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 Introduction: Inscribing creative figures

Critical scholarship in studies of cultural production claims that creativity 
has been used to redefine cultural work by displacing and masking its 
previous associations with critical political traditions (Garnham, 2005). 
For Angela McRobbie (2016), the shift from cultural work to creative work 
represents a shift towards a more individual economic activity. She describes 
contemporary politics of creative work as encouraging young people to 
shed any aspiration to job security or social welfare. Creative work drives 
young and old to internalise risk and uncertainty as middle class values. 
Capitalist forms of labour organisation have absorbed artistic critiques of 
early- to mid-twentieth-century European avant gardes by elevating the 
artistic career as the template for success in a networked information econ-
omy (Boltanski & Chiapello, 2005). The romantic ideal of the free-spirited 
artist has become a subject for everyone to aspire to and has been used as a 
model for a new order for cultural work based on short-term projects 
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between enterprising networked individuals. Education and media institu-
tions incite people to ‘be creative’ through what McRobbie (2016) calls the 
‘creativity dispositif ’: ‘The creativity dispositif comprises various instru-
ments, guides, manuals, devices, toolkits, mentoring schemes, reports, TV 
programmes and other forms of entertainment’ (pp. 10–11).

The ubiquity of such instruments as part of everyday life renders the 
creativity dispositif and the imaginary it sustains as a key part of the new 
normal in cultural, creative, and media work. Media institutions foster 
narratives of creative visionaries who ‘make it’ in fields of cultural practice 
because of their individual passion and talent. Pedagogical institutions 
blur the boundaries between capitalist and artistic labour. And while 
business schools have adopted the art school’s idea of the artistic spirit, 
the entrepreneur has become the model art school student (McRobbie, 
2016, p. 59). The parallel between both pedagogies is that they encourage 
students to eschew traditional categories, embrace uncertainty, and model 
their careers on the ‘unpredictable pathway’:

The personal pathways, individualized on the basis of possession of an 
original portfolio of skills, have an accumulative momentum, which in 
turn allows us to analyse how short-term, or project-based ‘creative’ careers 
develop. (pp. 70–71)

If education and media are instrumental in sustaining imaginaries of the 
creative as an ideal subject and of creativity as an ideal objective, then the 
tools of creativity are certainly key objects of the creativity dispositif.  
The artistic imaginary has always been entangled with its paraphernalia and 
its spaces for practising culture: the studio, the theatre hall, the gallery, 
instruments of creation and dissemination, and appreciation.

One of the dimensions that McRobbie (2016) leaves underdevel-
oped in her critical analysis of the creativity dispositif is how digital 
tools are integral to its development and reproduction, particularly to 
sustaining a creative subjectivity. In this chapter, I would like to extend 
the conceptual construct of the creativity dispositif to an analysis of 
how it mediates and is mediated by digital technologies, specifically 
media software; that is, software for creating, editing, and sharing media 
content and the  institutions for designing, marketing, and consuming 
the software (see Manovich, 2013, p. 24). In particular, I will introduce 
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the concept of ‘glut’ as a software inscription strategy and then develop 
a case study of media software that exemplifies the qualities of glut. I 
will examine three ways in which this strategy is operationalised for the 
widely used software Adobe Photoshop: its design, its commodification 
as part of upgrade culture, and its instruction through a just-in-time 
learning platform. Through this case study, I hope to show how tech-
nologies like media software are essential to the creativity dispositif and 
how they enable and constrain what it means to ‘be creative’ today.

 Glut as dis-ordered order

The instruments of the creativity dispositif shape and are shaped by 
digital infrastructures that support and sustain political, economic, and 
cultural flows. We live in a technological society (Barry, 2001) that pro-
motes a conception of innovation that conflates invention and techno-
logical change in ways that are inextricably tied to the deployment of 
creativity discourse:

Innovation, in turn, is embedded within a broader cultural imaginary that 
posits a world that is always lagging, always in need of being brought up to 
date through the intercessions of those trained to shape it: a world, in sum, 
in need of design. (Suchman, 2011, pp. 4–5)

I do not want to argue that the creativity dispositif is ensconced in or the 
product of digital technologies. Rather, in this chapter, I will explore how 
media software has been a crucial means by which cultural production is 
designed to ‘be creative’. Even the most seemingly innocuous tool for cul-
tural production reflects, through its design, beliefs and prejudices stem-
ming from cultural, political, and economic values. If creativity is one such 
value, then it is likely designed into the tools used to make culture.

I will use the concept of scripts as developed in science and technology 
studies (STS) (Akrich & Latour, 1992; Suchman, 2007, pp. 187–205) to 
examine to what extent, and in what ways, creativity is part of media 
software. This approach means conceiving of technological designs like 
software as something that different social actors ‘inscribe’ with traits and 
qualities, beliefs, and values (e.g., see Born, 1997; Knochel, 2016). 
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Designers and engineers give meaningful form to the technologies in 
ways that can be ‘read’ as instruments (Ihde, 1998, p.  150). Socio- 
technical inscriptions, much like texts, generate figures or ‘figurations’ for 
action. In this sense, designers and marketers not only create affordances 
for users when designing media software, but they also generate a mate-
rial and semiotic model of who acts with/through these affordances. 
Scholarly research in STS as well as in media studies working with (or in 
reaction to) this conception of design has convincingly shown that tech-
nological scripts do not determine how technologies are read. People who 
use technologies can develop de- or re-inscriptions that challenge the 
designer’s original intended reading. Therefore, by analysing technologi-
cal inscriptions and their figurations, and how both are read or reinter-
preted, the researcher is able to examine the power dynamics contingent 
between different social and technological actors involved in mediation.

Inscribing a creative figuration cannot simply trick people into think-
ing they are being creative. It must enable some form of cultural work that 
is deemed creative through its design and its use. Media software must in 
some way embody qualities that are consistent with social and technical 
imaginaries of creativity. Designers of digital technologies draw from cre-
ative and technical imaginaries to ensure that software enables the expres-
sion of, for example, spontaneity and skill, choice and invention. In this 
chapter, I will focus on one inscription strategy (or what some in STS 
would call ‘programme’) for creativity: glut. This strategy entails designing 
software for cultural production that figure creativity along McRobbie’s 
‘unpredictable pathway’: enabling and constraining cultural work as an 
individual, unpredictable, yet economically grounded activity.

Vannevar Bush’s influential 1945 article ‘As we may think’ in the 
Atlantic Monthly of July 1945 set the tone for the mid-twentieth century’s 
postwar concern with the incredible potential of information and com-
munication technologies.

There is a growing mountain of research. But there is increased evidence 
that we are being bogged down today as specialization extends. The inves-
tigator is staggered by the findings and conclusions of thousands of other 
workers—conclusions which he cannot find time to grasp, much less to 
remember, as they appear.
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Bush’s solution to tackling this mountain of research was the Memex, 
‘a sort of mechanised private file and library’. Bush’s vision is credited as 
the inspiration for future digital innovations including the personal com-
puter, the graphical user interface, and the Internet (Barnes, 2000, 
pp. 355–357). The ironic twist to Bush’s vision is that instead of becom-
ing the solution to information surplus, digital technologies inspired by 
the Memex are now blamed as the primary source of this surplus. Alvin 
Toffler’s 1970 bestselling book Future shock popularised this connection 
as ‘information overload’. He predicted that the affordances of digital 
technology would make it so easy to replicate and disseminate so much 
information that it would exceed decision-makers’ capacity to absorb it 
and thereby impede their ability to make decisions. The concern for the 
technological effect of this glut of information has been a recurring theme 
ever since. David Shenk’s 1997 book Data smog: surviving the information 
glut, for example, examines its psychological cost and its link to profit 
motives. Some have reinterpreted this same infoglut as a necessary evolu-
tion of human culture (Wright, 2007), whereas others have attempted to 
prescribe techniques for dealing with its effects. Kristin Luker (2010), for 
example, warns aspiring academic researchers that the only way to survive 
the ‘world of info-glut’ is to remember the adage ‘work smarter, not 
harder’ (p.  93). To critical communication scholar Mark Andrejevic 
(2013), however, infoglut is tied to capitalist and reactionary interests, 
who use it to cast ‘an equal regard on all objects of data collection’ 
(p. 160), thereby privileging comprehensiveness over simplicity and clar-
ity. He refers to glut as a strategy used by those in power, to dominate by 
disseminating uncertainty under the semblance of facticity—an attempt 
to spur the demise of the kind of ‘symbolic efficiency’ necessary for critical 
engagement with the world.

Concern for information glut is therefore deeply rooted in digital 
culture. Infoglut implies an undifferentiated data mass that encapsu-
lates both valuable information and ‘infojunk’ (Koski, 2001, p. 484). 
The distinguishing feature of glut is not its quantity per se; there is no 
magic amount of information that tips it over from comprehensible 
into glut. Rather, its key feature is that digital data’s mass dis-order 
undermines our ability to make it intelligible, to find its stable meaning 
or worth.
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Lev Manovich argues that the way in which the dis-order of digital 
data undercuts our ability to create narratives is not an accidental out-
come of digital media but one of the essential characteristics. If, he claims, 
‘the world appears to us as an endless and unstructured collection of 
images, texts, and other data records, it is only appropriate that we will be 
moved to model it as a database’ (Manovich, 1999, p.  81). Using de 
Certeau’s (1984) complementary concepts of strategy and tactic, 
Manovich argues that digital media, particularly social media platforms 
like YouTube, have adapted tensions between narrative and database as a 
design strategy. Social media platform designers strategically organise 
software in ways that will allow its users to use tactics to customise and 
change the platform; tactics become a design strategy.

Both Manovich’s conception of the digital database and some of the 
elements of Andrejevic’s work on infoglut can be usefully incorporated 
into a conception of glut as a software inscription strategy. If strategies for 
designing software are exercised by those in power to impose a proper 
order, then tactically using the adaptability and open-endedness of soft-
ware affordances entails working within the proper order for which the 
design is intended. This re-territorialisation of tactical agency into a set of 
inscriptions has important implications for power relations. If tactics 
such as individual customisation are part of the strategic architecture of 
software, then they are no longer a form of resistance or de-inscription 
but arguably are part and parcel of a disciplinary technology closer to 
Andrejevic’s conception of infoglut. Glut, when applied to software 
design, entails a strategy that figures an individual actor who searches, 
sorts, and manages a dis-ordered order in the (potentially futile) hopes of 
finding meaning and value. In other words, it generates a disciplinary 
figure that, upon first reading, seems anathema to a creative figure. 
However, in the next two sections, I will show how the creativity disposi-
tif is reproduced through glut in the Adobe Photoshop software tool.

 Adobe Photoshop’s command glut

During the late 1980s and early 1990s, as personal computers and digital 
imaging software became more popular, cultural practitioners were appre-
hensive about the changing role of the digital image and also about how 
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to figure digital image creation: how to ensure that humans are the ones mak-
ing ‘judgments and choices’ (Mitchell, 1992, p.  76). During this same 
period, new commercial, consumer-oriented software tools began to 
emerge as the future de facto standards of digital imaging workflows. Since 
then, these same software tools have become essential for ‘daily produc-
tion of typography, symbols, images, and information systems’ (Lupton, 
2007, p.  149). Few of these tools are as ubiquitous today as Adobe 
Photoshop. It has been a mainstay of digital image production workflows in 
numerous fields of cultural production for more than 25 years.

Photoshop is digital image editing software that packages together 
thousands of individual commands nested in tool bars and dropdown 
menus. Its designers originally intended Photoshop ‘to be a very powerful 
and easy-to-use tool for everyone from naïve users to the top of the high 
end’ (John Knoll in Poole, 1991, p. 146; see also Lesage, 2016, p. 224). 
The number of commands it affords has grown extensively since it was 
first licensed by Adobe in 1990. It was relatively easy to increase the com-
plexity and sophistication of the software over the years because of the 
continuing decrease in hardware costs for storing and running digital 
information, the software’s object-oriented architecture, and because it 
was profitable for Adobe to sell new versions of the software as individual 
and institutional licences. However, as I argued above, glut as a software 
inscription strategy is not about increasing quantity so much as it is about 
creating a ‘dis-ordered order’. My goal here is not to ascertain the reason 
for Photoshop’s commercial success but to show how glut is used as an 
inscription strategy to design the application in ways that figure creativ-
ity. If, as argued above, creativity is modelled in part on the ‘unpredict-
able pathway’, then glut is a powerful strategy for (dis)ordering cultural 
production into ‘being creative’ with Photoshop.

As a starting point for my analysis, I draw from Manovich’s (2013, 
p.  125) attempt to develop a typology for systematically analysing its 
features and commands. Manovich’s formal analysis of its commands 
focuses on one subset of digital imaging effects, called ‘filters’. One of the 
formal differentiations he initially uses to devise his typology is based on 
whether individual filters are a simulation of an older medium or whether 
each represents a new medium itself (p. 129). But Manovich soon aban-
dons this distinction because it does not capture the different meanings 
of fabrication. Unlike Photoshop filters, older media provide clues about 
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how they work: ‘the possibilities of each tool and material were driven by 
what was meaningful to a particular human sense. A paintbrush could 
create brushstrokes that had colour, thickness, and shape—properties 
directly speaking to human vision and touch’ (p. 133).

For Manovich, the phenomenological points of reference of earlier 
media are no longer available in individual Photoshop commands unless 
they are each encoded with information about their effects. Building on 
Manovich’s work, I would argue that we must extend our analysis from 
individual commands to how multiple commands combine to enable 
and constrain creative figurations. To illustrate how this might work,  
I will examine a different aspect of Photoshop’s design and use: colour 
correction and management.

As mentioned, Photoshop was designed to afford as broad a range of 
commands for altering digital images as possible. One of Photoshop’s key 
features is therefore that it includes commands that are appropriate for dif-
ferent groups of cultural practitioners: photographers, graphic designers, 
web designers, prepress specialists, 3D designers, 2D animators, and so on. 
This is not to claim that Photoshop is superior to other media software for 
any or all of these disciplines, but that its extensive suite of discrete com-
mands are relevant for some or all of these disciplines. An example of how 
this wider range of different commands works for various practitioners is 
how Photoshop affords ‘colour correction and management’.

When creating a new document on Photoshop, the software offers the 
creator a number of choices to determine some key aspects of the docu-
ment’s size and format, including a dropdown menu to determine its 
‘colour mode’. The creator can choose between modes such as bitmap 
colour, greyscale, RGB colour, CMYK colour, and lab colour, as well as 
additional ‘advanced’ options related to the document’s colour settings 
(the exact number of options will vary, depending on what profiles have 
been downloaded to the computer in use). Once the document is open, 
the application affords many different commands for altering the image’s 
colour mode or altering specific aspects of the image’s hue, contrast, 
brightness, and so on—also known as colour correction—in different 
dropdown menus, toolbars, and windows. These various commands are 
available to all users without the contextual phenomenological cues dis-
cussed by Manovich above. A casual Photoshop user is unlikely to con-
sider most, if not all, of these commands, and is free to simply accept the 
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application’s generic ‘pre-sets’ when creating and editing an image. It is 
entirely possible to create and share images with Photoshop in ways that 
leave colour correction and management up to the software. However, 
specific settings and commands will have implications for specific work-
flows such as photography, web design, and prepress or video colour cor-
rection. For example, a graphic designer may want to ensure that an 
image’s colours will be printed in a particular way with a specific printer, 
or a web designer may want to ensure that an image is displayed in a 
particular way on a screen by a web browser.

The ability to identify and properly apply commands related to colour 
correction and management has become one of the indices of a creator’s 
skill and professionalism with Photoshop. In 23 in-depth interviews con-
ducted with Photoshop users between 2012 and 2014 (see Lesage, 2015), 
half of the respondents referred to the proper management and/or correc-
tion of colour as important markers of an individual’s talent and/or 
expertise, and its absence as a sure sign of unprofessionalism. However, 
Photoshop affords the opportunity to achieve similar (if not identical) 
types of colour effects through very different combinations of commands. 
For example:

[41:50] … a lot of people use Photoshop and they might know ‘levels’ [a 
set of commands for colour correction]. A lot of people use auto-levels and 
they don’t really know how to read a histogram [that accompanies the levels 
commands]. That’s another thing, to be comfortable to read a histogram 
and know what those peaks of colours mean and to understand where 
you’re clipping it is gonna affect your lights and your shadows. [Steve, pho-
tographer working in Vancouver, interviewed in June 2012]

In this case, the photographer being interviewed distinguishes and pri-
oritises a particular feature (histograms for visualising colour intensity) 
that is included as part of a set of commands for colour correction (levels). 
But when asked to elaborate in the same interview on how he would 
teach these techniques to others:

[44:11] It doesn’t mean that it’s the right way or the only way. It’s the way 
that works for me but there’s 18 different ways to end up with the same 
results and you need to know what’s gonna work best for you. [Steve]
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Steve relates a typical account from many of the interviews: that each 
individual should find their own pathway through the glut of Photoshop 
commands (Lesage, 2015, p. 103). By providing access to sets of com-
mands with few cues for how to order them through practice, Photoshop 
figures creativity as individually searching, sorting, and managing large 
swaths of extraneous commands. A common statement in the Photoshop 
literature and among those I interviewed is that people only use a certain 
‘percentage’ (10%, 25%) of the commands available. I use the term 
‘Photoshop ratio’ to refer to the vast difference between the total number 
of commands available in Photoshop and the number of commands an 
individual actually uses or knows (Lesage, 2015, p. 100). An individual’s 
ability to define and apply his or her own Photoshop ratio stands as a sign 
of creativity and experience.

Matthew Fuller (2003, p. 143) suggests that one can glean the ‘forces 
and drives’ that shape how software is designed by studying how deeply 
some commands and features are nested within toolbars and menus: ‘To 
many users it is likely that [an] option should be so far down a choice tree 
that it drops off completely’. Glut turns this depth into a disciplinary 
technology, placing onus on the individual to sort through and separate 
the frivolous and unrelated from the valuable. What emerges in this anal-
ysis of Adobe Photoshop’s design is a creative figuration based on search-
ing, sorting, and managing commands; the pathway through its command 
glut simultaneously enables and constrains the exercise of human 
 judgement and choices while aligning itself with the individualised 
‘unpredictable path’ espoused by the creativity dispositif.

In the example above, meaning is not only undermined at the level of 
individual commands, but the individualised dis-ordered path through 
combinations of commands also undermines the ability to generate col-
lective meaning through shared practice: Steve’s way works for him, but 
he does not believe his approach is necessarily of value to anyone else. 
But a complete picture of how Photoshop’s command glut is inscribed 
as part of the creativity dispositif requires more than attention to the 
application’s design and use. Steve’s approach to using Photoshop is not 
determined by its design. One of the ways that this dis-ordered entan-
glement is reinforced is through Photoshop’s marketisation as a con-
sumer product. There have been 13 major versions of Photoshop 
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between 1990 and 2013, not including spinoffs and minor upgrades. 
This ‘versioning’ approach is consistent with a broader ‘upgrade culture’ 
(Dovey & Kennedy, 2006, pp. 52–53), in which cultural production 
and consumption are subjected to the perpetual threat of technological 
obsolescence. The constant churn increases the likelihood that the order 
of commands that one is familiar with has changed and so compels the 
practitioner to try to keep up with the pace of change as both a con-
sumer and a creative practitioner. As each new version arrives on the 
market, individuals are faced with questions of if and how to re-engage 
the same process of searching and sorting to re-learn the application. 
Adobe’s shift in 2013 to a software-as-a-service model (called the 
Creative Cloud) refined its alignment with upgrade culture even further 
by providing updates directly through an online subscription service. I 
have now established two ways in which a dis-ordered order is created 
with Photoshop: its technical design and its marketisation as a consumer 
product. A third way in which glut is used to entangle software and 
cultural practitioners through the creativity dispositif requires that we 
return to McRobbie’s concern with pedagogy.

 Lynda.com as just-in-time learning platform

One of the emerging trends in pedagogical technology is ‘just-in-time’ 
education (Selingo, 2014): the possibility of learning a specific skill when 
it is called for without having to commit the time or money required by 
more traditional forms of education. These digital platforms promise to 
give their clients personal access to a limitless selection of up-to-date 
information about countless subjects in a format that fits their schedules. 
Just-in-time can be characterised as a trend that subscribes to a discourse 
of self-service—empowering students and giving them greater control 
over their education through digital infrastructure. This discourse has 
increasingly gained currency within institutions of higher learning 
(Pollock, 2003). Just-in-time learning platforms are able to mimic and 
replicate the individualisation and self-responsibilisation required of the 
creativity dispositif as defined by McRobbie (2016).
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Pedagogy seems like the perfect way to bring meaningful order to 
Photoshop’s command glut. Before the development of proper documen-
tation and its own certification programme, Adobe provided little in 
terms of instructional documentation to accompany early versions of the 
software (McClelland, 1993, p.  1). Thousands of third-party product 
reviews, promotional materials, software demonstration videos, and 
training manuals have been published to fill that void and continue to 
supplement the newer Adobe material. With so many different and com-
peting sources of training, it is difficult to clearly distinguish what consti-
tutes formal from informal learning. Learning Photoshop represents a 
particularly complex entanglement between the creativity dispositif and 
the technological society. At this same intersection are other emerging 
for-profit media and technology firms that present transformative tech-
nologies as the solution to an under-resourced public education sector 
that finds it difficult to develop curriculum for Photoshop (Sefton-Green, 
1999, p. 142). Education institutions are undeniably also dealing with 
the challenges presented by upgrade culture.

One just-in-time learning platform for Photoshop is Lynda.com, one 
of the longest-running providers of just-in-time learning materials for 
cultural practitioners. Established in 1995, it found initial success in 
 providing web-design training material such as classroom training, books, 
and instructional videos by mail, before turning to digital platforms for 
the delivery of its training services. By 2013, Lynda could claim two 
million members and more than US $100 million in revenue the previ-
ous year, while adding 400 new courses per year (Roush, 2013). LinkedIn 
acquired the platform in 2015 for US $1.5 billion (LinkedIn, 2015). In 
2002, it started selling subscription services to all of its videos online. 
Through its design, Lynda mediates Photoshop’s glut as part of the figura-
tion of creativity. However, as will be made clear in the following analysis, 
how it re-inscribes Photoshop as something to be learned does not neces-
sarily mitigate the glut’s dis-ordered order but instead reproduces upgrade 
culture and the personal pathway through Photoshop commands. To 
show this, I will provide a basic overview of the platform’s architecture, 
followed by a more detailed examination of its section dedicated to 
 learning Photoshop.
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Lynda’s online platform is conceived as a data repository for instruc-
tional videos. By creating an account with the platform, each client is 
offered the opportunity to tailor a custom learning programme out of the 
repository. At the time of writing, it offered 226 categories of courses 
listed on its main subject webpage (Lynda.com, 2014b), ranging from 
‘2D Drawing’ to ‘Writing’, from ‘Business Intelligence’ to ‘Creativity’. 
Within these categories are listed a total of nearly 20,000 different courses, 
with each course containing its own series of individual video clips of vari-
ous length ranging from approximately 1 minute to more than 10 minutes. 
Lynda refers to its entire repository of videos as an ‘online training library’. 
This database structure is one of the ways in which Lynda.com replicates 
the just-in-time self-service discourse. As Lynda Weinman, one of Lynda’s 
founders, explains, ‘It’s not about what grade you’re in, it’s not about cer-
tification, […] It’s really about needing knowledge and having a resource 
that will give you that knowledge exactly the way you need it, wherever, 
whenever, on any device.’ (Quoted in Roush, 2013)

Lynda’s own course, ‘How to use Lynda.com’, (2014a) explains how 
the platform was designed to be used, including demonstrations of how 
to individually search and sort through the videos. The instructor takes 
the viewer through a search on the platform with advice such as:

[1:11] ‘So, currently I have 59 results for CSS, and if I switch over to 
Videos in the filtered by section, now we have over 1600 results for videos. 
That’s a pretty large list. So, you can further narrow down the list of videos 
by selecting the filter terms under these headings on the left, of Skill Level, 
Subject, Software, Version, Company, Author, and more options for closed 
captioning.’

The student is encouraged to filter the ever-expanding repository of 
videos through category lists, using additional keywords according to 
personal interests and desires. The platform also provides numerous tools 
to help track and monitor progress. There exists a growing body of schol-
arly literature, particularly around YouTube and similar types of video 
data repositories (see Gehl, 2009 for an excellent example) that develop 
the idea of curating as a practice for working with these platforms. 
But the term ‘curating’ may be problematic in Lynda’s case, because it 
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suggests a level of personal control over the data. The videos are labelled 
within an ordered set of categories but in a way that provides little in 
terms of re- editing or collective sharing of remixes. Lynda’s designers 
likely have determined an underpinning order for the library, but this 
order is not revealed to the client, affording instead a categorical order 
that is contingent on the individual’s personal learning path.

Photoshop is not one of the 226 subject categories, but a sub-topic. 
Although a detailed examination of how Lynda classifies Photoshop is 
beyond the scope of this chapter, it is instructive to consider how some of 
the basic elements of the Lynda site mediate it as an object of learning. 
The main header for Lynda’s Photoshop Tutorials and Courses page 
invites the learner to:

Watch our expert-taught Photoshop tutorials and learn image editing, 
retouching, and color correcting for all skill levels. Find out how to use 
Photoshop shapes and layers, how to retouch photos, and more. (Lynda.
com, 2016)

The Photoshop topic is subdivided into: ‘Photoshop Version’, ‘Subject’, 
‘Author’, and ‘Photoshop Skill Level’. These subcategories connect to other 
categories beyond Photoshop—for example, it connects to subject catego-
ries like graphic design, web design, and photography. From 1 September 
2015 to 6 September 2016, the material labelled Photoshop grew from 415 
Photoshop courses (made up of a total of 20,809 videos by 70 different 
authors) to 458 courses (with 22,299 videos by 74 authors). Estimating 
that the average length of time for each video is 5 minutes, this archive 
grew from approximately 1734  hours of Photoshop-related material to 
1858 hours. Some videos were taken down and others updated during this 
period, but the total amount continued to climb steadily. Just as with 
Photoshop commands, it is highly unlikely that all of these videos are 
relevant to any one individual. Lynda is designed to be too much informa-
tion, requiring the user to search, sort, and manage according to personal 
preferences. It represents a classificatory order based on glut through which 
the learner is invited to advance and develop an ‘unpredictable pathway’.

In line with Photoshop’s numerous features and continuous upgrades, 
Lynda’s video instructions are continuously edited and updated. Instead of 
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prescribing a limited and clearly defined curriculum, Lynda meets glut 
with glut. It offers an abundance of video instructions that can be navi-
gated as a personalised self-serve learning path and thereby inscribes a 
figure of the Photoshop student searching, sorting, and managing glut.

 Conclusion: Beyond searching, sorting, 
and managing to ‘be creative’

Any understanding of the new normal for contemporary cultural work, I 
have argued, requires attending to the ways in which the creativity dispositif 
is inextricably intertwined with the imaginaries and inscriptions of the tech-
nological society. This analysis of Photoshop may lead the reader to think 
that I am arguing that people who use Photoshop are doomed learners—a 
group of exhausted, pathological digital foragers forced to try to keep up 
with its perpetually growing trove of commands. This is not the case. What 
I set out to analyse here is how media software like Photoshop is designed, 
sold, and taught using the inscription strategy of glut and how this strategy 
is the product of the unpredictable pathways prescribed by the creativity 
dispositif. Although the inscription strategies for ordered dis-order described 
here do represent a powerful means through which the creativity dispositif 
is reproduced, it in no way prevents alternatives and tactics of resistance. 
Although the case study described in this chapter presents Lynda as a 
platform that perpetuates glut, other media platforms have provided 
opportunities for creating meaningful exchanges and debate about cre-
ative practice with Photoshop (Lesage, 2016). The pursuit of a vigorous 
critique of what it means to be creative today is only possible if we iden-
tify and nurture techno-social arrangements that help us resist and replace 
inscription strategies such as glut.
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