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Between the cracks

ABSTRACT

This thesis discusses the ways in which governmental funding affects the artistic careers and
working experiences of emerging interdisciplinary artists in the Netherlands. Given the lack
of scholarly research on interdisciplinarity and its intersection with state-driven austerity
within the Dutch cultural sector, I trace the insidious ways in which state funding is
profoundly changing how artists relate to the art field, their practices, and themselves,
teasing out its disciplinary effect on genre as an instrument of neoliberal ideology. Drawing
on interviews with Netherlands-based emerging interdisciplinary artists, I map out how
austerity politics and increasing professionalisation of the Dutch cultural sector condition
interdisciplinary artists to a life of precariousness. Notably, | foreground issues around the
intersection of interdisciplinarity and funding, revealing how experiences of austerity are not
universal. Rather, I bring to the fore discrepancies stemming from contrasting perspectives of
governmental funding as a normative instrument that regulates the aesthetic dimension of
cultural production, namely, in terms of genre. | tease out two clusters of interdisciplinary
artists, enacting different notions of interdisciplinarity: The lingering romantic artists,
committed to ‘real’ interdisciplinary practice; and the new ideal artists, endorsing the state-
prescribed progressive language of new media as synonymous with interdisciplinarity.
Crucially, my discussion highlights how state-prescribed conventions of interdisciplinarity
endorse neoliberalism’s focus on progress and technological innovation. Challenging the
universalist view of cultural workers as ideal entrepreneurial subjects, my discussion of
emerging interdisciplinary artists’ archetypes ties in with broader debates beyond the field of
sociology of arts and culture on the rise of a new model of ideal worker. Most crucially, |
foreground the ‘new ideal artist” as a new model of ideal worker, linking these debates to one
around aesthetics. That is, | reveal how this archetype is prototyping frameworks for
cementing neoliberalism’s rule over the production of culture across disciplines and fields.
Moving beyond the narrow view of austerity solely as an economic phenomenon, this paper
expands the debate on subjectivities under neoliberal ideology, contributes to growing
literature on archetypes of post-welfare ideal worker, and specifically advances

understandings about cultural production and its regulation.
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1. Introduction

How does governmental funding affect the artistic careers of emerging interdisciplinary
artists in the Netherlands? Bygone is the era of the welfare state of the 1950s, ‘60s, and “70s,
when cultural workers and institutions throughout the Netherlands could rely on public
financing as their primary source of support (Meerkerk & Hoogen, 2018). In 2010, the
ascendancy to power of Mark Rutte’s conservative-liberal political party, VVVD (Volkspartij
voor Vrijheid or People’s Party for Freedom and Democracy), marked the culmination of the
long-undergoing entrepreneurial transformation of the field of arts and culture, initiated by
Wim Kok’s coalition government in 1994. Draconian budget cuts, totalling €632 million,
forced many cultural institutions to permanently shut their doors or lay off innumerable
artists, ensuing what the Secretary General of the Culture Council Jeoren Bartelse would later
describe as a massacre (Meerkerk & Hoogen, 2018; Hagood & Fellow, 2016; Siegal, 2013).
In addition to this austerity, the Dutch government put into effect policy measures
encouraging the involvement of private actors in and the professionalisation of cultural
sector, profoundly changing the frameworks and structures that had thus far regulated it
(Meerkerk & Hoogen, 2018). Crucially, criteria relating to cultural entrepreneurship and
governance were unprecedently equated to criteria on artistic quality or audience reach, in
State Secretary Halbe Zijlstra‘s 2011 policy brief More than Quality: A New Vision of
Cultural Policy (Meer dan kwaliteit: een nieuwe visie voor cultuurbeleid) (Meerkerk &
Hoogen, 2018; Compendium of Cultural Policies & Trends, n.d.).

The renewed entrepreneurial rationality imposed by Mark Rutte’s government, in 2010,
exacerbated the already precarious working and living conditions of artists — as revealed by a
2016 study conducted by the Social and Economic Council (Sociaal-Economische Raad) and
the Council for Culture, that highlighted a significant percentage of Dutch artists struggling to
sustain themselves solely through their practices. The situation may be even more alarming
for young artists, as nearly all intermediary institutions that served as a link between art
schools and the professional sphere vanished during the 2010s’ aggressive budget cuts
(Siegal, 2013). Still, and in line with arguments that the distribution of resources across sub-
genres of the cultural sector is skewed (Been, Wijngaarden and Loots, 2013), the lack of state
funding schemes targeting interdisciplinary practices raises additional concerns regarding
emerging interdisciplinary artists’ experiences of precarity — who appear to be marginalised

within a system that discards unboundedness and ambiguity (Alexander, 2018). As such, this



study into the effects of governmental funding on the artistic careers of emerging
interdisciplinary artists in the Netherlands entails get social relevance, exploring the
pervasive, disciplinary effect of governmental funding on genre and expanding our
knowledge of cultural production and its regulation. Moreover, in light of research arguing
that cultural workers are prototyping new models of post-welfare labour (McRobbie, 2016),
this study’s focus on a cohort that is particularly vulnerable to austerity politics (Fillis, Lee, &
Fraser, 2022) — and may, therefore, be paving the way for hyper precarious and hyper
constrained models of labour — presents itself as socially relevant, unveiling potential futures

of work across sectors.

The state-driven entrepreneurial transformation of the field of cultural production also
brings forth questions concerning tensions between art and business. Scholars have examined
these with regards to models for production organisation (Davis & Scase, 2000), management
styles (Howkins, 2001, de Monthoux, 2004), cultural policies (Jeffcut & Pratt, 2002), cultural
organisations (Alexander, 2018), and cultural workers (Kolbe, 2022; Scharff, 2016; Loacker,
2013, Hesmondhalgh and Baker, 2010). However, despite notable exceptions (Kolbe, 2022;
Saha 2013), less attention has been devoted to exploring the disciplinary effects of state
funding — which increasingly features neoliberal, or commercial, logics (Alexander, 2018;
McRobbie, 2016; Locaker, 2013; Eikhof & Haunschild, 2007) — on genre and the working
lives of artists. The scarce scholarly focus on this subject is particularly startling in light of
arguments that the narrative of entrepreneurship and productivity endorsed by neoliberalism
poses serious risks to artistic motivation, the quality and diversity of artistic production, and
pushes workers to their breaking point (Peters & Roose, 2022; Ashton, 2021; Saha, 2013;
Eikhof & Haunschild, 2007). Moreover, in relation to this latter point, questions arise with
regard to the types of genres and the models of creative labour promoted by state funding.
This paper thus represents a valuable contribution to debates around individual action in the
context of financialised neoliberalism in four key ways. First, it narrows a gap in literature
regarding the genre-making capacity of state funding. Second, it explores the contours of
interdisciplinary artists and arts practices and their relation to austerity within the cultural
sector. Third, it adds to an expanding body of literature on experiences of entrepreneurial
subjectification. Lastly, pursuing the argument that cultural workers are the prime test-
subjects of neoliberalism (McRobbie, 2016), this study adds to broader debates beyond the
field of sociology of arts and culture around the emergence of new archetypes of ideal worker
(de Keere & Cescon, 2023).



This paper is structured as follows: Chapter two sheds light upon the relationship between
the domain of restricted cultural production and the state, revealing how the latter is changing
how artists relate to the art world (Alexander, 2018; Bourdieu, 1984, 1993; Becker, 1982),
their practices (Eikhof & Haunschild, 2007) and themselves (Loacker, 2013); foregrounds the
genre-making capacity of state funding as an instrument of neoliberal ideology (Kolbe, 2022;
Saha, 2013); explores the self within neoliberal ideology (Scharff, 2014; 2016; 2018) and the
use of creativity for conditioning individuals to a future of work devoid of social amenities
(McRobbie, 2016), in relation to the emergence of a new archetype of ideal worker (de Keere
& Cescon, 2023); and, lastly, introduces cultural policy developments in the Netherlands, as
well as opens pathways for discussion around the intersection of interdisciplinarity and
funding within the cultural sector. Chapter three positions the reader regarding this paper’s
ontological and epistemological stance, and provides a detailed account of all methodological
choices. Specifically, this study builds on data collected via ten semi-structured qualitative
interviews with emerging interdisciplinary artists in the Netherlands, and subjected to
thematic analysis. It further details the operationalisation of the concept artistic careers into
analogous measuring instruments, — namely, ‘perceptions of work situations’, ‘career aims’,
‘work motivations’, ‘strategies of navigation’, and ‘enactment of work-life boundaries’ — and
covers issues around ethics and positionality. Discussing the analysis of the data, chapter four
brings to the fore the issue of the normalisation of precariousness within the Dutch cultural
sector, and details two archetypes of emerging interdisciplinary artists as engendered by
diverging perspectives of the normative role of state funding. Lastly, chapter five synthetises
the discussions from the preceding chapter, giving particular emphasis to the genre-making
capacity of governmental funding and this paper’s relevance for broader debates around the
emergence of new archetypes of ideal worker; discusses limitations in the data; and suggests
avenues for future research, notably, questions about the interplay of collaborative work and

the notions of authorship and ownership.



2. Theoretical Framework
2.1. The Field of Cultural Production

Any inquiry into the impacts of governmental funding on the artistic careers of emerging
interdisciplinary artists must begin by reviewing the existing literature on the forces that
shape the field of cultural production. Pierre Bourdieu’s influential writings on the artistic
field, ruled by autonomous versus heteronomous principles of legitimacy, and the theory of
practice (Bourdieu, 1977; 1980; 1984; 1993), remain as one of the most significant bodies of
work in research on cultural production — serving as an integral part of the lexicon of many
sociologists (Peters & Roose, 2019; Alexander, 2018; Eikhof & Haunschild, 2007). Bourdieu
conceives the field of cultural production as a site of perpetual contestation for legitimacy,
structured around a dichotomous relation between the autonomous field of restricted
production and the heteronomous field of large-scale production (Bourdieu, 1993, p.52). The
principle of autonomy is the prevailing force within the field of restricted production,
advocating an “art for art’s sake” (Bourdieu, 1984, p.40) eschewed of commercial interests.
Artists within the autonomous pole deny external measures of success and are singularly
concerned with distinction or prestige awarded by their peers, adhering to the maxim
“producers produce for other producers” (Bourdieu, 1993, p.39). Contrastingly, the
legitimacy of cultural products under the heteronomous principle arises from the relationship
with the audience (Bourdieu, 1993, p.46). That is, artists within the heteronomous pole are
concerned with achieving commercial success by catering to mass-audiences, and prioritizing

measures such as sales and audience attendance (Bourdieu, 1993, p.38).

As Bourdieu points out, the degree to which actors hold the power to establish and enact
their “own criteria for the production and evaluation of their products” (1993, p.115) defines
the level of autonomy of a field. This convoluted configuration of the field of cultural
production can be outlined by a negative correlation between symbolic and economic profit:
Rising economic profit produces diminishing returns of symbolic profit (Bourdieu, 1993,
p.48). As such, according to Bourdieu, the potential for heteronomy in the field of restricted
cultural production is bound to market forces single-handedly. The author fails to explore the
state as a force shaping the field of cultural production, neglecting his own argument that the
artistic field is intertwined with the field of power (1993, p.37) and disregarding the
mechanisms through which the state may be enforcing its own logic about genre conventions

and ascriptions of cultural value. Specifically, Bourdieu does not examine the ways



governmental funding may enact a normative capacity, shaping the forms, styles, and themes

pertaining to different genres and constraining the working conditions of artists.
2.2. Heteronomy and the State

In Art Worlds, another seminal piece of literature of sociology of arts and culture, Howard
S. Becker posits the state as a mighty artworld actor (1982, p.125-191). According to him, the
state shapes the production and distribution of cultural products through legal frameworks
that constrain the actions of artists, audiences, distributors, and all those involved in the
making of cultural products (1982, p.125). Foreshadowing others’ research pursuits, the
author contends that the actions of the state are not innocuous, but rather serve to advance its
agenda of what is to be deemed as art, the worth of particular genres, and the reputations of
individual artists (1982, p.166). The state thus emerges as a disciplinary entity that regulates
the aesthetic dimension of cultural production through the allocation of material and symbolic

resources.

Theoretically underpinned by Bourdieu’s writings, Victoria Alexander pursues the claims
of the two authors nearly four decades later. In her study of the supported arts sector in the
United Kingdom (2018), the author echoes Becker (1982, p.125), arguing that the state
shapes the artistic field through frameworks, rooted in commercial logics, that regulate access
to material and symbolic resources, despite its officially non-interventionist stance
characteristic of neoliberal governments (Alexander, 2018, p.25). Her analysis demonstrates
how the state-led neoliberal transformation of the field of restricted production is imposing a
business logic that directly counters the art for art’s sake ethos (Alexander, 2018, p.24). That
is, how intensifying austerity politics and increasing professionalisation and privatisation of
the cultural sector coerce artists, and arts organizations, into adopting business practices and
instruments that undermine its autonomy, in tandem with but operating separately from
market forces (Alexander, 2018, p.28-30). In conjunction with Becker’s conception of the
state as a disciplinary entity that regulates the aesthetic dimension of cultural production,
particularly in terms of artistic genres, through resources allocation (1982, p.166),
Alexander’s analysis raises questions regarding the impact of the state’s endorsement of
business logics, or neoliberal values, on genre conventions. Given the many parallels that can
be drawn between the cultural policies of the United Kingdom and the Netherlands, as it will
be further illustrated in 2.6, the present study explores how the Dutch state’s adoption of

neoliberalism affects interdisciplinarity and interdisciplinary artists.



In line with Alexander’s study (2018), other scholars have demonstrated the pervasive
implications of the propagation of neoliberal values for arts organizations. Wu (2000) shows
how corporate sponsorship prompted the emergence of corporate logos in cultural institutions
and the instrumentalization of art for marketing intents; Macdonald (2002) argues that
museums marketing strategies in the 1980s directly catered to governmental imperatives to
boost attendance figures; and, Peters and Roose (2022) illustrate how independent bodies
administering tax money in the form of grants are more likely to support successful artists,
engendering a "pronounced Matthew Effect” (2022, p.1) that poses serious threats to the
diversity of artistic production and gates access to emerging artists. Less scholarly attention
has, however, been devoted to the repercussions of the diffusion of neoliberalism for
individuals though many in the field of cultural production reject the ideology, raising
questions about the ways in which social actors negotiate competing values and discourses
(West & Smith, 2005; Bourdieu, Haacke, & Johnson 1995).

2.3. Neoliberalism and the Individual

Doris Eikhof and Axel Haunschild’s study of German theatre production (2007) sheds
light on the significant and enduring consequences of the clash between neoliberal ideology
and art/creativity for individuals. The authors contend that neoliberalism is undermining “the
very resources which creative production depends” on (Eikhof & Haunschild, 2007, p.524),
posing serious threats to artistic motivation. Their analysis takes Bourdieu’s understanding of
logics of practice as a wider theoretical framework (1977; 1980). Namely, that internally
coherent collections of rules and tenets particular to various symbolic systems, i.e., fields,
structure and direct “the totality of an agent’s thoughts, perceptions, and actions” (Bourdieu,
1977, p.109-110) as they strive to maintain or improve their (dis)position within a given field.
In line with Bourdieu’s theory of practice, Eikhof and Haunschild observe that economic
logics of practice — namely, market orientation, hyper-productivity, self-economisation, and
competitiveness — are superseding artistic logics of practice — art for art’s sake, rejection of
external validation, and incommensurability — as guiding principles for creative action
(Eikhof & Haunschild, 2007, p.529-535), threatening to weaken or even extinguish artistic
drive. Similarly, others have argued that the intrinsic value of creative work is increasingly
becoming subject to inflation (McRobbie, 2016), with artists demonstrating rising levels of
self-management and -economisation (Everts, Hitters, & Berkers, 2022; McRobbie, 2016)
and market-orientation (Peters & Roose, 2019).



The Bourdieusian theoretical framework offers valuable insights into how the diffusion of
neoliberal ideology — entailing the tightening of evaluation criteria, adoption of business
practices and instruments, and emphasis on quantifiable outputs (Alexander, 2018) — coupled
with rising economic instability led to the undermining of artistic values. However, it leaves
unanswered questions about the insidious mechanisms through which this transformation is
happening and psychic life under conditions of financialised neoliberalism (Scharff, 2014;
2016; Layton, 2013). Indeed, scholars have more recently called for research that moves
beyond the long-established art-commerce dichotomy (Everts, Hitters, & Berkers, 2022;
Haynes & Marshall, 2018), as entrepreneurial tasks become increasingly inseparable from
artistic work (Haynes & Marshall, 2018; Klein, Meier, & Powers, 2017; Hughes et al., 2016;

Hennekam & Bennett, 2016) and disrupt conventional beliefs about ‘selling out’.
2.4. Funding Governmentalities and the Entrepreneurial Subject

Michel Foucault’s writings, and the work of others in the Foucauldian tradition, offer
insights into the ways neoliberalism affects social life generally and cultural production more
specifically, and advances its own agenda. In his lectures at the Collége de France, in the
1970s, Foucault coins the term governmentality to describe power as a productive force that
is exerted not through coercive means, but rather embedded through discourses into social
life, shaping the beliefs and behaviours of individuals and groups (Burchell, Gordon, &
Miller, 1991). Building on Foucauldian ideas of discourse, scholars have explored how the
notion of governmentality plays out within the artistic field to shape the production and
circulation of cultural products (Kolbe, 2022; Saha, 2013). Kristina Kolbe’s study centring
UK-based art professionals teases out how economic inequality intertwines with the inner-
workings of the cultural sector, and the ways in which it shapes the “organisational and
curatorial practices” of the latter (2022, p.259). Remarkably, her analysis brings to the fore
how austerity politics have a standardising effect on curation, pushing arts organisations to
programme ready-to-consume, neatly packaged exhibitions in their pursuit of ‘the next big
hit” (Kolbe, 2022, p.261-262). This leads to a decrease of artistic offers, as “the variety and
the diversity of programming” (2022, p.261) are sacrificed in favour curatorial practices that
cater to white middle-class audiences. Financing thereby exercises a disciplinary capacity,
dictating the types of artistic genres and narratives that are programmed and created (Kolbe,
2022, p.626). Similarly, Anamik Saha’s study of the British Asian theatre company, Rasa

Productions, illustrates how the current neoliberalism governs and subsumes narratives with



disruptive potential through funding governmentalities endorsing its agenda (2013).
Specifically, Saha shows how racialising funding governmentalities, i.e., structures and
practices of financialised support hinging on a sense of profound racial and ethnic difference,
discursively steered Rasa Productions into reproducing stereotypical depictions of Asianness
“via a form of self-discipline” (2013, p.25) — despite the theatre company being co-managed

by a South Asian.

Anamik Saha’s use of the term “self-discipline” (2013, p.25) hints at another of
Foucault’s seminal contributions to the field of sociology. In The Birth of Biopolitics, the
French author argues that the advent of neoliberal policies and practices has profoundly
altered the ways in which power operates, such that it presently extends beyond the presumed
political and economic domains into all structures and practices of contemporary life
(Foucault, 1978/2008). That is, neoliberal market principles and rationalities pervade
virtually all social domains as, for example, health, culture, and education. This
transformation entails a shift away from the traditional relationship between the state and the
individual, that hinged on state intervention and centralized power, toward a system that
emphasizes individual freedom, decentralization, and entrepreneurialism (Foucault,
1978/2008). Former understandings about collective welfare are thereby replaced by a focus
on self-governance and self-responsibility, that urges individuals to relate to themselves as
enterprises (Foucault, 1978/2008).

Grounded in Foucauldian tradition, Bernadette Loacker’s study of the independent
Austrian theatre scene explores the far-reaching consequences of the situating of art
professionals as enterprises, driven by the neoliberal values within contemporary cultural
policies (2013, p.130) — namely, self-autonomy and self-governance, market-orientation and
self-marketing, rivalry and continuous self-assessment, hyper-productivity and flexibility,
and individualization (Loacker, 2013, p.128-129). According to the author, these discursively
reposition artists as culturpreneurs (Loacker, 2013, p.130), altering how they relate to their
practices, and perceive the art field (Loacker, 2013, p.131-138). In line with findings
presented above (McRobbie, 2016; Eikhof & Haunschild, 2007), the artists in Loacker’s
sample evidence an emphasis on efficiency, flexibility, self-marketing, self-autonomy, and
self-governance (2013, p.134) and refrain from collectively organizing themselves to demand
better working conditions, as prescribed by the maxim of individualization (2013, p.135-

136). The author identifies “a certain mythological connection between creativity and



poverty” (Loacker, 2013, p.137) — which is, in turn, reinforced by neoliberal governmental
policies — rooted in the belief that precarious and under remunerated working conditions are
the price to pay for autonomy, self-determination, and non-repetitive work. Artistic logics,
Loacker argues, thus construct artists as particularly susceptible to exploitation, prompting
them to endorse and even co-create their tenuous conditions of being (2013, p.140). Still,
remarkably, the author suggests that the discursive reimagining of artists as culturpreneurs
has implications for the aesthetic dimension of cultural production, subsuming the
heterogeneity of artistic genres (Loacker, 2013, p.128). Loacker’s analysis echoes the
findings of Hesmondhalgh and Baker, who likewise identified a focus on flexibility (2010,
p.8-9), self-autonomy and self-governance (2010, p.11), and efficiency (2010, p.12); a
disregard of unions as a means to improve working conditions (2010, p.12); and a proclivity
for self-exploitation brought about a pursuit for self-actualisation (2010, p.12-13), among
workers of three cultural industries. Nonetheless, this body of work leaves unanswered

questions about the psychic life of the culturpreneur.

Christina Scharff’s writings offer additional valuable insights into the contours of the self
under neoliberalism (2014; 2016; 2018). Building on other writers in the Foucauldian
tradition (Davies; 2014; Layton, 2010; McNay, 2009; Rose, 1992), Scharff’s study with over
60 young female classical musicians maps out 10 distinct contours of entrepreneurial
subjectivity (Scharff, 2016). Unsurprisingly, the self as business appears as a foundational
contour of entrepreneurial subjectivity (Scharff, 2016, p.111-112). The entrepreneurial
subject relates to itself as an enterprise, fabricating a distance from itself that enables
perpetual self-improvement (Scharff, 2016, p.112). Distinct features, such as age, gender, and
ethnicity, are self-exploited as “unique selling point[s]” (Scharff, 2016, p.111), and no
dimension of the self — mental, physical, and spiritual — is overlooked in the continuous quest
for optimization (Scharff, 2016, p.112). This unceasing pursuit for self-improvement implies
a hyper-productive orientation towards the use of time, hinting to the next contour of
entrepreneurial subjectivity, namely, that of being “constantly active and still lacking time”
(Scharff, 2016, p.112). The entrepreneurial subject is “always at it” (Scharft, 2016, p.112),
engaged in constant activity, but feels that it lacks time as all domains of life must be worked
upon. Following the argument that positive thinking is entangled with the “logic of neoliberal
subjectification” (Binkley, 2011, p.372), Scharff identifies “embracing risks, learning from
knock-backs and staying positive” (Scharff, 2016, p.113) as the next contour of

entrepreneurial subjectivity. Cultural workers embrace risks like enterprises, justifying such
9



behaviour on the account of ‘doing what they love’. Negative experiences are dismissed;
rather, the entrepreneurial subject maintains a positive attitude, understanding “knock-backs
... as learning experiences” (Scharff, 2016, p.113). Foreshadowing her own argument
elsewhere (2018), Scharff points out the absence of emotional states such as anger, insecurity,
despair and dissatisfaction as prompted by the depoliticising effects of the ‘always positive
mindset’, that serves neoliberalism through its disavowal of systemic issues (Scharff, 2016,

p.113).

Accordingly, Scharff notes that cultural workers predominantly situate their struggles in
the past and (re)construct their entrepreneurial selves as resilient in face of adversity by
recounting tales of past challenges (Scharff, 2016, p.114). This emphasis on individual
empowerment characteristic of the survivor discourse, again, serves neoliberalism by
shrugging off any questions of broader socio-political issues (Scharff, 2016, p.114). Linked to
the survivor discourse, the entrepreneurial self repudiates vulnerability and assumes sole
responsibility in case of failure, hinging its ability to overcome challenges on “appropriate
self-management” (Scharff, 2016, p.115). Nonetheless, Scharff notes that cultural workers
periodically draw on discourses besides entrepreneurial ones, specifically when discussing
the emotional vulnerabilities that come with pursuing a profession so ‘close to their heart’
(Scharff, 2016, p.115). Entrepreneurial repertoires of value and meaning are thereby
negotiated with other discourses around artistic labour, that may validate, undermine or
contest the entrepreneurial rhetoric (Scharff, 2016, p.115). Despite negotiating competing
discourses, Scharff observes that the cultural workers’ discourses almost never bring forth
systemic inequalities (Scharff, 2016, p.115-116). This disarticulation of structural
inequalities, the author argues, implies that impetuses for change are “turned inwards”
(Scharff, 2016, p.116), rather than at socio-political domains. Analogous to the discussion of
emotional vulnerabilities, cultural workers cease their performance of entrepreneurial
subjectivity when discussing the precarity prevalent in the field, openly expressing feelings of
anxiety, doubt, and insecurity (Scharff, 2016, p.116-117). Scharff remarks that, again,
discourses expressing anger or frustration in response to the precarious working conditions
are absent (2016, p.116).

Notably, the author offers an alternative reading on the issue of competition, namely, that
of “competing with the self” (Scharff, 2016, p.117). Scharff notes that cultural workers’
discourses reject competition, instead focusing on their individuality. While this could entail

10



another interruption in the expression of entrepreneurial subjectivity, the author posits that
the emphasis on individuality indicates that competition is targeted inwardly under
neoliberalism (Scharff, 2016, p.117). Thus, the entrepreneurial subject competes with its self,
internalizing competition rather than directing it toward others (Scharff, 2016, p.117). This
assimilation of competition implies a more profound form of subjugation, where insidious
power dynamics lead individuals to perpetually compete against themselves in a rigged game
(Scharff, 2016, p.118). The last contour of entrepreneurial subjectivity as identified by
Scharff addresses the issue of boundary work. By establishing boundaries between
themselves as hard working and others as lazy, cultural workers constitute their selves as
entrepreneurial (Scharff, 2016, p.119). This, the author highlights, implies the dismissal of
and disregard for those whose performances are deemed unsatisfactory (Scharff, 2016,
p.119).

Scharft’s study with young female cultural workers introduces a comprehensive
theoretical framework on entrepreneurial subjectivity, revealing the far-reaching
repercussions of neoliberalism for individuals. Still, the author’s discussion can be
complemented by Daniel Ashton’s research on the implications of the increasing significance
of entrepreneurialism for British cultural organisations and workers (2021). Specifically, the
notion of emotional labour as the hidden and under recognised practices associated with
becoming entrepreneurial, introduced by Ashton, shines light on how the construction of
entrepreneurial subjectivities happens at the cost of workers, leading many to “a breaking
point”, i.e., burning out (Ashton, 2021, p.9). Nonetheless, it is worth noting that Scharft’s
analysis drawing from interviews with classical musicians is rooted in a universalist
conception of cultural workers as ideal entrepreneurial subjects, disregarding the ways in
which genre and ascriptions of cultural value may intersect with experiences of
entrepreneurial subjectification and, subsequently, engender distinct repertoires of ideal
entrepreneurial subject. That is, how the interplay of austerity politics and funding
governmentalities, imbued with commercial logics, may produce varied experiences of
precariousness among workers across different sub-genres of the cultural sector,

consequently yielding diverging post-welfare models and meanings of work.
2.5. The New ldeal Worker(s)

In Be Creative: Making a Living in the New Culture Industries (2016), Angela McRobbie
extends the argument that cultural workers are the ideal entrepreneurial subjects, postulating

11



that the creative workforce is prototyping new forms of highly-flexible and highly-precarious
post-welfare labour. Against the backdrop of the neoliberal transformation of the British
cultural sector prompted by Blair's government, McRobbie argues that the notion of creativity
has been appropriated by neoliberalism to create an apparatus for conditioning individuals to
a future of work devoid of the social amenities (2016, p.81-90). The self-fulfilment of being
creative is framed as the allegedly stimulating compensation for work without social benefits
or protection (McRobbie, 2016, p.52); more even so, creativity seems to discard the
‘problematic’ notion of work altogether. In this context, the cultural sector is conceived to be
the optimal site for experimenting with new modes of post-welfare governmentalities, with
artists serving as prime test-subjects due to their susceptibility to exploitation brought about
by the pursuit for self-actualisation and devotion to passionate work (McRobbie, 2016, p.91).
The artist, in McRobbie’s view, thus functions as a sort-of ‘canary in the coal mine’,
providing models for what short-term and underpaid work could look like (McRobbie, 2016,
p.91).

McRobbie’s discussion ties in with academic debates outside of the field of sociology of
arts and culture around the emergence of a new model of ideal worker (de Keere & Cescon,
2023; Dumas & Sanchez-Burks, 2015). Echoing the argument that creativity and passion are
being instrumentalised by neoliberalist policies to enforce a labour reform (McRobbie, 2016),
de Keere and Cescon’s research on multinational organizations’ employees testimonials
explores how new types of ideal worker transcend the antithesis between the self and labour
to narrow the divide between organizational and individual motivations and solve the issue of
alienation from work (2023). In line with Foucauldian tradition, the authors’ analysis departs
from the understanding that the notion of ideal worker is shaped by the political, social, and
organizational discourses prevalent at a given time (2023, p.4-5). De Keere and Cescon open
the article by outlining the historical shifts that led to varying ideal worker archetypes. Prior
to the 1980s, extended job tenure and intra-organisational mobility, coupled with the strict
separation of work and personal life promoted by Fordism, typified employment relations in
most industrialised nations (Neely, 2020; Vosko, 2009; DiMaggio, 2001, as cited in de Keere
& Cescon, 2023, p.4). These contours of labour established the abiding, and reliable white
working class “family man looking for lifelong employment and a career within the

company” as the ideal worker (de Keere & Cescon, 2023, p.4).
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Historical shifts at the end of the 20" century gave rise to a new type of ideal worker. The
expansion of education ensued the arrival of a growing number of highly educated
individuals, displaying a disregard for traditional values of duty and obedience, in the labour
market (de Keere & Cescon, 2023, p.4). In combination with this influx of a new generation
of workers, an organisational power shift towards investors and shareholders led flexibility
and inter-organisational mobility to replace long-term commitment and intra-organisational
mobility as primary employment concerns (de Keere & Cescon, 2023, p.4). Additionally, the
end of the 20" century marked the advent of neoliberalism as a political agenda, eroding the
influence of labour unions and slashing workers’ rights (de Keere & Cescon, 2023, p.4).
These political, social, and organizational shifts pushed workers to prove their value by
showcasing their adaptability and ingenuity and undertaking a variety of projects across
organisational settings (de Keere & Cescon, 2023, p.5), subsequently shaping the ideal
worker archetype as “an entrepreneurial and self-reliant homo economicus [emphasis in the
original]” (de Keere & Cescon, 2023, p.5). However, de Keere and Cescon’s analysis takes
issue with the universality of the entrepreneurial subject as ideal worker, rather charting three
distinct repertoires. The entrepreneur repertoire is defined by a combination of economic
drive, pursuit of success and proclivity to embrace risks, with a focus on authenticity,
belonging, and well-being (de Keere & Cescon, 2023, p.13). Risk-taking, pursuing
professional success, and meeting challenges are understood to yield not only economic
rewards but also psychological benefits, transmuting into issues of well-being (de Keere &
Cescon, 2023, p.13).

The trailblazer repertoire presents the ideal worker as a passionate individual working at
the cutting edge of knowledge and committed to improving the world (de Keere & Cescon,
2023, p.14). This repertoire of ideal worker champions ecological and environmental
sustainability and advocates for diversity, equality and inclusion, emphasising issues such as
racism and empowerment of minority groups (de Keere & Cescon, 2023, p.14). Interestingly,
de Keere and Cescon note that diversity, equality and inclusion are formulated not only as
matters of moral responsibility, but also as drivers of “innovation and progress” (de Keere &
Cescon, 2023, p.15). Finally, the cosmopolitan repertoire introduces a different depiction of
the ideal worker from the commonly presumed entrepreneurial self. Individuals enacting the
cosmopolitan repertoire position themselves as multicultural and international, highlighting
their knowledge of diverse perspectives and cross-cultural communication skills (de Keere &

Cescon, 2023, p.15). Rather than the focus on individuality and competition typically
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associated with the entrepreneurial self, collaboration and community-building across borders
are emphasised (de Keere & Cescon, 2023, p.15-16). In line with this outwards stance, the
cosmopolitan archetype has a moral and societal agenda, placing great value on “doing the
right thing, giving back to society or helping our communities” (de Keere & Cescon, 2023,
p.16). Thereby, the study by de Keere and Cescon offers a novel take on the notion of the
ideal worker, expanding the academic debate on subjectivities under neoliberalism and
providing a theoretical framework to investigate the post-welfare models and meanings of
creative labour that the interplay of entrepreneurial subjectification, or austerity politics, and

genre may engender.

In sum, whether following a Bourdieusian or Foucauldian route to analyse artists’ careers,
the state emerges as a disciplinary entity that regulates the aesthetic dimension of cultural
production and shapes individual action through legal frameworks to advance its own socio-
political agenda (Kolbe, 2022; Alexander, 2018; Scharff, 2014; 2016; 2018; Loacker, 2013,
Saha, 2013; Eikhof & Haunschild, 2007; Bourdieu, 1993; Burchell, Gordon, & Miller, 1991;
Becker, 1982). However, despite notable exceptions (Kolbe, 2022; Saha 2013), scholars have
devoted less attention to exploring the disciplinary effects of state funding on genre and on
the working lives of artists. Moreover, in light of claims that cultural policies are increasingly
imbued with neoliberal, or commercial, logics (Alexander, 2018; McRobbie, 2016; Locaker,
2013; Eikhof & Haunschild, 2007), questions arise with regard to the types of genres and the
models of creative labour promoted by state funding. In this context, interdisciplinary artists
emerge as a particularly well suited cohort to investigate how state-led austerity politics and
neoliberal transformation of the cultural sector intersect with genre, advancing our
understanding of cultural production and its regulation. Namely, as elaborated in sub-section
2.6, the unbound nature of interdisciplinary art practices appears to clash neoliberalism’s
emphasis on business logics and preference for clear-cut definitions, positing
interdisciplinary artists as less marketable and more susceptible to austerity. In turn, this
seemingly hyper precarious (dis)position of interdisciplinary artists within the cultural sector
allows to investigate more accurately how state funding imposes genre conventions and
constrains the working lives of artists, as this cohort’s struggle for financial resources
provides insights into how artists negotiate tensions between art and commerce in attempts to
conform to genre norms and ascriptions of cultural value. How does state funding shape

genre, what happens to genre conventions when the state endorses neoliberal ideology, and
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how does this all impact interdisciplinary artists and art practices are questions explored in

the present thesis.
2.6. Setting the Scene

A contextual analysis of the effects of governmental funding on the careers of emerging
interdisciplinary artists in the Netherlands must be grounded in the existing literature on
Dutch cultural policy. The foundations of the Dutch cultural policy can be traced back to the
aftermath of World War Il (Meerkerk & Hoogen, 2018, p.14; Compendium of Cultural
Policies & Trends, n.d.). In 1947, the Arts Council was instituted as the central authority
coordinating the arts and culture (Meerkerk & Hoogen, 2018, p.14). From the 1950s onwards,
the national government became increasingly preoccupied with policy-making in the field,
expanding cultural policy goals to encompass subsidies for artists, welfare concerns, and the
legal formalization of artistic freedom (Meerkerk & Hoogen, 2018, p.15; Compendium of
Cultural Policies & Trends, n.d.). The extension of policy concerns led to a bureaucratisation
of the field, reflected in the increasing regulations and rules that started pervading institutions
(Meerkerk & Hoogen, 2018, p.15). As implied in 2.2, similarly to the British cultural policy
case, the 1980s observed the institution of a managerial and efficiency-oriented approach to
cultural policy (Meerkerk & Hoogen, 2018, p.17; Compendium of Cultural Policies &
Trends, n.d.). The General Administrative Law Act (Algemene Wet Bestuursrecht),
introduced in 1983, cast aside cultural workers as advisors and relegated private individuals
to the part of members in boards of cultural organisations, effectively placing the national
government as the leading force shaping cultural policy-making (Meerkerk & Hoogen, 2018,
p.17-18). In 1994, Wim Kok’s coalition government initiated the entrepreneurial
transformation of the cultural field, implementing measures imbued with neoliberal
tendencies to increase the privatisation and professionalisation of the cultural sector, and
prompt artists and cultural institutions to generate their own funds (Compendium of Cultural
Policies & Trends, n.d.). This emphasis on cultural governance and entrepreneurialism found
its consecration in 1999 with the introduction of the term of cultural entrepreneurship by the
Secretary for Culture Van der Ploeg, which incited artists and cultural institutions to align
themselves with audiences’ demands and leverage business opportunities to broaden their
reach (Meerkerk & Hoogen, 2018, p.26; Compendium of Cultural Policies & Trends, n.d.).
Subsequent governments continued and expanded this neoliberal approach to the field; for
example, in 2009, following British examples, the institution Culture+Entrepreneurship
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(Cultuur+Ondernemen) was integrated into Dutch cultural policy to stimulate the
entrepreneurship of cultural workers and institutions (Meerkerk & Hoogen, 2018, p.26;
Compendium of Cultural Policies & Trends, n.d.). These developments culminated in what
the Secretary General of the Culture Council Jeoren Bartelse would later describe as a
massacre (Siegal, 2013). The rise to power of Mark Rutte’s conservative-liberal political
party VVD (Volkspartij voor Vrijheid or People’s Party for Freedom and Democracy), in
2010, ensued a series of profound changes in the cultural sector (Meerkerk & Hoogen, 2018,
p.26; Compendium of Cultural Policies & Trends, n.d.). Draconian budget cuts, amounting to
a total loss of €632 million, forced many cultural institutions to permanently shut their doors
or lay off innumerable artists (Meerkerk & Hoogen, 2018, p.26-27; Hagood & Fellow, 2016,
p.1; Siegal, 2013). This austerity was accompanied by policy measures encouraging the
involvement of private actors in the arts and culture and the professionalisation of the sector
(Ministerie van Onderwijs, Cultuur en Wetenschap, 2009), which aimed to stimulate private
donations by facilitating tax benefits for donors (Meerkerk & Hoogen, 2018, p.26-27).
Unprecedently, criteria relating to cultural entrepreneurship and governance were equated to
criteria on artistic quality or audience reach (Meerkerk & Hoogen, 2018, p.27; Compendium
of Cultural Policies & Trends, n.d.). This emphasis on cultural entrepreneurship was
solidified in State Secretary Halbe Zijlstra‘s 2011 policy brief More than Quality: A New
Vision of Cultural Policy (Meer dan kwaliteit: een nieuwe visie voor cultuurbeleid), and,
subsequently, the Cultural Entrepreneurship Programme (2012- 2016) which, among other
measures, repealed the Income Provision for Artists Act (Wet Werk en Inkomen
Kunstenaars) (Meerkerk & Hoogen, 2018, p.28-29; Compendium of Cultural Policies &
Trends, n.d.).

The renewed entrepreneurial rationality imposed by Mark Rutte’s government, in 2010,
worsened the already precarious working and living conditions of artists. According to a 2016
study by the Social and Economic Council (Sociaal-Economische Raad) and the Council for
Culture, a significant percentage of Dutch artists cannot sustain themselves through their
artistic practices. In fact, 42% are self-employed, and countless others juggle short-term
work, maintain a ‘job on the side’, or are dependent on unemployment benefit-schemes
(Meerkerk & Hoogen, 2018, p.29). Additional concerns emerge around young artists, as
virtually all intermediary art institutions that bridged the gap between art academies and the
professional world disappeared during the 2010s’ aggressive budget cuts (Siegal, 2013). Still,
this grim picture appears to be even more bleak in relation to interdisciplinary artists. No
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schematic reviews of the availability of governmental funding for interdisciplinary practices
or artists in the Netherlands were found. Nonetheless, in line with Been, Wijngaarden, and
Loots’ suggestion that the distribution of financial resources across sub-genres of the cultural
sector is skewed (2023, p.1), a careful browse through the websites of the Dutch national arts
funding bodies — namely, Performing Arts Fund (Fonds Podiumkunsten), Creative Industries
Fund (Stimulering Creatieve Industrie), Mondriaan Fund (Mondriaan Fonds), Dutch
Foundation for Literature (Nederlands Letterenfonds), and Netherlands Film Fund
(Nederlands Filmfonds) — suggests that interdisciplinary artists have been relegated to the
periphery of the Dutch cultural sector by a system that prioritizes clear-cut definitions and
metrics over the unboundedness and ambiguity characteristic of interdisciplinarity. In fact,
out of the dozens of funding schemes and grant programs made available by these institutions
for artists in the Netherlands, virtually none target interdisciplinary arts practices.

In light of the lack of research on interdisciplinary arts funding, the quantitative study of
Lindell Bromham, Russel Dinnage and Xia Hua on funding success rates of interdisciplinary
research projects offers insights into how the intersection of interdisciplinarity and financing
may play out in the cultural sector (2023). The authors find a consistent negative correlation
between interdisciplinarity and funding success, i.e., interdisciplinary research projects “have
lower funding success rates”, in Australia (Bromham, Dinnage, & Hua, 2023, p.686).
Bromham, Dinnage and Hua attributed this to difficulties in evaluating the quality of
interdisciplinary research proposals due to the a poor match between reviewers’ expertise and
the topics investigated (2023, p.685), as well as funding criteria that tend to favour single-
discipline projects (2023, p.686). Similarly, others recognised a variety of issues with
pursuing interdisciplinary scholarship (Rafols, Leydesdorff, O’Hare, Nightingale, & Stirling,
2012, p.1; Pfirman & Martin, 2010, p.387-400; Laudel, 2006, p.57). This body of work,
coupled with Been, Wijngaarden, and Loots’ suggestion (2023), disputes Hesmondhalgh and
Baker’s findings that “found no evidence that particular industries or genres” (2010, p.17)
produce varied experiences of austerity, positioning the present research as ever-more timely.
How do emerging interdisciplinary artists experience this apparent lack of funding schemes
targeting their practices, and what strategies do they deploy in their struggle for financial

resources, are questions explored in the present study.
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3. Research Design
3.1. Methodology

The present research design was guided by the question: How does governmental funding
affect the artistic careers of emerging interdisciplinary artists in the Netherlands? Qualitative
research surfaced as the most fitting methodology in light of this study’s focus on the micro-
level of social reality (Bryman, 2012, p.408), i.e., the experiences and emotional responses of
interdisciplinary artists within the Dutch cultural sector (Hesmondhalgh & Baker, 2010,
p.18). Specifically, its commitment to understanding social action empathetically,
characteristic of the interpretivist epistemology (Bryman, 2012, p.28), and investigating
phenomena and their categories as continuously accomplished by social actors, distinctive of
the constructionist ontology (Bryman, 2012, p.34-35), facilitated grounded research into how
emerging interdisciplinary artists relate their careers, narrate their experiences with
governmental funding, and discern those experiences. This study thus adopted an anti-
positivist position and pursued inductive reasoning to unveil dimensions of a phenomenon
not amenable to observation (Bryman, 2012, p.30). Namely, a contextual understanding of
emerging interdisciplinary artists” views and beliefs about and attitudes towards
governmental funding, and the strategies deployed by them to navigate the constraints of a
neoliberal system that values precise categorizations over the expansive nature of
interdisciplinarity in their pursuit of resources and cultural consecration (Lamont & Swidler,
2014, p.160; Glass, 2005, p.2).

The study builds on data collected through semi-structured qualitative interviews. Semi-
structured interviews provided a flexible framework for questioning that enabled me to depart
from the interview guide and follow the interviewees’ lead, giving research participants the
opportunity to pursue their topics of interest (Bryman, 2012, p.471). This leeway provided by
the semi-structured interview method facilitated an inquiry grounded in the localized
conditions shaping the interviewees’ artistic careers and lives, answering Everts, Hitters and
Berkers’ call for inductive research that takes into account the heterogeneity of workers’
experiences in the cultural sector (2021, p.111). Semi-structured qualitative interviews
likewise demonstrated to be the most suitable method to investigate the interviewees’ sense
of where they stand in the cultural field and draw perceptions of legitimacy — further
described in 3.4 — as it facilitated probing into “boundary work” (Lamont & Swidler, 2014,
p.161).
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The collected data consisting of 11 hours of interviewing was subjected to thematic
analysis, conducted using the software atlas.ti. Thematic analysis is an inductive analytical
approach that entails systematically identifying, analysing, and interpreting key systems of
meaning embedded within and across data (Bryman, 2012, p. 578; Matthews & Ross, 2010,
p. 373; Braun & Clarke, 2006, p. 79). The degree of theoretical freedom it offers yielded a
flexible research tool that enabled the teasing out of contextual nuances to provide rich and
detailed accounts of “real-world problems” (Guest, MacQueen, & Namey, 2014, p.17). The
selected method of analysis repeatedly demonstrated to be the most appropriate methodology
since its flexible nature facilitated the formulation of novel theoretical frameworks to
comprehensively address the phenomenon of interest, as elaborated in chapter 4. The analysis
process entailed an iterative movement between the data set, coded excerpts of data, and the
initial analysis of the data (Braun & Clarke, 2006, p. 86; Matthews & Ross, 2010, p. 373).
This approach posited the raw data as an integral part of the analysis throughout, ensuring the
preservation of the data’s context (Bryman, 2012, p. 578). The analysis was structured into
three levels of coding (Saldafia, 2013). The initial stage entailed utilising in vivo coding to
generate descriptive codes that encapsulated the meanings and causal links found in the
interviewees’ responses. This yielded a total of 1,565 in vivo codes, which were subsequently
refined to 1,412 in vivo codes following a meticulous second reading of the data. The second
level involved the focused coding of the 1,412 in vivo codes into 33 categories developed
from the data that teased out connections between the different topics addressed in the
interviews and their relevance to the pertinent wider social world. Concurrently, the 1,412 in
vivo codes were further refined to 1,346 in vivo codes, as the issues pertaining to the
phenomenon under study became increasingly emergent. Through the application of axial
coding in the final level of coding, the 33 focused codes were grouped together to identify the

6 overarching themes found in the collected data (see Appendix D).
3.2. Sampling

The study gathered data via 10 semi-structured qualitative interviews carried out in March
2023 with emerging interdisciplinary artists based in the Netherlands (see Appendix B).
Academia has produced few precise definitions of interdisciplinary art practices or artists
(Augsburg, 2017, p.131). This paper defines interdisciplinary artists as those working in a
myriad of media, drawing knowledge from “disciplines, fields and discourses within and

outside the realm of art” (Augsburg, 2017, p.132), and conceptualising interdisciplinarity as

1