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Preface 
 

Not quite satisfied with what I had reached so far in my Business studies, I decided to try my 

luck in Musicology since music was and is my passion. I found what I was looking for there 

and arrived at the final test of those studies as well; the thesis. 

 

The result was that I had two theses waiting to be done to eventually graduate in both 

Business and Musicology. In the hope of being efficient, I started looking for a subject in 

which I would be able to combine the two disciplines.    

Although I did not expect multiple possible subjects, there were more than I could think of. 

After all, business is everywhere and also in music. An interesting case to me was Dutch 

improvised music. This typical Dutch music acquired quite some fame internationally, which 

surprised me actually. But it also made me curious; how did these improvising musicians 

achieve this while their music was quite innovative and, for many people, strange?  

  

So I found my subject, but I also needed two supervisors. Luckily I found two professors who 

were quite interested in disciplines other than their own. Iván Orosa Paleo and Emile 

Wennekes managed to guide me through the combination of these two fields of study. Having 

to produce a thesis for two supervisors from different disciplines encouraged me in trying to 

explain everything as clear as possible. Thank you both.  

 

Although I often did not want to talk about my thesis, some people forced me to talk about it. 

Because of this, I never distanced myself from it and that is a good thing. These people are 

my family, friends and colleagues asking every day when I was to turn in my thesis. Thank 

you for the friendly pressure. 

 

Leaves me now to wish the readers a pleasant reading.   

 

 

Fleur van den Breemer       Amsterdam 2007 
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Introduction  

 
“A big reason I’ve stayed in Holland for so many years was the community feeling which 

produced the Bimhuis, and the SJIN and its affiliates around the country: the fact that a few 

guys could create a viable market and performance spaces for creative improvised music 

where nothing like it had existed before…”1 

Reading this statement made by American jazz musician Burton Greene for the benefit of a 

book celebrating 25 years of Bimhuis, made me wonder how this happened. How did these 

guys succeed in creating a viable market for improvised music in a musically not so open 

entourage?  

 

In the 60's and 70's of the twentieth century, Dutch improvised music was quite deviant from 

the jazz music that was common in those days. The musicians used different instruments like 

a violin or African percussion instruments, thereby creating different sounds. But they also let 

go of the traditional melodic and harmonic structures, while composing when they were on 

stage. Performing is the right word here, since they actually used some elements from theatre 

and performing arts. The new genre formed a schism in the established order of the Dutch 

jazz scene. But how did this happen exactly?  

It is rather interesting to take a look at the processes that lie at the bottom of the rise of this 

musical genre. By doing that, we can extend our analytical understanding of value 

determination in the case of radical innovations in cultural industries. Both from an artistic 

point of view and from an economic point of view this seems interesting. The economic 

processes that surround an artistic innovation will become clear. But the use of this analysis 

also clearly displays the disruptive potential of such radical innovations as improvised music. 

The effect of such innovations on artistic fields can be quite sizeable since they are aimed at 

attaining value and in their struggle cause big changes.  

 

In creative industries as well as in other industries, there is a mechanism of competitive 

processes and selectors that allow an innovation to be valued, thereby acknowledged and go 

further in the process of institutionalisation towards a field. The field and its dynamics are one 

level of analysis, the organisations and institutions within that field are another level of 

analysis when looking at this process of valuation and institutionalisation.    

                                                 
1 K. Whitehead; Bimhuis 25; Stories of twenty five years at the Bimhuis (1999), p. 9 
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The starting point in thinking about value determination will be that value can only be 

externally attributed to a work of art. The external attribution of value can be analysed by 

means of looking at the artist as a producer of art works in a social network.  

All the actors involved thus attribute something to this “production of meanings” which is the 

process of culture.2 Apart from their attribution to value, these actors also attribute to the 

institutionalisation of the genre as a field. These two processes are difficult to place in time 

with regards to chronology, but it is certain that the valuation attributes to the possibility of 

institutionalisation.  

The processes of valuation and institutionalisation will be dealt with and to this end, I will 

analyse the important aspects in the process of value determination and the eventual 

institutionalisation.  

 

The first aspect is the innovation around which everything revolves. Behind an innovation one 

can find a complex system of factors that made the innovation valuable and thus able to be 

successful. This goes for all sorts of industries which are to be looked upon from the same 

competitive motives but at the same time from different points of view. Creative industries 

however are not that easy to dissect. Cultural products tend to be problematic as far as 

valuation is concerned since they experience quite some subjectivism in the judgements made 

by different groups of actors. In other industries there seem to be more objective aspects of 

value, like for example the functioning of an electric machine. Music, for example, can not be 

judged based on its functionality, since it is mostly  not created on the basis of needs. 

Therefore innovations in creative industries seem interesting for the purpose of analysing, 

since those are often surrounded with notions of vagueness and invulnerability of the artists 

and their art works. 

The pioneers of Dutch improvised music introduced a type of music to a certain extent 

deviating from the genre of traditional jazz. All types of actors had to understand this new 

type of music to be able to evaluate it. Such evaluation would permit their diffusion in an 

existing field.  

 

However, when an innovation lacks understanding and legitimacy, it will not even be 

evaluated. The second aspect important in the process of value determination is this 

legitimacy just mentioned.  

                                                 
2 M. Barrett, P. Corrigan, A. Kuhn and J. Wolff: Ideology and cultural production, 1979, p.11   
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Legitimacy seems necessary for the innovation to be recognised as such and valued 

accordingly. The Dutch pioneers in improvised music bumped into the problem of lacking 

legitimacy. Since they wanted their new style of music to be valued, they were looking for a 

more favourable environment in which their cultural product would be recognised as being 

valuable.     

When actors start looking for a more favourable environment and act accordingly, they may 

have an effect of change on the selection system of that field. The concept of selection 

systems will be used as a third aspect in the process of valuation and institutionalisation. In 

previous research done by N.M. Wijnberg and G. Gemser, the selection system of the 

nineteenth century French pictorial art field was caused to change by the French 

Impressionists. Their search for a more favourable environment, to get their works of art 

valued and recognised, caused a change in the selection system.3 Such a change is to be seen 

as inevitable when on the search for a more favourable environment for an innovation.   

The Dutch improvisers were also on the search for more receptive realms for their musical 

innovation. A lack of evaluation regarding legitimacy was the cause of it. In their search they 

caused a change in the existing selection system of jazz music and the creation of a new field. 

They were looking for ways to get their innovation valued, which eventually would lead to 

the establishment as a genre. How they exactly managed to do that will become clear 

throughout this research. 

 

 To begin with, the methodology used in this research will be elucidated, followed by the 

theoretical framework. The first chapter will be used to sketch briefly the history of jazz in 

The Netherlands although aimed especially at the roots of improvised music. The second 

chapter will be dedicated to the innovation of improvised music which will be followed by a 

chapter on art worlds, fields and change. The fourth chapter will be dedicated to selection 

systems and value. In this chapter the assumed importance of a suitable selection system to 

attain value for artworks will be made clear. The institutional environment and the 

institutionalisation will be the subject of analysis in the fifth chapter.   

All of this results in a reconstruction of the process of institutionalisation of Dutch improvised 

music as a field. To round off this research, the process of institutionalisation will be shortly 

recapitulated and concluded about, followed by some possible generalisations and 

recommendations for further research. 

                                                 
3 N.M. Wijnberg en G. Gemser: “Adding Value to Innovation: Impressionism and the Tranformation of the 
Selection System in Visual Arts.”in Organisation Science (2000) 
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Methodology 

 
The aim of this research is to create an understanding of the institutionalisation process of 

Dutch improvised music as a field. The questions that will be used to come to the 

understanding of this process will be addressed below.  

 
Research question 

 

The research question with which this will be approached is the following: 

“How did the pioneers in Dutch improvised music succeed in having their innovation 

recognised and valued?” 

 

Sub questions important to the question above:  

-What is the history of jazz in The Netherlands?   Context 

-What is improvised music?      Content 

-Did improvised music fit in a field?    Processes   

-How did the innovation attain value?    Processes 

-How did the pioneers of Dutch improvised music   

make valuation possible?      Processes 

 

With help of these questions, the answer to the research question will be found. 

Because of the broadness of the subject, some delimitations and definitions seem to be in 

place here. It seems important to have a clear image of what institutionalisation exactly 

means, since that will define the boundaries of this research. According to Zijderveld, 

“institutionalisation can be described as the fundamental-anthropological process, in which 

individual human acts are objectified to fixed, more or less normative patterns of acting that 

can continue to exist as collective forms, independent of acting individuals, and as such on the 

one side forcing the individual being to execute certain actions in certain ways, and on the 

other side however providing him or her with the social stability and certainty indispensable 

to his or her acts.”4  

                                                 
4 Translated from Dutch: A.C. Zijderveld; Institutionalisering; een studie over het methodologisch dilemma der 
sociale wetenschappen (1974), p. 29 & 30 
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From this we can conclude that institutionalisation is not an occurrence that happens 

overnight. As the same scholar mentions as well: “Institutionalisation never happens uno 

momento, but develops in time. It is a process, in which actions are objectified in course of 

time to acting patterns that come to lie outside the person.”5   

From the same definition we can conclude that institutionalisation is only possible when 

collectivity is possible. Therefore the focus in this research will be more on the actors as a 

group than on actors as individuals.   

Resulting from this, institutionalisation in this research is to be understood as the period, or 

for that matter process, that led to the manifestation of Dutch improvised music as an 

independent, self-supporting field with economic activities and accompanying institutes. The 

works of art are to be recognised as such because of the collective recognition of that artwork 

as valuable according to a set of criteria as existing or created anew. The process of reaching 

institutionalisation will be analysed in this research for the purpose of understanding the 

mechanisms that are at work in the development of a field.  

   

Since Amsterdam is mentioned in a large part of the literature on jazz in The Netherlands (a/o. 

Jazz; Improvisatie en organisatie van een groeiende meerderheid, Jazz & Geïmproviseerde 

muziek in Nederland, BIMhuis 25) as the city with the key-position in the development of 

Dutch improvised music, this research will concentrate specifically on Amsterdam.  

Resulting from this is a partly disregarding of other places and people that were of importance 

in the innovation of improvised music in The Netherlands other than in or from Amsterdam.   

Having more clarity on the boundaries of the research, it is of importance to make clear that 

this research will be solely theoretical.  

 

Following Bourdieu it seems valuable to submit this genre to a sociological analysis and, to 

some extent, attain objectivity of the subjective. By doing this, the existence of a field 

surrounding a musical genre and its actors is recognised thereby letting go of the romantic 

notion of the artist as a genius. The irrational element in works of art enhanced this romantic 

idea. The idea of the artist as a genius dates from the Hellenistic time when there was a belief 

in the artist having an inborn talent.6  

 

                                                 
5 ibid. 
6 R. Wittkower: "Genius: individualism in art and artists" in http://etext.virginia.edu (dates of consult of internet 
pages are to be found in the References)    
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Throughout the general history of art, this idea of individuality fluctuated, but reached one of 

its peaks during Romanticism. According to Wittkower, "Romanticism with its “egomania” 

brought about a most serious change in the personality of artists."7 This untrammelled 

individualism had a widespread influence on artists, their pieces of art and its receivers. This 

probably marked the analysis of art works, reasoning from within the artwork. This would 

mean that the artwork would already have value without having external actors deciding on 

that. It is thus attributed an intrinsic value, letting formalism do the rest of the analysis.   

In her work about the need to put works of art in a sociological perspective, sociologist Janet 

Wolff concludes the same regarding this matter. She argues for replacing the traditional 

notion of the artist as genius/creator with one of the artist as producer, thereby recognising the 

nature of artistic work as located production.8 

Two arguments are brought up regarding this matter, one being that an overemphasis on the 

individual artist as unique creator of a work is misleading, because it writes out of the account  

of the numerous other people involved in the production of any work, and also draws 

attention away from the various social constituting and determining processes involved.  

Sociologist Vera Zolberg is of the same opinion, stating that “The arts are social constructs 

rather than fixed entities.”9 The use of these theories seeign arts as social construct is of such 

importance because only then does the embeddedness of the artist in social and political 

processes, institutions and the historical influences become clear. Resulting from this, the 

artist will be seen in this research as a producer of cultural products.  

More and more scholars have come to this kind of analysis regarding aspects of creative 

industries, like for example Howard Becker, who underscribes the importance of using the 

term Art World in a conscious way. His basic assumption is to be more concerned with 

patterns of co-operation among the people who make the works than with the art works 

themselves or with those conventionally defined as their creators. This starting point is of 

importance in this research since it is the total art world with all of its co-operations that 

played a considerable role in the institutionalisation of improvised music.  

Putting into practice a more sociological analysis of a specific artistic genre, might be an 

encouragement to do so in other cultural fields.  

                                                 
7 R.Wittkower: "Genius: individualism in art and artists" in http://etext.virginia.edu  
8 J. Wolff: The social production of art (1981), p.137 
9 V.L. Zolberg: Constructing a sociology of the arts (1990), p.165 
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Bourdieu accomplished a large part of the foundation of this movement, followed by scholars 

doing research on cultural production in specific fields.10  

Reasoning from this, the concept of the framework will be that cultural production is to be 

seen in the light of a field in which it is created. By starting from this principle, a sociological 

element is introduced in this research. A sociological approach will be used to clarify the 

context of the cultural production, but some of the processes as well. After all, sociology is 

the study of society and human social interaction. Applying this to art means studying the 

practices and institutions of artistic production. 

This, however, will not be the only approach. A cultural field and its actors will be seen as a 

complex in which a strategic struggle for success takes place. An organisational perspective 

will be applied to get a grip on the mechanisms at work in the competition for different types 

of success in a cultural field. This approach will be of help in analysing the processes in the 

field of the cultural production of the Dutch improvisers. 

Next to these two approaches, a third and last one will be necessary to attain an understanding 

of the content of the cultural product at stake in this research. In this case the cultural product 

is Dutch improvised music, which calls for a musicological perspective. Improvised music 

will be seen as an innovative cultural product seen within the context of a field. 

These three approaches and their accessory theories will be elucidated in the next chapter that 

deals with the theoretical framework. 

  

 

 

 

 

 

 

 

 

 

 

 

 

                                                 
10 see for example: P.Lopes (2000) and M. Santoro (2002) 
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Data 

 

Since this research is solely theoretical, sources of information exist entirely out of literature 

dealing with sociological, organisational and musicological issues. These sources will be used 

for the theoretical framework and the analysis of the data.  

The data that will be subjected to the analysis in order to answer the research question, will be 

data on the musical field and its actors, derived from interviews already published by Kevin 

Whitehead and Bas Andriessen.  

All these interviews deal with the Dutch jazz infrastructure of the sixties and seventies in 

terms of venues, the government, record companies and alliances between musicians. No use 

will be made of interviewing since the secondary data available on this specific subject is 

sufficient. Andriessen is Dutch and has thereby been able to easily interview the musicians.  

Kevin Whitehead however is an American and obtained all the information by moving around 

in the surroundings of Dutch improvised music for more than a year. Having availability of 

these sources already seems to eliminate one of the major problems of the social history of art, 

which is that we stand for the problem of reconstructing the field of social working forces. 

Since the interviews done by Whitehead and Andriessen are closer in time to the introduction 

of Dutch improvised music, their reconstruction is probably quite accurate. 

To be able to analyse the innovative aspect of the improvised music, musical recordings are 

used for illustration. Some of these recordings date from the early seventies, others are more 

recent. In my opinion they are all representative of the musical style.    
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Theoretical framework 

 
The goal of this research is to reach an understanding of the process of institutionalisation of 

Dutch improvised music as a field. In order to attain this, three perspectives will be combined 

to get a complete image of the process of the institutionalisation of Dutch improvised music. 

The first and most obvious one is the musicological approach by means of which the cultural 

product will be clarified. The second perspective is a sociological perspective that will be of 

use in explaining the context of the cultural production, but as well in some aspects of the 

processes of value attribution and legitimisation. The last perspective is an organisational one 

that will be used for analysing the processes with regard to the cultural production, both 

within the organisation and in the field in which the organisation is embedded.  

An organisational perspective might seem a bit odd regarding the cultural issue we are dealing 

with; nevertheless it will be of use here. Cultural industries in principle can be viewed as any 

other industry regarding economical activity, since organisational aspects like innovations and 

strategies are relevant in the struggle for success, monetary or not. Therefore an organisational 

point of view seems to be in place here.  

 

Strategy: Context, Content & Processes 

From the organisational and the sociological perspective, the actions of the pioneers of Dutch 

improvised music, in order to find a more favourable environment, can be seen as a strategy. 

Pierre Bourdieu’s ideas underscribe this by putting that:  

“The network of objective relations between positions subtends and orients the strategies 

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

improve their positions, strategies which depend for their force and form on the position each 

agent occupies in the power relations.”11 This definition is useful since it underscribes the 

importance of being aware of the dynamics within a field. 

These agents, from now on referred to as actors, implement their strategies in the struggle for 

success in a field so that they can defend or improve their position in it by attaining symbolic 

or economic capital. In this research, a cultural production process will be seen as quite 

similar to organisational processes since in both cases it is all about striving for a certain kind 

of success by means of a certain strategy.  

                                                 
11 P. Bourdieu: The Field of Cultural Production; essays on art and literature (1993), p.30  
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Reasoning accordingly enables us to apply an organisational perspective to this case and make 

use of a framework usually applied in business cases.  

The word strategy and its implementation as we find them in Bourdieu’s definition, may 

sound quite deliberate and from the point of view of the Dutch improvisers a bit too 

predisposed since, of course, it is their primary goal to just make music and find a place to do 

that. To get out from under the philosophy of consciousness without doing away from the 

actor, Bourdieu developed the concept of a habitus. 12 In short, habitus is a system of 

structures according to which actors handle but not with the intention to reach a specific goal.  

Looking at their actions like this, one can have an analytical perspective from the level of the 

field and from the level of the actors within it. A habitus does not vary that much from 

strategy, but mostly regarding the level of purpose in the actions. Nevertheless, for the sake of 

research habitus will be treated analytically as a strategic concept. This concept is of vital 

importance in this research since the organisational processes regarding the 

institutionalisation of Dutch improvised music as a field, can be explained through this. 

 

To get a grip on this habitus, a division will be made according to De Wit and Meyer.13 They 

provide a tool that makes a strategy more understandable by cutting it into logical pieces. In a 

strategy they recognise three proponents; Context, Content and Process. According to De Wit 

and Meyer, context is the set of circumstances under which both the strategy process and the 

strategy content are determined. These circumstances are the direct or indirect consequences 

of the actions of all the actors concerned in any professional world but in this case, in an art 

world. By analysing the context, the answer to the important question where would be found. 

This concurs with Becker's starting-point with regard to an art world; according to him it is of 

vital importance to acknowledge the total network of people whose co-operative activities 

together make the production of art works possible.14 The manner in which they do this can be 

understood when analysing the second proponent of a strategy, which are the processes. De 

Wit and Meyer refer to these processes as the manner in which the strategies come about. This 

concerns the how, who and when of strategy. The last part of a strategy is its content, which is 

concerned with the what of strategy. 

These three dimensions of strategy concur with the three perspective applied to this research.  

                                                 
12 P. Bourdieu: The Field of Cultural Production; essays on art and literature (1993), p.x 
13 B. De Wit and R. Meyer: Strategy; Process, Content and Context (1998), p.5 & 6  
14 H.S. Becker: Art Worlds (1982), p.25  
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The connections between these approaches and the three proponents of strategy seem to 

correspond one to one, however this is not that strict and ideal. Some of the approaches will 

be used for more than only one of the strategy proponents.   

Seperately, the three perspectives and the belonging concepts and theories will be enunciated 

below. 

 

Musicological approach  

The musicological approach will lead to the explanation of content related issues. The 

innovation introduced by the Dutch improvisers will musicologically be compared to the 

music genre from which they conventionally deviated. Looking at it from this perspective, the 

innovativeness of these pioneers will clearly be illustrated. 

The legitimacy of an artwork will be discussed from a musicological point of view as well. 

The musical conventions, and the artworks stemming from it, and recognition of these as 

legitimate ones is important as a factor herein. The innovation of the Dutch improvising 

musicians stayed more or less the same during the years after the introduction, the manner of 

occupying the social landscape however changed. A theory of reception can be used to locate 

and describe these changes. The process of institutionalisation will be linked to the reception 

of the musical innovation by different groups of people.       

  

Sociological perspective 

 

The sociological perspective will be used to clarify the context of cultural production, but 

some of the processes as well. After all, sociology is the study of society and human social 

interaction. Applying this to art means studying the practices and institutions of artistic 

production. A fundamental theory for this research is that of Bourdieu, which deals with the 

notion of a field as a context of cultural production. By means of this notion of a cultural 

field, an analytical model will be used to get an objective grip on a subjective matter like 

cultural production. Both extremes are of equal importance in such an analysis since, as 

Bourdieu puts it “subjectivism alone fails to grasp the social ground that shapes 

consciousness, while objectivism does just the opposite, failing to recognise that social reality 

is to some extent shaped by the conceptions and representations that individuals make of the 

social world.”15  

                                                 
15 P. Bourdieu: The Field of Cultural Production; essays on art and literature (1993), p. 4 
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By using the concept of a field, the presence of social working forces in cultural production is 

acknowledged. The work of art should, like Bourdieu mentions, be understood as a 

manifestation of the field as a whole with all its powers and structures.16  

The theory of the scholar Becker on this subject concurs with that of Bourdieu since Becker 

mentions the existence of art worlds, by means of which he as well understates the importance 

of taking into consideration the whole context of a cultural product.17  

The ideas of Becker therefore will be of use as well.  

The notion of a cultural product created by an artist, will be used in this research, since this 

makes the work of art a result of cultural producing in a social network instead of being an 

artwork with intrinsic value because of the genius behind it. The thoughts of sociologist Janet 

Wolff regarding this matter will be of use here for the analysis of context, processes and 

content related issues.18 

Another important concept is the positions the actors take in the field. These constitute the 

dynamics within a field and can be seen as context, but because of structural change within a 

field they are a part of the processes as well.   

According to Bourdieu, our task is to construct the space of positions and the space of 

position-takings in which they are expressed.19 And this is possible by looking at the specific 

field as a complex system of social working forces. The concept of a field and its dynamics 

are one level of analysis, in which the relations among the different actors can be 

distinguished.  

Changes within such a field will be analysed as well, using Bourdieu’s theory on the field of 

cultural production and the field of power. Also of use with regard to the analysis of change in 

a field c.q. art world are the ideas of Becker on the subject of change. The bigger picture that 

can be distinguished here is the concept of the established and the outsiders as defined by 

sociologists Elias and Scotson.20 Their theory will actually be used to explain the aberrant 

behaviour the Dutch improvising musicians as the outsiders in this case of innovation and 

change in art worlds and will determine what kind of actors these musicians really were.  

 

                                                 
16 ibid., p.37 
17 H.S. Becker: Art Worlds ( 1982) 
18 J. Wolff: The social production of art (1981) 
19 P. Bourdieu: The Field of Cultural Production: essays on Art and Literature (1993), p.30 
20 N. Elias and J.L. Scotson: The established and the outsiders: A Social Enquiry into Community Problems 
(1965) 
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How the musical innovation hereupon eventually is to be acknowledged and valued can be 

looked at both from the sociological perspective and the organisational perspective, which is 

the last approach.  

The institutionalisation of the innovation as a genre is the last important concept of the 

sociological approach. Institutions are important instruments in the search for a more 

favourable environment to develop new sets of conventions being principles of behaviour and 

new practices. Berger and Luckman make this clear in their theory on institutions.  

The legitimacy that is necessary in order for the innovators to attain value with their 

innovation and the belonging institutions, will be discussed by using a theory on legitimacy 

by Berger and Luckman as well but also by Johnson and her fellow scholars.  

 

Organisational perspective 

 

The organisational approach will be applied in order to analyse the processes of the strategy.  

The struggle for success is the similarity of different industries and allows for the use of an 

organisational approach in the case of cultural industries as well.  

The competitiveness of the actors in this research will be seen only as between them and other 

genres. The competitiveness between the improvised musicians will not be looked at since 

that was not their first goal. Their main goal actually was making their own kind of music and 

doing that together. Therefore, these actors will be seen as an organisation an sich.  

The point of view of competition as a group and not within a group will be used during this 

whole research. Their behaviour as a group, or for that matter organisation, is the other level 

of analysis.  

The innovation was what made them struggle for success as a group. They wanted to see their 

innovation recognised as being valuable. A theory on innovation by Wijnberg will be used to 

analyse the degree of innovativeness since that aspect has a causal relationship with the 

change in characteristics of the field. The characteristics of the field for the larger part are 

determined by the selection system. A theory that will explain the processes of selecting is 

one by Nachoem Wijnberg and Gerda Gemser. In their research on the French impressionists, 

they introduced this organisational theory in order for them to analyse how these painters 

achieved success and institutionalisation by means of changing the selection system.21  

                                                 
21 N. Wijnberg and G. Gemser: “Adding Value to Innovation: Impressionism and the Transformation of the 
Selection System in Visual Arts.” In Organisation Science (2000), p. 323 
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The idea of selectors and selected implies the idea of a field with different actors the same 

way Bourdieu and Becker looked at cultural productions in a field and thus can be connected 

easily and used to complement each other. This will be used to clarify and explain how 

improvised music as a field reached value attribution, thereby attaining a collective belief in 

the legitimacy of their works of art. Applying such an organisational theory on a cultural 

production concurs with the idea of external value attribution in a social artistic network.            

 

This theoretical framework combines three approaches necessary to analyse the process of 

institutionalisation of Dutch improvised music as a field. Looking at a cultural production as a 

three-dimensional strategy actually calls for a multidisciplinary approach. The approach 

applied in this research could be seen as an example of how different perspectives can and 

need to be combined in order to fully understand cultural productions in fields.  

In the process of understanding with the help of these three perspectives, two levels of 

analysis are used. One will be the level of a field; an analytical concept in which the dynamics 

between the relationships of the different actors will be looked at. The other level of analysis 

will be the different actors themselves and their behaviour as organisations within an 

analytical field.    
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Chapter 1 History of Jazz in the Netherlands 
 

1.1 Jazz in the Netherlands 

 

The improvised music scene in Holland was described by American jazz critic Kevin 

Whitehead, who is specialised in improvised music in the Netherlands, as a scene where 

humour counts more for dead seriousness; where the boundaries between music and theatre 

blur; where a unique blend of cultural influences, from Surinamese to South-African find their 

way into the mix; and where pranksters Charles Ives and Thelonious Monk are major 

influences, along with the minimalism of Terry Riley and Holland’s Louis Andriessen.22  

 

The first introduction of jazz in our country in the 1920’s raised some dust. Because of the 

somewhat promiscuous charcter of jazz, the Dutch government started forbidding these 

musical entertainment forms. Nevertheless, the new musical form succeeded in gaining 

territory. There is a considerable history in-between the state of jazz then and some forty, 

forty-five years later which will be sketched here briefly.  

 

1.2 Introduction of jazz in the Netherlands  

 

During the First World War the Dutch citizens had a first acquaintance with some songs and 

dances from a group of English sailors and soldiers that came to the Netherlands after the 

downfall of Antwerp. By means of this group, in 1915 the Dutch population got to hear 

modern syncopated songs for the first time. By that time, the name “jazz” was no commonly 

used term yet. It was in that same year that the first American dance records came into 

circulation. This American Ragtime caught on and it became popular to dance on.23  

It made a welcome change from the rather conservative and old-fashioned ballroom dancing. 

But it was new, and new things can have a biased effect. People were curious but the majority 

was scared of the “unknown”. One of the many statements about the new dance music made 

by Catholics, in this case a bishop, at that time: 

 

 

                                                 
22 K. Whitehead: New Dutch Swing (1999), p. vi-viii 
23 K.C.A.T.M. Wouters: Ongewenschte Muziek (1999), p.11 
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“The frivolous, yes, passionate dance music is intended to bring the lusty dancers into a glow 

of sensuality. Truly, we do not exaggerate by claiming that our modern, heathen dances are 

an abyss of sins. Wherever there is dancing, me are being intoxicated and women find their 

downfall; one can not dance on earth and once taste joy in heaven.” 24 

This illustrates one side of the opinions on dance music coming from America; it would lead 

people into doing bad things, leaving them powerless to resist all sorts of temptations.      

  

1.3 Growing popularity of jazz 

 

In the twenties audiences could hear and see some jazzy dance bands, but it was not until the 

thirties that a small but constant stream of well-known American jazz musicians toured 

through Europe. In these early decades starting from the late twenties but also far after the 

Second World War the Dutch jazz genre was more or less restricted to these typical dance 

bands, for the purpose of ballroom-dancing. 25   

The Dutch population was interested in this “hot swing” and in the thirties, several big cities 

in the Netherlands accommodated so-called “black clubs”, this to the regret of the 

government. Amsterdam was the first city to have such a club; The Kit Cat Club was founded 

in the summer of 1936.26 These happenings were signs of progression for jazz in the 

Netherlands and especially in its capital: Amsterdam.  

The audience back then consisted of mostly well educated, middle-class men.27 Already then,  

they made a distinction between “real jazz” and commercial “fashionable jazz”. Within the 

field of jazz this was and always will be a point of contention. In the jazz scene activities 

increased and all in all, jazz became more popular in the second half of the thirties.  

 

1.4 World War II 

 

While jazz became more and more popular, the Second World War threw a spanner.  

During the occupation, the performance of “Negroid and black” music was strictly forbidden.  

 

 

                                                 
24 translated from Dutch: K.C.A.T.M.Wouters: Ongewenschte muziek (1999), p. 15 
25 R. Koopmans: Jazz, Improvisatie en organisatie van een groeiende minderheid (1977), p.147 
26 K.C.A.T.M. Wouters: Ongewenschte Muziek (1999), p. 21 
27 ibid. p. 25 
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To make sure that this would not occur, usage of certain instruments like exotic percussion 

instruments and specific rhythms like boogie-woogie or usage of an off-beat effect were not 

allowed.28 This regime put a lot of organisations under pressure. The magazine “Jazzwereld” 

deconstructed itself with, in the eyes of the jazz fanatics, some kind of lousy explanation.29 

Just like everything else, the Dutch jazz scene had to be reconstructed again after liberation. 

Movements of these sorts appeared in different cities across the country.  

 

1.5 Old-style versus modern jazz 

 

The Hague was first with the establishment of The Dutch Swing College Band and its 

orchestra. The Dutch Swing College Band was the key to the success of the “old-style jazz” in 

the period 1946-1966. By means of this band and many others, traditional jazz remained the 

most popular style in jazz for a long period in time. Other bands that were active in the “old-

style” mode of playing were The Dixieland Pipers and the Down Town Jazz Band. The leader 

of the last mentioned formation was of the opinion that the Dutch Swing College Band played 

far too modern.30 This is indicative of how conservative groups like the New Orleans 

Syncopators and the just mentioned Down Town Jazz Band were as opposed to the 

modernists who were searching for new ways of expressing themselves.  

These modernists were playing in bands like the Rob Pronks Boptet and The Diamond Five. 

From hereon, the differences between the modernists and the so-called “purists” were only to 

aggravate.  

The bop fans could see artists like Chet Baker, Bud Powell, Miles Davis and Dizzy Gillespie 

in venues in Amsterdam, The Hague, Rotterdam and Haarlem. This way, and because of the 

rise of jazz on vinyl, bop could more easily reach the audience. Around 1955, the Dutch 

audience thus could be well informed about the jazz scene in cities far away like New York or 

Los Angeles but of countries in Europe as well.31  

 

In Amsterdam a dancing by the name of “Sheherazade” was opened that had an active jazz 

policy. This was already a step in a new direction since this dancing became a meeting point 

for musical modernists who preferred playing jazz in the new style. This is an important point 

in the development of Amsterdam as the birthplace of Dutch improvised music.  

                                                 
28 www.jazzarchief.nl jazzgeschiedenis in NL; 1939-1945 
29 R. Koopmans: Jazz; Improvisatie en organisatie van een groeiende minderheid (1977), p. 151  
30 www.jazzarchief.nl jazzgeschiedenis in NL; 1946-1966 
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Because of being the centre of Dutch modern jazz, it played a considerable role in carrying 

out these changes. Percussionist Wessel van Ilcken had an important role in this. Around 1955 

modern Dutch jazz as a result, also by means of Philips jazz series named “Jazz Behind the 

Dikes”, got the chance to cross the boarders and achieve some fame abroad. The rise of jazz 

on vinyl was quite important in the spreading of the music as well as the influences from 

abroad the Dutch musicians picked up.  

The Dutch jazz field changed, with musicians distancing themselves more and more from the 

American examples.32 This group of modern musicians left the music made by dance and 

radio orchestras behind, while the old-stylers more and more decided to join the radio 

orchestras; after all they also had to make a living. But this was pure survival because 

evidently it was difficult to professionalise in the modern Dutch jazz scene.   

To keep some kind of memory of Wessel van Ilcken and his contribution to Dutch jazz, an 

important prize got named after him and was awarded every year to promising modern jazz 

musicians. To organise this event, an association was established; The Stichting Jazz in 

Nederland (SJIN). This same association is of considerable importance in the research, since 

the Dutch improvisers were to use this institution to their advantage. Not only would the SJIN 

be the organisation annually awarding a prize, they would also be in charge of a part of the 

Dutch jazz subsidies.  

  

1.6 Growing jazz scene 

 

Taking an overview of the total picture of jazz in the Netherlands, the scene in the late fifties 

seemed to have been growing clearly when compared to the state of the jazz scene in the 

thirties. There was more knowledge, a much bigger audience, a considerable growth in the 

amount of jazz clubs, specific jazz programming on the radio, jazz awards and much more 

jazz groups.33 Jazz in the Netherlands had reached a crossing.  

On the one hand there was the influence of pop and beat for a younger generation that 

preferred dancing to listening that occurred hand in hand with the spiralling down of the 

established jazz infrastructure. But on the other hand, a new revolutionary movement was 

growing that would have an unimaginable effect and impact abroad. 

                                                                                                                                                         
31 R. Koopmans: Jazz; Improvisatie en organisatie van een groeiende minderheid (1977), p. 156 
32 ibid, p. 153 
33 R.Koopmans: Jazz; Improvisatie en organisatie van een groeiende minderheid (1977) en www.jazzarchief.nl  
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Somewhere around this time, 1956/1957 the main style in jazz, be-bop was not satisfactory 

anymore for some of the Dutch modernists. Musicians like Thelonious Monk and Charles 

Mingus, who always were deviant in the bop-scene, became more interesting to them. With 

these influences in mind, a group of musicians among whom Misha Mengelberg and Han 

Bennink started creating a personal style using avant-gardist experiments. These men all had 

enjoyed formal music education, but were looking for other ways of expressing. And these 

other ways of expression mainly consisted of improvising. But this improvising was not the 

kind normally used in jazz; it went much further. It became a totally different form of making 

music and performing. 

During the next couple of years, workshops on improvised music were of considerable 

importance for the way in which the music would start to develop. Since there was no formal 

education in the area of improvised music, workshops seemed necessary for the development. 

It was crucial for the musicians to share ideas and musical opinions on this rather new musical 

style. The organisers of these important workshops were trumpet player Nedley Elstak and 

wind instrument player/ composer Theo Loevendie. Their work can be seen to have been 

exactly on the dividing line between bop and the soon to be improvised music.34 35   

 

1.7 State of jazz in the sixties  

As we have seen, the state of the Dutch jazz scene in the sixties was bipolar because of the 

influence of pop and beat on the one hand and on the other hand a growing revolutionary 

movement that would eventually evolve into the improvised music of the sixties and seventies 

as we know it. The stylistic unity the boppers experienced started diminishing, not only in the 

Netherlands, but in the United States as well. Musicians started looking for other influences. 

John Coltrane is one of the leaders of this movement in the United States. In the Netherlands, 

musicians distanced themselves more and more from the American examples. According to 

Bert Vuijsje, a Dutch jazz critic, a small group of prominent soloists found the one and only 

way out of the situation in the jazz scene at that moment in time.36 The arrival of the free jazz 

in the Netherlands played a role in these heavy movements in the scene. When the Albert 

Ayler Quartet came to the Netherlands in 1964, a change took place.37  

                                                 
34 R.Koopmans: Jazz; Improvisatie en organisatie van een groeiende minderheid (1977), p.157 
35 translated from Dutch: aktuele geïmproviseerde muziek 
36 R.Koopmans: Jazz; Improvisatie en organisatie van een groeiende minderheid (1977), p.157 
37 www.nja.nl  
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This was the shocking acquaintance of the Dutch with the new music from the United States, 

which worked as a katalyst. The American tenorist Albert Ayler was the most primal of the 

free jazz musicians of the sixties. The larger part of the Dutch musicians reacted negatively to 

their music, and again the dividing line gets sharper and sharper. A handful of Dutch jazz 

musicians were influenced by it, like Misha Mengelberg, Han Bennink and Willem Breuker. 

They were not only influenced by these musical happenings, but also by other movements that 

were more politically charged.                    

In the Netherlands, a movement named Provo, had as its aim to break the political rigidity and 

started stirring up things by means of protesting against all kinds of authorities.38 The 

positions people took during these times of rebellion had an influence in the artistic worlds as 

well. Because art, pre-eminently, is a means through which people can express themselves. 

The attitudes of some musicians came to be more and more provocative and militant against 

everything that had strict rules. Especially Misha Mengelberg, Willem Breuker and Han 

Bennink developed this attitude. “Systems are things to be built and to be destructed again”39 

thus says Misha Mengelberg. He uses this starting point in all his actions, whether politically 

or musically. The musicians just mentioned developed a strong feeling against rules, 

especially in music. They started looking for inspiration in all sorts of European music 

traditions and trying to combine music with other forms of artistic expression. This feeling of 

anarchy came from politics, but eventually found its way in music through these pioneers.  

From this moment onwards, their “jazz” performances more or less started appropriating 

aspects of happenings or events which actually were an outgrowth of the Fluxus-

movement.40Quite some musical groups or ensembles focussing on performances and 

happenings were founded in this time.41 Influenced by Fluxus, art was to be combined with 

daily life, and the audience was not to play a role in this.42 The pioneers of Dutch improvised 

music achieved a focus on the jazz scene which resulted in the breaking through of the 

musical and social vacuum of jazz as well as a focus on the new organisational models in that 

world and the possibility of coming into existence of the typical Dutch improvised music.43  

 

                                                 
38 http://www.iisg.nl/collections/provo/intro-nl.php  
39 www.desingel.be  
40 K. Whitehead: New Dutch Swing (1999), p.35-36 
41 E.G.J. Wennekes: “Geïmproviseerde muziek in relatie met gecomponeerde muziek” in Een 
muziekgeschiedenis der Nederlanden (2001), p.794 
42 http://nl.wikipedia.org/wiki/Fluxus     
43 W. van Eyle: Jazz & Geïmproviseerde muziek in Nederland (1978); p. 13 
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1.8 The year 1967 

At the end of the year 1967, Misha Mengelberg changed his Mengelberg Quartet into the 

Instant Composers Pool and thereby unconsciously marks off the beginning of a new era. 

With social and artistic movements like Provo and Fluxus on the background, the pioneers of 

Dutch improvised music were to consciously ignore the rules of jazz. The dividing lines 

between different sorts of music and different sorts of cultural media did not exist to them.  

the Dutch version of improvised music was destined to be different than the versions that 

came into existence in the United States, England, France and Germany.44 From the 

beginning, Dutch improvised music was more playful, dadaistic and ambiguous.45 Together 

with Han Bennink and Willem Breuker, Misha Mengelberg not only changed the musical, but 

also the organisational barriers. How these pioneers in improvised music changed these 

barriers, will be looked at in the following chapters. But it seems to be clear that these actors 

were heading towards a revolutionary innovation. And it was an innovation that would not 

easily attain recognition and valuation. The ideas the innovators had would come together in a 

kind of strategy, not in their heads but retrospectively. This strategy will become clear in the 

following chapters, but first the content of the musical innovation will be elucidated. 

                                                 
44 E. Wennekes: “Geïmproviseerde muziek in relatie met gecomponeerde muziek”in Een muziekgeschiedenis der 
Nederlanden (2001), p.793  
45 “Het ICP Orkest” in www.desingel.be  
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Chapter 2 Improvised music as a cultural production 

 
As we have seen in the previous chapter, the Dutch improvisers were on the verge of 

introducing a musical innovation. But this introduction would not proceed that easily, since it 

would entail a revolutionary change. In order to understand the process towards 

institutionalisation of this musical innovation as a field, it will be looked at as a cultural 

product since this view accounts for an acknowledgement of a social network in which such a 

production takes place.46 Since it were the dynamics governing the network of the Dutch 

improvisers that made the institutionalisation as a field possible, this seems to come in place 

here.    

 

2.1 Cultural production 

 

In this research, the musical innovation of Dutch improvised music is to be looked at as a 

cultural production like mentioned by Bourdieu. This results in looking at the artist as a 

member of a social network or field in which an artwork is created by means of the joined 

efforts of the members of the network. This way the cultural product is seen as the complex 

product of economic, social and ideological factors instead of being a product with a 

transcendent character whose greatness is not analysable and mysterious.47 Not only the 

behaviour inside the organisation is acknowledged, but also the dynamics within the field. 

Reasoning from this view is important, for one because of methodological reasons, but also 

because of practical or empirical reasons since the dynamics governing the network or group 

of improvising pioneers eventually would lead to the institutionalisation. The actions of 

improvising musicians as a group were to change things in the field of jazz. 

In this social network, social, political and economical factors have to be taken into account 

that were of influence on the production of Dutch improvised music. One should think of the 

practical facilitators, but as well of other musical genres, political movements and the cultural 

attitude of the government of that time.         

The political state around that time, in the sixties, had a more or less direct influence on the 

ideology of the improvisers as reflected in their products. The ideology, in this case, seems to 

have had and still have a considerable role in the production.  

                                                 
46 See: J. Wolff: The Social Production of Art (1981) or P. Bourdieu: The Field of Cultural Production: essays 
on art and literature (1993)  
47 J.Wolff: The Social Production of Art (1981), p.139 
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This for a part follows the Marxist task of art history which ought to be to reveal the work of 

art as ideology.48  

Ideology, simply put, consists of the ideas and beliefs people have that systematically direct 

behaviour; in this case the cultural production. This system of ideas and beliefs is emotionally 

charged and valuating and thus can be an important moving power in cultural productions.  

The ideology of the Dutch improvised musicians appeared to be deviant from the ideology of 

the dominant jazz genre in those days.49       

 

2.2 Improvised music 

2.2.1 Music as counter movement 

 

Picking up the chronological line in the development of Dutch improvised music, we go back 

to the year 1967. The Dutch social context in the sixties was characterised by a politically 

aimed movement named “Provo” which had as its aim to free national politics and release 

other authorities from its stiffness. This movement expressed itself by actions going against 

the grain with the authorities. Opposition was the device. This movement was an important 

stimulator in political and cultural innovations. One of the means by which the members of 

Provo expressed themselves where “happenings”. This term seems to be connected to 

“Fluxus”; an artistic movement founded in the sixties in New York aimed at connecting art 

and society by combining theatre, plastic arts and music. By means of performances, the 

Fluxus-artists could express their ideas to people. These performances had to be the result of 

fused cultural, political and social revolutionaries. By means of these performances they 

wanted to “purge the world of bourgeois sickness, “intellectual”, professional and 

commercialised culture, purge the world of dead art, imitation, artificial art, abstract art, 

illusionistic art, mathematical art...50. They promoted acts of revolution, leading to the 

production of artworks understood by all people, and not only critics and professionals.  

It were these movements that inspired and influenced the pioneers of Dutch improvised music 

in their ideology; Misha Mengelberg and Han Bennink for example were highly interested in 

the Fluxus movement.  

                                                 
48 ibid., p. 49 
49 E.G.J. Wennekes: “Geïmproviseerde muziek in relatie met gecomponeerde muziek” in Een 
muziekgeschiedenis der Nederlanden (2001), p.794&796 
50 http://www.artnotart.com/fluxus/gmaciunas-manifesto.html  
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But Willem Breuker fits in that ideology as well in a way, since he was the advocate of 

“people-music”51. The whole atmosphere of opposition had an effect on the musical 

movements and progress.  

The music that was about to be created by the Dutch improvisers was connected with the 

societal counter-movement.52 And this counter-movement was for the larger part aimed at 

standing up against American influences and the Americanisation in both music and society.53 

At that time, American influences in music were present in the most popular jazz music of the 

Netherlands; be-bop. 

 

2.2.2 Instant Composers Pool 

 

1967 was a very crucial year in the introduction and coming into existence of this Dutch 

musical innovation. Willem Breuker, Han Bennink and Misha Mengelberg formed the Instant 

Composers Pool (ICP), a musicians’ collective with their basic rule that no music should be 

written on paper.54 ICP however did not only exist as a musical group, but also became an 

association for the interests of improvising musicians, with political aims as well.55 ICP soon 

became an umbrella under which the ICP Orchestra was shaped and many other 

collaborations happened: all with the purpose of stimulating Dutch improvised music. Its 

name reveals the improvising character of the formation. One of the most important features 

of improvised music is the more or less vanished division of the composer and the performer. 

Since these musicians mostly improvise what they play when they are on stage, they actually 

compose while performing. This is one of the aspects that are of importance when recognising 

the innovative character this group had.   

 

2.2.3 Improvised music as innovation  

One way of creating value, is by innovating.56  

 

 

                                                 
51 translation does not totally capture its original meaning in Dutch: “mensenmuziek”  
52 B. Andriessen: Tetterettet (1996), p.84 & 98 
53 ibid., p.204 
54 www.desingel.be  
55 D. Warburton: Interview with Misha Mengelberg (1996), p. 4 
www.paristransatlantic.com/magazine/interviews/mengelberg.html  
56 N.M. Wijnberg: “Innovation and Organisation: Value and Competition in Selection Systems.” In Organisation 
Studies (2004), p. 1425 
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And creating value is necessary in attaining success, whether it be economical or not. 

Wijnberg acknowledges this by stating that competitive success depends on the relationship 

between the value created by the competitor, the individual within the organisation, and on 

the value this competitor is able to appropriate.57   

Three types of innovations are to be recognised:  

 

1. product innovations 

2. process innovations 

3. organisational innovations 

 

Dutch improvised music actually embodied all three. Reasoning from this, the innovation can 

rightly be said to have been quite revolutionary.  

A definition for revolutionary is difficult because it must be judged again in every situation 

because of its relativity. An innovation that in one situation is quite revolutionary can in 

another situation be seen as incremental.  

Wijnberg also speaks of the relativity of an innovation and regarding this he mentions that the 

degree of importance of an innovation can differ from incremental to revolutionary. 

According to him there are four gradations in the effect of change caused by an innovation58:   

 

1. changes in the relative valuations of products satisfying the same set of preferences 

2. changes of the set of preferences 

3. changes of the composition of selectors 

4. changes of the characteristics of the selection system itself 

 

As we will see in the fourth chapter, improvised music as an innovation was quite radical 

since the effect of change included both the third and fourth gradation. Regarding these 

gradations, Wijnberg says that they are likely to push the competitive environment in 

completely different directions.59   

 

Since innovations are to be seen as relative to what already exists, it seems logical to take a 

short look at the musical genre from which Dutch improvised music deviated.  

                                                 
57 ibid., p. 1421 
58  N.M. Wijnberg: “Innovation and Organisation: Value and Competition in Selection Systems.” In 
Organisation Studies (2004), p. 1421-1423 



 29

Dutch jazz as existing in the late sixties experienced certain conventional constraints, at least, 

in the eyes of the improvising musicians. Be-bop and older styles like Dixieland and swing 

were the most important examples for the majority of Dutch jazz musicians in The 

Netherlands. These were types of music with a certain level of rigidity in harmony, tonality, 

rhythm and metre. However, in be-bop there was quite some space for improvising.  

Important to mention, is that there are two different understandings of improvising. One is 

improvising based on pre-existing elements as repetitive harmonic structures, tonalities, fixed 

metre and rhythmic pattern within pre-composed material.60 Some forms of improvising used 

these elements more flexible than others. But they had in common that it was a music of 

extension, because new elements were introduced. Although jazz improvisation as applied in 

this way led to a loosening of the control of rhythmic and harmonic elements61, this was not 

enough for the free Dutch pioneers.   

The other understanding of improvising is experienced as much more free and takes the 

concept of improvisation to a whole different level. This is the kind of improvising these 

Dutch pioneers introduced.          

 

2.2.3.1 Product innovation 

The product innovation can be analysed through looking at the musical output. Without or 

with a minimal form of composition, improvised music was (and still is) to be created mostly 

at the spot. This is to be seen as total improvisation, which actually means anarchy of the 

highest level.62 For the Dutch improvising musicians, improvising as in the first meaning of 

the word was still experienced as having too many rules attached to it. Still there were 

harmonic structures, rhythms, metre and tonality that had to be taken into account. Fighting 

against structures meant rather having no structure at all in improvising. Even free jazz was 

too much bound to rules according to Mengelberg.63 This implied a totally different view on 

improvising on their account. And it was. They did not maintain close connections with the 

formulaic aspects of jazz within improvising like ‘free improvisers’ in the USA did.64 This 

shows the relative independence of the Dutch improvising musicians and their development 

of an own type of improvised music. 

                                                                                                                                                         
59 ibid. p.1423-1424 
60 R.T. Dean: New Structures in Jazz and Improvised music since 1960 (1992), p.x & xi 
61 ibid, p. 131 
62 ibid, p.133 
63 B. Andriessen: Tetterettet (1996), p.10 
64 R.T. Dean: New Structures in Jazz and Improvised Music since 1960 (1992), p. 140 
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They developed microtonal, multitimbral and multiphonic sounds. This had consequences for 

the instruments to be used, the role of each individual instrument and the total output.  

Willem Breuker for example started using non-melodic techniques, meaning motivic and 

textural improvising beyond equally tempered pitches. Han Bennink and Willem Breuker 

were a good example of this with their New Acoustic Swing Duo.65   

The instruments used were different from the ones used in traditional jazz. Instruments like 

the violin, African percussion instruments, but also non-traditional instruments like cardboard 

boxes, wooden chairs or trash bins found their way into jazz and improvised music.66 But also 

the clarinet, which once already had a role in jazz and the oboe, which were especially usable 

for the attaining of microtonality and multiphonics. As a result of a different approach by 

means of these instruments, different sounds could be accomplished. (Track no.1&2) 

“Serendipity” starts with a bagpipe, a very unusual instrument in jazz. The next thing to be 

noticed is the lack of tonality, metre and rhythm almost until the end of the track. “Ever 

Never” features a hauling dog and violins and actually carries on in a fixed tonality, but 

becomes more chaotic as the music evolves. More and more wind instruments join, which 

create multiphonicity.   

Eclecticism, the use of different forms and styles of music as influences, is central in their 

music: everything that inspires can be of use in one way or another. Using all sorts of 

influences is typical for Dutch improvised music and is typical for the adaptability of the 

musicians and their music that appears from it.67 (Track no.3) “Jordaan Waltz” is a good 

example in this case; Willem Breuker uses a typically Dutch idiom which reminds the listener 

of the traditional hurdy-gurdy to be heard in the streets of Amsterdam. The use of this idiom 

is surprising as well as the use of that typical instrument and totally in keeping with the 

tonality.   

Improvised music is often seen as quite alive because of the quick successive changes of 

different forms of music and improvisations. In a short time, different emotions and 

atmospheres are put next to each other thereby creating some sort of musical kaleidoscope. 

(Track no.4) “Dolle Dinsdag” for example, begins very agitated and after a while becomes 

more slow and heavy to eventually transform into the same agitation as in the beginning.  

                                                 
65 ibid., p. 135-138  
66 B. Andriessen: Tetterettet (1996), p. 39, 48, 195 and K. Whitehead: New Dutch Swing, p. 7 
67 B. Andriessen: Tetterettet (1996), p. 147, 172, 204  
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Another important aspect of Dutch improvised music is its dry humour and Calvinistic 

character, emanating from societal measures by means of which things can be viewed with a 

free mind.68  

The music seems independent and moderating and has to move people, be refreshing and be 

interesting. This is why almost anything is permitted, even if it is a dog that feels the need to 

play a bit of piano.69  

As well a characteristic element in Dutch improvised music is the theatrical element. The 

performances are performances in the purest meaning of the word since the improvising 

musicians actually perform something on stage which is not purely musical. Some of the 

Dutch improvisers made music-theatre like for example Willem Breuker who had productions 

in which theatre had a large role. He is known for making “music for people”.70 (Track no.5) 

“The Long Haul from Wolkbreuk” is a live performance in which the music sounds very 

theatrical. One of his productions is De Achterlijke Klokkenmaker in which saxophone player 

Herman de Wit plays the role of the musician without a job. During the performance he 

actually swings on a rope through the audience.  

Such theatrical elements, although to a lesser and other extent, can be found as well in 

performances of Misha Mengelberg. During one of his performance, he easily got up from 

behind the piano and walked towards the bar in order to get a drink there. Such actions are 

also part of the performance which makes improvised music more or less a combination 

between music and theatre.71 But it also illustrates his anarchistic attitude; he does not care at 

all about rules of performances or about expectations of the audience.   

 

2.2.3.2 Process innovation 

The process innovation is to be found in the way the music comes into being.  

The most important aspect in the process of making music is the improvising musicians’ 

combined function of composer and performer. (Track no.6) As can be heard in “De Sprong, 

O Romantiek der Hazen” the leader, in this case Misha Mengelberg, decides that they will 

start on an A. This one pitch is the given fact from which the rest of the music will evolve. 

Seen from this point of view, the performers are composers at that moment as well. 

                                                 
68 ibid. , p.10, 45, 73, 132, 147, 172   
69 D. Warburton: Interview with Misha Mengelberg (1996), p. 9 
www.paristransatlantic.com/magazine/interviews/mengelberg.html 
70 see J. & F. Buzelin: Willem Breuker: maker van mensenmuziek (1994) 
71 D. Warburton: Interview with Misha Mengelberg (1996), p. 7 
www.paristransatlantic.com/magazine/interviews/mengelberg.html 
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Not all the musicians agree on a complete fusion between composing and improvising. Some 

are of the opinion that improvising is composing, while others say that composing still is 

different from improvising because of the time constraint in improvising and its rigidity.72  

However, all these opinions have in common that improvising and composing have become to 

a certain extent nearer to each other if not totally intermingled. Because the performer is in a 

way instantly composing while performing on stage, the former division is not to be made that 

strict anymore.  

This is a fundamental change within the field of music at that time, since the traditional 

approach in art music was, and for the larger part still is, that the composer and the performer 

were to be two different people. In classical music from the Romantic era this is obvious since 

a considerable part of the composers already deceased. 

It must be said that next to the improvised music that existed without any form of official 

composition, there also was a branch of improvised music that was partly composed by 

people like Misha Mengelberg. An example of a composition of Misha Mengelberg is one he 

composed for the Ministry of Culture, Recreation and Society (CRM). In a version for 

orchestra he puts in Met welbeleefde groet van de kameel into sounds how a wooden chair 

slowly transforms into a camel.73 (see appendix) The piece is half-improvisational and absurd. 

During a live performance for the occasion of Misha Mengelberg's seventieth birthday they 

actually cut a chair into pieces during the performance and turned it into a wooden camel. On 

the pages 7, 8, 10 and 13 you can see the transformation in parts. When the camel is ready, 

there is some space for improvisation in the score after which the tempo of the piece 

diminishes. The atmosphere changes to a more steady one and stays like that the other 116 

measures in which the sound of the walking camel can be heard and seen in the cadence of the 

music. A theatrical aspect can be recognised in this composition. 

Having expounded two of the innovative aspects of Dutch improvised music, it is important to 

look at the last innovative aspect of Dutch improvised music. The environment proved to be 

not that receptive towards this new type of music, therefore they started looking for a more 

favourable one. The possibility of value attribution through selectors had to arise, and a 

certain type of organisation would benefit that.   

This brings us to the third type of innovation; the organisational type.    

 

                                                 
72 See for example opinions in B. Andriessen: Tetterettet (1996), p. 9, 10, 22, 115, 129, 168, 184, 202, 223, and 
371.  
73 See attached at the end of the thesis 



 33

2.2.3.3 Organisational innovation 

The organisational innovation is recognisable in the institutional environment the improvising 

musicians created in order to get value acknowledged to their product and process innovation.  

Without this organisational changes on their account, improvised music would not be where it 

is nowadays. The pioneers of improvised music were striving for a more susceptible 

environment. In practice, they started establishing institutions that were not to be found in the 

existing environment of traditional jazz. 

In the fifth chapter, this type of innovation will receive more attention since it was of vital 

importance to the possibility of improvised music to reach institutionalisation as a genre 

because of the radicalness of the musical content.    

Having looked into the content of the cultural production at stake here, it is important to 

recognise the field in which this took place. The subject of fields or art worlds will be dealt 

with in the next chapter.     
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Chapter 3 Art worlds and change 

Having seen the musical content of the cultural production in the previous chapter, it is of 

importance now to look at the context in which this took place and at the processes. This 

context will be from now on mentioned as art world or field and the processes, which will be 

sketched below.   

 

3.1 Art worlds or fields 

 
“Art worlds consist of all the people whose activities are necessary to the production of the 

characteristic works which that world, and perhaps others as well, define as art.”74  

This definition of an art world by Becker complies with the idea of a field as used by the 

French sociologist Bourdieu. By analysing cultural production according to the notion of a 

field, the presence of social working forces in the process of this kind of production is 

acknowledged. According to Bourdieu, a field is a dynamic concept in that a change in actors’ 

positions necessarily entails a change in the field’s structure.75 These dynamics in a field 

should be carefully looked at and analysed since they define the state of the field. They can be 

seen as competitive actions in a struggle for their typical success. It is a constant changing of 

positions within a field through the habitus of the actors.  

Becker’s conception of art worlds and all the actors involved in the process of cultural 

production and value attribution ascribes value to the analysis of this complex system. 

According to him “The artist thus works in the centre of a network of co-operating people, all 

of whose work is essential to the final outcome.”76 He was certainly not the first to come up 

with the notion of the networked character of art worlds. White and White introduced the 

concept in their research on institutional change in the French painting world.77 Nowadays the 

idea is commonly used in research on the sociology of culture.78 

Thus, when looking at an artistic field not only the work of art but also the actors have to be 

taken into consideration since they engage in a struggle for competitive success regarding 

their works of art.    

                                                 
74 H.S. Becker: Art Worlds (1982),p. 34 
75 P. Bourdieu: The Field of Cultural Production; essays on art and literature (1993), p.30 
76 H.S. Becker: Art Worlds (1982), p.25 
77 H.C. White and C.A. White: Canvases and Careers: Institutional Change in the French Painting World 
(1965) 
78 J.C. Lena: “Meaning and membership: samples in rap music, 1979-1995” in Elsevier; Poetics. (2004) 
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3.1.1 Organisations within a field 

 

Aspects of competition can be found when looking at a field as an entity in which smaller 

entities functioning as organisations exist. According to Wijnberg, an organisation is “an 

institutional arrangement in which members associate on a regular basis through a set of 

implicit or explicit agreements, which enables members to coordinate their activities to 

participate as a collective in a competitive process”.79 In a cultural field, these organisations 

can be groups of musicians, a venue, record companies and even the institution that decides 

on the subidies. In this definition of an organisation, the three perspectives applied to this case 

seem to be combined in this definition. The organisational approach can be found in the idea 

of an organisation an sich, the musicological in a set of implicit or explicit agreements and the 

sociological in participating as a collective in a competitive process and the existence of 

institutional arrangements in order to function as an organisation.   

Looking at fields or art worlds from an organisational perspective makes clear that we can 

speak of a certain competitiveness within fields. In a cultural field, competition often concerns 

the authority inherent in recognition, consecration and prestige80, meaning symbolic capital.  

 

3.1.2 Two sub-fields 

 

Bourdieu roughly distinguishes between two sub-fields, knowing the field of restricted 

production and that of large-scale production.81 In the first field, producers produce for other 

producers, so-called “high”art, and the stakes of competition are largely symbolic, involving 

prestige, consecration and artistic celebrity. In the second field, producers produce for the 

large mass audience, so-called bourgeois art. Of course the dividing line between these two 

fields can not be that strict; it is more or less a continuum in which artistic fields can take any 

position in between the two extremes. However, improvised music in the time of its origins in 

the late sixties clearly belonged to the one extreme of the continuum being the field of 

restricted production. As we have seen in the previous chapter, improvised music was kept 

almost entirely within the circle of peers.  

As long as the producers were the only ones to understand the new conventions by which they 

expressed themselves, improvised music would stay a field of restricted production.    

                                                 
79 N.M. Wijnberg: “Innovation and Organisation: Value and Competition in Selection Systems” in Organisation 
Science (2004), p.1432 
80 P. Bourdieu: The Field of Cultural Production; essays on art and literature (1993), p. 4 
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3.1.2.1 Differentiating factor 

In distinguishing between these two sub-fields, the degree of public success is mentioned as 

the main differentiating factor.82 The field of restricted production hierarchises according to 

degree specific consecration. This is the degree of recognition accorded by those who 

recognise no other criterion of legitimacy than recognition by those whom they recognise.83 

This means getting recognition from the actors, being artists, critics or distributors, which act 

under and according to the same conventions within a field. This kind of authority is purely 

based on symbolic capital and can take shape in the accumulated prestige, celebrity, 

consecration or honour.  

Such symbolic capital may or may not imply possession of increased economic capital.84  

As we will see later on, this is the kind of capital the Dutch improvisers were striving for.  

The other field, that of large-scale production, hierarchises according to success as measured 

by indices such as book sales, number of performances or appointments.85   

 

3.1.2.2 Heteronomous vs. Autonomous 

This continuum of two different subfields can also be looked at in terms of heteronomous 

versus autonomous with regards to the field of power. The extreme of the large-scale 

production can be said to have a heteronomous principle of hierarchisation.  

The other extreme, the field of the restricted production, hierarchises according to an 

autonomous principle. In a case of total restricted production, the field completely fulfils its 

own logic and tends to reverse the dominant principle of hierarchisation.86  

 

All these characteristics together are responsible for the form of the artistic field.  

Such an artistic field is, according to Bourdieu, contained within the field of power and can be 

either dominant (+) or dominated (-) in the field of power that itself is captured in the field of 

class relations.  

 

(See figure 1)87 

                                                                                                                                                         
81  ibid., p.39 
82 P. Bourdieu: The Field of Cultural Production; essays on art and literature (1993), p. 39 
83 ibid., p. 38 
84 ibid., p. 39 
85 ibid., p. 38 
86 ibid., p. 39 
87 P. Bourdieu: The Field of Cultural Production; essays on art and literature (1993), p. 38 
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Figure 1 

 

 

The figure above shows the reciprocal (in) dependencies between fields. Three fields are to be 

distinguished of which in this research only the artistic field and the field of power will be 

analysed since the field shaped by the aspect of class relations does not fall into the 

framework as stated for this research.  

In this example all the positions of the fields are more or less neutrally depicted, but normally 

differ regarding all the different artistic fields. Every artistic field in a field of power is to a 

certain extent subject to the political and economical powers with regards to which it can be 

either autonomous or heteronomous. What we can see in the figure depicted above, is that if it 

was not for the artistic field the artists and their works would be subject to the ordinary rules 

of the field of power, in which the principle of legitimacy is based on possession of economic 

or political capital.88  

For large-scale production this would not be a problem, however restricted production would 

not make it in the field of power with their autonomous principle regarding these ordinary 

rules. The conclusion thus can be that restricted production should be organised in a field if 

they want to stay autonomous with respect to the field of power.  
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3.2 Improvised music as an artistic field? 

 

Looking at Dutch improvised music in terms of sub-fields, principle of hierarchisation and 

relation to the field of power is a good way of achieving clarity about their situation. 

The sub-field in which Dutch improvised music is to be put seems to be evident. Especially in 

the pioneering years, the musical innovation could be seen totally as restricted production. 

Their group was relatively small with an audience that consisted of fellow producers or 

people that apprehended this new idiom.  

Reasoning from the radicalism of the musical innovation, it seems clear that it would fulfil its 

own logic as a field and thus be as autonomous as could be regarding the field of power. An 

autonomous genre brings implies striving for degree specific consecration instead of striving 

for economical success. And that is what the Dutch improvisers were aiming at by keeping 

everything within a small circle of peers. The processes by which they achieved this all will 

be dealt with in chapter 4 and 5.  

Putting these characteristics into a figure would give the following picture of improvised 

music as an artistic field:  

 

 

 

 
Figure 2 

 

 

                                                                                                                                                         
88 ibid., p.15 
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What becomes clear from this figure is that improvised music needed the characteristics of a 

field in order to survive in the field of power. Without the existence of a field, the improvisers 

and their works of art would become subject to the ordinary laws of the field of power without 

the ability to resist. Hierarchisation would then occur according to the principle of success, 

which would mean for the improvisers that they would not make it out there. Conclusion is 

that the creation of their own artistic environment would be necessary for them in order to 

stay autonomous with regards to the field of power. They had to search for an institutional 

environment to start with in order to get the conventions and actors recognised. These 

processes will be discussed in the following two chapters dealing with processes.   

 

3.3 Boundaries of an artistic field as environment 

 

The conclusion was that the improvisers had to search for a more susceptible environment for 

their musical innovation. But how could they find such an environment? What does it exist 

of? The boundaries of an environment are important in these questions on an analytical level, 

by means of which it can be clarified which actors belong to that specific field and actually 

have access to the benefits of being recognised as legitimate. In this case a boundary is an 

imagined line between different environments or fields of cultural production. According to 

Bourdieu the boundary of the field, is a concept which defines the stake of struggles, which 

should not be used as a dividing line between the actors involved in it by means of a so-called 

operational definition.89 This is certainly true, but at the same time, researchers do need an 

understanding of the boundaries in order to understand the mechanisms and functioning of a 

field.  

The actors themselves behave in an observable way; the way they act makes the boundaries 

clear to others. Becker even says that: “Art worlds typically devote considerable attention to 

decide what is and isn’t art, what is and isn’t their kind of art, and who is and isn’t an artist.”90 

By doing this, they unintendendly shape an artistic and analytical framework. 

So there is some kind of unifying factor that differentiates, in this case, between different 

fields of music. Conventions are quite important in distinguishing among and unifying 

between artists. They define the common way of showing something in art91, and make clear 

which artist belongs to which group.  

                                                 
89 P. Bourdieu: The Field of Cultural Production; essays on art and literature (1993), p.42 
90 H.S. Becker: Art Worlds (1982), p.36 
91 http://dictionary.cambridge.org   
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It is important to make this distinction for the purpose of analysing the behaviour of such a 

group and the field in which it is enclosed.  

Becker acknowledges the importance of conventions as well by stating that: “Members of art 

worlds co-ordinate the activities by which work is produced by referring to a body of 

conventional understandings embodied in common practice and frequently used artifacts.”92  

Concluding from this, the conventions and actors form the analytical boundaries of a field. 

 

3.3.1 Conventions in art worlds 

  

Conventional understandings differ from field to field and genre to genre, but they always 

define the “common” way of showing something depending on the specific genre. One can 

imagine that popular music aimed at a mass market takes form under much stricter 

conventions than more restricted fields of art like for example improvised music. Popular 

music does not have that much flexibility within the conventional understandings; they have 

to produce according to certain musical formats dealing with chorus and refrain. Improvising 

musicians however do not have to deal with set formats and harmonic schedules. Those 

musicians need more space to be able to express themselves artistically.  

Conventions seem to have more than one function. Of course the prime goal of conventions is 

to create a unity in the works of art so that the artists are to be seen as a group. Conventions 

however also help the audience in understanding and grasping the work of art. People know 

what to expect when they go to a concert of a musician whose music they like. It is because of 

a shared knowledge of the conventions that an artwork can produce an emotional effect. As 

Becker mentions on this subject, “the possibility of artistic experience arises from the 

existence of a body of conventions that artists and audiences can refer to in making sense of 

the work.”93 These conventions are the terms on which these actors cooperate; they cover all 

the decisions that must be made with respect to works produced. Thus everyone active in the 

network is under the influence of these conventions; they become the normative patterns of 

behaviour, which are of importance in the institutionalisation. 

But how do these conventions come to exist? Primarily the artists themselves are responsible 

for it. But other actors can have an influence in this as well. This way actors are important 

regarding boundaries of a field as well.  

 

                                                 
92 ibid., p. 34 
93 H.S. Becker: Art Worlds (1982), p.30 
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3.3.2 Actors in art worlds 

 

Following Becker, all the actors in an art world are of considerable importance since they all 

attribute something to a work of art. A group around an artist functions as a cooperating 

network. Thus an artist shall be seen as part of a network. The functioning of this network 

creates the boundaries of a field. The most obvious actors in an art world are the artists; they 

are the ones being recognised as belonging to that specific artistic field.  

Depending on the nature of the artistic field, they are also the ones for the larger part creating 

the artistic conventions. This group of selected, the artists themselves, can be split up into 

subgroups. These subgroups, according to Becker, consist of integrated professionals, folk 

artists, naive artists and mavericks.94All these subgroups have their own position towards an 

art world.  

1. Integrated professionals 

Integrated professionals are the actors that, the name already gives it away, are fully 

integrated into an art world. They produce works of art according to the ruling conventions of 

that art world.  

 

2. Folk artists 

The next subgroup is that of the folk artists. We can find their productions in works of art 

made totally outside professional art worlds. This concerns work done by ordinary people and 

is seldom considered to be “art” by themselves, but is so by people outside the community. 

Becker gives the example of people singing “Happy Birthday”.  

 

3. Naive artists 

The third subgroup is that of naive artists. Naive artists operate in an almost primitive manner.  

These artists have usually had no connection with any art world at all and did not have the 

training belonging to it. 

 

4. Mavericks            

The last group, with which we can see many resemblances when looking at the Dutch 

improvisers, is that of the mavericks. 

                                                 
94 H.S. Becker: Art Worlds (1982), p.227 
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Mavericks are artists who have been part of the conventional art world of their time, place and 

medium, but found it unacceptably constraining. They propose innovation the art world 

refuses to accept as within the limits of what it ordinarily produces.95 Following from this is 

the fact that they do not find co-operation easily in their process of cultural production.  

 

3.3.3 Other actors 

 

The other actors are important as well in the network. They are the ones making the process 

of producing an artwork possible. It is the result of a division of labour.96 These cooperative 

links can sometimes be not that optimal. Aesthetic conflicts can stand in between, or other 

conflicts of interest.97 This way it happens that artists create works which do not fit within the 

conventional standards of certain facilities, like the measurements of a gallery or the amount 

of wind-instruments in an orchestra. However, most artists do adapt to what existing 

institutions can handle since that simplifies the process of producing art works for all the 

actors involved.    

 

3.4 Boundaries of the field of improvised music 

 

Although improvised music was not yet an institutionalised field in the early sixties, the 

boundaries as they were taking shape then will be viewed in this way. The focus will be on 

the conventions but even more on the actors involved.  

 

3.4.1 Conventions of improvised music 

 

The conventions regarding Dutch improvised music would form the first part of the 

boundaries of their artistic field.  

As can be concluded from chapter 2 on improvised music, the innovation was quite 

revolutionary. This means that they rather heavily deviated from the conventions of traditional 

jazz. The three innovative aspects of improvised music, being product, process and 

organisationally related, all were part of the conventions that were to become part of the field 

in time.   

                                                 
95 ibid., p.233 
96 H. Becker: Art Worlds (1982), p.14 
97 ibid., p. 25-26 
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However, following the network logic of Becker, no actor would be willing to cooperate 

according to their new deviating conventions. And since it is all about cooperating in a 

network within a field, they had to get round this difficulty. In the end these new conventions 

had to be objectified into normative patterns of acting in order to be of help in the recognition 

and legitimation of Dutch improvised music. 

 

3.4.2 Actors involved in improvised music 

 

The first group of actors that comes to mind when thinking of an artistic field is the artists 

themselves. The Dutch improvising musicians can be placed in the group of mavericks.  

As expounded above, this type of artists produces innovations that the existing art worlds do 

not accept because of deviating conventions. That is what the improvisers experienced and as 

a result, they would not easily find co-operation. However, they did not give up on their 

artistic innovation, but carried on with it even without the support of other art world 

personnel. Following the theory by Elias and Scotson on outsiders98, which these improvising 

musicians clearly were, one would expect that they would act like outsiders within the realms 

of the existing jazz field. The established figures in the jazz field of the sixties would 

stigmatise the improvising musicians thereby leaving them no space to develop their new 

genre. As outsiders they did not even want to belong to the group of established, but were 

striving for become established in their own genre. However, they did use some of their 

knowledge of the genre of the established. And that is typical for mavericks, keeping contact 

with the conventional art world and at the same time handling according to their own beliefs. 

The actors that were of vital importance to the improvisers will be dealt with below.  

     

3.4.2.1 The venue and its programmer 

An important actor in the field of improvised music was the venue and its programmer, since 

it was and still is a performance-oriented style of music. It is mostly in venues that 

spontaneous improvising in jazz can receive the appreciation it deserves.  

Improvised music as a new genre has some elements of theatre in it and because of that is 

even more dependent on venues to perform in. A comparison can be made here with the 

exposing role of museums and dealers in the case of the French Impressionists.  

                                                 
98 N. Elias and J.L. Scotson: The established and the outsiders: A Social Enquiry into Community Problems 
(1965), p.6-36 



 44

The museum and dealer began to take on the task of certifying artists while they were still 

alive and thus had a big role in ascertaining their value.99 In the case of improvised music, 

venues could have the same role. However, it was not up to the improvising musicians 

whether they would play in a certain venue or not, they were at the mercy of programmers. 

Apart from the jazz clubs there were no venues that would allow the improvisers to play there. 

And the jazz venues received no or almost no subsidies.100  

 

3.4.2.2 Audience 

A group of actors more or less tied to the venue and its programmer, is the group of 

audiences. An audience is dependent on a programmer with regards to what they can hear in a 

venue. At the same time, venues tried to program music that the audience would like. Becker 

even mentions an audience as part of the cultural production.101 Their consumption attributes 

to the meaning the artwork attains. But when an innovation like improvised music arose, an 

audience should first be able to understand the content of the innovation. But when a type of 

music is difficult to grasp, the threshold is too big to even go there and try to understand. That 

was a problematic aspect of improvised music as well as the fact that the people that did want 

to see them, were at the mercy of the venues.  

Regarding this group of actors, there is another aspect that is of importance. According to 

Frith, an audience tends to incorporate the taste and consuming patterns of the social group 

they want to belong to.102 From an analytical point of view, an audience thus can be seen as a 

carefully constructed social group. 

 

3.4.2.3 Critics 

When the music is produced and distributed, critics are waiting to express their opinion and 

view. Critics can have three roles: that of publicist, that of ideologue for a specific artist or 

group of artists and that of theorist.103  

When critics support a certain genre, they send out a signal of approval towards potential 

customers. Generally they act as experts that are supposed to build a bridge between artist and 

audience.  

                                                 
99 N.M. Wijnberg and G. Gemser: “Adding Value to Innovation: Impressionism and the Transformation of the 
Selection System in Visual Arts” in Organisation Science (2000), p. 325   
100 V. Illes: “De jazz-musici sluiten hun rijen” in NRC Handelsblad Cultureel Supplement (1972), p. 6    
101 H.S. Becker: Art Worlds ( 1982), p.214 
102 S. Frith: Performing Rites (1996), p. 18 
103 H.C. White and C.A. White: Canvases and Careers: Institutional Change in the French Painting 
World.(1965), p. 119  
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Whether or not they are ideologues for new artists depends on their attitude towards the new 

movement. This works both ways since they can help the artists by airing the innovation but 

at the same time claiming the discovery. This is what Bourdieu also recognises stating that 

critics affirm legitimacy to both parties when writing about a certain genre.104  

According to Frith, critical musical judgements are almost always entangled with social 

explanations of why the music is good or bad. Aesthetic judgements thus are tangled up with 

ethical judgements.105 This played a big role in the political message often present in 

improvised music. 

  

3.4.2.4 Record companies 

Record companies took a powerful position in the musical field of the sixties as well. They 

were fellow- creators of taste in the market. Of course consumers still have their own taste 

and input in choosing from the range of musical products offered, but this range is decided on 

by record companies thereby implicitly narrowing the possible tastes of consumers.  

As a result the musical field in the sixties was partly homogenised. The chances musicians got 

thus were decided on by record companies and since these were bigger and more 

homogenised, the chances for making a career in a musical niche were smaller. The bigger 

record companies did not want to take the risk of producing and distributing improvised 

music.106  

The Dutch improvisers got round this problem as well. As we will see they created their own 

chances without being dependent on existing record companies.  

 

3.4.2.5 Government 

The government of the Netherlands had a considerable influence in which forms of art were to 

be produced and distributed. One should think here in terms of laws, regulation and financial 

support.  

The most direct influence it had, was on the level of subsidies which were distributed by them 

according to what they thought was important to Dutch culture and signs of cultural 

development and national sophistication.  

                                                 
104 P. Bourdieu: The Field of Cultural Production; essays on art and literature (1993), p. 36  
105 S. Frith: Performing Rites (1996), p. 70 
106 V. Illes: “De jazz-musici sluiten hun rijen” in NRC Handelsblad: Cultureel Supplement (1972), p.6 
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Apart from the interests on a cultural level mentioned above a government may, according to 

Becker, also want to use art as an instrument to influence the population.107 One can imagine 

that Dutch improvised music came across as politically tense and rebellious. After all, this 

type of music was associated with a looser lifestyle because of dancing and drinking in jazz 

clubs. Therefore, the subsidies that were placed at the disposal of the improvising musicians 

were minimal or nothing at all.108         

Besides financial support, the government also controlled the institutions through which the 

musicians received their musical training. In the sixties, there was not even a trace of jazz or 

light music in the schools of music.109  

This lack of subsidies and education formed another challenge in the case of Dutch 

improvised music. Education should be seen as an important factor in the possibilty of 

spreading the music and reaching an audience. The fact that a certain style of music is taught 

in music schools and conservatories can be picked up by people as a sign of legitimacy, both 

by a possible audience and by programmers of venues. 

  

As we have seen, the Dutch improvising musicians could not count on their five most 

important actors for co-operation. Therefore, they had had a problem with which they had to 

deal. Their practical approach actually brought about the third innovation character of their 

new musical genre; the organisational aspect of the innovation. The development of this 

institutional environment will be dealt with in chapter 5 on the processes.  

 

We now have an overview of what art worlds are, which actors play a part in them and how 

this all took form regarding the Dutch improvisers. Since art worlds are far from static, it is 

important to take a look at the place of innovation in art worlds and the change they can bring 

about.  

 

 

 

 

 

 

                                                 
107 H.S. Becker: Art Worlds (1982), p. 166 
108 V. Illes: “De jazz-musici sluiten hun rijen” in NRC Handelsblad: Cultueel Supplement (197), p.6 
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3.5 Change and innovation in art worlds 

 

The pioneers of Dutch improvised music introduced a revolutionary musical innovation in a 

respectively traditional field. For other actors it could have felt like a total disregarding of 

norms and values of their art world. Mavericks like these improvisers typically succeed by 

circumventing the need for help of existing art world institutions.  

One way they could go about was by totally working without those institutions.  

However, remembering figure 2 above will make clear that was no option since they 

otherwise would be subject to the ordinary field of power in which they would not stand a 

chance. The only real option left for them was to fulfil the functions of the important actors 

themselves. By doing that, they would actually create their own art world. This was a difficult 

task, but however, they would not have the belonging constraints of conventions anymore. 

This would inhibit a considerable change in this creative industry. But how do art worlds react 

on innovations? 

 

3.5.1 Innovations in art worlds   

 

Although an artistic field is to be looked at broadly as functioning like an organisation, the 

internal processes are quite different. Innovations in creative industries do differ from those in 

humdrum industries.110 The difference can broadly be seen as different places on the 

continuum of objectively versus subjectively judgeable. An innovation in a creative industry 

tends to be more shifted towards the subjective side since function is not a parameter when it 

comes to the value of an innovation and because it simply is not related to material needs. 

Therefore the acceptance is not that straight forward as that of a technological innovation in 

which the benefit is clearly to be seen. Innovations in creative industries typically arise from 

collective creative efforts that strike the market as unusually distinctive and productive in 

opening new ground.111 This actually means deviating from the existing conventions as the 

creative industry knows them. Mavericks typically are known for this kind of behaviour. They 

find the conventions of the existing field too constraining and thereupon propose innovation 

that will not be approved of.112  

                                                                                                                                                         
109 M. Wessel: Naar een nieuw jazzbeleid: Groeiende jazzwereld zoekt passende organisatievorm (1994), p.11-
12 
110 R.E. Caves: Creative industries; contracts between art and commerce (2000), p. 201  
111 ibid. , p.202 
112 H.S. Becker: Art Worlds (1982), p.233  
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As White and White mention in their research on the case of institutional change in the 

French painting world, “The official ideology persisted in spite of many corruptions, and it 

led to sporadic harshness toward paintings not in keeping with ‘the great tradition.’”113      

Becker endorses this by putting that “art worlds provoke some of their members to create 

innovations they then will not accept. Some of these innovations develop small worlds of their 

own”114 However, this sounds easier than it is. Some of the problems that will arise have to do 

with social and organisational processes. Caves also stresses the economical problems.  

He says that: “If an innovation in creative activity rejects existing conventions and requires 

that a new set be learned, it suffers from high costs of adoption.”115 To avoid this problem, 

organisational as well as social solutions have to be sought, by adopting institutions that cán 

handle the innovation and its new set of conventions.  

This also demands change, but with far less implications.       

 

3.5.2 Change in art worlds 

 

Innovations in art worlds often experience resistance, especially when these innovations show 

disregard of the conventions. A logical explanation can be found in the theory of Mary 

Douglas. She says a field can be looked at as a metaphorical body that out of purity reasons 

expels strange elements from it. A body is seen as sacred and the exchanges with the 

environment are strongly regulated.116 These strongly regulated exchanges with the 

environment can be compared to the reaction of an established field on innovations. 

Depending on the extent to which the innovation is radical, the field reacts differently. But in 

the case of a radical innovation in the meaning of Wijnberg, the field functions the same as a 

body; it isthe most stronlgy regulated in such a case.  

A new element thus causes change. And this kind of change can be explained, according to 

Peterson, as a product of the innovative interaction of creators, and not as much as the result 

of evolving consumers demand.117 When art is that revolutionary, the aesthetic is not 

comprehensive anymore.  

                                                 
113 H.C. White and C.A. White: Canvases and Careers: Institutional Change in the French Painting World 
(1965), p. 90 
114 H.S. Becker: Art Worlds (1982), p.36 
115 R.E. Caves: Creative industries; contracts between art and commerce (2000), p.204 
116 M. Douglas: Purity and Danger: an analysis of the concepts of polution and taboo (1984), p.115 
117 R.A. Peterson: “The Production of Cultural Change; The Case of Contemporary Country Music” in Social 
Research (2000), p. 293 & 294 
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According to Becker: “A new aesthetic theory has to provide a logical and defensible 

legitimisation of what artists are doing and, more important, what the other institutions of the 

art world -especially distribution organisations and audiences- accept as art.”118 In many 

cases, professional aestheticians will create such a new rationale, but in other cases innovation 

can cause repulsion. Then it would be up to the artists themselves. But it is not only about 

introducing a new aesthetic; a certain change on organisational and societal level has to be 

accomplished first so that the innovation will not be subjected to the ordinary powers of the 

field.  

As Becker says: “artists and their works do not exist in isolation, but come in complexly 

interdependent systems, so that one small change may require a variety of other changes.”119  

And this variety of other changes includes quite some changes on organisational as well as 

societal level. These processes are complex and multiple and will eventually lead to the 

creation of a new field. The most important processes that change are legitimation, selection 

and valuation.  

How innovation and change happened in the case of improvised music will be dealt with in 

the next paragraph.   

 

3.6 Innovation and change in improvised music 

  

Dutch improvised music was created from an ideological perspective. This type of behaviour 

can actually be explained through a theory. Caves states that artists have a choice to either 

perform “normal” artistic work or innovate to break open an avant-garde frontier. However, 

the smaller the money in the “normal” work, the more these artists are attracted to the highly 

uncertain and largely subjective rewards of assaulting the aesthetic frontier.120 As we know, 

there was almost no money in the field of traditional jazz, because of lacking financial support 

from the government. But for the improvisers, it was more about artisticity than money. One 

way or another, they chose to assault the aesthetic frontier. They did that by innovating. And, 

as we have seen in chapter 2, their innovation was that revolutionary, that there was no place 

for them in the field of traditional jazz. None of the actors that were of importance to them 

was willing to take a risk with them.  

                                                 
118 H.S. Becker: Art Worlds (1982), p.162 
119 H.S. Becker: Art Worlds (1982), p.32 
120 R.E. Caves: Creative industries; contracts between art and commerce (2000), p. 204 
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Since they had to function like a restricted field in order to protect themselves from the 

ordinary powers and attain legitimacy, they had to focus more and more on the organisational 

and societal perspective. Being in the field of restricted production, the musicians were 

striving for the accumulation of symbolic capital regarding their innovation. To attain this 

kind of capital, they needed legitimacy. To be able to attain legitimacy, they first needed to 

have their own favourable environment. The reason for this is that their innovation simply 

was not going to be recognised in the field of traditional jazz since it did not comply with the 

norms. That should be seen as a precondition for attaining legitimacy from other actors 

outside the field that they were unconsciously creating. However, their initial goal was to 

produce for other producers with the same ideas on what would be legitimate or not. Being 

recognised by other actors would be a following aspect.  

  

Having dealt with the content of improvised music in chapter 2 and the context in this chapter, 

the processes will be looked at in the next two chapters.  
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Chapter 4 Selection systems and value 
 
Having dealt with the content and the context of the cultural production, it is of importance 

now to take a look at the processes through and because of which the institutionalisation of 

improvised music as a field took place. To begin with, this chapter will deal with the 

valuation processes by the means of a selection system.  

4.1 Selection systems 
 
As we have seen in the previous chapter, there was no place for the revolutionary innovation 

of improvised music in the field of jazz in the sixties. Something had to be changed. For 

improvised music to proceed in the process of institutionalisation as a field, the works of art 

had to be recognised within certain conventions. How this exactly happened, is a function of 

the combined action of the improvisers and people who selected their works. This combined 

action is called the selection system. As stated by Wijnberg and Gemser, “the value of a 

product can only be determined within the context of a set of preferences of individuals and 

groups that act as selectors and, therefore, necessarily within a particular selection system.”121  

 

But what exactly is this selection system and why is it important? 

  

Following Bourdieu, it is important because “works of art exist as symbolic objects only if 

they are known and recognised, that is, socially instituted as works of art and received by 

spectators capable of knowing and recognising them as such, the sociology of art and 

literature has to take as its object not only the material production but also the symbolic 

production of the work, i.e. the production of the value of the work or, which amounts to the 

same thing, the belief in the value of the work.”122  

This symbolic production of the work of art is of importance here since it illustrates the 

importance of an active selection system. The actions of the selectors make the determination 

and attribution of value possible; they decide on what they believe is worth valuating.  

The selected thus are dependent on the selectors’ belief in the value of the work, which 

amounts to symbolic capital the selected strive for.  

                                                 
121 N.M. Wijnberg and G.Gemser: “Adding value to innovation: Impressionism and the transformation of the 
selection system in visual art”in Organisation Science ( 2000),p. 323-324 
122 P.Bourdieu; The Field of Cultural Production; essays on art and literature (1993), p. 37 
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To be able to understand the implications of the process of value attribution in this case, the 

theory on selection systems will be elucidated.   

4.1.1 Actors in a selection system 
 

In the process of value determination two distinct groups are to be recognised; the selected 

and the selectors.123 The first group consists of actors that are competing (with each other) for 

recognition and the second group consists of actors whose decisions will influence the 

outcome of the process.  

The first group consists of the Dutch improvisers, but they do not totally fit within the 

description mentioned above. They will not be seen as competing with each other, since their 

actions as a group where of crucial importance in the process towards institutionalisation. The 

most important aspect is that they were to compete with established artists in the field of jazz. 

Their goal as artists in a field of restricted production according to Bourdieu was and is to 

produce for other producers that produce under the same ideas of what is legitimate or not.  

That is why they will not be seen as total individuals competing for individual success. 

Although later they would compete on an individual level within their artistic field as well, in 

first instance they were not. Even different stages are to be distinguished in their behaviour; 

first they were more cohesive in order to find a favourable environment but later their 

behaviour as individuals became more and more clear. Therefore, the stress will be on them as 

a selected group and not as much as competing individuals. The group of selectors consists of 

the improvisers as well. This is a typical situation which will be explained more thoroughly 

later in this paragraph. But first, the functioning of a selection system will be shortly 

explained.  

4.1.2 Selection system and field 
 

The notion of a selection system is congruent with the idea of cultural production taking place 

within a field. Both notions acknowledge the existence of a total of forces taking shape as 

actors that together form a semi-closed system with permeable walls. But they both as well 

emphasise the importance of the relational mode of thought concerning this kind of analysis.  

Schematically, improvised music as an artistic field would look like this: 

 

                                                 
123 N.M. Wijnberg and G. Gemser; “Adding Value to Innovation: Impressionism and the Transformation of the 
Selection System in Visual Arts.” In Organisation Science (2000), p. 324   
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Figure 3 

 

 

We can see that the selected are central in the field, since they are the ones introducing the 

new musical genre. The selectors are surrounding them, and that implies a certain deciding 

role on their account. The arrows clearly illustrate that their interdependence is mutual. Their 

symbiotic relationship creates a selection system in which the value determination and 

attribution takes place. And within this system, the conventions that function like 

constituencies of the field are created by both parties of the system. This total system is the 

selection system.  

4.1.3 Types of selection systems 
 

According to Wijnberg and Gemser, three basic types of selection systems can be 

distinguished: market selection, peer selection and expert selection.124  

In the case of market selection, the producers are the selected and the consumers are the 

selectors. In the case of peer selection, on the other hand, the selectors and the selected are 

part of the same group.  

 

And last, in the case of expert selection, the selectors are neither producers nor consumers, but 

have the power to shape selection by virtue of specialised knowledge and distinctive abilities.  

                                                 
124 N.M. Wijnberg and G. Gemser; “Adding Value to Innovation: Impressionism and the Transformation of the 
Selection System in Visual Arts.” In Organisation Science (2000), p. 324   
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In creative and other industries, there are no clear-cut examples of these kinds of selection 

systems since these are ideal types. In reality, there is often more than one selection system 

active in the competitive processes.  Sometimes two selection systems can be distinguished at 

the same time.  

Another possibility is the case of tiered selection systems where two stages of selection follow 

each other. But in most of the cases a dominant selection system can be recognised.  

An example of this is how the paintings of the Impressionists came to be recognised and 

valued because of acting of museums, dealers and art critics.125 This clearly is a case of expert 

domination of the selection system. Examples of market dominated selection system are to be 

seen in the mass consumption culture, like for example the recent rage surrounding “jump-

style” where there are no experts needed to analyse the music. Peers however do have a 

decisive influence in some parts of the mass consumption side of cultural production. This 

kind of industry is aimed at the consumer but at the same time also at peers, since there are 

certain rivalries between artists from different genres but collaborations as well. This way, 

peers can decide on the value of cultural products as well. Although a bit generalised, it can 

be said that these mass branches in the creative industries are mainly dominated by market 

selection systems. 

Now we get to peer selection systems. An example of this kind of selection system is the 

situation as existed in the case of Dutch improvised music. The improvisers and their peers 

decided on what happened within the field regarding conventions and value attribution; the 

existing group of experts was for the larger part passed by. Instead of depending on their 

judgement, they created their own base of selectors.   

4.1.4 Functioning of a selection system 
     

Within these three types of selection systems, each selector and selected has his or her 

methods for accomplishing their goal. The way the value determination and attribution takes 

place, differs from selection system to selection system. This whole system of selectors, 

selected, and the process of value determination and attribution constructs a field.  

                                                 
125 N.M. Wijnberg and G.Gemser: “Adding value to innovation: Impressionism and the transformation of the 
selection system in visual art”in Organisation Science ( 2000),p. 323-329  
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But by no means is this a static situation; such a field keeps on revolving and being defined 

with every action of the selectors and selected. Bourdieu and Becker state the same by saying 

that every position-taking has its effect on other positions in that field.126  

As can be seen in figure 3, selectors and selected are responsible together for the conventions 

of their specific field. The selected are responsible for the conventions regarding art works. 

The selectors have to agree on those conventions and on the basis of it decide on its 

legitimacy.   

It can be the case that the selectors primarily shape the conventions and the selected are the 

ones to act more or less accordingly or otherwise not fit into the ruling system. But as we have 

seen in the chapter on change, this could lead to the creation of another selection system 

followed by the coming into existence of a new field. This creates a situation in which the 

selectors, that come from the group of selectors, pull the strings.  

 

4.1.5 Change in selection systems 
 

Of considerable importance in this research is the statement made by Wijnberg and Gemser, 

about innovations attaining value. They stated that “when art containing radical or 

revolutionary innovations succeeds, it often does so in conjunction with a change in the 

selection system.”127  

As we know now, innovations only attain value when selectors consider them valuable within 

the conventions as created by the selected and themselves; thus, when the artworks are 

legitimate.  

One can imagine that when certain artists introduce, in an existing field, a piece of art that 

smells like innovation, the current selectors will not or hardly accept this. This leads to the 

assumption that the innovators would start looking for a more favourable environment which 

could or would lead to a change in the selection system. The selected find benefit in other 

selectors who will be willing to look at the cultural productions in another way. By doing this, 

the innovators are able to change the way in which their cultural production is valued. 

                                                 
126 P.Bourdieu: The Field of Cultural Production; essays on art and literature (1993), p. 30 and H.S. Becker: Art 
Worlds (1982), p. 32 
127 N.M. Wijnberg and G.Gemser: “Adding value to innovation: Impressionism and the transformation of the 
selection system in visual art”in Organisation Science ( 2000),p. 324 
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This is exactly what Wijnberg in his other paper mentions regarding gradations of 

innovation.128  

As we have seen is chapter two, he recognises four gradations in the importance of 

innovation. The heaviest two gradations are characterised by a change in composition of the 

selectors and by a change in the characteristics of the selection system itself. Leading from 

this is the conception that certain innovations, depending on the extent to which they are 

radical, are benefited by specific selection systems.  

4.1.6 Change in improvisers selection system 
 

As became clear in chapter two, the musical innovation indeed was that revolutionary and 

radical, that it could be situated in the two heaviest gradations. It was clear that there needed 

to be a more susceptible environment in order for them to attain value, but because of the 

other aspects of innovation they changed a whole lot more. Thereby, the characteristics of the 

selection system itself were changed as well. The Dutch improvisers achieved quite a change 

with their actions. They understood, actively or passively, the fact that their innovation would 

not be recognised by the selectors from the traditional field of jazz.  

Their radical innovation caused such a change in the conventions that a change of and in the 

selection system would be the only possibility in order to get value attributed to their 

innovation. Seen from the three dimensions, the product and process innovation caused an 

organisational innovation. 

4.1.6.1 Coming into existence of a peer selection system  
What happened was quite special, since the innovating actions of the pioneers of improvising 

music led to the creation of a peer selection system. Reasoning from Bourdieu’s theory of 

fields as elucidated in chapter two, this is actually quite logical. He mentions two fields; the 

field of large-scale production and the field of restricted production.  

Dutch improvised music comes quite close, if not totally, to the perfect situation of restricted 

production in which “producers produce for other producers”.129 As mentioned in chapter 

two, their typical success consisted of degree specific consecration which simply means 

recognition by peers. Misha Mengelberg and Han Bennink both were common with the 

Fluxus ideology, and one of these thougts states that the audience does not have a role during 

                                                 
128 N.M. Wijnberg: “Innovation and Organisation: Value and Competition in Selection Systems.” In 
Organisation Studies (2004), p. 1421-1423 
129 P.Bourdieu: The Field of Cultural Production: essays on art and literature (1993), p. 39 
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performances.130 To achieve this, they started striving for an environment in which peers were 

the ones that would decide on the value of the works of art. This eventually led to a selection 

system totally dominated by peers.  

And the unusual thing about it, that they managed have a selection system almost totally 

dominated by one type of actor being peers. Seen the fact that the most common situation is 

the combination of two types of selection systems, their situation should be seen as quite 

special.       

Now we know how selection systems function and how the Dutch improvisers caused their 

selection system to change, the processes of value determination and attribution will be 

elucidated. 

 

4.2 Value determination and attribution 

 
As we learned from the previous paragraph, the Dutch improvisers both actively and 

passively were responsible for the creation of a new selection system; a peer-oriented one. 

This way they created a more hospitable environment or context for their musical innovation 

to attain value. But this still leaves the question how the music actually attained value. How 

does value get determined and attributed?  

 

4.2.1 Two approaches in value determination 

 

To get more insight in the question of value determination, two approaches can be used. 

Based on Bourdieu’s distinction between economic and symbolic capital, evaluations 

regarding value can be either economic or artistic. 

1. Economic approach 
In the economic approach, value is looked at as being the outcome of a particular set of 

consumer preferences.131 An innovation is roughly judged by how important it is and what it 

is that it has to offer the consumer; its economical worth.  

In the case of restricted production, it is not consumers as we know them that decide through 

their preferences, since the producers active in this field only produce for other producers. 
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Nevertheless these producers can be seen as consumers on another level since they are 

consuming the artworks of the other producers just as well. For the two types of fields as 

distinguished by Bourdieu, there are different types of value that they strive for. Large-scale 

producers strive for commercial success; the Dutch improvisers however were striving for 

degree specific consecration, which is more a type of symbolic success.  

This implied producing for other producers working within the same conventions. Their aim 

was not purely economical, but it still had some economical features in it.  

2. Artistic approach  
The artistic or more scholarly approach to art and value is profoundly theoretical, dealing with 

questions about the evaluative and/or classificatory character of art.  

In his theoretical work on value and art, George Dickie discusses whether or not art is only art 

when classified as such, and what the function of the evaluative proponent is.132  

Does a classification as art from the very start imply an intrinsic value to a cultural 

production, solely because it is denominated to be art?  

Or does every product of a cultural producer aimed at exposure, entitled to have the name 

“work of art”, still have to be submitted to an evaluative process in order to see if it is of value 

anyway? Of course this is an interesting discussion; nevertheless it lacks a certain practical 

and organic bias. Neither one of the advocates of both extremes makes mention of the actors 

involved in the classification and evaluation process. The basis of this widespread discussion 

is too much internally aimed at the work of art. 

  

4.2.2 Preferable approach 

  

Even though there will always be a philosophical and aesthetical aspect tied to the issue of art 

and value, it seems recommendable to also shift the focus more towards an organic and 

practical approach. In keeping with the three approaches, both the economic and the artistic 

approach will be of use in looking at the value. The artistic dynamics as well as the economic 

dynamics will be considered in looking at the process of value determination.  

This way, both the artistic changes that would lead to the changing value determination and 

the economical consequences of the innovation will be looked at. The most important starting 

point is that value, in this research, is to be looked at as externally attributed.  

                                                 
132 G. Dickie: Art and Value (2001), p. 92-107 
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Like Wijnberg states: “An innovation is something new which is presented in such a way that 

its value will be determined.”133 Whether or not an innovation is successful in terms of 

economic or symbolic capital depends on the selector. In view of the approach applied to this 

research a more actor-oriented bias regarding art and value seems necessary.  

From this point of view, art and value exist under the influence of the selection system. The 

dynamics of the selected and the selectors result in an organic state of art and value. 

Following from this, each artistic field seems to have its own conceptions about art and value.  

Because whenever certain conventions are shaped by selected and selectors, they create their 

own boundaries of what is art and what not. The value attribution happens accordingly and is 

possible because of the selection system. Thus the cultural products can be called “works of 

art” by means of the selection system, which actually creates the possibility of evaluation of 

the work of art. Whether or not the classification and evaluation are conceptually one step, 

will not be point of discussion here. What is truly important, is acknowledging the existence 

of an organic system of actors that have a decisive influence in this. 

4.2.3 Interdependencies between selection system and value 
 

When schematising the interdependencies between selection system and art and value, it 

would look like this:      

                     

 
 
 
Figure 4 
 

 

 

                                                 
133 N.M. Wijnberg: Innovation and Organisation: Value and Competition in Selection Systems (2004), p. 1419 
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In the case of all the three different selection systems, this figure would be the appropriate 

way of looking at the process of value determination. The process starts with the innovation 

which comes into existence under certain conventions.  

The production of art works may or may not be viewed as legitimate depending on the 

conventions being followed or not. The selectors are the ones deciding on the question of 

legitimacy, as well as the value of the innovation. The end of the process is the determination 

of value on the basis of legitimacy. Legitimacy is to be seen as the precondition for the 

determination of value. When a work of art is not seen as legitimate within the ruling 

conventions, it is not seen as valuable.  

The selection system is situated in between the process, from which its importance can be 

derived. It both decides on the legitimacy of the works of art and on the value to be attributed.  

The French sociologist Bourdieu recognises the importance of such a selection system in the 

process of value determination and attribution as well by putting that:  

“The work of art is an object which exists as such only by virtue of the (collective) belief 

which knows and acknowledges it as a work of art.”134  

By stating this, Bourdieu implicitly says that he does not believe in an aesthetic an sich and 

that an artwork does not have an aesthetic until the conditions for an aesthetic are created. 

Bourdieu dichotomises the discussion on aesthetics, still leaving us with content-related issues 

regarding the aesthetic as formed by the conditions. The everlasting quarrel on aesthetics will 

not be dealt with here, since that is far too broad. We will look however on the lower level of 

the conditions of a certain aesthetic that make artworks legitimate. Legitimacy, as well as 

aesthetics, is a slippery subject. Aesthetics actually are the conditions on the basis of which 

the selectors decide on the legitimacy. This aspect will be dealt with in the last paragraph of 

this chapter. 

 

4.2.4 Valuation in the field of improvised music 

 

From the last couple of paragraphs, we can conclude that the improvisers’ actions caused the 

selection system to change. We also have seen the interdepencies between selection system, 

value and legitimacy. Valuation thus appears to be different within every selection system. 

Given the selection system the improvisers created, we will take a look at their valuation 

process.  

                                                 
134 P.Bourdieu: The Field of Cultural Production (1993), p. 35 
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The peer selection system created through the search for a more susceptible environment is 

based on the fact that the selected actually became the selectors.   

The Dutch improvisers created a situation in which other selectors would determine the 

outcome of the process. This way the decision on the legitimacy and value of the cultural 

production changed. The valuation from then on would happen according to the conventions 

they created. The legitimacy of the work of art would not depend on the conventions of the 

traditional field of jazz, but on their own conventions. 

4.3 Legitimacy of art works 
 
As can be seen in figure 4 above, the decision on legitimacy can be seen as depending on two 

factors: the ruling conventions and the selection system.  

In the case of legitimacy as well as classification and valuation like we saw in the previous 

paragraph, an important role should be attributed to the selection system. Not only is 

legitimacy in the eyes of the selectors important, but also the legitimacy of the selected 

themselves in their production of culture. It is important since legitimation makes the new 

structures and patterns of behaviour objectively available and subjectively plausible135 and it 

is necessary when striving for the achievement of value. Legitimation thus is to be seen as 

necessary in the process of institutionalisation, but as a symbolic acknowledgement that is not 

tangible. Therefore it seems important to grasp the meaning of legitimacy and especially what 

legitimacy is in the case of Dutch improvised music.  

The most short and simple definition is to be found in the theory of Berger and Luckmann, 

who state that the process of legitimation is best described as “a second-order objectivation of 

meaning”.136 Concerning this research this should be understood as the reviewing of the art 

works and thus the conventions behind it; the meaning attributed by the artist is to be judged 

again. It is the process of explaining and justifying by ascribing cognitive validity to the 

objectivated meanings of institutional orders.137 The institutional orders mentioned here must 

be seen as the maxims or rules that have been enclosed in certain institutions, like for example 

the specific techniques beloning to the conventions of a specific music genre. In this research 

this should be understood as judging on the music that is made in the light of the conventions.   

In their definition and explanation of legitimacy processes, Dornbusch and Scott use a more 

practical definition of legitimacy provided by Max Weber.  

                                                 
135 P. Berger& T. Luckmann: The Social Construction of Reality (1967), p.110 
136 ibid., p.110 
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 62

He says that something is legitimate only if action is approximately or on the average oriented 

to certain determinate maxims or rules.138 The legitimacy of an organisation is then based on 

how well it accords with the institutions of its environment.  

In this process of legitimating, Dornbusch and Scott attach importance to the collective 

aspect.  

 

As will become clear in this paragraph on legitimacy, the collective aspect was of 

considerable importance in the case of Dutch improvised music. Their acting as a group led to 

the recognition and valuation of their innovation. In this process of achieving a collective 

belief, two types of legitimacy are to be distinguished, which will be expounded below. The 

group of musicians from now on will as well be referred to as organisation for the sake of 

legitimacy theory.    

 

4.3.1 Two types of legitimacy 

For the sake of this research, legitimacy is to be distinguished on two different levels; internal 

within the group and external within the field. This distinction is especially useful in this case, 

since achieving legitimacy within a group can proceed easier and quicker. Distinguishing 

between these two types exactly makes a dividing line between the pioneers and their group 

and their environment.  

It clearly makes a distinction between two processes, one of them being that the pioneers had 

to align everyone that wanted to join, the other being that they had to be recognised by others 

outside their little group as well; the selectors. It is one thing to have all the actors in a group 

agreeing with and acting according to the rules. But it is another to have actors outside the 

group recognising what they did. Establishing that, may take a lot more by means of searching 

for another environment in which legitimacy can be accomplished. In order to understand 

these two types of legitimacy, they will be explained below. 

1. Internal legitimacy 

Internal legitimacy refers to the legitimacy of the group’s authority structure according to the 

rules and norms. It is important to get congruency inside the organisation and having 

everyone supportive of the rules. This type of legitimacy is to be looked at as an enduring 

social process between actors and social structures within an organisation.  

                                                 
138 C. Johnson: “Legitimacy Processes in Organisations” in Research in the Sociology of Organisations (2004), 
p. 2 
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Following Dornbusch and Scott “something is legitimate if it is in accord with the norm, 

values, beliefs, practices and procedures accepted by a group.”139 Dornbusch and Scott 

themselves underline the importance of a collective belief in the legitimacy of rules. This can 

be achieved through a personal belief in the rules of conduct but also through a belief that an 

actor has to obey these rules even though he or she does not personally approve of them.140  

This can occur through individuals either personally agreeing with the rules and norms or 

having a feeling of obligation to act according to the rules and norms.  

The reason that members of that specific group act accordingly is that they strive for symbolic 

capital in the form of respect from peers. When this is the case all the individuals act 

according to these behavioural rules; a group is at its most strongest when this is the case. The 

internal legitimacy is then at its highest. The formation of a strong group can be of decisive 

influence on appearing to be legitimate. Internal legitimacy is mostly about actors inside the 

organisation agreeing with and handling in accordance with the rules and norms of behaviour. 

The conventions are the standards against which the art works of producers are measured. The 

outcome decides whether that specific producer is part of the same group. Their legitimacy is 

communicated through acting and functioning as a group.   

2. External legitimacy  
External legitimacy not so much means the legitimacy of the group’s authority structure but 

the group’s legitimacy as an entity. The definition of this type of legitimacy therefore is 

different from the internal one. The organisation has to accord with the institutions of the 

environment. Meyer and Scott define legitimacy as the degree of cultural support for an 

organisation. This can also be found in the following more extensive definition by Suchman 

who states that legitimacy is: ”a generalised perception or assumption that the actions of an 

entity are desirable, proper or appropriate within some socially constructed system of norms, 

values, beliefs and definitions.”141  

From these definitions we can conclude that the survival of an organisation, in this case the 

group of improvising musicians, depends on the field for resources. On its turn, the flow of 

these resources depends on the legitimacy of the organisation. The selectors are the ones that 

communicate the sense of legitimacy by for example providing a group with subsidies, 

programming them in a venue or signing them with a record label.  

                                                 
139 C. Johnson: “Legitimacy processes in organizations” in Research in the Sociology of Organisations (2004)p.2 
140 ibid. p. 3 
141 ibid. p.9 
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This typical striving for accordance in one environment or the other, is aimed towards the 

achievement of economic capital, either in the form of profits from sales or performances or 

in the form of financial support from cultural institutions. 

In her attribution to the book on legitimacy processes in organisations, Cathryn Johnson 

mentions that the legitimacy of an organisation is based on how well it accords with the 

institutions of its environment.142  

When it does accord, the organisation is seen by the selectors as producing in the right way as 

they should under the ruling conventions. But when it does not accord, the works of art will 

not be seen as legitimate and changes in the environment can be the solution as was the case 

with improvised music. 

 

4.3.2 Legitimacy of improvised music 

 

First of all, the group of improvising musicians will be seen as an organisation in order for the 

institutional theory to be applied here.   

The innovation of the pioneers of improvised music did not accord with the institutions of its 

environment, i.e. the environment of traditional jazz. That would mean that actors outside the 

organisation would not see their music as legitimate and for instance not program them in 

their venue or provide them with financial support. The environment in their case was not 

favourable in terms of the communication of legitimacy. Internally, they established their 

legitimacy as a group, but their big challenge was to spread their concept of legitimate ideas 

and behaviour outside their little organisation.  

4.3.2.1 Internal legitimacy of improvised music 
Internally, the conventions were shaped before and during the time that Misha Mengelberg, 

Han Bennink, Willem Breuker as pioneers introduced this musical innovation. These 

conventions contained especially that letting go of all the strict rules of traditional jazz was 

the format. As explained in chapter two on improvised music, all influences were allowed as 

well as instruments and musical forms. Most of all, improvised music had to attest to “artistic 

audacity”.143  

                                                 
142 ibid., p.7 
143 Thus says an employee of het Nederlands Jazz Archief. It is quite difficult to find primary sources about these 
issues. Bearing in mind their improvising nature, these musicians did not want to explicitly put on paper what 
improvised music should be like.  
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All the musicians active in the new musical genre had to handle according to these 

conventions. While doing that, they were striving for symbolic capital in the form of respect 

and degree specific consecration from their peers.    

The conventions they created were quite different from traditional jazz, which even more 

stressed their eagerness of working towards a collective belief. The fact that they operated as 

a group made them strong as an innovative, revolutionary music genre.  

The internal legitimacy came along with that, the external legitimacy however appeared to be 

a bigger obstacle.  

 

4.3.2.2 External legitimacy of improvised music 

External legitimacy typically comes into being when the environment of the musical genre 

culturally supports the musical genre. That would occur, as explained before, when actors in 

the environment would have a perception or assumption that the actions of that entity were 

desirable, proper and appropriate within a constructed system of norms, values, beliefs and 

definitions. Since the conventions of improvised music were considerably dissentient from the 

conventions of traditional jazz, external legitimacy was not to be found in the existing field of 

traditional jazz. Because, who would conceive the actions of that improvising entity as 

desirable, proper and appropriate?  

What they did certainly was not in accordance with the institutions of the environment and 

would not lead to attaining economic capital. To get round this difficulty they started looking 

for more susceptibilty in an environment which led to the change in selection system as 

already explained. However, this not only holds creating like-minded network but also 

changing the institutions of the arenas of improvised music.  

Since the institutions of the existing field did not agree on the legitimacy of improvised 

music, the improvising musicians went searching for a more favourable environment 

themselves to be able to attain financial support and contracts with a record label for instance.  

It was economic capital they were striving for in their search for a more favourable 

environment. And in this search, they created their own institutions. 
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Chapter 5 Institutional Environment 

5.1 Legitimacy and institutionalisation 
 

As we learned from the previous chapter, the Dutch improvisors started looking a more 

favourable environment that would view their rules and behaviour as proper and in 

accordance with the institutions of an environment. Internal legitimacy was the easiest; 

external legitimacy however was more difficult to achieve. There had to be a generalised 

perception or assumption that the improvisers' actions were desirable, proper or appropriate 

within some socially constructed system of norms, values, beliefs and definitions. As a group 

they started establishing their own socially constructed system when on search for a more 

susceptible environment. They were striving for autonomy and degree specific consecration 

which they would only find in another environment. This search explains the coming into 

existence of a peer selection system, which enabled them to be autonomous. The practical 

execution took the shape of searching and creating a favourable institutional environment. 

Institutions were created, which is a characteristic of the process of institutionalisation; 

subsuming human activity under social control144 and they largely controlled those 

themselves. Handling accordingly, they created a barrier of legitimacy according to their own 

rules against the ordinary powers active in the field of power. They were striving towards 

their world being experienced as an objective reality.   

 

5.2 Institutional environment 

 

In the search for a susceptible environment, they started creating their own institutions. Since 

the innovation of the pioneers of Dutch improvised music concerned the product, the process 

and the organisational aspects, the institutionalisation process would be three-dimensional. 

All the elements from these three aspects had to be enclosed in some form in institutions. The 

improvising musicians were well informed on the state of the traditional jazz field, so they 

knew they had to organise themselves in order to become autonomous. All the steps they took 

will be described below.  

 

 

                                                 
144 P. Berger & T. Luckmann: The Social Construction of Reality (1967), p.73 
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5.2.1 Formation of the Instant Composers Pool 
 

The first organisational action of the pioneers of improvised music was creating the Instant 

Composers Pool in 1967.  

The ICP often is described as the organisation which changed everything and from which it 

all started. Misha Mengelberg, Han Bennink and Willem Breuker saw themselves as “instant-

composers”, since they created their music for the larger part while performing. With this idea 

as a starting point, they established an ensemble.  

But the Pool was not only an ensemble; it was an umbrella under which many improvising 

musicians made music. At the same time the ICP was a record label, since they released 

albums as well.145 The coming into existence of ICP as a label was not planned as such. 

Because of the many gigs they did, they decided to make an album which they could sell at 

those gigs. Their first album received the number ICP 001.  

The ICP confirmed the process-related part of the innovation and its existence of ICP marked 

the beginning of the organisation process of Dutch improvised music. The Instant Composers 

Pool was a sign of organisation on the side of the improvising musicians.  

 

5.2.2 The “take- over” of the Stichting Jazz In Nederland 

 

The pioneers of Dutch improvised music started thinking more and more about organisational 

aspects. They were not satisfied with the traditional organisation and institutions in the jazz 

field. Their existence as a genre depended on these factors.  

One of these institutions was the Stichting Jazz In Nederland. Founded in 1965, the SJIN 

annually awarded the Wessel Ilcken prise (now Boy Edgar prize) to Dutch jazz musicians. 

They did not have an active contact with the improvising musicians yet. Because of an 

awareness of the musicians that they had to organise themselves, this contact increased and in 

the seventies, musicians entered the board of the SJIN. The abominable societal situation of 

improvising musicians did not stay unnoticed. In 1970, a structure plan for jazz and 

improvised music in the Netherlands was created. The content of it was not the problem, they 

were also striving for a bigger audience, more venues and subsidies.  

 

 

                                                 
145 www.icporchestra.com  
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However, the improvising musicians first of all were of the opinion that there were not 

anough musicians in the board of the SJIN and they said they were not active enough to 

achieve something. They rather wanted to do take matters into their own hands. 

On November 3rd 1970, four of the improvised music pioneers, Willem Breuker, Willem van 

Manen, Peter Bennink and Maarten van Regteren Altena, barged in during a meeting of the 

SJIN. They accused the SJIN of being too slow in its actions, having too narrow a working 

area, not being well informed about what is happening in the jazz scene, having created a 

worthless jazzplan and of not working transparent with as result that no one actually knew 

what was happening.146  

As a reaction some of the board members were willing to give up their seats to the musicians. 

And that happened. A week later the musicians were on board and could share their ideas on 

what the SJIN should be doing and how they could accomplish that.147 One of the most 

important aspects of that meeting was that structural subsidies should be honoured to 

musicians. The SJIN would be acting as a central institution regarding subsidies for jazz and 

improvised music. By taking over the SJIN, they had an institution by means of which they 

could initiate musical-political actions and show their presence in the field of culture. 

 

5.2.2.1 Subsidies 

By taking seats on the board of the SJIN, some of the improvising musicians could actually 

co-decide on who should get subsidies and who should not regarding jazz and improvised 

music. This way they did not have to depend on decisions regarding subsidies made by the 

government anymore, but had the control themselves. The government still had to be willing 

to provide the money to be divided through the SJIN. 

All jazz- and improvising musicians could apply for such subsidies; however their music was 

to be judged on the following criteria: originality, cultural importance, creative powers, 

complementary character and artistic risk.148 The situation they created was highly subjective 

and totally peer dominated. The selection of granting subsidies was done by peers; all other 

musicians that did not belong to that group were just unlucky. Years later this would result in 

dissatisfaction among musicians.149       

  

                                                 
146 taken from minutes made at the meeting of the SJIN on november 3rd 1970 in Alphen aan de Rijn, p. 1-2 
147 B. Vuijsje: “De overname” in Jazzwereld (1970), vol. 33, p. 10 and “De overval” in Jazzwereld (1970), 
vol.32, p. 11  
148 M. Wessel: Naar een nieuw jazzbeleid; groeiende jazzwereld zoekt passende organisatievorm (1994), p.20 
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5.2.3 BIM and the BIMhuis 

 

Approximately a year later, the Corporation of Improvising Musicians (from now on referred 

as BIM) was founded.  

In December 1971 during a meeting of the SJIN, Misha Mengelberg stressed the importance 

of a union for improvising musicians that would look after the social-economical needs of 

improvising musicians. On November 22nd BIM was founded with Mengelberg as chairman. 

According to the minutes, the federation would aim at improving “the material and 

intellectual interests of its members, the contact between the members amongst each other, 

but also the contact between the musicians and the Dutch people and government, and the art 

of improvising in full sense of the word”.150  

The need for a union like BIM was high; the SJIN could only find approval from the Raad 

voor de Kunst (Arts Council) of their subsidy requests if the musicians were properly 

represented by a union.151 Therefore the coming into existence of BIM was of high 

importance since only then would they be eligible for subsidies. The very fact that they could 

be on the list for subsidies, made them legitimate in the eyes of others not in their group of 

improvising musicians.    

Now that BIM existed, there had to be a headquarters as well. In 1974 the city of Amsterdam 

placed a certain amount at the disposal of Dutch improvised music to build a headquarters. 

This centre first was named “muziek-centrum Oude Schans”, but later became the BIMhuis; 

the only permanent centre for Dutch improvised music. It was not until that year that the 

minister of CRM provided the SJIN with financial support for Dutch Improvised Music. And 

it was not even one tenth of what they had asked for.  

 

5.2.4 Education: workshops 

 

On conservatories and other official music schools, jazz and light music were neglected for a 

long time. The conservatory of Rotterdam was in 1969-1970 the first to offer instrumental 

courses in jazz and entertainment music.152  

                                                                                                                                                         
149 see a.o. M. Wessel: Naar een nieuw jazzbeleid; groeiende jazzwereld zoekt passende organisatievorm (1994), 
p.20 and “De schoonheidsfoutjes van scheppende toonkunstenaars” in Het Parool: Kunst (1986), p. 14-15  
150 www.bimpro.nl  
151 B. Vuijsje: “De oprichting” in Jazzwereld (1971), vol.36, p. 22 
152 B. Vuijsje: Nederlandse jazz geschiedenis: “Driekusman Total Loss” www.jazzarchief.nl p. 4 
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Before that, there was no official education in jazz, let alone in improvised music. One way or 

another, the idiom of improvised music had to be spread. The solution for this lack of 

education was found in workshops.  

The pioneers in the development of these workshops were Theo Loevendie, Nedly Elstak, 

Willem Breuker and Herman de Wit.153 This way, young improvising talent got the 

opportunity to develop. These workshops were of crucial importance since the conventions of 

improvised music could spread amongst musicians this way.  

Even when there were courses in jazz at conservatories, improvised music was not a part of 

that. Misha Mengelberg himself is of the opinion that “improvising is something you do, it 

can not be taught.”154  

By depending on these workshops to help develop and stimulate upcoming musicians, the 

older improvising musicians found a way to spread their conventions. They were not 

dependent on conservatories and other music schools.       

 

5.2.5 Record labels 

 

Although all the existing record labels did not want to take a risk with the new innovative 

improvised music, the musicians still wanted their music to be issued. The solution to this 

problem came into existence out of need. As shortly mentioned above, the musicians of what 

was to be ICP wanted to sell some records during gigs and decided to do that themselves. 

That was the beginning of ICP as an independent label. After ICP, another label followed. In 

1974 Willem Breuker left ICP but still wanted to issue records. Soon after he left, he founded 

BVHaast, an independent record label as well.155  

By founding independent labels, the Dutch improvising musicians circumvented the existing 

record labels. They were not at the mercy of record companies anymore and could serve their 

own audience with their records. Afterall their goal was not to compete with major recording 

artists.   

 

 

 

 

                                                 
153 ibid. p. 4  
154 M. Wessel: Naar een nieuw jazzbeleid; groeiende jazzwereld zoekt passende organisatievorm (1994), p. 12  
155 B. Andriessen: Tetterettet (1996), p. 53 
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5.3 Institutional environment and process of institutionalisation 

  

As we have seen, the pioneers of improvised music created institutions that were of 

considerable importance to them. The striking thing is that these institutions were almost 

totally kept within a circle of peers. The record lables were their own, as well as the ICP, BIM 

and the Bimhuis and the workshops. Those institutions were all under control of the 

improvising musicians themselves, except for the government ofcourse. The government still 

had the control over the subsidies, but only in first instance. They provided the SJIN with a 

certain amount, which the board of the SJIN then would divide amongst musicians which 

would see as legitimate. An almost entirely peer dominated selection system was the result, 

except for the monetary dependence on the government. The improvising musicians created a 

favourable institutional environment themselves by founding the necessary institutions. As a 

result, their rules and behaviour came to be in accordance with the institutions of the 

environment they themselves created.  

By organising themselves the way they did, the improvising musicians created their own little 

world with institutions. External legitimacy came along with that and they could operate in a 

relatively independent manner with regards to the ordinary powers of the field. This 

environment became an independent field with a new selection system. Slowly but surely all 

these actions brought them closer to being institutionalised and attaining value. 

And as dealt with in the methodology, institutionalisation is to be understood as the period, or 

for that matter process, that led to the manifestation of Dutch improvised music as an 

independent, self-supporting field with economic activities and accompanying institutes. This 

could only occur because of a a collective belief or legitimacy in the value of the musical 

innovation. There is no exact moment in time to be pointed as the moment when Dutch 

improvised music reached institutionalisation. Nevertheless, the creation of their own 

favourable environment appeared to be a huge step in the process of the institutionalisation of 

their music as a genre.   

The works of art produced in that field came to be recognised as such because of the 

collective recognition of that artwork as valuable according to a set of criteria as created 

anew. The patterns of behaviour had become normative. Because of the creation of an 

enduring institutional environment, the behaviour of Dutch improvised musicians came to be 

objectified and thereafter legitimated. As a result, they became an autonomous field of 

restricted production. 
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5.4 Institutionalisation and reception of the music 

 

Institutionalisation, or at least the process, attributes to the credibility of the musical 

innovation. And that credibility in its turn has an effect on the reception of the musical 

innovation. The work would more or less stay the same, but its manner of occupying the 

landscape would change. These changes are reflected in the reception by different groups of 

actors.  

Reception is a delicate subject when it comes to Dutch improvised music. Surely, any 

listener’s response must be conditioned by previous listening to be able to give a worthy 

response. In the case of improvised music, the relative high level of innovativeness almost 

demands intensive previous listenings. The music could be experienced as disturbingly 

advanced. Therefore, the people that were not acquainted with the innovative music had to 

experience it for the first time.  

But before they would take that step, there had to be some objective reality in that world 

which would only be the case when there was a process of institutionalisation. 

At the beginning of the introduction, the changed aesthetic must have caused a difficult or 

even bad reception. For example, the performance of the Misha Mengelberg Quartet in the 

Belgian Royal University of Leuven on February 1st 1967 was conceived as being scandalous.  

This “sound of surprise” was not worthy of being broadcast live on public radio, it was a 

mockery.156 This assumption is based on the audiences’ expectation of improvised music 

reasoning from another aesthetic point of view.157  

This expectation on its turn is influenced by taste-creating institutions such as journals, 

publishing-houses, recording companies and the academy.158 Since the taste-creating 

institutions changed because of the creation of a more favourable environment, the 

assumption can be made that the reception of the music must have changed for the better.   

 

5.5 Dutch Improvised Music as an institutionalised genre 

 

After its introduction around 1967, Dutch improvised music eventually became recognised as 

a genre. The public, hearing the music for the first time was in shock and awe. How could 

they call this music?  

                                                 
156 www.desingel.be  
157 W. Thomas: Composition-Performance-Reception (1998), p.93 
158 www.groveonline.nl : full text on reception 
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And there were not many people actually willing to do that, and it is a delicate subject still. 

But, the main difference is that it is an excepted genre, and as the Englisch poet Philip Larkin 

said if he did not like freer forms of jazz but could imagine other people liking it: “after all 

they are your ears”.159  

Since the introduction of Dutch improvised music in 1967, the pioneers step by step 

established their own musical environment or field so to say. They managed to have their own 

venue in 1974 that became the most important venue for jazz and improvised music in the 

Netherlands. At the end of the seventies, ensembles like the Willem Breuker Kollektief went 

to the United States for the first time where the reception was very positive. More trips 

followed and Dutch improvised music acquired more and more international fame because of 

its theatrical aspects, typical Dutch humor and the criticism on American music.160    

Back in the Netherlands, quite some events were introduced to increasingl spread improvised 

music.  

One of the large scale activities that took place in the following years was the October 

Meeting with its first edition in 1987. Over fifty prominent improvisors from Europe and the 

United States came to the Netherlands to join this event, which was connected to fourteen 

other stages in the Netherlands. 

 

As can be read and concluded in the book Bimhuis 25 which was published in 1989 and edited 

by Kevin Whitehead, Dutch improvised music reached an international status through the 

years.161 Increasingly, international musicians came to Amsterdam to participate in the scene 

of the Bimhuis. This brings us back to Burton Greene’s statement quoted as a start of the 

introduction. He stayed in the Netherlands for many years because the pioneers of improvised 

music had managed to create a viable market and performance space.  

The Bimhuis became a national and international breeding-ground for improvising musicians. 

If it had not been for the pioneering improvising musicians creating a favourable environment 

for the genre, Dutch improvised music would not have the fame and recognition it has 

nowadays.  

                                                 
159 www.volksmuziek.be  
160 www.jazzarchief.nl  
161 www.jazzarchief.nl  
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Chapter 6 Conclusion 

 
In this chapter, a conclusion regarding the research question will be made as well as a 

discussion on the strong and weak points of this research. After that, recommendations will be 

given regarding this kind of cultural research.  

 
6.1 The process of institutionalisation of Dutch improvised music as a field 

 
As typical mavericks, the pioneers of Dutch improvised music innovated in a traditional field 

where such an innovation would not be recognised. Their music was innovative and brought 

about changes to the field of jazz on three grounds; product, process and organisation. 

According to Wijnberg the changes it brought about in the composition of the selectors and 

the selection system itself were indicative of the relative importance or radicalness of the 

innovation. Reasoning that way, the innovation was both important and radical but still the 

musicians were striving for mostly symbolic but also some economic capital. 

The changes in the selection system would directly have an influence on the process of value 

determination and attribution. In order to reach recognition and get value attributed to their 

musical innovation, they started searching for a more favourable environment which 

eventually led to the creation of another selection system with different selectors by which 

their innovations would be recognised and seen as legitimate. The innovativeness actually 

caused the selection system to be changed through the search for a more favourable 

environment in which their innovation would be seen as legitimate. In this search the 

improvising musicians created their own institutions  

Seen from the perspective of a field, the creation of a new field was indispensable. Without 

the boundaries of a field, improvised music would be subjected to the ordinary powers of the 

field of power. These boundaries exist of conventions and people. In the process of the 

creation of a new field, the Dutch improvising musicians slowly but surely brought about new 

conventions. The people were another story. In first instance, all the people that were involved 

in this innovative music were peers, which all were striving for degree specific consecration. 

By keeping everything amongst peers, they formed a peer dominated selection system. They 

created institutions by means of which they circumvented existing institutions that would not 

recognise their innovation.  
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An institutional environment thus got formed, which proved to be of crucial importance in the 

process of institutionalisation of their musical innovation. The internal as well as external 

legitimacy of Dutch improvised music was a fact and thus took an enormous step in the 

process of institutionalisation as a field.  

The international status of Dutch improvised music was only possible because of the process 

of institutionalisation. The musicians and their music owe this to the legitimacy they 

achieved.     

 

6.2 Strong and weak points  

 

In this research, the data that has been used is all secondary. This can be seen as a weak point 

of this research; however I would like to see it as a founded choice. The data I would get from 

doing interviews with the improvising musicians in my opinion would not be valuable in this 

research for reasons already dealt with in the methodology. Therefore, the choice of only 

drawing upon secondary data actually seems to be a logical choice.  

As a good point I would like to mention the combination of different disciplines, which turned 

out to be rather useful.  

The typical improvising character can be distinguished best in live performances, but since it 

was not possible to attach such a visual fragment to this thesis, audio fragments were used 

instead. These fragments in my opinion are very representative for the musical genre as well, 

but just miss the important visual theatrical aspect.    

 

6.3 Generalisations 

 

When artists present an innovation, this will lead to change. The degree of change depends on 

the degree of importance of the innovation. As Wijnberg and Gemser stated; when an 

innovation is revolutionary it is often coupled with a change in the selection system.  

Combining this thought with Bourdieu’s theory on fields, a more narrow statement can be 

made. The forces as practised on an artistic field are demanding. Producers of restricted works 

of art typically strive for autonomy and degree specific consecration. They then fulfil their 

own logic. When an innovation is introduced that belongs to the field of restricted production, 

it strives for the same fulfilment of its own logic and the recognition of producers who are 

legitimate in their eyes as well. In order to attain this, they will go searching for an 

environment that is more susceptible towards the innovation.  
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The environment suitable for this kind of revolutionary innovation in a field of restricted 

production, proved to be one dominated by peers.  

The following statement thus can be proposed:  

 

When an innovation of restricted production is that revolutionary, the environment most 

susceptible towards it that has to be searched for is one that leads to the creation of a 

selection system dominated by peers.       

 

In the case of Dutch improvised music this clearly was the case. But seen from the aspect of 

the wider applicability of the theories used, this can be generalised and account for other cases 

as well. However, these cases have to concern innovations being that revolutionary that they 

result in changes of the characteristics of the selection system itself like Wijnberg mentioned.      

 

6.4 Recommendations  

 
Although more and more research is being done on cultural industries from an organisational 

and sociological perspective, it is still not common. Interdisciplinary approaches must be 

commended highly, since it forces a researcher to look at a case from different perspectives. 

This can only lead to new and interesting insights. Even though different industries all have 

their own characteristics, they have quite a lot in common regarding how they function in the 

bigger picture. This is why a creative industry can be treated from an organisational 

perspective.  

There is much more to do research on regarding the topic of institutionalisation of genres as a 

field. The generalisation stated above can be tested as well on other cases. For example, the 

cases of My Space and You Tube can be seen as peer dominated selection systems in which 

new musicians and groups are being recognised by pers and valued accordingly. The case of 

The Arctic Monkeys is exemplary for the functioning of a peer dominated selection system. 

Never having performed anywhere live on stage, they managed to become the first major 

breakthrough act from My Space without the interference of record lables or other 

institutions.162  

In any case it is interesting to see how a cultural innovation, evolutionary or revolutionary, 

will find its place in a field through the coming into existence of a specific selection system. 

                                                 
162 http://prblog.typepad.com/strategic_public_relation   
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In my opinion, institutionalisation in this case was only possible because of the peer selection 

system that was created as a result of searching for a more favourable environment. In other 

cases however, another selection system might prove to be necessary in order to make an 

innovation recognised and valuable. That could be an interesting subject for analysis as well.  

The legitimacy that goes hand in hand with the coming into existence of a selection system is 

an interesting aspect to zoom into. All cultural innovations need legitimacy in order to be 

recognised. The way this legitimacy is attained, is an interesting aspect to look at especially 

when it concerns relatively revolutionary innovations.            
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Music sources: 
 
Audio-material 
 
From “The Pirate; previously unreleased recordings 1969-1994” by Willem Breuker: 

- Jordaan Waltz 
- The Long Haul from “Wolkbreuk” 
- Serendipity 

All compositions by W. Breuker  
BVHaast: cd 0301 
 
From “Aan & Uit” by Instant Composers Pool:  

- De Sprong, O Romantiek der Hazen 
- Ever Never 

All compositions by M. Mengelberg 
ICP 042  
 
Order of tracks on cd: 
 

1. Serendipity 
2. Ever Never 
3. Jordaan Waltz 
4. Dolle Dinsdag 
5. The Long Haul from Wolkbreuk 
6. De Sprong, O Romantiek der Hazen 

   
Sheet music  
 
Mengelberg, M.: Met Welbeleefde Groet van de Kameel: versie voor orkest, Amsterdam, 
Donemus, 1973 (i.o.v. CSM)   


