t ion as an organisa t ion 
e s t ab l i shed to undertake a major pub l ic c e l e b r a t i o n of 
Aus t ra l ian popular music, following the achievements of 
Rocking the Royals, Rock and Docks and other Youth Affairs 
programs, noted e a r l i e r . The speed with which the VRF came 
to f r u i t i o n - al though not an overnight phenomenon -
tended to generate a shotgun approach to i t s long term 
future and ob jec t ives . 

I t was necessary to define the o r g a n i s a t i o n ' s ambitions, 
owing to corporate and legal r e s p o n s i b i l i t i e s and in doing 
so, the shotgun p e l l e t s covered a wide a rea . The VRF' s 
o f f i c i a l aims were summarised in nine p o i n t s , which 
recognised the scope of the o rgan i sa t ion . In br ie f they 
were: 

t o f o s t e r t he c r e a t i o n of o p p o r t u n i t i e s for t r a i n i n g young 

p e o p l e in p r o d u c i n g modern m u s i c ; t o f a c i l i t a t e and 

encourage inves tment in and s uppo r t fo r r e s e a r c h and 

i n n o v a t i o n in V i c t o r i a n modern mus ic ; t o r e p r e s e n t and 

f u r t h e r t h e music i n d u s t r y ' s i n t e r e s t s ; t o promote and 

enhance V i c t o r i a ' s image as a major c e n t r e f o r t h e 

development and promotion of modern music; t o r e c e i v e and 

manage g r a n t s , d o n a t i o n s s p o n s o r s h i p t o f u r t h e r i t s 

o b j e c t i v e s ; t o c r e a t e tour i sm b e n e f i t s for Melbourne and 

V i c t o r i a as a c e n t r e for modern mus ic ; t o promote and 

a s s i s t c o o p e r a t i o n and i n f o r m a t i o n among modern music 

o r g a n i s a t i o n s ; t o a s s i s t t h e development of t h e modern 

music i n d u s t r y n a t i o n a l ; t o p l a n , d e v e l o p , manage and 

promote a f e s t i v a l in Melbourne a s a B i c e n t e n n i a l event in 

February 1988 and then as an annual event (Memorandum of 

Association, 20 May 1987: 1 ) . 
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The VRF began as a organisation created by a one-off 

grant, destined to rely on government subsidy. Its 

Business Plan for 1989-1991 set three objectives: 

1. Event management - to raise revenue and generate 

autonomy from subsidy; 

2. Education oversight - to promote the overhaul of music 

education; 

3. Industry development - aimed at positioning the VRF as 

the foremost music organisation in Victoria, working to 

'overcome the fragmentation in the industry by 

transforming it into a coherent force' (VRF Review 1991: 

8) . 

I am not going to enter into a detailed assessment of 

these proposals. That is a study in itself. I am however, 

going to note that the organisation remained committed to 

these broad objectives, while remaining unclear as to 

which it should give absolute priority, if any. In 

identifying the uncertainty in its focus, the VRF board 

commissioned John Hawkes to review the organisation's 

activities and priorities. The result was a document that 

provided detailed forward plans, while failing to clarify 

the precise nature of the VRF's activities. In an effort 

to control the uncertainties in its focus, Hawkes produced 

a definition in which he attempted to limit 'the aim of 

the VRF in one statement: 

To assist the development of the Victorian contemporary 

music industry in ways which complement and enhance the 

activities of music industry workers, industry 

organisations and the private, corporate and government 

sectors (VRF Review 1991: 19). 

While broad in its approach, the definition showed signs 

of bringing musicians and associated industry workers into 

alignment with related interests in the existing industry, 

together with government. It was an unwieldy, open-ended 

definition which, in retrospect - I was one of the board 

members at the time - should not have been accepted. 

Examining the document in detail, the inability of the 

board to limit and refine the VRF's activities is clear. 
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This is especially the case in relation to the Strategic 

Plan 1992-1994, which included: 

Priority Number 1: Improve and strengthen professional 

development in the music industry by: 

(i) Identifying the skills enhancement needs of 

the industry; 

(ii) Developing, delivering and promoting 

appropriate training methods and programs; 

(iii) Improving access to industry training. 

Priority Ntimber 2: Develop a stronger base for industry 

work opportunities by: 

(i) initiating and delivering programs and 

projects which assist artists and industry workers; 

(ii) Encouraging and advising appropriate entities 

to utilise and organise music related activities; 

(iii) Implementing and promoting industry access 

and equity initiatives. 

Priority Number 3: Strengthen effective relations with 

industry organisations by: 

(i) Supporting and advising various working 

groups; 

(ii) Providing a conduit to government; 

(iii) Acting as neutral facilitator; 

(iv) Assisting in the development of cohesive 

industry policy. 

Priority Number 4: Develop research and information 

services. 

(i) Gathering, compiling and disseminating 

relevant industry statistics and data; 

(ii) Producing industry publications; 

(iii) Improving access to qualified information 

and advice. 

Priority Number 5: Promote Victoria's profile as a key 

centre of musical development, production and presentation 

by: 

(i) Further developing Australia's foremost 

contemporary music festival; 

(ii) representing and furthering the interests of 

the contemporary music industry; 
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(iii) Supporting the development of the diversity 

of music styles and cultural influences (VRF Review 1991: 32-

37) . 

Each of these proposals was detailed, including targets, 

strategies and suggested indicators. It was a helpful 

process and a monumental outline, which the board 

accepted, uncritically, and without establishing which, if 

any of the priorities should be agreed as key objectives. 

Unlike The Push the review did not recommend consultation 

with the existing industry, young people, or others with 

vested interests. A method of reportage directly through 

the board and the employees reproduced established ideas 

in a renewed, cohesive form. There was little room for 

criticism in such a top heavy approach. With Steedman also 

a member of the VRF board, while also chief executive of 

Ausmusic, it is instructive to note his comment about the 

approach of the Ausmusic board, which was mirrored in the 

VRF approach: 'All the stuff from the board is redirected 

at the level of the street. You can't make stars but you 

must give people equal opportunities to be stars' 

(Freeman-Greene, 'Guardian of the rock and roll industry'. 

The Age, November 7: 1990: 11). The assumption that a 

board could make decisions that would flow to 'the 

street', even when couched in the equal opportunity 

language of the social democrat, would not resolve 

unanswered policy questions. In particular, to ask the 

industry and potential users of the VRF what they sought 

in such an organisation, could have advanced the 

relationship between the industry, musicians, consumers 

and government, to achieve stated policy outcomes. 

More particularly, it was noted in Priority 3, that the 

VRF should work with Ausmusic, The Push and other related 

organisations. Personal rivalries, ownership of projects, 

interests that worked against long term relationships 

being built between policy makers and bureaucratic 

administrators, the existing music industry and community 

music sector failed to converge. A crisis of confidence 
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resulted. Despite the best intentions, Graeme Stephen 

believed, in a rather cruel assessment of the personnel 

employed by the VRF, that priorities aimed at bringing the 

policy initiated bodies together were undone by the 

quality of the staff. 

Where it really fell down was middle management running the 

organisation. They saw immediate gains in the short term 

but didn't see the world market. It wasn't this little 

pissy, rock and roll, pub rock mentality. They didn't 

really understanding the importance of education, training 

and diverse music styles, which the big kids wanted. 

...They had no vision (Interview 1993). 

This is an overstatement. The VRF's first general manager, 

Ian Smith had been a tour manager for bands like AC/DC in 

the 1970s. It was through no fault of his that a new 

organisation had emerged, based on a new concept of 

government involvement with the music industry. However, 

in an article in The Age, titled 'The battle to gain some 

credibility' - which set out to challenge the existence of 

the VRF - Smith was reported saying that the VRF 'is like 

a small business development organisation in many ways. He 

feels frustrated that there is no facility for rock bands 

to receive grants in the way that writers or film makers 

do' (Freeman-Green, 7 November 1990: 11). It was not 

intended to give grants, nor was it necessarily about 

advancing a small business culture. The question remained: 

what was the VRF attempting to do? The answers were 

unsatisfactory. 

Despite the absence of focus, the VRF made considerable 

advances in conducting the annual festival, offering 

training programs in a workshop context, conducting 

conferences, discussing the existing industry's interests. 

Once reorganised with Festival and Program funding each 

year provided by the Victorian Ministry for the Arts, the 

VRF was capable of providing suitable activities in an 

industry environment that had previously been unmediated 

by state funded institutions and officials. General 

Manager Michele Tayler provided an assessment: 
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Our programs a r e b a s i c a l l y des igned around g i v i n g peop l e 

b e t t e r in format ion about t h e music i n d u s t r y and t h a t can 

b r e a k down t o a number of d i f f e r e n t t h i n g s . One of t h e 

t h i n g s t h a t we've j u s t completed i s our f o u r t h s k i l l s shop 

s e r i e s and t h a t ' s des igned for mus ic ians so t h a t they can 

g e t good i n s i g h t i n t o v a r i o u s p l a y i n g t e c h n i q u e s , l e a r n 

from p r o f e s s i o n a l s and r e a l l y see s t u f f c l o s e up so they 

can ask a l o t of ques t i ons (S tua r t 1992: 2 3 ) . 

Outside the formal educational institutions, the VRF 

provided this sort of reinforcement for musicians and 

newcomers. As an industry development program such 

activities offered the prospect of enhancing the skill 

base, while brokering new relationships between 

established musicians and people seeking to enter the 

industry. 

The Ministry for the Arts realised the value of the VRF, 

with a consistent subsidy until 1994, when, after a change 

from the ALP Government to a conservative Liberal-National 

Party coalition Government in 1992, arts budgets were cut. 

Funds for the VRF's programs were cut by $85,000, with 

$220,000 allocated for the Melbourne Music Festival in 

1994, after $305,000 had been allocated in 1993 for 

programs as well as the Festival (VRF Board Minutes 18 

November 1993: 1). Education and training, long term 

planning, consultation and programs in general - social 

provisioning in particular - could not continue. As a 

short term measure, the Arts Ministry agreed to allow 

funds to be 'drawn down' against the 1995 Festival 

allocation, to allow the organisation to maintain an 

office during the time Festival preparation was not in 

progress: reservations were expressed by board members 

about the risks involved in such action (VRF Board Minutes 

18 November 1993: 2). Festival planning suddenly became 

the VRF's core activity. With a new government and 

uncertainty about the precise activities the VRF 

undertook, with the exception of the Festival, the 

bureaucrats started the VRF on a roller coaster ride which 

ended in disaster. 
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Two Festivals later and in April 1995, the board could no 

longer agree to maintain an organisation that had lost 

large amounts of public money. I am not going to examine 

the reason for the poor results of these Festivals. But 

the 'drawn down' funds had been exhausted, an overdraft of 

$70,000 was also exhausted and the board had been 

instructed by the VRF's consultant accountant Yanni 

Stumbles, that it could no longer honour cheques 

(Extraordinary board minutes 15 May 1995). After lengthy 

discussion, and as chairperson, I put a motion to the 

board as follows: 

The board of the VRF agrees that the organisation be wound 

up forthwith, with support from Arts Victoria to the amount 

equal to outstanding debts; and that the board, in 

conjunction with Arts Victoria, appoint an administrator 

with a view to undertaking a full financial appraisal of 

the VRF and a full report on the Melbourne Music Festival 

and the VRF and the causes of its current account status 

(Extraordinary board minutes 15 May 1995). 

Deputy chairman Bruno Charlesworth seconded the motion 

which received the unanimous agreement of the board. 

After discussions with the Director of Arts Victoria, Tim 

Jacobs, on 22 June 1995, Deputy Director Les Mengoni 

notified me and the board that Arts Victoria would assist 

with winding up the organisation, rather than provide 'the 

substantial funding that would be required to underwrite 

the ongoing viability of the organisation', as the board 

had requested (correspondence from Les Mengoni, 22 June 

1995). Figures provided by the board identified 

accumulated debts of around $140,000 (Affidavit 29 

September 1995: 4). The Government went ahead with winding 

up the VRF which was liquidated in June 199 6 and sadly 

became a fixture of popular music policy history. 

At no time during these events did the existing music 

industry attempt to solve the difficulties experienced by 

the VRF. Certainly, they sought assistance with and paid 
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the VRF for 'event management' generating a considerable 

amount in fees, but these services could also be purchased 

elsewhere, provided by specialists. From its earliest 

days, public subsidy and non-music, lifestyle promotion 

campaigns, linked to the Melbourne Music Festival were the 

primary source for funds. In the purple years, eg 1990, 

the fees for the festival were as follows: 

Table 3 

Melbourne Music Festival: 1990 

Ministry for the Arts Grant $250,000 

Sponsorship - State Bank of Victoria $250,000 

Sponsorship - Coca Cola Bottlers $7 5,000 

Sponsorship - VHPF/Rage Without Alcohol $10,000 

Sponsorship - other $5,000 

Box office $71,000 

Fees $126,998 

Royalties $200 

Sundries $5,308 

(Source: VRF Profit Loss Statement, for the year ended 30 

June, 1990)4. 

By 1994 the figures could boast two major music industry 

companies, EMI and Warner Chappel (music publisher), 

donating abysmally small amounts of $750 each (AGM, VRF 

board minutes, 2 June 1994) 

Mushroom Records was an exception. It had consistently had 

a representative on the VRF board, without contributing 

substantial amounts of money. Soon after news of the A/RF's 

impending closure became public. Mushroom Records Managing 

Director and a founding director of the VRF, Michael 

Gudinski gave me a slap on the back at a social function, 

before adding: 'These things happen'. Otherwise, what 

could have been described as a conspiratorial silence from 

the existing music industry prevailed. It was instructive. 

When the blank tape levy failed, the existing music 

4 (VHPF) Victorian Health Promotion Fund. 
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industry in Australia had not raised its collective hand 

to fund Ausmusic. The VRF had always been subsidised by 

the Victorian Government, with assistance from radio 

broadcasters to publicise the Festival, the only 

substantial contribution. Radio stations, even commercial 

ones, are not the recording music industry. It would take 

more than industry development, innovative educational 

programs and festivals to engage the existing music 

industry. In the next chapter i will show that it took the 

far-reaching PSA inquiry of 1990 and the hard edge of 

Commonwealth Government regulation to force the music 

industry into action. However, for Ausmusic and the VRF, 

the policy came to fruition, the great visions for new 

institutions emerged, but the industry support failed to 

materialise. 
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Chapter 13 

All is revealed: is anything achieved? 

Numerous issues were raised by the initiatives that flowed 

from the reviews and inquiries in 1985-88. As I suggested 

in the previous chapter, the existing music industry only 

became involved in policy initiatives when their interests 

were challenged. Where youth policy and social provisioning 

was the issue, they were nowhere to be seen - the exception 

was Mushroom Records founder, Michael Gudinski, who served 

on the foundation boards of both Ausmusic and the VRF. 

Generally, the industry made no contribution to the 

workings of the initiatives, although ARIA had noted during 

the McLeay Report proceedings that it had never been 

invited to contribute to policy activity. This was only 

partially accurate: the Australian Broadcasting Tribunal 

had a direct relationship with the music industry through 

the commercial radio stations and the local content quota. 

ARIA had, quite typically, submitted 'Confidential 

annexures to statements of witnesses of ARIA/PPCA' to the 

ABT inquiry which produced the Australian Music on Radio 

report, keeping its self-interested commercial-in-

confidence concerns from public scrutiny (1986: 257). 

Furthermore, the managing director of WEA Records, Paul 

Turner, had appeared as a witness before the same inquiry 

(1986: 254). 

Despite these and other engagements the music industry had 

not been subjected to public scrutiny, although it had been 

involved in the public policy process. As far back as June 

1975, Johnny O'Keefe, Australia's 'wild one' of rock and 

roll, appeared before an Industries Assistance Commission 

inquiry, arguing for a $1.5 million grant to the local pop 

music industry (Maloney undated: 9). Despite these and 

other precedents, the internal workings of the Australian 
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popular music industry were not known to the government and 

policy makers. 

Hardly surprisingly, when Federal Labor Minister for 

Consumer Affairs Senator Nick Bolkus announced on 15 

February, 1990 that the Prices Surveillance Authority (PSA) 

would conduct an inquiry into the prices of recorded music 

in Australia, the previously somnolent executives of the 

major record companies went into virtual paroxysms. The 

unrelenting opposition to the Federal Government's request 

for an inquiry that began with that announcement continued 

until after the PSA handed down its report Jnguiry Into the 

Prices of Sound Recordings (IPSR) on 18 December, 1990. By 

then it was clear what the record companies outrage had 

been about. Amongst other things, the PSA recommended 

radical changes to the Copyright Act 1968, to allow 

parallel importing of recordings, as well as a number of 

other changes. When the Federal Government agreed to 

introduce a version of the inquiry's recommendations on 10 

June, 1992, it appeared that the struggle over Australian 

copyright law had been won by the reformers. It was 

destined to be yet another hollow achievement, as the years 

unfolded. As well as this reform victory the inquiry 

offered an important side benefit, namely, an inquiry 

process that exposed the entire structure and operations of 

the Australian music industry to public scrutiny. It was 

unwelcomed scrutiny that was not anticipated in the early 

years of the Federal Labor Government's popular music 

initiatives. As such it marked a dramatic shift from the 

official reviews and programs aimed at either using or 

reducing government subsidies to popular music. It also 

went to the heart of examining the machinery which 

controlled the existing music industry: copyright. 

In this chapter I will examine some of the details of this 

inquiry, concentrating on copyright as the mechanism 
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whereby the existing music industry maintains its power. In 

doing so I will indicate the weaknesses involved in the 

approaches adopted in previous inquiries and reports. Those 

inquiries relied on the subsidy model to resolve some of 

the key structural issues hindering the growth and maturity 

of the Australian music industry and its links with social 

policy objectives. The creative economic solution to non-

subsidy funding for a popular music policy initiative, the 

blank tape levy, foundered while community music alone was 

creating industrial, self-funding characteristics. In this 

chapter I will also consider the way in which institutional 

economics informs the PSA events, particularly the 

relationship between corporate power and social democratic-

mixed economy policy objectives. In concluding this chapter 

I will briefly consider some of the outcomes arising from 

the PSA, and the machinations that flowed from the 

recommendations. In particular, I will examine the Music 

Industry Advisory Council (MIAC) which lasted from 1992-

1995 and the Music Industry Development Agreement of 1995, 

which provide examples of belated attempts by reformist 

government to deal with the existing music industry. 

No longer invisible 

The PSA inquiry was a watershed in Australian music 

history, challenging the status quo assumptions about 

copyright while attempting to realign the existing music 

industry with an Australia Government keen to compete 

within the global trade network. Until the inquiry, the 

recorded music industry had been relatively unregulated by 

a range of clauses within the Copyright Act 1968. The 

inquiry was a challenge to the prevailing free market 

structure that was upheld by the Act. Furthermore, the 

inquiry revealed the otherwise private and relatively 

invisible hand of copyright law in regulating the interests 

of the major record companies in Australia by controlling 

and maintaining their monopoly over product distribution. 
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Specialist legal' commentators valorise copyright as a 

primary organising mechanism for defining property rights, 

which are expressed as a balance between ownership and 

incentive or creativity and competition (Ricketson 1991; 

Ryan 1991). Another less frequently encountered view 

suggests that ' the form of law reproduces the requirements 

of capitalism, in the area of cultural production' (Barker 

1992: 493). These views suggest that copyright law needs to 

be contested more fully, both as a site for interventionary 

reform and to challenge the restricted way in which the 

debate circulates, where it is too frequently a territory 

dominated by copyright lawyers rather than policy makers 

with interests not only in managing capitalism, but the 

details of economic and social concerns. 

Public outrage - private power 

When Senator Bolkus announced the terms of reference for 

the inquiry, it was the culmination of tempestuous activity 

within the music and cultural industries in Australia. 

Music retailers who imported to Australia from the US and 

the UK current releases for sale, had been under 

surveillance for some time. Specialist retailers - most of 

which catered for fans - believed that their importation of 

current releases that were also being imported and released 

in Australia by the major record companies, was innocuous. 

In contrast, the majors said the existing clauses of the 

Copyright Act 1968 gave them an exclusive right to import 

recordings from their parent companies, and it was their 

prerogative to grant those rights to other importers. WEA 

(Australia) was especially aggressive in claiming their 

exclusive distribution rights against the small numbers of 

imported recordings. In response to PSA hearing claims by 

Peter Snow, representing the Australian Record Sellers 

Association (ARSA), that US recordings imported by him to 

Australia were 32-50 per cent cheaper than the same 
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recordings distributed by Australian companies, WEA and 

ARIA chairman Paul Turner, told the PSA that it was 

'usurping' the Federal Government's economic role in 

suggesting a change in copyright law that would allow 

cheaper recordings to be sold in Australia by specialist 

retailers (Chipperfield, 'Sour note in record market' The 

Australian May 11, 1990: 1 & 4). in private conversations I 

had with copyright lawyers, WEA was seen as a major reason 

behind the PSA inquiry, due to its heavy-handed litigation 

of specialist music retail stores which imported small 

numbers of recordings without clearances from the exclusive 

licensees, such as WEA, CBS (now Sony) , EMI, RCA (now BMG) , 

PolyGram and Festival (Chipperfield, 'Sour note in record 

market' The Australian May 11, 1990: 1 & 4). 

Elsewhere, another public inquiry was held into the book 

publishing industry by the PSA, culminating in he Jnguiry 

into Book Prices Final Report, which was published by the 

PSA on 19 December 1989. This inquiry, which also 

investigated the parallel importing provisions of the 

Copyright Act 1968, provided the incentive the specialist 

music retailers needed to encourage the PSA to liberalise 

the music importation system. Working together as the ARSA, 

the organisation lobbied federal government ministers and 

the PSA, suggesting that, like the book publishing 

industry, the recorded music industry should be the focus 

of an inquiry into the restrictive, anti-competitive import 

licensing arrangements that occurred because of the 

Copyright Act. Historically, it was also possible to align 

the inquiry with the gradual development of a national 

culture and the need for a copyright law that reflected an 

independent nation's place in the world (Lahore, Griffiths 

1974: 1). 

If these arguments were not convincing, then the Federal 

Government had the 1988 Copyright Law Review Committee's 

report The Importation Provisions of the Copyright Act 
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1968. This committee was e s t a b l i s h e d in 1983 by the 
Federal Labor Government to d iscuss and review copyright 
i s s u e s . The committee had recommended a r e l a x a t i o n of 
aspects of the Act, in p a r t i c u l a r p a r a l l e l importing (1988: 
3 ) . More t e l l i n g was the committee's conclusion tha t 'a 
number of i ne f f i c i enc i e s . . . p robab ly e x i s t because of the 
protected pos i t ion of the exclusive l i c ensees ' (1988: 243). 
The government needed l i t t l e encouragement to c a l l a PSA 
inves t iga t ion of the music indust ry , with such findings in 
i t s back pocket . There was even more incen t ive for the 
government t o ac t because the h i s t o r y of A u s t r a l i a n 
copyright law had been emasculated by the t r a d i t i o n a l i s t s 
who wanted to get the law r i g h t , r a the r than address ' the 
wider economic and soc ia l i s sues ' (Ricketson 1992: 17, 18). 

Senator Bolkus opened the door for a fu l l inquiry with the 
terms of reference he announced in Parliament in February 
1990. He asked the PSA to conduct an inqu i ry i n t o : 
' compet i t ion and e f f i c i e n c y , the Copyright Act 1968, 
p i r a c y , the e f f ec t of cu r r en t i ndus t ry s t r u c t u r e and 
p r ic ing p r ac t i c e s on the development of Aus t ra l ian music, 
p r o f i t a b i l i t y and employment, the i n t r o d u c t i o n of new 
technologies ' (IPSR 1990: x i ) . I t was a short enough se t of 
d i rec t ions which produced a huge array of responses. 

The PSA recommendations confirmed the majors' worst fears 
when they appeared in December 1990. They were: 

1. Af ter c o n s i d e r i n g t h e p o s s i b l e consequences of a l lowing 

p a r a l l e l imports of r e c o r d s , the Author i ty i s convinced t h a t 

such s t r u c t u r a l reform i s the l o g i c a l and p r e f e r a b l e p o l i c y 

s o l u t i o n t o t h e problem of h igh p r i c e s . I t i s t h e r e f o r e 

recommended t h a t s e c t i o n s 37, 38 , 102 and 103 of t h e 

Copyright Act be r e p e a l e d in r e l a t i o n t o p a r a l l e l impor t s 

from c o u n t r i e s p r o v i d i n g comparable l e v e l s of p r o t e c t i o n 

over t he r ep roduc t ion of musical works and sound r e c o r d i n g s . 

Proclamation of l e g i s l a t i v e amendments g i v i n g a f f e c t t o t h i s 

recommendation should be de layed for 12 months t o a l low the 
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industry time to implement necessary contractual 

rearrangements. 

2. As a very much second best solution to some of the 

current problems (principally availability) in the record 

market, the Authority considers that it would be sensible to 

reform the importation provisions for musical works and 

sound recordings so that they were in line with the reforms 

adopted for books; and that the effects should be reviewed 

in three years (as proposed for books). 

3. In the event that repeal of the importation provisions 

was not implemented, the Authority recommends that 

declaration of the six major record companies - BMG, CBS, 

EMI, Festival, PolyGram and WEA - under The Prices 

Surveillance Act 1983. 

4. The Authority recommends the adoption of better targeted 

policies to protect more effectively against the piracy of 

records: 

- the amendment of section 13 5 of the Copyright Act to cover 

pirate sound recordings, where the copyright owner has given 

notice to the customs service regarding the expected time 

and place of importation; 

- in relation to the importation and distribution of pirate 

sound recordings, the amendment of sections 37, 38, 103 of 

the Copyright Act to bring their knowledge requirements into 

line with those of sections 3 6 and 101; 

- the raising of maximum penalties under section 133 to an 

unlimited fine and two years imprisonment. 

5. The Authority recommends that the Government consider 

favourably the possibility of legislation for a performers 

levy based on sales and used to fund directly the 

development of Australian artists. 
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6. The Authority recommends that the Government re-consider 

the creation of a performers copyright comparable to that 

provided for the makers of sound recordings. 

7. The Authority recommends the removal of the tariff on 

imported polycarbonate as an appropriate way to assist local 

CD manufacturing. 

8. The Authority recommends that the Government consider the 

establishment of an 'Industry Council' representing all 

parties involved in the industry. (PSA News release, 

December 18, 1990) . 

When the recommendations were handed down, the opponents of 

the inquiry launched a double-pronged campaign to discredit 

the PSA, while moving to stop the introduction of the 

recommendations. For example, the executive director of 

AMCOS at the time, David Watts, called the report 

'bullshit', adding that the 'Government made a mistake in 

calling the inquiry in the first place' (Interview 13 

August 1992). 

The debates achieved a high public profile, especially in 

the print media, after Midnight Oil's lead singer Peter 

Garrett prophesied the death of the Australian music 

industry as a result of the proposed changes to the 

Copyright Act 1968. Garrett's public prominence guaranteed 

that the PSA recommendations would be noticed, which, after 

all, was what his presence as an agenda setting pop star 

was about. His comments were typically catchy: 'Why should 

this Government try to dismantle a successful industry 

which is working well, employs large numbers of people, and 

which earns export income for the country, by removing the 

very mechanisms which allow it to exist' ('Musicians oppose 

copyright changes' The Age, 5 August, 1991: 10). Professor 

Allan Fels, Chairman of the PSA refused to let such 

comments go unchallenged: 
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He (Garrett) makes hugely exaggerated claims about the 

effect on the local indust ry . 

G a r r e t t ' s perspective and concern are those of a b ig-

name performer with s i g n i f i c a n t i n t e r n a t i o n a l s a l e s . 

He does not see the big p i c t u r e : a need for more 

competi t ion and lower p r i c e s , t oge the r with some 

d i r e c t t a rge t ing of the development of the Austra l ian 

music industry (Fels , ' L i t t l e pain and huge gain from 

lower record p r i c e s ' , Sydney Morning Herald, 15 August 

1991: 11). 

Such public jousting was part of a conscious approach 
by the PSA was to make the inquiry a public issue, 
using the press to pressure the existing music industry 
and to educate consumers and policy makers about public 
policy (Fels Interview 1993). 

One outcome of Garrett's involvement in the debate was 
increased public confusion, arising from his strong 
public support for social and political causes of 
injust ice, involving such things as national 
sovereignty and Aboriginal land rights. His involvement 
led to questions like: Why was Garrett supporting the 
high price-setting activities of the (foreign owned) 
major record companies, and not supporting consumers in 
seeking lower prices for recordings? 

More technically, there were two real questions to ask: 
1) would changes to the Copyright Act bring lower 
prices from parallel importing?; 
2) in so doing would the Australian a r t i s t s be 
threatened with imports of (their) cheap records from 
overseas for which they would receive no royalties 
under existing copyright agreements?. 

This would happen because recordings by and Australian 
performer or band had been released and failed to sell 
in foreign countries and be imported back to Australia 
to be dumped. The recordings would be deleted from the 
company's catalogue, denying copyright royalty 
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payments to the song writers. These 'deletions' or 'cut

outs' (piling up unsold in warehouses) could be bulk 

purchased in a foreign country by an Australian importer 

and sold in Australia at prices below those being charged 

in Australia for the same locally released product, for 

which copyright payments are made. 

Negotiations continued on the sticking point of the 

parallel import changes to the Copyright Act, with a 

resolution announced in A Letter to Australian Musicians 

from Australian Council of Trade Unions Secretary, Bill 

Kelty on October 25, 1991: 'The ACTU is proposing that the 

Australian product be protected from importation by 

legislative means to ensure no possible avenue exists which 

could disadvantage musicians and the Australian product 

when sections 102 and 103 (of the Copyright Act) are 

repealed'. The Copyright Act 1968 was to be used to enhance 

opportunities for consumers by allowing for parallel 

importation and therefore price competition, while 

maintaining the interests of Australian artists in stopping 

the importation of the cut outs. With that arrangement in 

place the debate diminished and the recommendations slowly 

rolled into Cabinet. 

The ultimate outcome of the inquiry was realised on 10 June 

1992, when the (by then) Treasurer John Dawkins and the 

Attorney General Michael Duffy announced in their press 

release, 'Prices report on records finalised' that: 'The 

Federal Government has decided to open up the Australian 

market to imported records of foreign performers in two 

years time.' The Government passed all but the 

recommendation covering a performers' copyright, which 

would be formulated by the recommended music industry 

council to be presented for government consideration. 

In the following pages I will use the PSA inquiry to help 

explain the regulatory structure and networks of power in 
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the recorded music industry in Australia. In doing so I 

will make explicit some of the structural characteristics 

of the recorded music industry, where a system of external 

regulatory organisations combine and compete with internal 

regulators in an extensive network of relations brought 

about by the Copyright Act 1968. This approach is an 

application of institutional economics flowing from my 

concern to make visible the agency of regulation as a site 

of corporate and government relations and its articulation 

with social and industrial policy. 

Copyright law as regulation 

The task of explaining regulation and how regulatory 

frameworks operate is more necessary than ever in the 

deregulatory context of the late 1980s and 1990s. It is 

even more important given the 'informational asymmetry' 

that permeates the subject through the anti-regulatory 

stance of vested interests who have most to gain by relying 

on the invisible hand of the market to maintain their 

interests, rather than government policy (Train, 1991: 

314) . 

The following model of the Australian system of copyright 

and regulation fulfils the call made by Tunstall about 

media organisations: 

Where there is specific promotion of entertainment that 

reflects national culture it is likely to come through 

understandings within media organisations that certain 

elements of society should be served. Such understandings 

are rarely made explicit (1974:189). 

By making regulation and regulatory frameworks explicit the 

linkages between local, national and international existing 

music industry players can be made visible. 

My intention is to show that copyright law has been 

publicly unaccountable, providing power and control over 
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intellectual property. The notion of 'legal decision-making 
as an agency in the cultural field', reinforces the role of 
law, without identifying the vested interests which control 
and regulate the decisions (Saunders 1989: 20). The 
prevailing characteristics of regulators are those 
organisations or agencies which exist by law and in turn 
derive their power from the law. 

This 'dual nature of law' sees it act 'both as a means of 
policy expression and implementation and as a form of 
control on government policy making and administration' 
(Arup 1990: 5). According to James Michael, this 
'instrumentalist' or 'ut i l i tar ian ' view of the law is 
important because the implications of the law are often not 
understood (1989). In the Australian context, statutory 
institutions or agencies such as the Prices Surveillance 
Authority and the Australian Broadcasting Tribunal have an 
established function to interpret and implement government 
law and policy. More important s t i l l is the function of the 
regulations in determining the detail of the relationships 
between producers, consumers and governments. Regulation, 
for example, can be viewed as a form of legalised, 
executive-sanctioned intervention (Michael 1988). The 
interchangeableness of the terms regulation and 
intervention find practical application in daily political 
discourse, where as was illustrated by Tony Sheehan, the 
Victorian Labor Minister for Finance from 1990, governments 
are challenged by the choices: 

The f a c t s of economic l i f e a r e t h a t t he markets d o n ' t have a 

very good r eco rd , and t h a t economic dogmatism of t he l e f t or 

r i g h t d o e s n ' t have a very good r eco rd in terms of outcomes. 

You have to work out where you want regulation, where you 

don't want regulation, the markets you want to intervene in, 

those that you don't want to intervene in, where government 

should intervene and where it shouldn't (emphasis added, 

c i t e d in Dixon, The Age, 1991: 1 6 ) . 
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Rhetorical opposition to intervention and regulation of the 

market has served to muddy the already murky waters. This 

is especially the case in the cultural domain, where 

commentators often fail to recognise the linkages between 

legal and regulatory concerns. 

. . . i n c h a r a c t e r i s t i c a l l y A u s t r a l i a n f a s h i o n t h e t h r e e 

i n d u s t r i e s u s u a l l y connected wi th (popular ) c u l t u r e - book 

p u b l i s h i n g , music and f i lm p roduc t ion - have b e e n _ d i s t o r t e d 

out of recognition by legislation or subsidies, usually in 

the name of cultural arrogance. There i s no r e a l ev idence 

t h a t any of t h i s government-induced distortion of t he market 

p l a y i n g f i e l d has he lped more than h i n d e r e d t h e r e l e v a n t 

i n d u s t r y (emphasis added, ' E d i t o r i a l ' AFR, 'Time p o p u l a r 

music faced the m u s i c ' , December 21 , 1990: 8 ) . 

Emotions become animated when ignorance, such as the neo
c l a s s i c a l economic claims above, about the ' d i s t o r t i o n s ' of 
i n t e rven t ion and r egu la t ion through lega l and government 
involvement overwhelms b e t t e r informed n o t i o n s of 
r egu la to ry systems and t h e i r po l i cy funct ion . Even the 
Industry Commission, which p re fe r s the 'winding back of 
r e g u l a t i o n ' recognises t h a t during the Labor yea r s of 
government, ' t he range of i n t e rven t ions has increased in 
Aust ra l ia as regula t ions have been introduced to fur ther a 
wide range of economic and s o c i a l o b j e c t i v e s ' {Annual 
Report 1989-90: 79) . Nevertheless, much of the debate about 
r e g u l a t i o n i s t roubled by the absence of ' a theory of 
regu la tory po l i cy ' which encourages frequent a t tempts to 
play market a n a l y s i s off aga ins t r e g u l a t i o n , which i s 
informed by economic and soc ia l objec t ives (Blankart 1990: 
211) . 

Copyright i s pa r t of t h i s se t of r e l a t i o n s h i p s , where the 
government, pol icy and property r i g h t s define the poss ib le 
l imi t s of a p o l i t i c a l d iscourse: 
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When government r e g u l a t e s i t r e d e f i n e s e x i s t i n g p r o p e r t y 

r i g h t s . P rope r ty r i g h t s gua ran t ee an i n d i v i d u a l t h a t he or 

she can use an i tem l a r g e l y independent of t h e w i l l o r 

i n t e r f e r e n c e of o t h e r s . When government p o l i c y makers 

e s t a b l i s h r e g u l a t i o n s p r o h i b i t i n g p r o p e r t y h o l d e r s from 

u s i n g t h e i r p r o p e r t y as f r e e l y as they have i n t h e p a s t , 

t h e s e p o l i c y makers a r e , in e s s e n c e , r e d u c i n g e x i s t i n g 

p r o p e r t y r i g h t s (Pr ice and Simowitz, 1986: 166) . 

The recommendations of the PSA, in p a r t i c u l a r p a r a l l e l 
importation, challenged the property r i g h t s of the ex i s t ing 
music i n d u s t r y ' s copyr ights . In doing so, the PSA removed 
one d e f i n i t i o n , redef in ing copyright wi thin the terms of 
the government 's a t tempts to l i b e r a l i s e the Aus t r a l i an 
trading environment. 

A regulatory model 
I want to describe the s t ruc tu re which gives regula t ion i t s 
cogency within the ex is t ing music industry in Aus t ra l ia in 
r e l a t i o n to the agency of law, policy and executive power. 
I am aware however, of Armstrong's implied warning on 
implementing ' e s s e n t i a l p a r t s ' of a pol icy domain within a 
model, when i t i s not poss ib le to match the p o l i c i e s ' t o 
r e a l i t y and the attempted enforcement of the purpor ted 
r u l e s ' (1990: 1 ) . Never theless , I have i d e n t i f i e d th ree 
interdependent, in te rna l systems of regula t ion . 

a) In terna l regula tors operate exclusively within the domain 
defined by the law, in t h i s case the Copyright Act 1968. 
They a re i n t e r n a l , in the sense t h a t t h e i r pr imary 
r e l a t i o n s h i p to the recorded music indus t ry e x i s t s under 
the genera l powers bestowed in the Copyright Act. The 
following copyright co l l ec t ion agencies operate within the 
l oca l recorded music i ndus t ry as i n t e r n a l r e g u l a t o r s : 
Aus t ra las ian Mechanical Copyright Owners Society (AMCOS), 
Austral ian Record Industry Association (ARIA), Phonographic 
Performance Company of Aus t r a l i a Ltd (PPCA), Aus t r a l i an 
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Performing Rights Association (APRA), Audio Visual 

Copyright Society (AVCS); Worldwide Register of Copyrights 

(WROC); 

b) Legal-external regulators are the established agencies 

that set the general regulatory domain in which the 

internal regulators and all other agencies operate. They 

are. Parliament, Copyright Tribunal, Courts (especially the 

Federal Court); 

c) Statutorv-external regulators exist outside of the 

everyday relationships that apply within a specific 

industry, but act as regulators, in an interventionary 

sense. They are the Prices Surveillance Authority, 

Australian Broadcasting Authority, Trade Practices 

Commission, Industries Commission; 

Industry and internal regulators 

The organised production of cultural goods such as Compact 

Discs often precedes regulatory relationships until such 

time as public interest, policy and politics merge to 

create or find the appropriate agency to enact a regulatory 

regime. An industry comes into play when the component 

producers exist in relation to and together with a 

supervening regulator which provides coherence for those 

otherwise disparate and or competing producers. The 

supervening group within the industry are the internal 

regulators. Blankart suggests that the nature of regulation 

makes sense only when it is understood in relation to 

interest group activity (Blankart 1990: 221). In my model 

the interest groups are the internal regulators controlling 

the copyright industry from the powers they derive under 

the Act. Furthermore, when the regulatory regimes and 

systems exist as an extension of the activities of the 
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interest groups, an industry formally exists, due to its 

relation to the regulators of law, executive and policy. 

This regime defines the activities of groups of like-minded 

producers with shared economic and cultural goals. The 

economic goals are market share and profit. The cultural 

goals are more difficult to categorise, but include an 

aesthetic environment for music tied to the promotion of an 

entertainment and youth and leisure lifestyle. 

The recorded music industry derives its coherence through 

its internal regulators, whose purpose is generally defined 

by their power under the Copyright Act 19 68. These 

internal regulators exist specifically to police their 

industry, which they define themselves, but in relation to 

copyright law. The internal regulators in the Australian 

recorded music industry - AMCOS, ARIA, PPCA, APRA, AVCS -

create the industry, providing coherence. They work within 

it to oversee the activities of individuals and 

organisations that use copyright regulation. In this sense 

they are discretionary administrative regulators, who rely 

on regulatory law for their power (Michael 1990: 49). 

Parliament, the law and the Constitution provides the 

ultimate power to the internal regulators, as my 

examination of the detail of the blank tape levy in chapter 

12 indicated. 

The main game - internal copyright regulators 

Internal regulators and regulatory law in the recorded music 

industry are most prominent in the area of copyright. In 

technical and practical terms, said the ACTU submission to 

the PSA inquiry, the music industiry is about the creation 

of what is generally taken to be two copyrights. 'Firstly, 

there is the copyright of the musical work or song, which 

generates publishing income and secondly, there is a 

copyright in the master record, which generates recording 

income' (1990: 2). These copyrights involve the issuing of 

licences for the reproduction of music, the broadcast and 

327 



performance of that recorded music and the collection of 

royalties or copyright fees by the copyright collection 

agencies. The issuing of licences and the collection and 

distribution of royalties under the copyright law is the 

real motivating basis for the recorded music industry. 

Put more starkly, according to Peter Garrett, copyrights 

'provide the actual basis for all your (writer/musicians) 

earning capacity and they also provide the basis for 

industry investment itself over time' ('PM' ABC Radio, 

August 5, 1991) . A less generous view of copyright sees it 

as a privileged, yet fundamental legal and structural 

mechanism within cultural production, where legal agency 

holds sway. But its function within the territories of law 

and culture make it considerably more complicated to deal 

with than an isolated economic or industrial interpretation 

suggests. Franco Fabbri points to its linkages across 

socio-cultural domains and its role in maintaining an 

economic status-quo. 

Copyright may (or must) be seen as the area where ideologies 

of art, of individual rights and collective freedom, and of 

intellectual work and property are re-encoded to support the 

existing system of production (1991: 114). 

The role of copyright outlined here suggests that it 

traverses areas of creative endeavour, which are then 

reduced, or in Fabbri's terms, 're-encoded' to minimise 

challenges to the established economic order. 

Australia has no universal system of copyright registration. 

Copyright protection however, is free and automatic, but 

the law provides for no automatic enforcement of 

copyrights. Creators have well established rights under the 

Copyright Act 1968, but only when they formally claim those 

rights. These intellectual property rights cannot be 

administered by the individual creators. This recognition 

encourages the loss of power over copyright by creators, 

who hand over their responsibilities to collection 
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agencies. The Australian copyright collection agencies are 

directly involved in setting copyright fee rates and 

collecting the fees includes ARIA, AMCOS, PPCA, AVCS, APRA. 

While ARIA may dispute its inclusion in this list, because 

it is not strictly a copyright collection agency, it 

established and controlled the PPCA, which is a copyright 

agency. ARIA's role as the trade association for record 

companies sees it take on copyright enforcement roles, for 

example, the pursuit of music piracy cases for record 

companies. By so-doing it becomes the peak internal 

regulator for the Australian record industry, deriving its 

legitimacy from the law of copyright. As internal 

regulators, the copyright agencies collect fees from radio 

stations, live music venues and other licensed users of 

recorded music. They work together within the existing 

system, for its maintenance. Record companies and music 

publishing companies also collect if they do not transfer 

copyright licensing and collecting functions to the 

specialist agencies. 

The copyright regulation system 

The role of the internal regulators and the nature of 

copyright is multifaceted. AMCOS publicity material 

explains that copyright in relation to musical works 

involves several rights of ownership and control. The 

rights are: 

* the right to reproduce the work in a material form; 

* the right to publish the work; 

* the right to perform the work in public; 

* the right to broadcast the work; 

* the right to broadcast the work by cable; 

* the right to adapt the work. 

The mechanical right, whereby a work may be reproduced onto 

a disc or audio-tape is gained by requesting permission 

from AMCOS. This organisation both collects and distributes 
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'royalties on mechanical reproductions where it would be 

impossible, impractical, uneconomical or uneconomic for 

individual members to do so. We act as a central clearing 

house for users, enabling the recording of music to be 

authorised swiftly, efficiently and economically - without 

the need to enter into the labyrinth of copyright 

clearance.' (AMCOS guide, 1990). 

ARIA has a slightly different role, more in line with that 

of an internal administrator. It acts as 'an advocate for 

the industry domestically and internationally'; 'as a 

licensor and enforcer of copyrights'; 'as a focus for 

industry opinion and the dissemination of industry 

information' (ARIA brochure 1990). Of special significance 

for ARIA is its anti-piracy activities which it believes go 

to the foundations of defending the music industry 

structure. The notion of 'defence' can be taken as a 

further signifier for the internal regulatory function of 

ARIA. Its publicity statement says: 

ARIA'S strenuous and ceaseless anti-piracy operations are 

directed internally but utilise the services of highly 

competent and experienced lawyers and investigators, who 

work closely and effectively with Federal and State law 

enforcement agencies to ensure the continued protection of 

sound recordings against unauthorised duplication and 

commercial sale. This has resulted in a great many heavily 

publicised 'raids' on copyright infringers ('pirates') and 

the seizure and destruction of large numbers of counterfeit 

and pirated tape cassettes (ARIA brochure 1990). 

While this claim explains the ARIA line on regulation of 

copyright in relation to piracy it evades more difficult 

copyright issues. Publishing income, for example, is 

payable by a record company to the owner of the copyright 

in the song for the right to reproduce that song on record. 

It is a sum set in arrangement between ARIA and AMCOS. 
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Interestingly, there are cases where a conflict of 

interests appears to override the collection agencies' 

stated role to collect royalties for their members. The 

agencies act for the holders of copyright, which are both 

the creators of music and the record and publishing 

companies. Those interests are often mutually exclusive and 

at odds with one another. So, for example, while ARIA acts 

for copyright holders, it must also act for the record 

companies. It therefore acts to minimise the statutory fee 

paid to copyright holders, in order to maximise record 

company profits. The figures for 'statutory royalty paid 

to copyright holders is really not very high. Arguments to 

increase it and thereby benefit musicians and composers are 

given little or no credibility within record companies 

because they threaten record company profits and surplus 

operating revenue. For example, the mechanical copyright 

fee stayed at five per cent from 1912 to 1979. The Report 

of the Inquiry by the Copyright Tribunal into the Royalty 

Payable in Respect of Records Generally described this rate 

as 'not equitable' (1980: xiv). 

APRA is involved in collecting (copyright) licence fees paid 

by venues, television and radio stations for the right to 

publicly perform musical works. The collected money is 

allocated between songwriter and publisher members of APRA 

(ACTU submission: 4). At the same time, income can be paid 

by broadcasters directly to the record companies who 

control the copyright in the master recordings for the 

right to publicly broadcast those records. So the record 

companies can circumvent the role of APRA as an internal 

regulator and act as regulators on the radio stations if 

they so wish. 

A further internal regulatory function derives from the 

relationship between the record companies and radio and 

television stations, whereby the provision of recordings 

and videos for promotional purposes is linked to copyright 
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law and the requirement to pay royalty fees for broadcast. 

In 19 69 the Phonographic Performance Company of Australia 

(PPCA) was established by the Australian-based record 

companies 'to act as their agent for the purposes of 

issuing licences to cover the broadcasting and public 

performance of sound recordings protected by the Australian 

Copyright Act 1968' (PPCA brochure, 1990) The PPCA's 

licence fees from radio and television stations and public 

places (such as supermarkets) generates an income relative 

to the potential size of the audience. The fees are, 

according to the PPCA, distributed to the Musicians' Union 

and Actors' Equity to fund activities and to record company 

members who disburse them to artists and other licensors. 

The PPCA has been a controversial organisation, largely 

because of its close association with ARIA and its very 

private, even 'clandestine' behaviour (Fray, 'Hunting the 

collectors'. The Bulletin 1994: 32). It exhibited the worst 

excesses of internal regulation processes, where public 

accountability was almost unknown, its activities produced 

few, if any financial benefits for recording artists, while 

there were accusations from lawyer Bruno Charlesworth that 

it was a tool of ARIA: 

There is no doubt that ARIA used the PPCA to totally fund 

its operations at least until 1990, and at least in part 

now. The vast majority of artists have never received 

anything from the PPCA (Fray , 'Hunting the collectors'. The 

Bulletin 1994: 32). 

When public scrutiny of the internal system of copyright 

management reached intolerably high levels for policy 

makers and politicians following the PSA inquiry, a Review 

of Australian Collection Collecting Societies was 
undertaken and the report published in 1995. The report 

will not be considered in detail here, although the inquiry 

can be identified as a response from the Federal Labor 

Government to the unrelenting questions raised about the 
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unscrutinised behaviour of the copyright industry. In the 

1994 cultural policy document. Creative Nation the 

government reiterated that it had established the review of 

the collecting societies in an earlier cultural policy 

statement Distinctly Australian: the government's concern 

and criticism of the internal processes of the copyright 

industry was apparent^. Shane Simpson's 1995 review passed 

off the government's request for the review as a 

manifestation of an industry that involves 'necessarily 

very complex' procedures arising from 'ignorance and 

misunderstanding' about the purpose of copyright collection 

societies (1995: 2, 7). 

As a copyright lawyer Simpson's approach to the issue sought 

to dissemble the issues of copyright management by internal 

regulators. His relatively impassive approached did not 

challenge the activities or attitudes of the internal 

regulators, although monopoly control and PPCA's 'poor 

corporate health' was questioned (1995: 257-259, 209- 216). 

In general, the review did little to alter the arrangements 

that had been established within the copyright industry, 

nor did the government embrace suggested reforms with 

vigour. A major opportunity was missed by the Labor 

Government to build into the internal system a method for 

opening it to continuing public scrutiny. It appears that 

almost inevitably, the internal regulatory system sees 

'private interests asserting their rights under state 

copyright laws' (Grabowsky and Braithwaite, 1987: 178). The 

result of this tendency is that 'private law', such as 

contract, is an increasingly important part of copyright 

and regulation, challenging specious arguments that 

^ The temis of the brief were summarised in the 1995 Review as follows: 
to describe how the societies work; to examine their efficiency; to examine the equity of opoation; to 
obtain information as to their impact on the cultural economy; to make recommendations as to how 
relevant legislation may be amended to promote the efficiency of the societies and the public interest to 
make recoimnendations as to the establishment of new societies (Simpson, Review of Australian 
Copyright Collection Societies 1995: 7) 
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copyright law managed by collection agencies is publicly 

accountable (Michael, 1988: 3). 

Global problems with music copyright 

Serious deficiencies in copyright law exist around the 

world. As technology changes and converges, the role of 

international copyright regulations and regulators grows 

less clear. For their part, the role of internal regulators 

or collection agencies like AMCOS, ARIA, APRA, AVCS and 

PPCA are changing. Historically, at an international level, 

music publishing agencies collected the rights that accrued 

from the reproduction of sheet music. This was followed by 

the formation of the agencies to collect performing rights 

and grant these rights in a lump sum. 

International hit records give copyright and internal 

regulators greater relevance than they would have 

otherwise, because each country makes agreements for the 

collection and distribution of royalties to the country of 

origin. The large amounts of money that are returned to 

corporations and individuals who own copyright are a huge 

incentive to become involved in the management of financial 

activities. Although the recorded music industry is a high 

turnover, high profit industry, copyright conditions that 

pertain to it are based on international agreements (in 

1990 worldwide sales were estimated to be worth US$24 

billion and steadily climbing) that are then interpreted at 

a national level on the basis of each signatory country's 

law (MBI, November 1991: 10). The International Convention 

for the Protection of Performers, Producers of Phonograms 

and Broadcasting Organisations (known as the Rome 
Convention) sets out minimum rights for performers. 

However, examination of Appendix 6 of the Copyright Law 

Review Committee's 1987 Report on Performers Protection 

shows that countries interpret their responsibilities very 

broadly, while some simply disregard their obligations 
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under the convention. Analysis of any regulation, such as 

the Rome Convention, the Berne Convention, the General 

Agreement on Tariffs and Trade (GATT) make the entire 

system more difficult to comprehend and interpret for such 

reasons. 

In this context, calls for increased worldwide regulation at 

a general level, not just in the area of copyright and 

related GATT debates, are relevant. The claim from McQuail 

and Suine that '...the degree to which pressures have grown 

for a coherent policy for media, certainly at national and 

possibly also at international level', reflects the level 

of anxiety governments and public institutions have when 

confronted with corporate media giants and the immensity of 

their potential profits and the use to which they put those 

profits around the globe (1986: 5). The ability of 

internally regulated corporations and interests groups to 

act outside the control of legal or statutory 

(interventionist) regulators is a cause for concern. This 

is nothing new. For example, this issue was considered at 

the World Intellectual Property Organisation's 

International Forum on the Collective Administration of 

Copyrights and Neighbouring Rights, in May 1986. One of the 

questions discussed went to the core of the model I am 

using: 

What s u p e r v i s i o n , i f any, should governments e x e r c i s e over 

a s s o c i a t i o n s or o t h e r e n t i t i e s , p a r t i c u l a r l y i f they a r e in 

a n e a r - m o n o p o l i s t i c p o s i t i o n and i f they r e p r e s e n t a l s o 

pe r sons from whom they have n o t r e c e i v e d t h e p o w e r o f 

representation? (Besen et al: 1) 

Linking copyright functions automatically to government or 

some other legal or statutory regulatory body has universal 

appeal. The call for 'supervision' is relevant in the 

recorded music where a recent trend has seen large record 

companies expanding into and controlling the music 

publishing side of the industry by establishing their own 
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music publishing companies, suggesting an increasingly 

monopolistic push. 

The PSA - outside looking in 

Regulation must have authority to exist. Public interest 

theory in its broadest sense makes specific demands of 

governments: such as regulation to reduce or stop unfair 

practices in the public interest is a virtual truism. In 

some cases the calls for intervention from various sectors 

of the community 'regard government regulation as the last 

line of defence against unscrupulous or otherwise predatory 

corporate conduct' (Grabowsky, et al 1987: 1). This is an 

aspect of the ideological background to the role of legal 

and statutory external regulators in relation to the 

recorded music industry in Australia. The pressure applied 

by US interests to introduce trade sanctions against 

Australia when the PSA announced a review of the computer 

software copyright laws in 1992, and liberalisation of the 

monopoly control over importing, produced threats 

sanctioned by the US Omnibus Trade Act (section 3 01) 

(Dobbie, 'Copyright move angers US lobbies' Business Review 

Weekly, August 14 1992). As Veblen suggested, the Business 

Administration is indeed a volatile mechanism for defending 

business interests. 

In terms of my model, the internal regulators fulfil a role 

ordering, moderating and giving coherence to the industry 

from within - via membership - as well as reinforcing that 

industry by policing the activities of people and 

organisations outside the membership, primarily through 

licensing arrangements. ARIA's claim to 'work closely with 

state and federal law enforcement agencies to ensure 

continued protection of sound recordings' (cited above) 

indicates something of the relationship between internal 

and external, legal and statutory regulators. 
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In sketching this model of internal self-interest built 

around the copyright law, I have suggested that the lack of 

public accountability coupled with the objections to the 

PSA about the inquiry by the industry, produced a situation 

where benefits that could have flowed from copyright to 

creative artists and the Australian music industry in 

general were severely hindered. Not surprisingly, PSA 

chairman Professor Allan Fels described the record industry 

as a 'monopoly industry' on ABC radio, on 6 August 1990. At 

about the same time, Anthony Thorncroft's review of Fredric 

Dannen's examination of pop music chart rigging in the USA 

in Hit Men, concluded that 'music is too important to be 

left to the multi-national record companies' (September 28, 

1990: 16). This concern about the multinational record 

companies and their inability to act in the interests of 

Australian music was an issue the PSA inquiry 

unsuccessfully confronted. It was an issue that Professor 

Fels pursued, especially when he was able to confirm after 

the inquiry that the multinationals had been acting 'under 

strong pressure and close scrutiny from their overseas 

masters' to undermine the PSA's inquiry (Interview 1993). 

Intervention at the heart 

The PSA inquiry was an intervention by a statutory regulator 

into the otherwise unchallenged activities of the internal 

regulatory structures and networks of the recorded music 

industry. Its recommendations struck at the heart of the 

internal regulatory network. As a Commonwealth Statutory 

Authority, the PSA had a 'mandate' to act for the 

government of the day in the interests of both producers 

and consumers, to 'promote responsible behaviour by firms 

in both the private and public sectors': 

The statutory functions of the Authority are to conduct 

public inquiries and examine notices of proposed price 

increases from declared companies (Price Probe, 

September, 1989: 1). 
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At the policy level, the PSA's brief was specific. Fels, 

writing in Price Probe, the PSA newsletter, made the 

regulatory and policy function of the PSA clear: 

The PSA has an important role in the Accord's prices and 

incomes policy and in the process of micro economic reform. 

It is constantly seeking to see that efficient and 

competitive outcomes strike a balance between producer and 

consumer interests (March 1990 :1). 

While this statement addresses the maintenance of a balance 

in economic relations between prices-incomes and the 

structural changes to a globalised national economy, that 

function existed through the PSA's role as a statutory 

regulator, a role it combines with an interventionary one 

to act to control prices in the interests of government 

policy. The PSA 'exercises its powers' under Section 17(3) 

of the Prices Surveillance Authority 1983. It acts under 

the direction of Federal Government Ministers (Treasurer, 

and Consumer Affairs) and Parliament. Its activities have 

been superseded by the creation of a super-regulator, the 

Australian Competition and Consumer Commission, which 

absorbed the PSA. 

The links between regulators at various locations in the 

chain of relations are important in their influence on one 

another and especially as vehicles for policy reform and 

review. These links became clear when the PSA released its 

report Inquiry Into the Prices of Sound Recordings. As a 

statutory regulator, the PSA's recommendations were 

directed, in part, to the legal-external regulators, namely 

Parliament and the copyright laws. The first recommendation 

suggested that 'structural reform is the logical and 

preferred policy solution to the problem of high prices' 

and would be undertaken by changing the Copyright Act 'in 

relation to parallel imports from countries providing 
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parallel levels of protection over the reproduction of 

musical works and sound recordings' (IPSR, 1990: 160). 

Other PSA recommendations shed further light on the 

recommendations. For example, the recommendation for a 

performer's copyright can be seen as a move that 

legitimises the law of copyright, then uses its powers to 

benefit those who are disadvantaged under exis.ting 

copyright law. The concept of a performer's copyright 

challenged the record companies profitability and the 

comfortable relationship the companies had with the 

copyright agencies by demanding that a new system of wealth 

distribution be introduced. It directed the attention of 

the internal regulators towards the large numbers of 

artists and performers who did not receive rewards for 

their work because they do not own song writing or 

mechanical copyrights. The recommendation was aimed at 

extending the redistributive function of copyright law, 

which was turned on its head to generate income to the 

relatively powerless to claim economic benefits. 

Two other PSA recommendations are worthy of mention here 

because they reflect the PSA's interest in creating a 

continuing, publicly beneficial regulatory structure for 

the Australian recorded music industry. Firstly, the 

Performers Levy would be used 'to provide services to 

musicians (legal, financial, information and childcare) and 

performance programs' (IPSR 1990: 171). In recommending the 

levy, the PSA said 'there would seem to be a strong case 

for more direct government involvement in the development 

of Australia artists' (IPSR 1990: 171). This was a 

recommendation for a new methodology within the Australian 

recorded music industry. The PSA inquiry suggested that the 

existing industry was disinclined to accept such a 

suggestion, which amounted to an intervention into the 

internal regulatory system. 
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The recommendation for an industry council can be seen in 

similar terms. Its functions would include: the 'promotion 

of consultation and co-operation between industry parties; 

assistance in the development and implementation of 

solutions to industry problems; and the provision of advice 

to Government of appropriate policies to further develop 

the Australian music industry' {IPSR 1990: 172). In the 

context of the intervention into the industry that the PSA 

inquiry represented, the Music Industry Council 

recommendation was recognition of the need for on-going, 

permanent regulation in line with policy developments for 

the industry. 

In the concluding discussion that follows, I will review the 

years of disputation and action that flowed from the PSA 

inquiry. I will also provide a perspective on how, in the 

years following the inquiry, the Federal Labor Government's 

approach to popular music policy struggled and ultimately 

failed to establish a new policy framework which moved 

beyond either the subsidy model or the insulated world of 

the internally regulated copyright industry. 

Treading water in a policy whirlpool 

Limited as it was by opposition from the existing music 

industry, the copyright industry and a handful of 

successful musicians, the PSA inquiry festered indefinitely 

for the Federal Labor Government. The blinkers had been 

removed from the policy process, revealing the copyright 

engine and the vested interests which were exclusively 

sustained by it. In dealing with the information shortage 

which had debilitated the PSA, Fels and the government, 

some steps were taken to ameliorate the problems. The two I 

will consider, the Music Industry Advisory Council (MIAC) 

and the Music Industry Development Agreement, give an 

indication of the depths of confusion, coupled with failing 
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determination by policy makers and administrators, in 
response to the PSA. By any measure, they mark a sad 
denouement to the Labor years, showing the music industry 
to be incapable of articulating i ts interests to national 
economic, social, or youth policy concerns and reluctant to 
bring i ts activities within the domain of the reform agenda 
of the government. They also indicate how the policy 
initiatives that flowed from the 1985-1988 inquiries and 
reviews, intersected with the PSA inquiry. One 
interpretation of this convergence is that the ini t ia l 
(1980s) policy process should have been more far-reaching, 
including copyright and a PSA-style inquiry in the mid-
1980s. That was not what transpired. 

MIAC came into being following Federal Cabinet's decision 
in June 1992, to allow for parallel importation, noted 
earlier. The organisation proclaimed that i t : 

was e s t a b l i s h e d t o r e p o r t t o the Government on t he i n d u s t r y 

a d j u s t m e n t i m p l i c a t i o n s of t h e changed c o p y r i g h t 

a r r a n g e m e n t s t o app ly from mid-1994, and t o c o n s i d e r 

f u r t h e r i s s u e s r e l a t i n g t o t h e deve lopmen t of t h e 

A u s t r a l i a n music i n d u s t r y (Kim Wilson, Background paper , 16 

June 1993 . : 1 ) . 

The Council's role was defined by Kim Wilson, a person with 

no direct experience in the music industry, but a 

background as a Broadcasting Tribunal member, as providing 

'a coordinated, representative and authoritative voice to 

the Government for the music industry' (Kim Wilson, 

Background paper, 16 June 1993: 1). The Musicians' Union, 

whose Federal Secretary was a member of MIAC, had a 

different view, suggesting that MIAC would 'most likely be 

a very important organisation for the interests of 

Australian musicians' (Western Australian branch Notes, 

January 1994: 6). Both views did not match the original 

objectives for the industry council, included in the PSA's 

recommendations. 
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MIAC's first published document was The Australian Music 

Industry: an economic profile prepared for the Music 
Industry Advisory Council (April/May 1993), a simplistic 

study of the industry that failed to take the subsidy 

sector into consideration. Price Waterhouse, the 

consultants commissioned to undertake the study, reported 

that the industry was 'opposed to parallel importing for a 

number of reasons...', which led MIAC to suggest that 'the 

Government reconsider as soon as possible its decision to 

allow parallel imports of sound recordings so that 

confidence can be restored with individuals and companies 

re-directing their attention to the strategic factors 

likely to affect the industry's future' {The Australian 

Music Industry 1993: 83, Wilson, Background paper, 16 June 

1993: 6). No detailed facts were provided, except the price 

point data collected by the School of Economics at the 

University of New South Wales, which had been collected and 

presented by ARIA during the PSA debates (The Australian 

Music Industry 1993: 93). The media made the most of this 

ineptitude, whereby a new organisation's first public 

utterance was to oppose the government's policy. 'Discord 

on entry of imported music', said the headline in the 

Australian Financial Review, which never ceased to argue 

for trade liberalisation and supported the PSA view (Lewis, 

AFR, 17 June 1993: 4). Kim Wilson also told a Canberra 

press conference that the multinationals were 'prepared to 

invest in Australian product', using the profits they 

generated in Australia (Lewis, AFR, 17 June 1993: 4). This 

was at least some indication of a change in attitude 

towards the Australian popular music industry, although no 

supporting data was provided. Even Melbourne's Age 

economics commentator and promoter of neo-Keynesian 

approaches Kenneth Davidson, was enjoined to the fray, 

suggesting that removal of the exclusive licence system 

would 'result in less investment in the industry' - again 
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no figures, but the industry line ('Why Australia needs a 

healthy recording industry' The Age, 24 June 1993: 15). The 

PSA's chairperson, David Cousins, who had taken over from 

Allan Fels, said the MIAC report was predictable, and that 

'MIAC was stacked with representatives of the music 

industry' (Lewis, AFR, 17 June 1993: 4). 

To add to the government's woes, MIAC began duplicating 

existing activities already perceived to be undertaken by 

Export Music Australia, Austrade and Ausmusic. In December 

1993 it released an Export Focus Group Report, providing a 

constructive overview of the current status of exports, 

while simultaneously producing material similar to that 

established by the Export Music Panel Pete Steedman had 

convened in 1986-1987. For example, one recommendation, 

'Role of multinationals' suggested that 'Discussions need 

to be opened with multinationals as to how they can better 

support local artists in the international arena' (Export 

Focus Group Report 1993: 4). This suggestion would have 

allowed the major record companies to continue business as 

usual, while such an inquiry was undertaken, if the PSA 

experience was seen as a model of their approach to policy 

reviews and participation in national music culture. 

The situation was becoming untenable for the Commonwealth 

government. In Working Nation, the Federal Government's 

employment and training white paper, released on 4 May 

1994, the government committed itself to 'review its 

involvement with music organisations' (1994: 85)2. The 

result was the November 1994 Review of music industry 

organisations document from the Department of Industry, 

Science and Technology. At last an overview of Commonwealth 

2 The full conunitment read: 'In the past a number of organisations have been established with 
Government support to encourage the development of the music industry. The review will advise on 
future organisations structures for the music industry, including measures against which their 
performance can be assessed (Working Nation, 1984: 85). 
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initiatives was released. There were no perceptions that 

vested interests, such as the existing music industry, or 

indeed. Price Waterhouse, which had acted for ARIA, during 

the PSA inquiry and had produced MIAC's Economic Profile 

document, arguing for the status quo, would overwhelm this 

examination of Ausmusic, EMA and MIAC. I will not detail 

this review here. 

The report argued for the cessation of MIAC, the funding by 

the Commonwealth of Ausmusic for five years and the 

continuation of EMA. It did not argue for the merger of 

Ausmusic and MIAC, 'because we see no need for government 

to fund a larger body with a wider brief than that which 

Ausmusic can fulfil. The advisory functions of MIAC can be 

provided to government in other ways' (Review of music 

organisations 1994: v). MIAC ceased to function. 

Given the circumstances - the government's exhaustion with 

the industry - no advisory organisation appeared. A 

specialist, impartial information and analysis resource for 

the music industry would have been useful, which the review 

acknowledged had been a strength of MIAC. Incredibly, the 

review recommended an 'ad hoc' approach to information 

gathering and analysis, an approach which had attracted 

long-standing criticism of media and communications policy, 

as noted earlier (Review of music organisations 1994: 50, 

v) . There was little hope for coordinated policy action 

with such a methodology. Finally, with Creative Nation, the 

Government's cultural policy statement of October 1994, a 

commitment was made to bring all the players together, 

following the DIST review: 'the Minister for Communications 

and the Arts will, in conjunction with his State and 

Territory colleagues, convene a contemporary music summit. 

This will provide for views to be expressed at a national 

level' (Creative Nation 1994: 30). 
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Ausmusic immediately took up the challenge, employing well 

informed and highly committed consultant Ed Jonker, who had 

worked at Austrade, and as a specialist popular music 

analyst at the ABT as well as working at Triple J, the 

ABC's national youth network. He has also - perhaps, 

unsurprisingly, given the shortage of specialists - worked 

as a consultant for Ausmusic (Ausmusic Contemporary Music 

Summit, Bulletin 1, March 27, 1995: 4). Jonker produced a 

'Briefing Paper for the Summit', held in Canberra on 27 

April 1995. In it, he noted that 'Ausmusic was originally 

established to be a peak council to pull the industry 

together, to advise government and to be financed by the 

blank tape levy': he then suggested that Ausmusic be 

confirmed as the peak industry council (1995: 4). 

Remarkably, the paper was one of the few documents in 

circulation that established a position critical of the 

prevailing popular music policy initiatives, and did not 

resile from criticising the major record companies. 

Perhaps, due to his employment by Ausmusic, Jonker had to 

toe the party line on the PSA. He provided the following 

commentary: 

Apart from the Prices Surveillance Authority's report on the 

prices of recordings, which has been accepted by government 

and industry as a flawed document, there has been no 

pressure on the recording industry in regards to local 

product or its export (Briefing Paper for the Summit 27 

April 1995: 11) 

Some mechanism was required to encourage or coerce the 
e x i s t i n g i ndus t ry to p a r t i c i p a t e in the l o c a l music 
industry . Michael Gudinski told the summit: 

T h e r e ' s t oo many people in t h e A u s t r a l i a n r e c o r d i n d u s t r y 

t h a t s i t back and l i v e of f i n t e r n a t i o n a l p r o d u c t . 

U n f o r t u n a t e l y too many of t h e i n t e r n a t i o n a l p r o m o t e r s . . . 

h a v e n ' t got a commitment t o l o c a l m u s i c . . . i t ' s up t o them t o 

be more s u p p o r t i v e and do more f o r A u s t r a l i a n a r t i s t s 
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(Thomas, 'Sounds of disharmony in a musical maelstrom'. The 

Age, 29 April 1995: 21). 

Reports of the existing industry's uncooperative interest 

in Australian popular music were included in news comments 

from the summit: 'Previous attempts to establish Ausmusic 

as a peak council have been weakened by resistance from the 

multinational record companies' (Thomas, 'Sounds of 

disharmony in a musical maelstrom'. The Age, 29 April 1995: 

21) . 

The Government had enough. On April 20, 1995 a joint 

statement was released by Senator Peter Cook, the Minister 

for Industry, Science and Technology, Duncan Kerr, the 

Minister for Justice and Michael Lee, the Minister for 

Communications and the Arts. In it they announced what they 

said was 'a package of measures to encourage further growth 

of the Australian music industry' (Media Release, 'Bright 

Future for Australian Music Industry, 20 April 1995: 1). In 

actual fact it included a big stick with which to hit the 

industry and a carrot that amounted to a final announcement 

following the PSA's recommendation, of support by the 

government for a performers copyright. The big stick was 

the most remarkable outcome to flow from five years of PSA-

induced debate, or even the result of the accumulated 12 

years of frustration the government had experienced in 

generating popular music policy that incorporated the 

existing music industry. With kid gloves, the Ministers 

announced two programs: (1) that the organisation chaired 

by Alan Fels, the Australian Competition and Consumer 

Commission, would undertake 'formal price monitoring of the 

six major record companies'; (2) an industry development 

agreement worth $270 million would be entered into with the 

major record companies 'which guarantees increased 

investment in Australian artists and the growing field of 

multimedia to create new export opportunities' (Media 

Release, 'Bright Future for Australian Music Industry, 20 
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April 1995: 1). So at last the existing industry would have 

to invest in Australian popular music. 

Then, in a pathetic turn around in the same document, the 

Ministers also suggested - without saying that they were 

not pursuing the earlier agreement made by Cabinet in 1992 

to introduce parallel importation - that they had been 

'unable to find any country in the world in which parallel 

importation has reduced prices or led to low prices, low 

rates of piracy and a vigorous domestic industry' (Media 

Release, 'Bright Future for Australian Music Industry, 20 

April 1995: 2). Parallel importation was dead. 

Just 14 months later, in June 1996, The Australian 

newspaper reported that only Warner Music Australia had 

completed an investment agreement, while the plans for the 

five other majors to contribute to the $270 million 

investment in Australian popular music had stalled 

(Henderson, 'CD price cuts falter as deal hits sour note'. 

The Australian, June 22-23, 1996: 9). Hints of the back 

down were already in circulation (eg, Lewis in 'Fels 

targets the music industry', AFR, 5 June 1996: 5, had noted 

the unlikelihood of the agreement achieving its anticipated 

developmental and investment function. Weeks before a 

leading executive in the copyright industry told me (off 

the record) that the record companies would never invest 

$270 million in Australian artists). 

This was not to be the end of it. On 5 June 1996 the AFR 

noted that 'Allan Fels has Australia's multibillion music 

industry in his sights - again', continuing: 'A year after 

the then Labor government (sic) voted against relaxing 

import restrictions on recorded music. Professor Fels, 

chairman of the Australian Competition and Consumer 

Commission, has begun quietly lobbying key ministers to 
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throw open our national copyright boundaries' (Lewis, 'Fels 

targets the music industry': 5). 

In perhaps the saddest indictment of Labor's approach. 

Professor Fels added a harsh, yet understandable judgement 

of Federal Labor politicians and their supporters' 

ambitions for popular music policy: 

They (the Coalition) don't appear to be in need of going 

back to a bunch of industry mates to make up their mind 

about the matter - unlike some minsters in the previous 

government (Lewis, 'Fels targets the music industry', AFR, 5 

June 1996: 5). 

Frustration with the micro-economic reform program aimed at 

liberalising Australian trade, including the internal 

regulatory regime of the existing music industry, animated 

Professor Fels. His criticism of Labor could be seen as a 

failure of will by Labor Ministers to pursue stated 

liberalisation objectives, combined with a naive 

sensitivity to consult with the industry/ resulting in the 

government failing to move beyond the threats, 

blandishments and stone walling the industry constructed to 

defend its exclusive rights. However, there is no excuse 

for the ALP's failure to act. 

It would be a sad irony if the proposals made by the PSA to 

allow parallel importation were introduced by the Liberal-

National party coalition in the interests of trade 

liberalisation, without commensurate support for the 

subsidised popular music programs that were part of the 

Labor Government's policy concerns. This is a likely 

outcome as the 1990s draw to an end. 

Then again, in this chapter I have shown that social and 

industry policy concerns could not coexist with the 

internal regulatory structures of the existing music 

industry. In sketching out a model of how the Copyright Act 
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creates property rights derived from Parliament and the 

law, I have shown how public policy, linked to government 

objectives was hindered by the power of vested interests. 

In this environment, social provisioning policy outcomes 

could not be achieved as part of the Labor Government' s 

reforms. The policy struggle around Australian popular 

music appears destined to continue through the 1990s, 

without the flawed social and industry vision of the Labor 

Party. 
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Conclusion 

Popular music policy 1982-199 6 was brought about by the 

alliance of Australian Labor Party activists and 

politicians, global music industry companies, and social 

and economic policy concerns, which converged in a rapidly 

globalising national context. My research question was in 

two parts and sought answers to: (1) the motivation for 

the policies; (2) the effectiveness of the policies. I 

have attempted to assess both sets of questions by 

limiting myself to selective examples of popular music 

policy activity, in the years Labor was in power. My 

conclusion is that positive policies were developed, which 

partially achieved the stated policy goals. In reaching 

this conclusion, I have achieved the objectives set out in 

my introduction: I have built a theory, I have established 

a political economy of the policy process based on that 

theory/ showing the relationship between the existing 

popular music industry and social and industry policy 

concerns, and I have examined selective case studies. 

I have shown that a confluence of forces met that had 

never before been mobilised by Australian State and 

Federal Governments. Drawing on poorly defined social 

democratic rhetorics and the individual commitment of 

opportunistic Labor Party activists, the policies sought 

to build on the then existing appeal of Australian popular 

music that had achieved a high national and international 

profile in the early to mid-1980s. However, another 

conclusion I have reached is that the policies were too 

broadly defined to achieve their objectives, moving 

without adequate coordination in a number of simultaneous 

directions. The policy proposals failed to recognise the 

variety of considerations required to build an appropriate 

political economy in the national context. With the 

exception of the blank tape levy proposal, it took the 

eruption by the existing music industry in response to the 

PSA inquiry, to move beyond the subsidy model. The refusal 

from the industry to accept government involvement came 

too late for the inquiries and resulting reports of 1985-
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1988, which failed to incorporate the highly profitable, 

internally structured industry into its activities. 

Promises by the existing music companies of engagement 

with Australian musical culture only came about in 1995 

with the flawed music industry agreements, which remain 

inconclusive in 1996. 

Key examples have been drawn from the macro or national 

environment, where agencies which resulted from the 

policies, such as Ausmusic and the Victorian Rock 

Foundation struggled to articulate the interests of music 

and culture together with industrial concerns in the 

context of the policy initiatives. Alternatively, my 

examination of policies in the community or micro sector 

suggests that, given adequate time to mature, community 

music initiatives began to produce industrial 

characteristics, withdrawing from their reliance on public 

funding, or subsidy. In my investigation of these sites of 

activity I have shown how an evolutionary approach to 

analysis drawn from institutional economics can expose the 

process of cultural policy formulation, where social 

provisioning and economic benefit may emerge, over time. 

My conclusion is that popular music policy was motivated 

by political, economic, social, industrial and cultural 

stakeholders, which co-existed in an unequal relationship. 

The articulation of their interests to cultural and 

industrial policy sites relied on their ability to bring 

rhetorical forcefulness to the policy arena. I have shown 

that the existing popular music industry was the dominant 

agency in the Australian policy context. Their vested 

interests in the key domain of copyright law, where the 

power they derived from the Copyright Act 1968 provided 

them with economic privileges, made them disinclined to 

liberalise their domination of the Australian scene, or to 

contribute to it. The study has shown that their 

industrial self interest emasculated national and local 

policies. Consequently, Victorian and Federal Government 

popular music policy initiatives were forced to rely on 
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public subsidies, rather than establishing closer 

relationships with the existing music industry. The 

community music examples stand in profound contrast to the 

policy initiatives that attempted yet ultimately failed, 

to work with the existing industry. 

I have shown that opportunities to enhance popular music 

activity in Australia have been missed by relying on the 

globalisation ethic of corporations, rather than the 

globalising logic of commodification, with a nationalist 

agenda. Governments intent on economic and social reform 

must be prepared to grasp the national nettle, which means 

leading corporations rather than following them, even if 

this means alienating existing industry stakeholders, as 

may occur with copyright issues. The PSA inquiry example 

indicated that existing record companies require national 

policies which coerce them to articulate their industrial 

and economic interests to national cultural developments, 

in partnership with governments and policy makers. Without 

such an approach, industrial and cultural concerns will 

not be drawn together. The result of this outcome is a 

likely increase in demands for public subsidy, which the 

industry could easily fund, yet evades. 

The popular music policy formulation theory accounted for 

the activity during the years under review. However, 

analysing the research results in the light of the 

formulation theory, it is clear that culture and industry 

concerns were not adequately articulated to each other in 

the policy building and implementation process. My 

interpretation and use of institutional economics and the 

concept of culturalism further informed my inquiry, 

highlighting a range of industry policy, social policy and 

cultural issues within the theory. Furthermore, the 

popular music policy formulation theory provided a method 

for comprehending commodification of popular music 

operates. The theory made it clear that an approach to 

popular music policy that appreciates commodification and 

related processes will be better equipped to identify the 
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points at which social provisioning and industry 

development can be proposed and initiated. The community 

music element of this study bears out that view. The 

mediating logic of policy promotes responses in the 

economic and social environment through their articulation 

with the corporate interests of the global music industry. 

This is the challenge that the Labor Party policy 

initiatives of 1982-1986 did not comprehend. Ignorance of 

the epistemology of production, where all the necessary 

players need to be incorporated into the relationship, was 

a severe limitation. Other studies could make use of 

elements of the theory, as well as aspects of 

institutional economics, to provide further advances in 

popular music policy studies. 

Despite the rhetoric accompanying policy initiatives, 

social provisioning did not adequately inform policy 

makers, neither did politicians recognise the dangerous 

limitations of an ad hoc music industry policy, without 

the determined involvement of the existing industry. The 

lesson to be learned is that the two clusters of activity 

- the micro and the macro - would function effectively if 

they were offered simultaneously and managed from a single 

or co-ordinated organisation. State and local 

representation could respond to the needs of communities, 

with the prospect of creating self-funding programs. 

Consequently, community music programs could be 

articulated relatively flawlessly into the global ones. 

Major cultural and economic benefits could flow from such 

an approach. 

Finally, my theorisation of the decade and a half under 

review has achieved the objective of informing the study 

by identifying the key social and industrial elements 

involved in the policy process. Political economy, as an 

approach which examines change in society, is more complex 

than this formulation allows. In future, a refined theory-

would attempt to take account of the investments by 

individuals in the policy process, together with the 
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relationship of local or micro popular music policy 

concerns to State and Federal Government interests in the 

mutable national and global context. This remains a 

challenge due to the range of forces and interests at work 

in the policy field. A theory that elaborates this network 

of relations will improve the formulation, offering new 

ways forward to policy makers themselves. 
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Appendix 1 

Mushroom Records 

The following document. Music, Power & Culture began 
circulating anonymously late in 1990. I received a copy by 
fax from a friend who owned a Melbourne independent record 
company, who was not the author. 

The document provides a range of views that circulated in 
the policy context during the years 19 88-1991, when the 
Victorian and Commonwealth Governments music policy 
initiatives were at their height. Many of the predictions 
included in this commentary did not come to pass. In 
particular, the total dominance of the Australian music 
market scenario by Mushroom, did not eventuate. By 1993-
94, Melbourne distribution company. Shock Records had 
established itself as a serious threat to any monopoly 
power that Mushroom appeared to hold in the late 1980s. 

Certainly domination of agencies and venues appeared to 
have had an impact, with an estimated 32 venues closing 
around Sydney in 1990-1991, according to Sydney 
entertainment lawyer, Warren Cross. This may have been due 
to other issues, such as planning and noise pollution 
regulations, than the singular control of the live scene by 
Premier Harbour. 

The issue of Mushroom's involvement in policy initiatives 
is more pertinent. It is considered in more detail in the 
body of the thesis. Suffice to say here, that Mushroom and 
the majors involvement in policy activity grotesquely 
skewed the policy environment during the 1980s-1990s. Their 
self-influence and absence of financial commitment to 
popular music policy initiatives is the real story, 
highlighted by the following material. 

Music, Power & Culture 

For nearly three decades the Australian contemporary music 
scene was a real hothouse of creativity where original 
artists prospered, rival music businesses competed to 
represent acts, freelance entrepreneurs courted new talent 
and live music venues flourished. 

In this dynamic environment that began in the 1950s as 
succession of world class acts evolved whose recordings 
focussed on Australia and the countries national pride. 

Over the last few years the situation has changed 
dramatically. 

The music industry has entered the 1990s like a spent 
force; and if the current inactivity is allowed to continue 
the scene will degenerate to corporate pop concept, 
manufactured bands and imported recordings: some say it 
already has. 
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The American and European markets are having unprecedented 
success with new acts which point to a localised cause of 
Australia's predicament. Newspaper articles, that read like 
obituaries appear on a regular basis trying to analyse the 
downturn, sighting such things as conservative radio 
programming, an aging population, the depressed economy or 
that music has nothing new to offer. 

The fact is, a chain reaction of events has decimated the 
Australian contemporary music industry - a direct result of 
a ten year monopoly. This simple truth is unspoken for fear 
of the consequences - banishment from the halls of power -
a ticket to rock 'n' roll oblivionJ 

'The Company' concerned is a diverse entertainment 
conglomerate that attained absolute market dominance in the 
early eighties through a series of mergers, partnerships 
and takeovers. Their real power is derived from controlling 
the most effective instrument of influence within the 
industry, a national booking agency, while affiliated 
companies reap the rewards of this power base from artist 
management, venues, record labels, music publishing, 
merchandising, international artist tours and media 
interests. 

The directors of this monopoly are far from being concerned 
industry leaders, their insidious modus operandi is to 
aggressively eliminate competitors, manipulate the media 
and promote wholly owned company artists. 

They rig record charts by pursuing their own product retail 
outlets and in-store staff are plied with merchandise, 
concert tickets and invitations to company parties as 
inducement to enter high survey chart positions. 

Cultivated relationships with key media power-brokers 
ensures company product receives maximum exposure. The 
program manager of Melbourne's top rating radio station 
(Barry Bissell/FoxFM) lives with the companies managing 
director, Australia's high profile rock guru (Molly 
Meldrum/Hey Hey-TV Week) is intimately entwined in the 
organisation and until recently they were in partnership 
with the MD of the countries only national FM rock radio 
network (Wheatley/MMM). 

Government funded industry bodies such as Ausmusic and the 
Victorian Rock Foundation were established by the company, 
staffed by their cronies and the policy decisions are 
directly controlled to benefit the company. 

The nature of the companies power is such that it can 
influence precisely which artists will succeed and 
conversely wreck careers. There are dozens of displaced 
artists & managers who can testify to the companies 
paranoia of individuals who aren't part of the inner 
circle. 
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Innovative freelance entrepreneurs are encouraged to manage 
and develop artists, promote venues and establish satellite 
businesses under the companies patronage but history 
exposes the futility of their efforts. Once success is 
imminent, they are undermined and discarded to ensure that 
the company receives the full credit and financial rewards. 
In the case of artist management contracts, they are widely 
regarded as unenforceable having (never been legally 
tested), hence they present no obstacle to the company. 

'The Company' is the sole arbiter of musical tastes! The 
director chooses which bands to promote therefore, what 
they like is what the public gets and their avaricious 
criterions vary from vested interests to personal 
friendships. 

Market dominance was achieved at the expense of healthy 
competition and as a result the boom industry the company 
inherited has contracted every year since while the 
fortunes of the directors have multiplied. 

Back in the heady days of newly acquired power, a senior 
director of their booking agency arrogantly stated that 
they were not interested in new artists because of the 
financial inviability in relation to the work involved. 
Company policy was to move in after others had made the 
effort to establish the acts' profile, "this was proved to 
be a pivotal cause of the current dilemma when coupled with 
their ruthless approach to independent entrepreneurs. 

Their booking agency represented all the major acts so they 
were able to demand higher fees from venue promoters. The 
deals soon became so one-sided that there was no margin for 
the promoters whose rapid demise was a serious blow to the 
industry because of their skills in supporting new talent 
and creative promotion. No one cared at the time as the 
bands were earning more money and venues were serviced 
directly by the agency. 

Hotel licensees booking and promoting entertainment in 
their own venues is riddled with problems, not least being 
that an agencies motives recommending a particular band is 
often at odds with the best interests of the venue. Yet 
there were only two choices - put up with it or stop 
booking bands. Many licensees sustained huge losses before 
opting for a light show and a DJ. 

Band managers - the people who discover and develop 
artists - were the next freelance operators to go. With no 
alternative agency, the power of managers was severely 
reduced. Bands began dealing direct with the agency which 
had the short-term benefit of saving them a managers 
commission. 

With this rapid process of change, flaws within the new 
system began to appear. 
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The natural demise of a few established bands per year was 
not accompanied by the usual emergence of new artists to 
replace them. The agency plugged this minor hiccup by 
encouraging a market for concept bands (imitating the 
stars). They saw a great opportunity for 'temporarily out 
of work 'name' musos and encouraged them to earn a buck 
between real gigs. The agency was able to ask for good fees 
and the licensees lapped it up because they could advertise 
with some confidence. Audiences have now been conditioned 
and concept bands are one of the agencies main sources of 
income. 

Lighting and production companies were forced out of 
business as the live music scene shrank. Recording studios 
struggled on until ultimately many went to the wall; no 
doubt most studio owners would sell their unprofitable 
facilities except that there are no buyers in a monopolised 
industry. Hundreds of experienced people have left the 
music scene, most have probably been lost forever. 

'The Company' inadvertently destroyed a fragile 
infrastructure and consequently blocked their own supply of 
quality local artists so they now concentrate on releasing 
records by and touring overseas artists, recording T.V. 
soap stars, booking the concept bands reviving the careers 
of former rock stars and managing their stable of fifty 
racehorses. It's a pity they could not put their obvious 
prowess on a higher moral ground or at least seen the dire 
consequences of their tactics early enough to have 
prevented this pathetic scenario. 

The five international record companies based in "Sydney -
CBS, BMG, EMI, WEA and PolyGram - are of little consequence 
in this analysis. They may have 70% of total record sales 
but play only a minor role in the local industry because 
their priority is to maintain profits for the overseas 
shareholders by releasing product sent by their parent 
companies in New York and London. Token expenditure on 
Australian artists - predominantly local Sydney acts - is 
usually ineffective as they are also effected by the 
monopolistic stronghold of 'The Company'. 

Something must be done now to allow competition back into 
the industry at a business level so that Australian music 
can drag itself out of the artless abyss of mediocrity and 
apathy it has been forced into, but who is left to care? 

It may be an exercise in futility, yet it is necessary for 
us all to conceive possible scenarios for change. 

A. 'The Company' collapses. 
Very unlikely because the company will remain 
profitable irrespective of the local music scene. Key 
directors are wallowing in lavish perks so a split is 
not on the cards. 

B. 'The Company' becomes a multi-national 
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Concentrates on the world market thus leaving the 
'grass roots' to others. If this did eventuate it 
would be uncharacteristic of them to relinquish any 
power. 

C. 'The Company' becomes philanthropic. 
Under pressure they might apportion a slab of their 
annual budget towards worthwhile local projects. (A 
Clayton's solution). 

D. 'The Company' becomes irrelevant. 
It has grown fat from years of huge profits and is now 
staffed by yes-men and non-creative personnel, who are 
out of touch with the new wave of artists but, when an 
act requires an experienced support structure. 'The 
Company' is still the only option. Though extremely 
difficult, it is occasionally possible for an act to 
avoid 'the companies' influence and achieve success 
yet, another decade of their petty power-play and non-
innovative dominance is a painfully unproductive 
scenario. 

E. The amalgamation of independents. 
No hope! The combined power of the remaining 
entrepreneurs would not make a viable alternative 
against an entrenched formidable foe. 

F. International agency/management company moves in. 
Establishes local office, hires or enters into 
partnership with independent entrepreneurs, injects 
dollars, hangs in for the long haul. Should be 
encouraged but it is not a real possibility because of 
our small market. 

G. Tax incentives. 
More players would enter the market and music would be 
on the same footing as films. 'The Company' is certain 
to benefit from this initiative but it must be pushed 
through anyway. 

H. Government money injected. 
Dispersed via a new independent council direct to 
artists and live music promoters to subsidise 
performances and recording costs (PA's, tape, 
promotion, engineers, lights, transport, etc.). Not 
what is happening now with the government financed 
bodies where only a small percentage of the funds go 
to developing local bands and the rest on 
administration and self promotion. Big event concerts 
staged by government funded organisations featuring 
already highly financially established artists. This 
same situation prevails with the other Government 
funded bodies. 

I. Anti monopoly legislation enforced. 
In America, the land of free enterprise and 
capitalism, it is illegal for related companies or 
individuals to receive commission from several areas 
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of an artists income. Record companies cannot manage 
artists, booking agencies are not allowed to operate 
music publishing companies and so on. This is not 
currently illegal in Australia. 

Forty years ago, an entertainment conglomerate dominated 
the music industry in the U.S.A. - in the same way 'The 
Company' does here - via an agency/management base. They 
exclusively represented most of the major stars - musicians 
and actors - which gave them enormous power over the media, 
live music venues and film companies to such an extent that 
the government of the day eventually introduced new laws to 
break up their structure after several court cases exposed 
their monopolistic position. 

This is the big solution for Australia. If the laws do not 
exist here, inscribe them now! 

Can you think of a better way to open up the entertainment 
industry and allow free enterprise activity? 

It could be argued by some readers that winning is the 
bottom line and that the tactics employed by the company 
are no worse than those of businessmen in other fields to 
ensure success. Even assuming this point of view is valid 
there is surely a limit to power and monopoly where is the 
line drawn. 

Although it may not seem apparent to casual observers right 
now, be warned the nursery is dead! New acts are not 
emerging to replace current stars. This company has been 
very successful at creating an empire but the directors 
have never been known for their musical tastes, artistic 
direction or developing new talent, they relied on a vital 
music scene that no longer exists and the scores of 
creative people who made it tick at a grass roots level. 

This article is a matter of historical fact that will 
hopefully provoke urgently needed debate. We can either 
ride this lumbering state of affairs through the ninety's 
until one day in the distant future the masses rise up and 
discard their cloak of indifference to the champion 
Australia's unique home grown heroes again, we can steer it 
into a much easier renaissance. 

It is up to you, so act now if OZ music is worth saving. 
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FOOTNOTE 

'The Company' trades as: 

Boomerang Music 
Premier Artists 
The Harbour Agency 
Mushroom Records 
Melodian Records 
The White Label 
Liberation Records 
Mushroom Music 
Frontier Touring Company 
Michael Chugg Management 
Three Stooges Management 
P.A.C.E. Entertainment 
Michael Gudinski Management (MGM) 
Australian Tour Merchandising 
21 Century Pier Hotel 
The Palace Nightclub 
SEA-FM 
White Hot Records 
Mushroom Exports 
Steve Copeland Management (silently) 
Inc others... 

Head Office: 9 Dundas Lane. Albert Park, Victoria 
Managing Director: Michael Gudinski 
Other Directors of various companies above include: 
Frank Stivala, Philip Jacobsen, Sam Righi, Michael Chugg, 
Gary Ashley, Terri Blamey, Ian Meldrum, etc. 

Circulated anonymously, undated. 
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Appendix 2 

Community Music 

This project provides a selective overview of community 
music across Australia. The research was undertaken 
with Australia Council funding at the Centre for 
International Research on Communication and Information 
Technology (CIRCIT), "Melbourne. The project was 
initiated by the Community Arts Network (Victoria). 

Over a period of two months interviews were conducted 
with community music facilitators/mediators, or 'change 
agents in the field', as the Beed Report curiously 
termed them (1986: 5.1). These people are either 
responsible for conducting programs of community music 
in one location, or several locations, serving 
different constituencies and meeting different needs. 
Eight men and six women were interviewed. (An interview 
with the female precinct coordinator of Waverley 
Council, Sydney is not included in the above figures). 

Research Methods 
The intention of the project was to cast a net over a 
representative sample of projects from all states and 
territories in Australia (the ACT was unintentionally 
excluded). The case studies were based on intensive, 
structured, one-off, person to person interviews aimed 
at generating maximum information about programs in 
each location. Owing to funding limitations, of a total 
of 14 interviews, seven were conducted by telephone and 
seven face to face. 

Telephone interviewing is an inferior information 
gathering method, when compared with face to face 
interviews. Interviews are also inferior, in the total 
scheme of research methods when compared with other 
research strategies, such as data collection, 
participant-observer methods, (action research), 
combined with traditional academic textual analysis. 
The interview method relies on subjective, first hand 
information, based on measurable data (eg the precise 
amounts of funding available and their sources) and 
impressionistic observations based on other available 
data such as program guidelines and brochures. 
Ultimately the interview transcripts provide the raw 
material for textual analysis of the programs under 
consideration. 

The questions for the interview were organised after 
consultation with Stephen Costello, Community Arts 
Network and Jim Koehne of Arts Victoria. Each section 
attempted to generate relevant comments in line with 
the aims and objectives of the project. 
The aims of this project included an examination of the 
unique characteristic of community music in Australia. 
Some nodes of inquiry were as follows: Community music 
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as a means of cultural development; The dimensions and 
permutations of community music; How much community 
music activity occurs without any state support; New or 
innovative developments that can assist with future 
planning. 

The people interviewed were selected by the researcher 
with advice from Stephen Costello, Michael Roper, 
Gillian Harrison and Jim Koehne. All the people 
interviewed were involved with publicly funded 
projects. Those interviewed were: 
Peter Winkler: Bondi Pavilion Community Cultural 
Centre, Sydney ; 
Hernan Flores: Kara Llantha, National Music Ensemble, 
Sydney; 
Bev McAlister: Dandenong Ranges Music Council 
Incorporated, Melbourne; 
Florenz Ronn/Fiona Studdert: radio 3CR, Melbourne; 
Bill McPherson: Djurabalak Aboriginal Musicians Co
operative, Brisbane; 
Sarah Moynihan/Chris Anderson: Feral Arts, Logan City, 
Brisbane; 
Linsey Pollak: Scienceworks Museum/freelance musician; 
Shirley McCarron: Performance Tasmania Incorporated, 
Devonport; 
Keith Preston: Adelaide Community Music; 
Kavisha Mazella: The Joys of the Women, Fremantle; 
Madge Fletcher: Alice Springs Trades and Labour Council 
Solidarity Choir; 
Eric Erickson: West Australian Music Industry 
Association, Perth. 

After completing the interviews and the transcriptions 
the following process was agreed upon. Each of the 
interviews would be a case study, written up in a 
reportage style, along agreed upon themes. Those themes 
are: 
- History. 
- What is community music? 
- Music Culture 
- Styles/Values 
- Programs and Participation 
- Resources 
- Outputs/evaluation 
Not all the interviews provided equal amounts of 
information in each category. However, by organising 
the collected material along these lines, it was 
possible to identify the issues, concerns and 
developments in contemporary community music. 

The project was bigger than expected. The dimensions of 
interviewing, transcribing, correcting and organising 
material was too ambitious given the available time. 
Nevertheless, transcriptions and a brief report were 
prepared and presented in draft form at Sending the 
Sound Around Conference, the fifth national community 
music conference held at Footscray Community Arts 
Centre, Melbourne on April 3-4, 1993. 
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Appendix 3 

Ausmusic 
Memorandum of Association of the Australian 

Contemporary Music Development Company Limited 

1. To assist the development of the contemporary music 
industry in Australian in ways which will complement 
and enhance the activities of the private, corporate 
and government sectors. 

2. To promote and enhance Australia's image as a major 
centre for the development and production of 
contemporary music. 

3. To encourage international exposure and markets for 
Australian Contemporary music and facilitate 
international experience for young Australian 
performers, producers and technicians. 

4. To promote, arrange and conduct in Australia, 
contemporary music events with particular emphasis on 
live audiences, young people and alcohol-free venues. 

5. To promote the manufacture of musical instruments 
and equipment in Australia, and the use if Australian 
musical products. 

6. To encourage and facilitate investment in, and 
support for, research and innovation in the production 
of contemporary music. 

7. To provide or facilitate provision for the 
production and performance of Australian contemporary 
music. 

8. To assist young contemporary music artists to 
produce demonstration tapes and master tapes for 
recording purposes. 

9. To foster the creation of opportunities for young 
Australians in all aspects of education and training, 
production, performance and promotion of contemporary 
music, including the provision of scholarships and 
international fellowships. 

10. To liaise with and promote information sharing 
between, all organisations involved in the production 
or promotion of contemporary music, and between these 
organisations and bodies outside the music indust2ry. 

11. To liaise with union and industry groups involved 
in contemporary music with a view to promoting a just 
work environment for all industry participants. 

12. To seek and co-ordinate sector funding for the 
development of contemporary music generally and for 
particular events and purposes. 
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13. To manage a trust fund to receive grants, 
donations, sponsorship and bequests. 

(Source: Ausmusic Summary of Activities, March 1992). 
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