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Abstract 

Prior research in the diffusion of innovations literature has focused on the eventual 

consumer of primarily utilitarian products, such as consumer durables and "high tech" 

products. This research focuses on a less-explored area of diffusion: diffusion channel 

intermediaries for primarily aesthetic products, such as art and music. 

Data were collected in the form of depth interviews with intermediaries in two 

aesthetic product categories, art photography and jazz. Interview data were supplemented 

with observations of the intermediaries in situ, as well as by ancillary documentation produced 

by and about the intermediaries. Employing a grounded theory methodology, these data 

formed the basis of a theory which suggests two distinct aesthetic intermediary types, and 

which constitutes two alternative diffusion paths. 

One intermediary type, labeled the Separable-oriented (Separable Conceptualization

Oriented Intermediary), conceptualizes innovations as occurring in singular products. The 

other intermediary type, labeled Connected-oriented (Connected Conceptualization-Oriented 

Intermediary), conceptualizes innovation as occurring in larger bodies of work, these bodies 

connected by the intention of the producer and/or the process used to create the product. 

These two intermediary types are further differentiated by the activities they pursue 

in their intermediary role, by the channel entities with whom they communicate, and by the 

categories they employ in their evaluation of the innovative product. Separable-orienteds are 

shown to pursue activities which commodify the aesthetic product, provide variety to their 

constituents, and enhance the entertainment value of the product for their constituents; they 

communicate with commercial entities and the general public; and they consider issues of 

divisibility and complexity when evaluating aesthetic product for possible facilitation. 
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Connected-orienteds, on the other hand, are shown to pursue activities which 

decommodify the aesthetic product, provide themes for integration of the individual aesthetic 

products, and enhance the educational value of the product for their constituents; they 

communicate more readily with the artist than with commercial entities, and define their 

constituency less broadly than Separable-orienteds; and they consider issues of the product's 

complexity beyond a given threshold, and the product's potential to proliferate beyond its 

current incarnation when evaluating it for possible facilitation. 
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Chapter One: 

Introduction 



Wissen Sie, was Programmusik ist? Ich nicht. Es gibt nur 
gute und schlechte musik. 

[Do you know what programme music is? I don't. There is 
only good and bad music.] 

- Richard Strauss 

The words are from the liner notes of a Deutsche Grammophon tape I bought 

when I was thirteen - Karl Boehm conducted the Vienna Philharmonic through his 
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interpretations of Till Eulenspiegel's Merry Pranks, and I listened. And while I listened, I 

read those liner notes, and wondered what the quote meant. Oh, I could figure out the 

essence of the argument: Strauss had been castrated by the critics for having written lowly 

incidental music, and he reacted with the preceding statement to the press. But the 

context escaped me. 

Now some seventeen years later I look at the statement, and it is still intriguing. 

Strauss, a man of some success in his own lifetime and part of the modern symphony's 

standard repertoire today, was not some untouchable island of inner-directed reason. 

Rather he was a man who listened to critics, and a man who was compelled to argue his 

point not only with his music, but with words - words conveyed through the media. 

Relative to the late nineteenth century, today's body of critics and media are - if 

not more sophisticated - more dense, layered and specialized. And artists seem to attend 

to them more overtly: witness Christo, an artist who engages in island-wrappings and 

hundred-foot-tall curtain-hangings across valleys - carefully orchestrated media events 

posing as art objects. And if density of the professional strata were not enough, along 
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with these more professional intermediaries come lay participants who serve a critic's role, 

such as symphony support groups, blues societies, film restoration groups. Given these 

conditions, the participation in the diffusion of art objects by those who neither produce 

nor necessarily consume them has become pervasive. 

The purpose of this study is to further explicate those happenings between the 

artist and the eventual consumer of the artist's product, with a particular emphasis on the 

diffusion of aesthetic innovations. Marketing and consumer behavior researchers have 

been thorough in their incorporation of diffusion theory into their mainstream; as early as 

1972, Robertson noted apprehension among marketing academics concerning the 

faddishness of the topic and the overwhelming cumulative growth of marketing literature 

focused on innovation diffusion. Today both modeling and behavioral strains of diffusion 

research thrive in the marketing discipline (Mahajan, Muller, and Bass 1990). But the 

research to date overwhelmingly favors classes of objects the primary traits of which are 

functional, such as high-tech products and consumer durables. The diffusion of aesthetic 

objects is largely overlooked. 

This study will develop an understanding of the context of innovation diffusion in 

the aesthetic domain. The following sections will address 1) the difficulty in demarcating 

boundaries for innovative, aesthetic products, 2) the intermediary role in extant diffusion 

literature, 3) evidence of distinct intermediary types in aesthetic product diffusion 

channels, 4) the reasoning behind expected diffusion-related differences between 

functional/utilitarian and aesthetic products, 5) the consequences of studying aesthetic 

diffusion for the marketing discipline, and 6) a restatement of the research question. 
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I. "Innovation" and "Aesthetic" 

There are sufficient ambiguities in the terminology alone to make the study of 

aesthetic innovations difficult. Questions arise as to whether the studied products or ideas 

are truly innovative, or well-placed within the realm of aesthetic objects. Both the innovation 

concept and the aesthetic concept therefore warrant further address. 

Innovation. What is an innovation? When the topic is approached in the field of 

marketing, the answer is often obscured, deferred or ignored. For example, core 

contributions in the innovation diffusion modeling literature offer little or no development 

of the innovation construct. Bass (1969) suggests that he is dealing with "distinctive new 

generic classes of products (p. 215)," mentions that diffusion theory had been "discussed at 

length by Rogers (p. 215)," and subsequently formulates the assumptions of his model. 

Horsky and Simon (1983) likewise explain that their model examines the sales growth of "new, 

infrequently purchased products (p. 1, emphasis added)" but do not discuss the ramifications 

of the term "new." Indeed, in the most comprehensive reviews of the innovation diffusion 

modelling literature (Mahajan and Wind 1986, Mahajan, Muller and Bass 1990), boundary 

demarcations of the term "innovation" are left to the reader. 

Manifest boundaries are no more readily found in the behavioral innovation diffusion 

literature. Gatignon and Robertson (1991) refer to a content-analysis of marketing and 

consumer behavior literature in the mid-1980's. They note that of the fifteen articles which 

deal with the diffusion of innovations, "only two focus explicitly on the meaning of the 

innovation (p. 321)." Like the modelling studies, these pieces often defer to the work of 

Rogers (Rogers 1962, Rogers and Shoemaker 1972, Rogers 1983); Rogers' (1983) 

definition of an innovation is: 



An innovation is an idea, practice or object that is perceived as new by an 
individual or other unit of adoption ... If the idea seems new to the 
individual, it is an innovation ... The "newness" aspect of an innovation may 
be expressed in terms of knowledge, persuasion, or decision to adopt (p. 
11). 

This conceptualization leaves open the question of the degree of newness and express 

basis of novelty (Brown 1981), and makes operationalization difficult (Gatignon and 

Robertson 1991). On the latter point, Gatignon and Robertson suggest defining 

innovation by stressing the research done on the characteristics of an innovation. This 

amounts to defining an object as an innovation when it has low complexity, or high 

relative advantage, compatibility, trialability, or communicability. Given this criterion, an 
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innovation is defined in terms of its performance on key factors rather than in terms which 

can be fully assessed prior to introduction, and the novelty of the innovation is essentially 

disregarded. 

The difficulty of the former point - that of degree of newness - has been addressed 

by placing those objects which we believe to be innovative along a continuum (Brown 

1981). Robertson (1972) describes innovations as belonging to three basic locations along 

such a continuum, based on the products' relative impact on consumption patterns and the 

amount of learning necessitated by the adoption of the product. Continuous innovations 

define the category which least disrupt established consumption patterns and involve a 

minimal alteration of a previously available product rather than a creation of a new one; 

dynamically continuous innovations involve the creation of a new product, but stilI do not 

disrupt existing consumption patterns; and discontinuous innovations, which involve the 

creation of a new product and the alteration of consumption patterns. 
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While these distinctions describe relative newness of innovations and introduce a 

criterion of consumption pattern impact into the assessment, they provide no further 

contribution in describing the essential character of an innovation. Further, it is uncertain 

whether these distinctions are always clear from the outset, or have been cast in that 

peculiar light through circumstances generated outside the introduction of the core 

innovation. The microwave oven is often used as an example of a discontinuous 

innovation, given the amount of learning necessary for the consumer. This image of 

discontinuity has at the very least been diminished by the many complementary products 

which have been introduced along with it. Basalla (1988) further warns that continuity 

distinctions are often dubious ones. Labels of continuity and discontinuity are administered 

in the aftermath of diffusion: the label of "continuous innovation" of teD relies on a post

hoc determination of that innovation's having been obvious in light of other existing 

products, while the label of "discontinuous innovation" often presumes the fiction of an 

heroic inventor overcoming fantastic odds to introdu.ce a pl~duct-fantasy well beyond the 

means of others. More likely, as Basalla (1988) and Adams (1988) suggest, the confluence 

of many contextual factors - economic and sociological as well as technological - has 

contributed to a heightened pace of development and commitment of resources, resulting 

in the innovative product. 

Instead of focusing on the development of an all-encompassing or irrefutably 

delineating definition of innovation - an activity which, given what is outlined above, may 

be futile - it may be morc useful to develop a systematic representation of native 

understandings of innovation. Basalla's notion of a contextual basis of innovation prompts 
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investigation of the meaning of innovation within different contexts, rather than beginning 

with a predetermined definition and applying it across all contexts and experiences. 

Instead of imposing the label of innovation on particular products and ideas, this 

study allows its informants to designate and explain innovations on their own terms. Their 

own perceptions of innovation inform their choices and actions; as the actions and choices 

of intermediaries are many and varied, so, too may their underlying understandings of 

innovation be varied. The choice to rely on their perceptions allows such variation. 

Aesthetic. What is an aesthetic product? Many labels are used - aesthetic, artistic, 

hedonic, and in some cases symbolic - to represent an object which has value that cannot 

be easily expressed as purely utilitarian or functional. Some studies which purport to study 

such objects delve right in to their subject - like the innovation diffusion modelers 

mentioned above - without having dealt with the applicability of the central concept of 

aesthetic quality to the object of their study. Midgley (1983) chose men's clothing as the 

vehicle for his research on information search for symbolic products. Midgley represents 

the suit as a primarily symbolic product, but it remains that clothing has a substantial 

utilitarian component in that it must cover and/or protect the body of the wearer. The 

selection of an object less conspicuously attached to the realm of the utilitarian may have 

produced different results. 

The distinction between aesthetic and non-aesthetic is problematic not only for 

marketing researchers, but for aestheticians as well. The noted American aesthetician 

Arnold Isenberg considered the difficulties and paradoxes evident in the qualification of 

art and the definition of aesthetic. Isenberg (1949) contemplates the inclusion of literature 

and poetry among pure aesthetic objects: 



1. If the "aesthetic object" is purely sensuous, language cannot be an 
aesthetic object, because language is not purely sensuous. 

2. And the aesthetic object is purely sensuous, for a nonsensuous object 
cannot be directly perceived and enjoyed; and what is not directly 
perceived and enjoyed is not aesthetic. 

3. But language is, or can be, an aesthe"tic object. (p.5) 
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Isenberg asserts that there are non-aesthetic forms of language, but that these should not 

reduce poetry and prose to their level; and, at any rate, language is removed only 

marginally from the direct sensuous experience of art or music through an additional layer 

of interpretation. Though poetry and prose defy the strict definition of what is aesthetic, 

Isenberg would incorporate them nonetheless. 

To look for a strict definition may therefore be fruitless. Holbrook (1980) suggests 

that any object may be seen by someone in some context to be aesthetic ... 

Nevertheless, some products -- such as Beverly Sills performances, Picasso 
paintings, Shakespearean sonnets, and Paul Desmond recordings -- seem to 
exist solely for the sake of being enjoyed in their own right, as objects-for
themselves (p.104). 

While not providing a definitive boundary between those things aesthetic and not 

aesthetic, this reasoning does point out that the determination of the aesthetic nature of a 

object is left to the person or group who experience the object. 

It remains that objects themselves cannot be explained as intrinsically aesthetic, 

and therefore no one definition can capture a universal aesthetic quality. Instead, the 

aesthetic element of an object should be understood as socially constructed. The 

boundaries of an aesthetic may be drawn by artworld participants - by the artists 

themselves, their consuming publics, institutional gatekeepers such as museum curators, or 
~, I· 
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any composite (Becker 1982). Or they may be drawn by elites or dominant socio-economic 

institutions, to reproduce the class structure via cultural capital (Williams 1977, Bourdieu 

1968). In either case, a given society develops a particular aesthetic locus (Maquet 1979), 

a set of object types generally agreeable within that society to comprise the aesthetic. In 

modern Western cultures, the fine arts (painting, drawing, sculpture and architecture) are 

no longer the sole activities subsumed by the aesthetic locus, but are accompanied by 

associated activities (screens, mobiles, photos); similarly in the performing arts, Western 

cultures accept modern dance alongside ballet, jazz alongside classical music. 

As this research is focused on the potential differences of primarily aesthetic 

products with respect to their utilitarian counterparts, these differences may be better 

demonstrated with products of maximal aesthetic quality: while automobiles and 

refrigerators and furniture all possess some level of aesthetic quality, their supplementary 

functional qualities may blur potential aesthetic-utilitarian distinctions. For the purposes 

of this study, an object's inclusion within the Western societal aesthetic locus was 

considered tantamount to fulfillment of the aesthetic requirement. Maquet suggests 

artifactual evidence which would qualify a product's inclusion within a given societal 

aesthetic locus; some of these are elaborated in the discussion of the development of the 

sample -- and consequent choice of jazz and photography as aesthetic products -- in 

Chapter 2. 

II. Intermediaries in Diffusion Study 

At the outset, this research presumes an active, relatively autonomous intermediary 

presence in the channels of aesthetic innovation. In this next section, the basis for this 
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presumption will be explored. In this section, extant innovation diffusion study is briefly 

reviewed, with the purpose of emphasizing it's ability to portray the diffusion intermediary. 

There are many facets to the process by which innovations diffuse, and as many 

approaches to their study. As detailed by Rogers (Rogers 1962, Rogers and Shoemaker 1971, 

Rogers 1983), the study of the diffusion of innovations can be partitioned into several areas 

of research: the innovation-decision process, attributes of innovations and their rate of 

adoption, opinion leadership and diffusion networks, and change agency. 

The Innovation-Decision Process. Rogers (1983) conceptualizes a decision process 

model involving sequential stages beginning with initial awareness of the innovation, and 

developing through attitude formation, adoption choice, implementation of the chosen 

innovation, and finally confirmation-seeking. Research in the innovation-decision process 

area centers on identification of factors which affect each of the stages, such as antecedent 

conditions' effect on early awareness, or passivity of rejection's effect on subsequent decisions. 

This stream of research is focused on the adopter, the adopter's behaviors, and 

conditions which influence these behaviors. The activities of those outside the adopter pool 

are often merely reactive to an adopter's stance -- for example, a producer selects a 

communication channel to match the requirements of an adopter at a particular stage in the 

decision process. Given this focus, the innovation-decision stream does not contribute to 

knowledge of entities intermediate to producers and adopters. 

Attributes of the Innovation and Their Effect on Adoption Rate. Some diffusion 

researchers attempt to explain the pattern of adoption by characteristics of the innovation, 

as perceived by the potential adopters. In their review of recent literature, Gatignon and 

Robertson (1985) find most of the innovation characteristics research either utilizing or 
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confirming the innovation-characteristic category scheme developed by Rogers (1962) 

comprising five general characteristics of relative advantage, compatibility, complexity, 

trialability, and communicability. All of the these, with the exception of complexity, are 

postulated by Rogers to correlate positively with adoption rate. Rogers and Shoemaker 

(1971) compile the results of numerous studies which acknowledge the inclusive nature of 

these categories for a wide assortment of products, such as agricultural chemicals and 

commercial fertilizer, contraceptives, televisions, and new food products. These studies 

are based on widely varied populations of individuals; but whether this adopter community 

is comprised largely of individuals, or of organizational units (Mansfield 1967), the relevant 

characteristic categories remain similar. There is some concern, however, that these 

characteristics do not emerge consistently across studies (see meta-analyses by Midgley 

1987, Tornatsky and Klein 1982). 

Like the research that deals with the innovation-decision process, 

innovation-attribute research maintains its focus on the potential adopter: potential 

adopters perceive attributes belonging to the object being diffused, and base their 

adoption on these. This stream, like the last, does not account for activity outside the 

potential adopter category. 

Opinion Leadership and Diffusion Networks. The centerpiece of the opinion 

leadership and diffusion network area is the two-step flow model, which accounts for the 

dissemination of knowledge in the diffusion system. According to this model, information 

of the innovative product flows first from producer sources to opinion leaders, then from 

opinion leaders to their followers, the potential adopter pool (Katz and Lazarsfeld 1955, 



Rogers 1983). Alternatively, both producer sources and opinion leaders directly 

communicate with the adopters (Robertson 1971). 
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Unlike innovation-decision and innovation-attribute research, opinion leadership 

research incorporates effects of diffusion network members outside the adopter pool; 

producers play an active role in the communication process. But, while adopters and 

producers are accounted for, no facilitating intermediaries are acknowledged; opinion 

leaders, while influential in the process, are also members of the potential adopter group. 

Modelling research consistently reflects the influence of the two-step model 

(Mahajan, et al. 1990, Lilien and Kotlcr 1983). The Bass (1969) model, which 

incorporates the logic of the two-step model, is the basis for subsequent models. It 

represents the diffusion of innovation via two interacting effects: 1) an innovation effect -

whcreby an innovation-prone segment of the population responds to producer-sourced 

messages (or external influence), and 2) an imitation effect - whereby information of the 

innovation is disseminated by innovators to imitators via word-of mouth (internal 

influence). Subsequent modeling efforts have primarily focused on augmentation of the 

Bass model. For the innovation effect, influence is attributed to steady promotions (a 

direct producer-to-adopter effect); further extensions modify the coefficient of external 

influence as a function of advertising, personal selling, and price - all 

producer-manipulated quantities. None of these models attempts to include the impact of 

intermediary sources. 

Change Agency. The study of change agency provides for the existence of a 

facilitating function intermediate to the producer and adopter sectors (Rogers 1983). 

Change agents provide a communication link between a resource system and a client 
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system. The change agent exists in an environment of two-way information exchange, and 

the agent is in the employ of either the change agency producing the innovation or the 

client system. Research in this area, reviewed in Rogers (1983), relates the success of the 

change agent to several factors, such as the change agent's empathy with clients (Rogers 

1983), homophily with clients (Placek 1975), and the effort expended by the change agent 

to contact clients (Niehoff, 1966). 

While this stream of research focuses on an intermediary role which is defined as 

neither producer nor adopter, it is defined as directly employed by members of either 

producer or adopter sectors. The present research intends to focus on a facilitating 

intermediary not under the formal control of either sector. 

In sum, extant research in the field of diffusion of innovations deals primarily with 

producers and consumers in the diffusion channel. Those intermediaries which are 

addressed in the literature have very formal ties to either the producer or consumer 

sector, and therefore may be limited in terms of autonomy and constrained in terms of 

potential influence in the channel. An examination of literature outside the field of 

innovation-diffusion research, in the next section, illuminates a possible dimension of 

autonomy not afforded intermediaries in the research reviewed in this section. 

III. Basis For Presuming Existence of Intermediate Group 

Several researchers provide evidence that influential intermediaries afforded some 

degree of autonomy exist in the diffusion channel, particularly for aesthetic products. 

Using different labels, these researchers describe entities which possess similar qualities -

qualities which indicate an autonomous intermediary. 
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For example, Hirsch (1972) describes groups intermediate to producers and 

consumers in the realm of book publishing, motion pictures, and mass-market musical 

recordings; some of these (such as agents, producers, and promoters) are in the employ of 

the producer, while others (mass media gatekeepers such as critics) are not. These 

intermediates belong to what Hirsch calls the "throughput sector." This throughput sector 

provides for selection among alternatives prior to their existence on the market: 

In modern, industrial societies, the production and distribution of both fine 
art and popular culture entail relationships among a complex network of 
organizations which both facilitate and regulate the innovation process 
(p.640). 

Becker (1976, 1982) describes the process of creating and diffusing art works as a 

collective activity involving many and varied participants, many of whom defy definition in 

the black and white terms of producer and consumer. These participants assist in the 

conception, execution and editing of the final form as well as 'the tentative meaning of the 

artwork. 

Solomon (1988) focuses on symbolic meaning encoding done by cultural 

gatekeepers who are intermediate to producers and consumers. He identifies a number of 

dimensions by which these gatekeepers can be differentiated. One is the degree of 

personalization in the information afforded the client by the gatekeeper; another is the 

degree to which the consumer relinquishes control to the gatekeeper. A third, 

impartiality, is particularly relevant to the conceptualization of an autonomous 

intermediary, since it emphasizes the relative autonomy of some gatekeepers with respect 

to other channel participants. 
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Holbrook and Zirlin (1985) conceive of a three-stage communication process for 

the diffusion of artistic innovation, comprised of: a) the actual artists or producers of the 

work, b) the artworld, which sets conditions for selection among alternatives, and c) a 

consumer sector which obtains and values the artwork. While they maintain that 

communication within the channel is continuous, Holbrook and Zirlin assume an 

evaluative independence of the artworld and the consumer sector, and that consumer 

valuation is an "aesthetic appreciation" internal to the individual. 

In describing fundamental differences between aesthetic/ideological product 

categories and utilitarian ones, Hirschman (1983) describes a channel consisting of three 

sectors with distinct goals and orientations. She suggests that the creative person can be 

oriented to three different audiences: the public at large, peers and industry professionals, 

or the self. According to Hirschman, playing to an intermediary public of peers and 

industry professionals is different from playing to end consumers: 

... commercial success in an aesthetic or ideological setting may be viewed 
negatively, and those artists and ideologists who achieve commercial success 
may be denigrated by their peers because they have violated industry norms 
(p.47). 

McCracken (1986) identifies fashion journalists and social observers as segments of 

the fashion system which are distinct from fashion producers/designers: 

Journalists are supposed to observe as best they can the whirling mass of 
cultural innovation and decide what is ephemeral and what will endure. 
After they have completed their difficult winnowing process, journalists 
engage in a dissemination process to make their decisions known (p.77). 
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McCracken's journalists and social observers comprise a set of channel participants who 

neither directly produce or consume the focal fashion object. They operate in a fashion 

system, an aesthetic product domain like those of Becker, Solomon, and Hirsch. 

Still another conceptualization of an autonomous intermediary operates in a 

broader domain. Feick and Price (1987) classify a diffusion channel entity called the 

"market maven." The market maven may operate in any channel, and is defined as similar 

to the opinion leader, but with what the authors deem to be important differences: 

The concept of the market maven ... is distinct from the concepts of 
opinion leadership and early adoption, as it is predicated on more general 
knowledge of markets ... [s]ome individuals may acquire and transmit 
market information despite having no specific product involvement or 
experience (p.85). . 

The market maven is clearly neither a producer, nor necessarily - given the generality of 

his or her knowledge anct possible non-adoption of the given innovation - a potential 

adopter. 

Hirsch' throughput sector, Becker's art collectivity, Solomon's impartial cultural 

gatekeeper, Holbrook and Zirlin's artworld, Hirschman's peer and industry professionals, 

McCracken's journalist/social commentator, and Feick and Price's "market maven" all 

constitute the requisite intermediary profile. The focus of each of these articles is 

summarized in Table One, along with their given intermediary label and the product 

categories addressed. From the descriptions presented in these articles, intermediaries 

include individuals and groups which are afforded some degree of autonomy, which seem 

at least in part to be functioning to their own ends, and are therefore different from 

change agents who have clear, functional affiliations. Also, these intermediaries, in their 



Table One. Research Reflecting Autonomous Intermediary Presence 

Source Evidence Research Focus 

Producer-organization 
Hirsch 1972 Experiential adaptation to filter-org'ns 

for new-product diff. success 

Collective nature of 
Becker 1976, 1982 Experiential artworld activity 

Unique aspects of aesthetic 
Holbrook and Zirlin Conceptual products, communication 

1985 among artworld participants 

Unique aspects of aesthetic & 
Hirschman 1983 Conceptual ideological products, impact 

on marketing concept 

Instruments which facilitate 
McCracken 1986 Conceptual the movement of meaning from 

culture to goods to consumers 

Gatekeeper interpretation of 
Solomon 1988 Conceptual symbolic products, and 

gatekeeper taxonomy 

Individuals with a 
Feick and Price Empirical propensity to provide 

1987 marketplace information 

Innovation facilitation by 
The present research - - - - - - > individuals and groups in 

aesthetic product channels 
I 

Intermediary 

Presence 

throughput sector 
filters info 

aimed at consumers 

artworld members 
not clearly 

consumers, artists 

artworld 
mediates between 

artist & consumer 

peers and industry 
professionals diff 
goal orientation 

Fashion system 
journalists and 
social observers 

Gatekeepers, 
varied on control, 
impartiality, etc. 

"market mavens" 
distinct from 

opinion leaders 

Autonomous 
Intermediaries 

Product 
Categories 

Examined 

Cultural products: 
publishing houses, 
record companies 

Many art products: 
Painting, music, 

etc. 

generalized 
aesthetic 
product 

generalized 
Ideological and 
Aesthetic products 

Cultural products 
broadly 

construed 

Symbolic products 
broadly 

construed 

Food, household 
& beauty products, 

OTC drugs 

Jazz 
and 

Photography 
l..U 
o 
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varied conceptions, need not and often do not actually adopt the product; their functions 

are more often facilitating ones, such as the fashion journalist and social commentator of 

McCracken. This is clearly not the equivalent of the opinion leader, who is defined as a 

member of the potential adopter pool, and who leads by example. 

In all, there is evidence - experiential for Becker and Hirsch, conceptual for the 

others - of an intermediary group in the diffusion channel possessing a degree of 

autonomy from producers and potential adopters. This evidence clearly demonstrates the 

existence of the intermediary phenomenon for aesthetic product categories; all of the 

examples reviewed above - with the exception of Feick and Price - represent 

intermediaries within the context of an aesthetic channel. The salience of this particular 

class of products is addressed in the next section. 

This research focuses on activities within diffusion channels for aesthetic 

innovations, given that this constellation of events can be shown to contain the activities 

of autonomous intermediaries. This focus does not preclude similar activity for 

functional/utilitarian channels, and cannot discount the likely broad band of products 

which incorporate significant measures of both aesthetic and utilitarian qualities. 

However, research into this territory is left for subsequent study. 

IV. Differences Between Aesthetic and Utilitarian Objects 

To this point it has been suggested that intermediaries with autonomy are not well 

defined in the diffusion literature, and that there is some evidence that intermediaries with 

some degree of autonomy may exist in diffusion channels for objects that are primarily 

aesthetic. Beyond this, it must be asked 1) why this subject has not been addressed in the 



voluminous diffusion literature, 2) what are the differences between utilitarian and 

aesthetic objects such that their relative diffusion may be governed by different 

phenomena, and -- given these first two questions are satisfied -- 3) why might the 

activities of the autonomous intermediaries be different from other participants in the 

diffusion channel? 

The Invisibility of Aesthetically-oriented Products in Diffusion Research. Within 

the study of consumer behavior in general, aesthetic products have been all but invisible 

(Sheth 1979, Hirschman and Holbrook 1982). Perhaps this condition can be traced to 

current domination of the information-processing paradigm in the marketing and 

consumer behavior literatures (Wind, Rao, and Green 1991). The focus of any given 

research may guide the researcher to particular venues of discovery: 

... one might logically expect that selection decisions concerning utilitarian 
products such as washing machines would best be predicted and explained 
using the expectancy-value formulation of the traditional multiattribute 
attitude model. Similarly, hedonic consumption researchers have typically 
played their strong suit by selecting emotion-laden, subjectively-experienced 
products such as ballet, music and theater (Hirschman and Holbrook 1982, 
p.96). 

Different philosophies promote selection of different focal products. An information-
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processing perspective tends to view consumer behavior as a problem-solving activity with 

individual choice as the core mechanism to be explained; another perspective focuses on 

consumer behavior as a hedonic response rather than a problem-solving activity, and looks 

beyond the acquisition stage of consumer behavior. The former looks to products' 

objective features and constructs a world of consumer behavior based on the judgment of 

relative superiority of one product's features over those of another; it favors products 
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which may be easily decomposed into multiple attributes. The latter explores consumer 

behavior as an emotive response to products, a symbolic consideration of the interaction 

of the self with the product, a response to a subjectively-experienced product, 

consideration of an aesthetic derived through consumption; it favors products wherein 

emotional aspects of the product are likely to dominate utilitarian ones -- products which 

do not readily lend themselves to attribute decomposition, but rather are more likely to be 

holistically attended. Aesthetic products are by nature abstract and subjectively 

experienced (Hirschman 1983), and have not benefitted from selection by those 

researchers who conform to an information-processing perspective. 

This exclusion of the aesthetic product is particularly felt in the diffusion of 

innovations area. While research which examines hedonic-experiential consumer 

phenomena has "challenged the hegemony of the information-processing 

perspective"(Sherry 1991, p. 556), and consumer aesthetics have been addressed regularly 

at academic conferences, the innovation diffusion and adoption aspect of aesthetic 

consumer behavior has not received much attention. Within the substantial body of work 

which is devoted to the review of innovation diffusion research (Rogers 1983, Brown 1981, 

Robertson 1972, Gatignon and Robertson 1985, Mahajan and Wind 1986, Mahajan, 

Muller and Bass 1990), reviewers provide accounts of the diffusion of such marginally

sensual objects such as farm implements and fertilizers, prescription drugs, contraceptive 

devices, consumer durables, and high-tech devices. Of all those studies reviewed, none 

involved a diffusing object of significant aesthetic quality. This quality may be linked 

somehow to the existence of autonomous intermediaries. 
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Differences between aesthetic and utilitarian objects. One aspect of the difference 

between aesthetic and utilitarian objects was alluded to above: the speculation that 

aesthetic items are perceived holistically rather than as a sum of their attributes. Returning 

to Hirschman and Holbrook (1982), the following is suggested: 

... patronage decisions regarding hedonically consumed products are based 
primarily on the symbolic elements of the products rather than their 
tangible features (p. 97). 

For primarily functional items, there can be little ambiguity in the usage-situation. 

Tangible, functional features require little further interpretation - few interpretations of 

use arise and few informational needs beyond use-instructions develop. Aesthetic products, 

on the other hand, are more subjectively-experienced through symbolic features which may 

lend themselves to multiple interpretations. 

Intermediaries, such as critics and museum curators, perform activities which fulfill 

these informational and interpretational needs; the aesthetic channel may experience a 

higher level of intermediary activities, because there are more interpretations of the 

object-use. Unlike their utilitarian counterparts, aesthetic objects are often initially 

produced outside of a managerial system, contend for sponsorship members of this system, 

and after being processed by this system are released onto a market wherein the number 

of already available goods far exceeds the number that can successfully be marketed 

(Hirsch 1967, 1972). Amid this chaos, extra-industry filtering - which includes labelling, 

interpretation, evaluation and selection from among this overwhelming output - is 

necessary, and autonomous intermediaries provide this filtering. 
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Functional items of singular, obvious use reduce the possibilities of intermediaries' 

command of particular, differentiating information, and survival may come to lie solely in 

their ability to affiliate with specific producers or consumers. This may reduce the ability 

of autonomous intermediaries to exist in the channel delivering objects that are primarily 

functional. 

Intermediaries vs. other channel participants. From the above, it should be evident 

that the activities of the autonomous intermediary are different from those of producers, 

from those of adopters, from those of the prototypical opinion leaders and change agents. 

The artist-producer has creation intent, the industry-producer has at least a profit intent 

(and perhaps an corporate image-maintenance or -improvement intent) and the adopter 

has the intent of incorporating the item into his or her daily routine, lifestyle, or self

image. These participants approach the process of selection/adoption with these intents or 

goals in mind. 

An intermediary'S intent does not necessarily conform to the producers' or the 

consumers'; it's purpose may not be defined in terms of selling all the innovative product 

in the market, or adopting it all for its' own use. The orientation of the autonomous 

intermediary is to facilitate those other activities which direct the flow of the physical and 

conceptual product through the channel, or perhaps even to redirect of the flow of the 

conceptual aspect back to the producers for improvement or reconceptualization. Indeed, 

as Hirschman (1983) warns, the marketing concept of assessing and satisfying consumer 

needs may be a lost objective for those participants in aesthetic and ideological product 

channels; instead, producers and gatekeepers may engage in reciprocal exchanges of 

information, and the end consumers' wants and needs are disregarded. Since the purpose 



of facilitation is different than for adoption, we might expect that the process is different 

as well. 
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Additionally, facilitating activities done by intermediaries are often collectively 

pursued (Becker 1976, 1982). While adoption is characterized by an individual consumer 

evaluating the diffusing innovation in terms of it's compatibility with that individual's 

consumption experience with other similar and compatible products (recalling one of the 

categories proposed by Rogers 1962, 1983), the engines of facilitation are often more 

complex. The diffusion of a painting or a style of painting may be facilitated by a half 

dozen critics, a couple dealers, a museum, and an appreciation society - and likewise there 

may be a similar assortment of detractors. And within each type there may be specialists 

or role-players, such as departments within the museum or committees within the 

appreciation societies. The input of many players, perhaps in some cases players assuming 

varied roles, may provide additional reason to expect differences between adoption and 

facilitation activities. 

Evaluation, for example, has been shown to differ in content for facilitating 

intermediaries in aesthetic product diffusion channels. Petrosky (1991) suggests a 

nominally different set of product characteristic categories when 1) peer groups of the 

producer are the evaluating population, rather than the potential adopter pool, and 2) 

aesthetic products are the focus, rather than utilitarian products. Included among the 

product characteristics deviating from the aforementioned Rogers' five were potential 

genrefication and legitimacy. Potential genrefication suggests that the novel element of 

the positively-perceived innovation "is not self-limiting and contributes to the broader 

domain of styles (p. 630)," that the aesthetic innovation serves not only a use option for a 
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consumer - as Roger's relative advantage and compatibility do - but opens new possibilities 

on the product end as well. Legitimacy suggests that the readily-facilitatable innovation is 

connected in style and/or execution to its precursors, a matter of socia-historical 

connection rather than the explicitly use-oriented connection of Rogers' compatibility. 

In sum, this section has argued several points. First, aesthetic objects have been 

given little notice in the consumer behavior literature in general, and in the innovation 

diffusion literature in particular. This may have occurred due to the requirements of 

marketing's dominant research paradigm. Second, the means by which aesthetic 

innovations are perceived and diffused may require a more substantial intermediary input 

than those for more utilitarian products. Third, the intermediaries within the aesthetic 

channel differ from other channel participants: their goals and evaluation criteria are 

different from other channel participants, and their activities are more likely to be 

collectively pursued. These differences demand further investigation. 

v. Possible Consequences for Marketing 

This research adds to the knowledge base of a relatively overlooked class of 

products. Aesthetic products command the attentions of a vast array of economic actors 

whose needs are not yet served, and .. there may well be quality data consumer researchers 

may offer the artc; industry even if it is not always embraced with tender appreciation 

(Kassarjian 1980)." 

Additionally, some of the implications drawn from a study of primarily aesthetic 

objects may inform the knowledge base of those who study marginally aesthetic, primarily 

utilitarian products. Holbrook and Hirschman (1982) suggest that consumers' 
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considerations of aesthetic qualities dominate those for utilitarian qualities for most 

products. Extant research on product evaluation and acceptance - no matter the product -

may benefit from advances in the understanding of product aesthetics. 

Finally, this research provides some insight into a channel participant not fully 

explicated in current diffusion research. Marketing research into the diffusion of 

innovations has been criticized as offering nothing to the theory of diffusion, but instead 

conducting 

highly applied research that, although methodologically sophisticated, deals 
with trivial diffusion problems ... we know more about consumer preferences 
for deodorant scents and the taste of beer than about product safety, or 
about how best to advance the theory of diffusion (Rogers 1983, p.77). 

Better clarification of the activities which occur in the diffusion channel benefits all 

of diffusion study, and reciprocates to a general practice which perceives the marketing 

field as a marginal contributor too focused on the needs of the manufacturer of 

innovations. 

VI. The Research Question 

This research intends to describe what has been a missing element in the 

substantial tapestry of diffusion process research, and to describe it in terms of product 

categories which have been either ignored or dismissed within that research stream: 

The aim of this research is to specify which contextual factors impact the 

evaluation and selection activities of intermediaries in diffusion channels 

serving innovative and primarily aesthetic products. 
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The specifics by which this aim is accomplished are left to subsequent chapters. At the 

outset of the research, many questions were posed: What types of activities are included in 

facilitation? What types of information flows from an intermediary, and to whom does it 

flow? How does an intermediary define an innovation? Are there discriminably different 

intermediary types? Each in turn, these questions were answered, and in being answered 

became yet another question. 

Chapter Two develops the methodological approach of this study, including the 

reasoning behind the selection of the initial sample and collection methods, and examples 

of how the sampling was augmented and the data analyzed. 

Chapter Three elaborates the elements of the developing theory. Contextual 

factors which impact the intermediary activity in the aesthetic channel are introduced 

separately, and then combined to suggest an alternative representation of the diffusion 

channel for aesthetic innovations. 

Chapter Four provides some conclusions for the study, including implications for 

marketing research and marketing practitioners. 

VII. Summary 

This chapter introduced the research question and clarified the necessity of the 

research. The research involves the exploration of the context within which diffusion 

channel intermediaries operate in diffusion channels for aesthetic innovations. 

The problematic nature of definition for both the terms "innovation" and 

"aesthetic" was discussed. The meaning of the term "innovation" is left to the informants 



of this study. An aesthetic product is defined as something which is included within the 

aesthetic locus of contemporary society. 
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Extant innovation diffusion literature was discussed, with a principal focus on how 

the research defines intermediaries in the diffusion channel between producers and 

consumers of innovative products. It was suggested that this research does not offer a 

sufficient explanation of autonomous intermediaries, which are further depicted in a 

survey of marketing literature. 

Possible reasons for the omission were offered, concentrating on the core 

differences between primarily aesthetic and primarily utilitarian products and current 

research ability to account for such differences. Further reasoning was extended to 

explain the relevance of this study to marketing/consumer behavior research in general: 

the general neglect of the aesthetic product realm, and the possible positive contributions 

to outside perceptions of marketing diffusion research were cited. 
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Chapter 2: 

Methodology 
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This chapter delineates the methodological approach used for this research. In the 

ensuing sections, the following topics will be addressed: 

1) Grounded Theory Methodology. An overview of the grounded theory 

methodology is given, along with a brief description of integral features of the approach. 

2) The Sample. Considerations in the development of the sample boundaries are 

explored. The selection of jazz and photography as aesthetic product domains is justified, 

and the sampling of intermediary types is described. 

3) Data Collection. The collection of depth interview data, observation data, and 

ancillary documentation is summarized. Tables suggesting the balance of data collection 

between jazz and photography are provided. 

4) Data Analysis. A brief overview of the coding, memoing and integrative 

procedures used in the analysis of the data is supplied. 

5) Trustworthiness. Trustworthiness criteria and assessment techniques are 

discussed with respect to the present research. 

A brief summary follows the final section. 
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I. The Grounded Theory Methodology 

This study employs the grounded theory methodology of Glaser and Strauss 

(1967), a systematic approach to generating theory from qualitative data. In an academic 

world largely devoted to the verificationist aspect of inquiry, the grounded theory 

methodology re-emphasizes induction, revitalizes theoretical discovery, rejuvenates the 

experiential contribution to the conduct of research. This method begins with an 

immersion in a context where the phenomenon to be studied operates. In an iterative 

process labeled the "constant comparative method," data are collected within that context, 

bits of these data are compared and contrasted to the other bits of data, and patterns are 

recognized and acknowledged in the pursuit of category development. The contrasts and 

comparisons, and the categorizations which ostensibly describe theoretical properties of 

the phenomenon, then drive further investigations of the data. Analysis of the data 

precedes further collection; further sampling is focused on fleshing out the categories, as 

well as seeking disconfirming data. And the iterative process begins again, and continues 

until the elaborations and disconfirmations converge on a set of descriptive categories; 

eventually, a theory is integrated through discovered relationships among these categories. 

It is a strategy which begins with the phenomenon -- in the form of data -- and returns to 

the data for further direction. As Agar (1986) notes, the cyclic nature of this approach, "is 

dissonant with the received view of social research that describes linear movement from 

hypothesis through data collection to analysis (p. 16)." 

Yet it is this grounded theory approach to research which holds promise for new 

phenomena and those which have thus far resisted explication via conventional means. 
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The linear, positivist approach fails when an experiential base approximates the null set, 

providing no impetus for hypothesis formation; the ever-resilient grounded th~ry 

approach succeeds when its human instrument approaches the phenomenon in situ. As 

insisted in the previous chapter, the topic of the present research is at least 

underrepresented in a field focused on utilitarian products and the cognitive behaviors 

surrounding their purchase. 

Given this relative dearth of applicable prior research, a foray into the 

phenomenon - qualitatively pursued - is a sensible option. The other option - to extend 

theory which applies to consumer durables and uninvolved consumers to an environment 

which often ignores the most basic of marketing principles (Hirschman 1983) - denies the 

world of aesthetic production a context of its own. It is this context which this research 

explores, and it is qualitative research which "is the one place where contexts can and 

should be studied (Miles and Huberman 1984, p.42)." 

As outlined by Strauss (1987), several features of the grounded theory 

methodology set it apart from other quantitative and qualitative methodological 

approaches. 

As implied above, the design of the research is not determined prior to 

implementation, but rather is driven by the on-going process of the research. This notion 

of emergent design pervades the process. It extends to sampling, in so far as the sample is 

not predetermined but rather evolves with the concurrent collection and analysis; this 

theoretical sampling proceeds as "the analyst decides on analytic grounds what data to 
'-

collect next and where to find them (p. 38)." Perhaps the researcher happens upon 

instances of intermediaries defining their constituent groups, in data collected via 
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interviews with intermediaries of a highly public profile; an effort to elaborate or 

disconfirm a categorical representation of intermediary constituent definitions, the 

researcher may choose to find and interview intermediaries of a more private profile with 

a particular emphasis on their definitions of their constituents. This approach is intended 

to provide fuller explication of a category or the relationship between categories. 

Sample size is also determined in process; theoretical saturation is achieved when 

"additional analysis no longer contributes to discovering anything new about a category (p. 

21)." Relative to the example given in the preceding paragraph, theoretical saturation 

would occur when no further examples of intermediaries are distinguishable on a public~ 

private orientation basis or other relevant grounds, and constituent definitions converge to 

a limited set. 

Theory development progresses as mentioned in the opening paragraph of this 

section: data are collected, open coding is performed, categories are developed, 

subsequent data collection is driven by the analysis, further comparisons of data to the 

working category schema are made, theoretical saturation is eventually achieved, and 

integration of the theory is sought. Memos -"writing in which the researcher puts down 

theoretical questions, hypotheses, summary of codes, etc.(Strauss 1987, p. 22)"- drive the 

progression of stages and the final integration of the theory. These elements will be 

discussed further as they become relevant with respect to this research in particular. 

The next section deals with the development and justification of the initial sample 

in terms of the aesthetic product categories selected and the emergent sample in terms of 

the intermediaries contacted. 



II. The Sample 

Miles and Huberman (1984) suggest an approach to initial sampling choices as a 

consideration of four basic sampling parameters: settings, actors, events, and processes. 
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In this study, the consideration of all of these is preceded by the selection of two 

aesthetic product categories, selected on the basis of some inherent differences which may 

be attended by differences in the activities of their associated intermediaries. 

Settings are reflected in the choices of observation sites and the direction of the 

interview questions. Intermediaries are observed in museum offices and display galleries, 

radio stations and boardrooms, in informal meeting places and formal meeting places. 

Informants tell of their experiences in all of these varied settings, as well. 

Actors are reflected in the choices of informants. Some are disc jockeys -- some 

for public radio stations, other for commercial stations. Some are gallery operators -- some 

operate nickel-and-dime organizations, others operate nationally-renowned institutions. 

There are facilitating-organization presidents, and there are members. 

Events are reflected in the choices of observation venues. There are gallery 

lectures and accounts of simple display attendance; some focus on the art, some on the 

artist, others on more peripheral issues. There are general board meetings and event 

committee meetings. 

And processes are reflected in observational accounts and recollected verbal 

accounts of how to run board meetings, general meetings, and committee meetings; how 

to put together a radio show; how to run a contest; how to package a gallery exhibit; how 

to deal with commercial institutions and how to interest a public. 



In and around all these activities and sites are indications of how innovation is 

recognized, treated, and sometimes reviled. The sampling-related issues are further 

detailed in this chapter. The aesthetic product choice is examined in this section. 

Intermediary types and observation venues are addressed in the subsequent section on 

data collection. 
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Aesthetic Product Categories. The bounding of the sample considered product 

categories which may appropriately be deemed within an aesthetic domain. As 

triangulation of sources is one way of establishing credibility of findings and interpretations 

in this type oJ inquiry (Lincoln and Guba 1985), two distinct aesthetic product categories 

were selected. The categories selected for this study are jazz and photography. An 

examination of the potentially unique contributions of each are provided following an 

assessment of their aesthetic character. 

Aesthetic Character of the Sample Product Categories. As the purpose of this 

study is to better explicate phenomena unique to the channel for aesthetic products, the 

product categories selected should reflect aesthetic qualities over utilitarian/functional 

ones. While most products are an amalgam of both types of qualities, some are valued for 

one quality over the other. Those product categories which occupy the purest aesthetic 

location are often labeled "art forms"; for the purposes of this study, these art forms will 

be identified as products legitimized as highly aesthetic, not as products which have 

objectively measurable, inherently aesthetic qualities. Their aesthetic character is 

therefore assessed by some measure of their degree of legitimation. 

Maquet (1979) defines an aesthetic object as one which is treated as aesthetic by a 

particular society at a particular point in time. Through examples, he demonstrates that 
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the aesthetic object in Western society is endowed with certain privileges. Among those 

suggested by Maquet are 1) enshrinement and preservation in museums and concomitant 

reinforcement of the display function over any utilitarian function the object may have, 2) 

collection-oriented acquisition by elites, and 3) recognition within -- and perhaps 

subsequent control by -- professional and academic circles. Becker (1982) acknowledges 

the first two privileges in his treatment of the editing function of artworlds: 

Only when someone's aesthetic, backed by the resources necessary for 
storage, labels work as art does the work get into the easily accessible 
museum system ... rich people have frequently founded small museums to 
preserve materials they found interesting but which had not previously 
been thought worth such preservation ... whatever that [art]world's aesthetic 
ratifies as sufficiently important artistically or historically will be placed in 
the appropriate repositories and kept alive (p.221-222). 

Likewise, Adler (1979) points to evidence of the third privilege in her assessment of the 

academic artworld: traditional arts have become standard subjects of study in the academic 

environment, and those appointed within that environment often serve as arbiters of 

aesthetic authenticity. In short, societally legitimized aesthetic objects are those which are 

collected, displayed, preserved and authenticated as aesthetic objects by artworld 

professionals, academics, and elites. 

Employing an aesthetic locus assessment criterion, both jazz and photography may 

be recognized as legitimate aesthetic products in Western Society. 

Jazz. Jazz is confronted with many obstacles on the pathway to consideration as 

an aesthetic, artistic form. Theodor Adorno (1967) argues that jazz is too prohibitively 

formulaic to be regarded as an art form: 

... the perennial sameness of jazz consists not in a basic organization of the 
material within which the imagination can roam freely and without 



inhibition, as within an articulate language, but rather in the utilization of 
certain well-defined tricks, formulas and cliches to the exclusion of 
everything else (p. 123). 

But the jazz Adorno speaks of is an immature, historically specific form of a time 

predating a number of recognized phases and influences, a form which ignore rebellious 

black influences (Dunn 1986). Adorno describes jazz as a dance music wed to a 
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homogeneous rhythm, but today's jazz reflects no such homogeneity; contemporary jazz is 

removed in time from Adorno's conceptualization, separated by the arhythmic and atonal 

fantasies of an avant-garde movement and the modal and polyrhythmic experiments of an 

increasingly educated and professionalized cadre of jazz musicians. 

Gioia (1988) recounts still other arguments which seek to preclude jazz from 

inclusion in the pantheon of arts. Jazz has been looked upon as an anomalous musical 

format: a race music, or a regional music with little developmental potential beyond its 

limited form. It is characterized as a crude construction, devoid of the refinement of a 

painting or a sculpture. Gioia counters these arguments, insisting that jazz' relative 

assessment of refinement is inhibited by a definition of refinement which favors the 

established arts. When assessed by traditional means as a static, contemplated, finished 

object, jazz suffers in comparison to those paintings or sculptures which were intended as 

such. But when it is recognized as an activity. jazz' virtues "as a temporal art form (p. 

98)" become salient. 

These debates aside, jazz realizes status as a highly aesthetic object in 

contemporary Western society. in terms of the aesthetic locus approach. Jazz enjoys its 

own institutions. A number of halls-of-fame exist. Most large cities have exclusively jazz-



50 

oriented clubs, just as large cities have painting or sculpture galleries. Downbeat magazine 

lists twenty-three large jazz festivals in the United States for the summer of 1991 alone. 

Aside from these homegrown institutions, jazz has also been recognized by the core 

museum establishment: the Smithsonian has made a long-term commitment to the 

preservation of jazz, with the on-going support of Congressional appropriations (Self 

1991). Notices of record auctions and advertisements for rare recordings in the jazz press 

attest to the organized, marketplace-acknowledged collectibility of jazz records and 

associated paraphernalia. And respectability in academic settings has progressed greatly -

not only in the training of performers, but also in the less-applied sphere of historical 

research and in the development of overarching "jazz studies" programs. According to the 

Directory of Music Faculties in Colleges and Universities, U.S. and Canada (1988), 252 

college-level music educators list jazz history as their area of teaching interest, 673 list jazz 

studies, and 930 list themselves as directors of their respective jazz ensembles. Add to this 

an active European academic community, represented by such notable jazz scholars as 

Joachim Berendt and research-oriented publications as Jazzforschung. By all of these 

accounts, jazz qualifies as an aesthetic product in terms of Maquet's criteria. 

Photography. Photography, too, has had its detractors when assessed as an art 

form. Criticism of photography's status as an artistic medium is usually levied in one of 

three ways: 1) photography is a representational medium, and as such is devoid of the 

requisite expressiveness of a true art form, 2) photography is a mechanical medium 

pursued by technicians instead of artists, and 3) the photograph is a readily mass

producible item, often involving multiple contributors to the finished product, which 

denies the object the distinctiveness usually associated with art (Davis 1982). 
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The photograph has always been and forever will be essentially linked to the 

object which it represents -- it is a representational medium. Its attachment to the real 

has often been criticized as a flaw, even though realism had been long been advocated as 

a positive characteristic of other art objects, such as painting (Holt 1978). But if the 

photograph is utilitarian in the sense that it may depict other objects, that is not to say 

that simple depiction is all that a photograph can achieve. Rosenblum (1978) suggests 

that journalistic and advertising photographs are different from art photography in terms 

of content conventions inherent to each specialty and intent of the photographer, and that 

the fine art photographer is more likely to manipulate "space, meaning and light." This 

would suggest that, while all photography has a common mechanical means, not all 

photographs are constrained to innocent representation. 

As noted by Davis (1982), the notion of the photographer as an objective 

chronicler ignores that each photograph represents a decision, that it is a "metaphorical 

representation of the photographer's entirely subjective instincts (p. 16)." A photographer 

who interprets -- who can convey intent -- is no longer a mere technician. The realism 

the photographer captures is a subjective realism, the camera an equivalent of the 

sculptor'S chisel, the products "closer to poetic conceits than literal renditions (p.17)." 

As for the distinctiveness issue, it would be unfair to single out photography as the 

sole transgressor. Performed works also rely on the participation and interpretation of 

scores of individuals: painters and sculptors have often employed apprentices, and authors 

often incorporate the creative suggestions of editors (Zolberg 1990). With respect to the 

matter of mass production, artwork duplication processes "have a long history (p.88)" of 

use in the plastic arts. The concern of proximity to the creator has not been meticulously 



considered with respect to traditional art forms, and has no more promise as an artistic 

criterion for photography or other potentially innovative media. 
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These arguments aside, photography qualifies as an aesthetic product under the 

tenets of Maquet's approach. Like jazz, photography has its prominent vehicles of display; 

Photographer's Market (1988) lists 109 American museums and galleries dedicated to the 

display and preservation of art photography. Private collection of art photography has 

grown dramatically in recent years, coinciding with the corporate art-buying phenomena 

which has made the acquisition of "name" paintings and sculptures relatively expensive and 

subsequently out of reach of many collectors. And photography has been thoroughly 

ensconced as an academic profession on college campuses across the nation: Peterson's 

Guide to Graduate Programs lists 55 groduote photography programs in the United States, 

and still many other institutions offer undergraduate programs and concentrations within 

art programs. 

Given these illustrations, photography also qualifies as an aesthetic product under 

the assumptions of the Maquet approach. 

Differences Between Aesthetic Product Categories. The above arguments 

illustrate that jazz and photography have many things in common, expressly that they are 

both identifiable as aesthetic products in Western society, and are both surrounded by the 

trappings usually coincident with such a position. But, for as much as they are similar, 

these two aesthetic product categories have important differences. And these differences 

allow the researcher to explore two distinct facets of the aesthetic product phenomenon 

for a more complete understanding, to explore contrasts and commonalities of experience, 

to be able to generalize beyond a single aesthetic product category. 



At the most simplistic level, the content of the jazz product is created, 

communicated, and perceived within a different medium than the photography product; 

jazz is primarily aural, while photography is primarily visual. The content of the aural is 

no doubt more temporally compressed than that for the visual: perception of a song is 

bounded by its performance, while a painting or photograph may be contemplated at 

length - all at once, or bit by bit in any order and over any time frame the viewer wishes. 

The content of the visual may also be more concrete, more easily recognizable, and less 

ephemeral than the aural; Zolberg (1990) illuminates the relative opacity of musical 

content relative to visual arts with a quote from music critic Wilfred Mellers: 

... whereas painting and sculpture, even when belonging to the genres 
described as abstract, to a degree imitate reality, and whereas literature 
affects communication by way of signs similar to those we employ in normal 
speech, music is a semiological language ... that functions on its own terms 
(p.19). 
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A related distinction derives from the consideration of concrete vs. ephemeral properties: 

jazz is a performance art and photography is a display art. Zolberg (1980) proposes that 

the structural differences of artistic media - whether they are performed or displayed -

limit the innovation possibilities in the given artworld. Because of tangibility and 

availability restrictions inherent to performance art, music institutions are constrained to 

avoid innovation. "As a result of constraints imposed by time and the other exigencies of 

performance, it is to be expected that the number and variety of works which can be 

performed are limited (p.228)"; this availability constraint -- coupled with patron affinity 

toward the established repertoire, and sponsor willingness tied to patronage levels --

effectively constrains the performance of innovative material. Though the tangibility of 
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performance art can be enhanced by more permanent representations such as recordings, 

limited concert viability also constrains access to the recording industry's machine. Perhaps 

more of the performance is lost in its translation to record than in the respective 

translation of a display to its consumer-possessible tangibilized form, an exhibition booklet. 

Because the modern "cafeteria" display ethic -- where a diversity of items is on 

display, or a current display offsets a permanent collection -- pervades the world of display 

art, galleries and museums are "constrained" to feature innovative work. Organizations 

and their sponsors haven't the same degree of temporal restriction, and the rewards 

structure of their sphere tend toward recognition of risk-taking and adventurousness. 

Jazz and photography are also different in terms of the recognition given their 

respective creative contributors. While all artworks are the product of many levels of 

contribution - a collective activity - not all contributors are equally recognized by those 

outside the process (Becker 1982). Photography is not only the product of the 

photographer, but also those who contribute beyond the initiating image-decision: such as 

the developer and framer who produce the physical object (likely to be the photographer, 

according to Rosenblum 1978), the curator or gallery-owner who packages the display of 

the object, the critic who interprets the product, and so on. But the viewing public is 

likely to attribute the work solely to the photographer. Likewise, jazz has many layers of 

contribution -- perhaps more than photography, given the greater likelihood of multiple 

creators of the core product -- and many of these, too, are ignored by consuming publics: 

roadies, concert promoters, recording engineers, etc. But, unlike photography's interested 

public, jazz consumers' focus is more often the performer of the music than its composer; 



jazz artworlds are primarily fIXated on improvisation, and the theme from which that 

improvisation is derived is usually acknowledged as secondary. 

These differences between jazz and photography are summarized in Table Two. 
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Consideration of these two different aesthetic product categories should expedite the 

development of a more informed theory of aesthetic products in general. Although the 

two product types may produce virtually identical results, there is some potential for 

differences between categories. For example, it is mentioned above that jazz and 

photography experience different levels of recognition given to their respective 

contributors: perhaps intermediaries, in their product-facilitating mode, are responsible for 

the difference. And, as Zolberg describes, institutional attitudes toward innovation are 

different for display and performance arts: this may pervade the responses and activities of 

intermediaries. It is clear that the inclusion of two product types enhances the potential 

of discovery. 

As the present research intends to explicate the intermediary function in aesthetic 

product diffusion channels, the next section will elaborate the sample in terms of the types 

of intermediaries included. 



Table Two. Differences Between Aesthetic Product Categories. S6 

Differences Jazz Photography 

Experiential Mode Aural Visual 

Content Perception Temporally Compressed Consumer-constrained 

Content Variability Prfmarily Ephemeral Potentially Concrete 

Artist Proximity High (Performance Art) Low (Display Art) 

Institutional Avoidance Active Incorporation 
Innovation Stance 

Traditional Number of 
Contributors to Potentially Many Few or One 
Finished Product 

Recognition Given Focused primarily on Focused primarily on 
To Contributors Performer Photographer 

Sampling By Intermediary Type Within Jazz and Photography Categories. Source 

triangulation was also implemented in yet another manner: in addition to the specification of two 

dissimilar aesthetic product categories, different intermediary types were also sampled. 

Reflection on the aforementioned studies of throughput sectors (Hirsch 1972), art collectivities 

(Becker 1982), impartial cultural gatekeepers (Solomon 1988), and social commentators 

(McCracken 1986), obviated an initial list of intermediary types. The initial sample included 

examples of journalists who wrote regular critical columns on both jazz and photography, disc 

jockeys of non-commercial radio stations, the members of a local society devoted to jazz, and 

decision-makers in gallery settings. 

The initial sample does not, however, reflect the entire range of intermediary types 
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included in the final data set. Given the principle of emergent design (Glaser and Strauss 1967), 

knowledge gained in the process of data collection should drive subsequent collection. While 

gathering data from interviews and observations of these, and analyzing said data, further 

inclusions were deemed necessary to further elaborate intermediary activities and functions. For 

example, early interviews with disc jockeys of a non-commercial jazz radio stHtion indicated that 

the type of show they ran differed in content and structure from those of commercial stations that 

played jazz. This predicated the necessity of including data from contact with a commercial disc 

jockey. Similarly, interviews with photography museum management revealed the existence of 

a type of intermediary not yet sampled to that point, a "curator of education," a curator on staff 

who was not involved in acquisition or exhibit formation but managed the dissemination of 

information through access to the museum's collection and development of community outreach 

programs. 

The final categorization of intermediary types will be discussed under in the following 

section on the collection of depth interview, observation, and document data. 

ill. Data Collection 

Just as the triangulation of sources - across both aesthetic product types and intermediary 

types - enhances the credibility of the present research, so too does the triangulation of methods. 

Data for the present research was collected via three broad methods: depth interviews with the 

intermediaries, observation of the intermediaries' regular activities, and compilation of internal 

and external ancillary documentation generated by the intermediaries. Each of these is intended 

to document the same set of activities: depth interviews compile the informants' own recollections 

and perspectives of their activities, documentation reflects how the intermediaries wish their 
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activities to be seen in a historical perspective and by those outside the organization, and the 

observations serve as the researcher's interpretation of the activity. Each yields its own 

informational dividend, each augmenting the other two, the observations providing the researcher 

account of what is happening, and the depth interviews and documentation giving two native 

interpretations of why it happens that way. 

While all interviews and observations were done in the same urban location, informants 

represent a mixture of people with national and local reputations. 

Depth Interviews. The interview data were collected under circumstances such that each 

informant was cognizant of the fact that an interview was taking place and that the interview 

would be used as data, as ethical considerations mandate (Lincoln and Guba 1985). Informants 

were typically told that 1) the study concerned how new aesthetic products were perceived by the 

market, 2) interviews would comprise the data for the study, and 3) the names of the informants 

would be disguised in any publication derived from this data. Verbal consent on these points was 

solicited from and granted by the informant on each occasion. Each informant also agreed to the 

presence of a micro cassette recorder, which was used to record what transpired for later 

transcription. 

As these were depth interviews, they were unstructured by definition (Lincoln and Guba 

1985). This, however, is not to say there was no preparation involved. Histories of jazz and 

photography were consulted prior to commencement of the data collection phase to familiarize 

the interviewer with the terminology and background of the respective fields. Wherever possible, 

material written about the informant or by the informant was obtained: for example, one 

photography museum informant had been interviewed in a photography cooperative newsletter, 

and had written several pieces for the museum journal. Additionally, a cuing sheet which 
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outlined a number of general areas pertinent to the activities and relationships of intermediaries 

was brought to each of the interviews. This cuing sheet is included as Exhibit One. 

The interviews were conducted using such techniques as are detailed in Spradley (1979) 

and Lincoln and Guba (1985). Discussion was consistently initiated with a "grand tour" question 

asking the informant about the status of innovative work in his or her field. The following is an 

excerpt from the beginning of an interview with Gerald Thorn, WM 45, director of a 

photography museum: 

AI: Do you see a lot of innovations in photography in your work 
here? 

Gerald: Yeah, well in part it's our business to try to show 
every year some of the newest photography, and sometimes 
those are what I would call aesthetic innovations. I mean people 
are just making up new issues to deal with, but sometimes there 
are technical innovations, because photography is a very 
technical, you know ... as opposed to painting, we can actually 
talk about a technical innovation. You don't see that in painting 
or lithography ... 

A natural follow-up question to this would be a mini-tour question to elaborate on his conception 

of aesthetic innovations vs. technical innovations ["Tell me about aesthetic(technical) 

innovations"]. Then perhaps the informant could be asked to qualify his statement, "people are 

just making up new issues" - who makes up these issues? What kinds of issues do they make up? 
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----------------------------------------------------------------------------------------

EXHIBIT ONE. Topical Cuing Sheet 

TYPES OF FACILITATION 

CommittedlTransitory Facilitation 
Commitment to Style vs. Commitment to Individual Producer 
Facilitation Activities 

Distribution Processes 
promotion, increased accessibility to resources 

Legitimation Processes 
criticism, labelling, editing, reward functions 

DENSITY OF ROLES, TY?ES OF ROLES WITmN FACILITATOR ENTITY 

Specialization by facilitating function 
Specialization within facilitating function 

INTENDED AUDIENCE FOR THE EVALUATION 

Generalized vs. specific 
Producer, consumer, or other facilitator group 
Stable or dynamic concept of constituency 

PERCEIVED STRUCTURE OF THE FACILITATING SECTOR 

Dynamism of gatekeeping role 
Constituent density 
Authority location 

CONCEPT OF INNOVATION 

What is allowed to carry the label "innovation"? 

============================================ 
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When does someone make up an issue? Probes such as restatements ("00 I understand that you 

mean painting is less technical than photography?") were also liberally used. 

As mentioned previously, an effort was made while analyzing the incoming data to 

categorize the informants, to ensure that similar intermediary types were included for both 

photography and jazz in the data base. Often the same native title was given to informants who 

were judged by the author to be dissimilar in terms of that person's activities, relationships with 

other intermediaries, or relationship to the diffusing object. For example, several of the 

informants are disc jockeys by native title, but differed significantly in their program construction 

technique and degree of program intervention. At other times, informants of different native titles 

were judged as very similar ,?n those same criteria. For this reason, categories used to balance 

jazz and photography data are those devised by the author. 

Seven categories of informants were identified as pertaining to both contexts. The 

Resource Liaison is an intermediary who links intermediaries with other intermediaries. The 

Journalist Critic communicates information of a judgmental nature to a mass audience. The 

Convention Disseminator communicates information to a more specialized audience, and is often 

conceded an expertise not always acknowledged in journalist critics. The Commercial 

Distributor deals not only in information but also in physical product. The DispJayer conveys 

product information to an audience primarily through product experience: consequent 

informational contribution is less conspicuous and judgmental than that of the Journalist Critic 

or the Convention Disseminator. Event Sponsors communicate judgment by linking their 

identity to the diffusing object. Referees communicate their judgment through choice among 

alternatives rather than informational offering, and commit no more than their judgment to the 

diffusing object. Multiple roles may and often are undertaken by a single individual; many of 
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the intermediaries interviewed have multiple positions in the channel, an extreme example being 

Bill Jenner, who is a disc jockey for two public radio stations, a member of the jazz society's 

board of directors, a music student at a local community college, and an employee of a local 

instrument shop. The intent of these categories is not to offer a theory of discrete types, but 

rather to sampl~ across a number of informants who would have different perspective of the 

facilitation of jazz and photography innovations, and to attempt some level of equal coverage of 

informant types for jazz and photography. These intermediary categories and a listing of those 

informants who ostensibly fit these categories is given as Table Three. 

Observation. Like the depth interviews, the observations undertaken for this research 

were fully overt in nature. The observed parties were informed of the purpose of the research, 

these parties consented to each instance of observation, and the observer was in plain view of the 

observed parties at all times. Unlike the interviews, the observations were not recorded by any 

means other than notes taken by hand. The conduct of these observations followed that 

prescribed by Denzin (1989). The observer carefully recorded details of the physical aspects of 

the site, often drawing a map of the objects at the site and the relative locations of the 

participants. The participants were described, their gender, age, physical characteristics 

chronicled. The activity of participants during the observations was detailed, including both the 

focal activity of the participants (e.g. the president of a society opening the meeting) and 

peripheral activities (the assistant setting up a projector, or members in the back row whispering 

about their weekend outing). Dialogue among the participants was noted. Notes taken were 

elaborated upon return from the site. 

As had been done with the depth interviews, a category scheme was developed to attempt 

parallel coverage of venues between jazz and photography. Seven categories of observational 
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================================================ 

Table Three. Informant Categorization. 

Etic Categories 

Resource Liaison 

Journalist Critics 

Commercial 
Distributors 

Displayers 

Convention 
Disseminators 

Informants Included in Depth Interview Sample 

For Jazz and Photography - Caryn Semple, WF 50, 
Director of the Southwest Arts Chamber, which arranges funding 
and acts as a liaison for area arts organizations. 

For Jazz - Jessica Pasternak, WF 30, contemporary music critic 
for a local weekly newspaper, as well as for national monthly 
music review magazine. 

For Photography - Nancy Spencer, WF 35, critic for local weekly 
newspaper. 

For Jazz - Colin Crosswell, BM 45, owner/manager for small 
recording label which distributes new age and jazz titles 
nationally. 

For Photography - Leslie Cameron, WM 45, owner/ manager of a 
photography exhibit gallery of national repute. 

For Jazz - Kent Traynor, WM 35, a jazz disc jockey for a local, 
multiple-format commercial radio station. 

For Photography - Lenny Morningstar, WM 45, president and 
organizer for a camera enthusiasts' club. 

For Jazz - Bill Jenner, WM 35, and Rob Samuel, WM 30, both 
disc jockeys for jazz-fonnat public radio stations. 

For Photography - Frank Scalia, WM 35, an educational curator 
for a museum of photography; and Bob Schaffer, WM 40, 
professional photographer, performance artist and adjunct 
instructor of a graduate seminar on photography critique. 

- continued next page -

================================================ 
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Table Three (continued). 

Etic Categories 

Event Sponsors 

Referees 

Informants Included in Depth Interview Sample 
--------------------,---

For Jazz - Virginia Travers, WF 40, salaried director for a local, 
but nationally-affiliated, jazz society; and Levar Palmer, BM 50, 
board member of the jazz society. 

For Photography - Joan Garnett, WF 40, director of exhibitions 
for a local, but nationally affiliated, feminist collective art 
gallery; Gerald Thorn, WM 45, the director of a museum of 
photography; and Ian Wright, WM 35, the director of a 
professional art photographers' cooperative. 

For Jazz - Virginia Travers, Levar Palmer, and Bill Jenner would 
all assume this role through their association with the jazz 
society. 

For Photography - Joan Garnett, Gerald Thorn, and Ian Wright 
all assume this role with their respective institutions. 
Armando Foster, Native American M 20, a board member with 
the feminist collective art gallery also fits this category, as does 
Stacy Vilja, WF 35, the person responsible for maintaining the 
catalog system for the museum of photography 

================================================ 

venue were developed. Artist as Event venues focused on the artist: the artist would speak 

about himselflherself, the artist's presence would generate interest in the event. Art as Event 

venues focused on the particular artist's product: a concert, a radio program focused on a 

particular artist or style, a gallery exhibit of a particular artist's work, or a gallery talk 

focused on that artist's work would all be instances of this type. Product Category as Event 

venues extol the broader virtues of jazz or possibilities of photography, as opposed to 

particular jazz or particular photography: examples are a workshop on jazz performance, or a 

gallery talk focused on the promise of future work. Exhibition as an End is a display of art 
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simply focused on the art - a jazz radio program or a gallery exhibit with no particular 

attached theme. An Exhibition as Means to a Different End, on the other hand, uses jazz 

or photography at least in part to serve a purpose which is not jazz or photography; exemplars 

of this category would be a women's jazz performance in a feminist art festival, or a 

photography exhibit of black artists chronicling the black experience. Organization Meetings 

and Legitimation Meetings both refer to the congregations of arts organizations; the former 

are meetings directed inward at the level of running the organization (e.g. electing officers, 

hearing reports from organizational activities), the latter are meetings directed at affecting the 

outside world (e.g. choosing events to sponsor). These categories are given as Table Four. 

Ancillary documents.. Documents were not originally considered for inclusion as data 

in this research. Their importance only became obvious after the interviews and observations 

had begun. One early interview was with an informant whose responsibilities included 

organizing grant disbursement juries. When asked about the process of selecting a jury, she 

repeatedly redirected the topic to jury guidelines pamphlets, with no further discussion. The 

jazz society spent a great deal of their meeting time discussing the merit of their newsletters 

and promotional material, although much more of the discussion was directed at the 

production rather than the content. When talking about what he'd like to accomplish in the 

near future, the president 
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Table Four. Observation Categorization 

Etic Categories Venues Included in Observation Sample 
------------------------------------

Artist as Event 

Art as Event 

Product Category 
As Event 

Exhibition as an End 

Exhibition as Means 
Different End 

For Jazz - A university-sponsored gathering featuring a question-and
answer session with an artist appearing in performance later in the week. 

For Photography - A museum-sponsored gathering centered on a 
question-and-answer session with the artist whose work was then featured 
in the gallery. 

For Jazz - Special editions of jazz radio programs, centered on a 
particular artist, type of artist or subgenre of jazz. 

For Photography - A museum-sponsored gathering featuring an expert 
speaker discussing the current exhibit. 

For Jazz - A university-sponsored jazz performance workshop conducted 
by an artist appearing in performance later that week. 

For Photography - A museum-sponsored gathering featuring a 
professional art photographer discussing the techniques prevalent in the 
photographs on display in the gallery. 

For Jazz - Regular editions of the jazz radio programs. 

For Photography - A open-category photo exhibit juried by the board of 
the feminist photography collective and exhibited at their gallery. 

For Jazz - Several events at a festival which focused on the contribution To a 
of women artists in different artistic fields 

For Photography - Museum-sponsored event featuring a lecture on 
the contributions of African-Americans to the field of photography 

- continued next page -

================================================ 
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Table Four (continued). 

Etic Categories Venues Included in Observation Sample 

Organization Meetings For Jazz - Jazz society board meetings, conducting general business. 

For Photography - "Program meetings" of a local camera enthusiasts 
group, including general business, presentations of the work done at 
group outings, and presentations of professionally-made films and slide 
shows. 

Legitimation Meetings For Jazz - Special committee meeting of the jazz society focused on the 
selection among contenders for inclusion in a series of summer concerts. 

For Photography - "Competition meetings" of the camera 
enthusiasts group, wherein members show their work in 
competition for awards. 

================================================ 

of a professional art photographer's cooperative stressed how important it was that the 

cooperative's newsletter be of better quality. Documents playa large part in the functioning 

of arts organizations and their participants. 

Documents have been shown to be a rich source of information in similar research 

efforts. McCall (1989) utilizes documentation - namely theater programs - to illustrate the 

complexity of social networks in an arts community. Similarly, this research intends to 

illustrate the diffusion activity of intermediaries, an integral part of which is the 

communication within their close associations and with other parties in the channel. Internal 

documents (such as minutes of a meeting) and external documents (such as promotional items 

directed at the community) provide a record of this communication. 
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Table Five. Document Categorization 

Etic Categories 

Internal documents 

External documents 

Documents Included in Sample 
-------------------------

For Jazz - Board meeting minutes, financial documents, and 
long-range plan for the jazz society. 

For Photography - Newsletter for the camera enthusiasts club. 
Instructions and descriptor set for the catalog system for the 
museum of photography. 

For Jazz and Photography - General and specific grant 
application guidelines and jury guidelines for the Southwest Arts 
Chamber; articles by both the photography and jazz critics. 

For Jazz - Recorded jazz radio shows, both commercial and 
listener-supported. Newsletter and promotional materials for the jazz 
society. Newsletter for one of the listener-supported radio stations. 
Catalog for Crosswell's small recording label. 

For Photography - Newsletter and promotional materials for a 
professional art photographers' cooperative. Exhibit text, exhibit 
brochures, and accompanying books for several photography 
museum exhibits. Exhibit text for open-category juried 
photography exhibit at the feminist art collective. 

================================================ 

The term "document" is used loosely here. Many of the items included under this 

heading clearly conform to the usual qualifications: internal memos, financial statements, 

newsletters, minutes of board meetings, cataloging guidelines, and so on. Others stretch the 

boundaries somewhat, such as recordings of jazz radio programs and photography exhibit 

texts. All, however, document the communication aspect of intermediary activity. 

A simple category scheme based on internal vs. external directedness of the message 

was used for checking on the even-handedness of representation between jazz <md 

photography documents included in the data set. Native categories, again, would have been 



problematic to employ. For example, the term "newsletter" for one intermediary group 

indicated a document which was circulated primarily among insiders, while for another 

intermediary group the same term was used for a document intended almost exclusively for 

those outside the group. Table Five illustrates the external/internal categories and examples 

of data which are included under each. 

The following section deals with the analytical processes to which the data were 

subjected. 

IV. Analysis 
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Initial Processing of the Raw Data. As data collection and analysis were concurrent, 

there were no discrete steps at which the entirety of the data were processed. However, all 

three types of data were subjected to specific processing at the point of their respective 

collection. All depth interviews were recorded on micro cassette and transcribed verbatim into 

WordPerfect 5.1 word processing files. All field notes for the observations were taken by 

hand at the site, and subsequently elaborated as soon as possible after the event; the 

elaborated versions were also recorded as WordPerfect 5.1 word processing files. Ancillary 

documents were converted from their original printed state to WordPerfect 5.1 word 

processing files by using Omnipage, a commercially-available scanning and text-recognition 

software package. Some of the memos were also recorded as WordPerfect 5.1 files. 

Transcribed depth interviews (approximately 220 pages), elaborated observation field notes 

(approximately 60 pages), converted ancillary document material (approximately 90 pages), 

and memos (approximately 20 pages) accounted for over 350 single-space pages of data, 

converted to approximately 700 records in the AskSam format used for coding. 
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Coding. As these data were collected and processed, hard copies of the transcribed 

depth interviews and observation field notes were made and combined with ancillary materials 

in their original form to serve as the material subjected to open coding, done by hand. As 

further analysis led to the development of core categories, the resultant coding scheme was 

merged with the data using qualitative data management software called AskSam. AskSam 

allows importation of qualitative materials, apportionment of the material into separate records 

of 1 to 20 lines in length, field entry into these records, and subsequent sorting of records by 

those fields. Additional analysis was therefore accommodated by the software. 

Memoing. Memos pertaining to the emerging understanding of properties of the 

categories -- and later, their ~elationship to other categories -- were developed concurrently 

with the data collection and analysis. This memoing drove the integration of an assortment of 

codes into categories, and in turn these categories toward a theoretical statement, the 

taxonomy of aesthetic intermediaries detailed in Chapter Three. An example of this 

transformation is revealed in the development of what will be referred to in later chapters as 

the Bifurcated Aesthetic Diffusion Process. Early interpretations of the data were colored by 

the knowledge of the single-path diffusion channel described by extant literature. The 

development of categories and their properties from the data, and reflection of their evolution 

and integration in the memoing process, led to the discernment of the possibility that there 

were actually two paths in the diffusion process for aesthetic products, each served by a 

distinct intermediary type. Reliance on a verificationist approach which proceeds from 

hypotheses extrapolated from extant knowledge would unnecessarily hamper such discovery. 

The next and final section deals with the trustworthiness of the present research. 
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VI. Trustworthiness 

Lincoln and Guba (1985) suggest that reliability and validity issues for research based 

on fieldwork involve the employment of somewhat different criteria than those for positivistic, 

quantitative research; they suggest several techniques which aid the researcher in the conduct 

of trustworthy research. Among the techniques suggested are prolonged engagement and 

persistent observation, triangulation across sources and methods, and debriefings by peers. 

Prolonged engagement and persistent observation. All organizations observed were 

observed on multiple occasions, and those which had multiple types of meetings were 

observed across meeting types. Events associated with and sponsored by the groups were also 

observed. For the jazz society, observations were made over an eight month period. The 

photography critique seminar was observed for the entire semester. For the observation of the 

jazz workshop, an annual event, observation was done in two consecutive years. Informants 

were typically interviewed formally only once, in interviews ranging from one hour to over 

two hours in length, but were also often observed on other occasions and sometimes contacted 

informally for further input. Documents were collected for most of the observed 

organizations and events. 

Triangulation across sources and methods. As discussed in the above sections dealing 

with the sample and data collection, triangulation was employed at several levels. Two 

aesthetic product categories were examined, several types of informants were interviewed for 

both categories, several types of sites were observed, and the data collection methods of depth 

interviewing, observation, and document collection were all used as the sampling plan 

emerged. Observations served as a check on informants' account of activities and the accounts 

found in documentation. Multiple accounts of the same activity (Le. board meetings, radio 
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program content, gallery lectures) were sometimes available. No apparent discrepancies were 

found: for example, observations of a disc jockey preparing his show were consistent with the 

descriptions of this activity given during a depth interview. In another case, rival commercial 

and public radio station disc jockeys provided very negatively-charged accounts of one 

another's programs, but were very consistent in terms of factual content. 

Debriefings by peers. Debriefings by peers consist of interaction with peers who are 

not directly involved in the research at hand, to provide a critical perspective on the process 

of the research and the interpretations which are emerging. The emerging interpretations of 

this research, in its various stages, were exposed to debriefings by peers via presentation in a 

Marketing Department colloquium at the University of Arizona, presentation at several other 

universities during campus visits for faculty placement, and through meetings and 

correspondence with members of my dissertation committee. Further insights of peers were 

gained through the presentation of similar research at the annual conference for the 

Association for Consumer Research. 

A brief summary of this chapter follows. 

VI. Summary 

This chapter specified and justified the methodology used in this study. Grounded theory 

methodology was recognized as appropriate for this research, and basic elements specific to 

this approach were introduced. The initial sample was implemented to draw data from 

multiple intermediary types, from two aesthetic products. Jazz and photography were 

developed as viable, appropriate, and mutually distinct examples of aesthetic products, and the 

set of intermediary types which emerged from theoretical sampling is outlined. The research 



relied on data collected by three discrete methods: depth interviews, observations, and the 

collection of documents. A brief overview of coding and memoing procedures was given, 

followed by a discussion of elements present in the development of the research which 

enhance its trustworthiness. 
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Chapter Three: 

A Theory of Intermediaries in 

Aesthetic Diffusion Channels 
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... Art remains the one way possible 
Of speaking truth, to mouths like mine, at least. 

- Robert Browning 

I. Overture: Scenarios of Aesthetic Mediation 

A row of Victorians lines the street, their outlines less conspicuous in the muted 

light, their proximity to the downtown area unrecognized in the stillness of this weekday 

night. The quiet breathes, anticipates the sound that will abate its tenuous domain. 

The sound comes -- a car door slams. Bill, the nighttime disc jockey, leaves his 

mint-condition, late-forties automobile on the curb and makes his way to the third house 

from the corner. Indistinguishable from its neighbors save for a small stained glass door 

panel accentuating the call letters "K-F-L-K," this building is not home to a family but 

rather to an organization, or perhaps a concept: a listener-supported radio station. Bill 

carries a part of that concept with him, ragged edged albums in one hand and a blue nylon 

CD-tote in the other, as he steps over the threshold. In the darkness of the house's 

interior, he passes what was once a front room, now a station-manager's office. He passes 

the darkened stairway which once may have 1cd to the bedrooms of children, but now 

provides access to the storage space for a voluminous collection of vinyl and shellac. 

Around a corner a light beckons - the light from a converted dining room housing the 

core of the operation, the broadcast room. Bill approaches the light, and greets his on-air 

compatriot Sheryl, who spreads her enthusiasm for contemporary folk music to her 

Southwest City listeners in the time slot before Bill's. 
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Sheryl bids her audience a farewell, starts a final ode to socio-environmental 

calamity on turntable two, and begins to pack her belongings. At the same time Bill sets 

his stack of LP's near the control console, sets the tote down nearby, and getting down on 

his knees he opens the tote and spreads a number of the CD's out on the carpeted floor 

in front of him. Sheryl leaves with a hastily-donned sweatshirt and an equally-hasty good-

bye. Bill barely acknowledges the good-bye, his eyes and hands moving quickly from one 

pile of albums to the next, searching the liner notes for the essence of tonight's program. 

From the floor, Bill bolts upright and steps into the adjacent closet, where 

additional albums from the upstairs collection are temporarily held, and returns with yet 

another stack of LP's and an idea. The shape of the show is revealed to Bill, as a poster 

of Woody Guthrie looks down on him, neither approvingly or disapprovingly. He sits in 

the swivel chair and quickly draws items from the three piles, building a wall of upright 

album covers across the spare space on the console. As the last of the folkies wail, he cues 

up a CD, introduces his show, and ignites the slow fuse that burns for the next few hours. 

The pattern develops. Bill plays a couple songs, studies the liner notes, reflects, 

then gives a run-down to his listeners on what they've heard: 

"That was Bobby Watson finishing out a set of American Jazz artists 
playing with European sidemen. Chet Baker started out the set with a 
piece from the final recording before his untimely death in 1988 ... " 

Then he begins the process all over again. His routine is punctuated by a couple of 

phone calls -- a friend won't be dropping by as earlier planned, and,"Can you play some 

Mingus?" -- and interrupted by little else. The monitor fills his ears, and initiates further 

reflection. 
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The pulse of traffic gives the area a feel of animated fury: white lights head west, 

red ones head east, horns bleat in all directions. But it's a tiny deceit: as evening deepens, 

the surrounding businesses - a Lube Pit, a car wash, a branch of a local bank - have been 

closed for a couple of hours. Most of the traffic passes here as a necessity for getting 

from one distant place to another. 

Amid this chaos stands the Southwest City Center for the Disabled, an unassuming 

one-story building, borrowed tonight as the meeting place for the Southwest City Jazz 

Society board of directors meeting. On the side of the building furthest from the traffic, a 

glass door is propped open with a rock. Through this door lies a large room, an antiseptic 

room of fluorescent lights, formica counters, tiled floors, and plastic stack-'em-up chairs. 

Virginia and Gail have taken a few of the chairs from their stacks and placed them around 

a central table. Virginia, the executive director, and Gail, the president, take their places 

at what ostensibly becomes the head of the table and begin shuffling through papers; 

Virginia scrambles through the portfolio on her lap for her notes for tonight's meeting, 

and Gail separates a stack of papers into smaller stacks - newsletters, flyers, and minutes 

of the last month's meeting, all for distribution to board members. 

Others wander in to take their places in the plastic chairs. More need to be taken 

from the stack; in them sit a local insurance broker, a marketing representative for the 

university, a disc jockey, a doctor, a music professor, and a music graduate student. In all, 

fourteen have turned out on this night, and in their prescssion murmurings have inquired 

about each other's weekends, docs she have the story for the newsletter done, "why the 



hell" don't they have the meetings at the coffee shop anymore, and,"WiIl we be done in 

time to get home for the basketball game?" 
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8:05 pm. Gail abruptly interrupts the chatter for the night's business, and just as 

abruptly hands over the conduct of the meeting to Virginia. Frank - treasurer's report? 

I'm passing out the budget, we lost money on the Weekender Retreat concert, but made it 

up with the Big Band Blowout. Review Committee? Finishing touches are being made 

on the long-range plan. Old Business? We sold the piano. Good, can we put in a bid for 

the stage equipment? Had we decided that was what we were going to do with that 

money? New Business? We have a design for some T-shirts. I have a guy who'd be 

interested in volunteering more time. How much did we spend on the t-shirts last year? 

I've found a hall that we can rent for the record fair. Are we sponsoring the record fair? 

Move to adjourn. Second. Adjourn. We've got to get together for the summer concert 

committee. Where is that hall? Can you post some of these at the university? 

Chairs are restacked. The board members retreat to the parking lot. The lights are 

turned off. Virginia, her arms full of executive debris, nudges aside the rock holding the 

door open and turns the key to lock the outer door. It's 10:15 pm. 

A breeze ripples through windchimes. The sun is hot, but not yet oppressively so: 

it is still spring. Jessica leaves her patio door open to receive the canyon breeze, to let it 

mingle with the sound coming from within the house. 

The sound: Wynton Marsalis' latest recording, a soundtrack to an upcoming movie, 

an album not yet in the stores - something that the record company sent to her, gratis. It 

plays on her stereo, an expensive tool that shares the front room of her house with other 



79 

tools of her trade: one cabinet filled with over two thollsand CD's, another cabinet with 

resource materials like jazz histories and recording encyclopedias, the computer and all its 

peripheral artifacts with which she tangibilizes her reactions to music for the local weekly 

newspaper and the national monthly CD review magazine. A note for the latter fills the 

screen: 

I've never been crazy about string sections on jazz recordings -- they seem 
to turn the best of an arranger's intentions into easy listening fare. Ozone 
didn't do much to convince me otherwise on ballads like "Moonstone" ... 
These cuts would have been more effective without slick and slinky violins 
dripping in the background, but the pianist does hold his own the midst of 
some otherwise syrupy moments. 

She lazes on her futon sofa, the lilting trumpet line lulling and inspiring her, both 

at once. Later, Jessica will look through the books, she'll type out a possible lead for the 

new column, she might even call up Marsalis' people to get a telephone interview. But for 

now, she listens. 

Stacy's door is open to the assembly room, as usual. The museum is preparing for 

a big show that opens a couple of weeks from now, and all the requisite preparation of 

the photographs and captioning for the exhibition is being done in the airy room one 

mighty floor above the exhibition space. Two women are there now, huddled about one 

of the large flat tables: a large young woman with meaty arms and a pair of shears, a 

slightly older, petite woman with straight edge and pencil. As the opening draws nearer, 

Stacy will join them to lend a hand (they already come to her for advice once in a while). 

Work always piles up close to opening, and staff members often jump in to lend a hand. 
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But that time has not yet come. Stacy has other things to do, things closer to her 

job description. Oh, she could stare at campus through the venetian blinds, but the view 

from her office consists of the outer wall of the classroom building opposite. She could 

stare at the photos currently adorning her office walls - figures by Eikoh Hosoe, a part of 

the permanent collection, and part of a recent exhibition. But there is work to be done. 

A huge project that requires a great deal of her attention receives it at present. The 

catalog database, the monster that assumes encyclopedic oneness with the museum's 

permanent collection, is her baby. 

She continues her daily pursuit of its completion. What is the next photograph, 

how can its art be entered on the keyboard in front of her, contained on the hard drive 

before her? Was it part of a donated collection? Is it predominantly landscape? Is it 

abstract? Does it belong to an ethnic tradition? What is its title - a seemingly innocuous 

tidbit that often has no answer, or more often several equally-reasonable answers. What is 

its exhibition history, what other photos has it been linked to in the past? These 

questions answered, she must then ask perhaps the worst among all questions - do my 

current categorical descriptions do it justice? 

A kind of party atmosphere pervades the moments before today's gallery talk. The 

gallery, permanent exhibition space on the main floor of the museum of photography, 

hasn't often been altered as much to suit a given talk. But today's talk focuses on the 

video enterprises of the current exhibitor: a television and VCR have been set up in a 

corner of the gallery, with several rows of metal chairs lined up in front of it. Today's 



attentive public is concentrated, where on a normal day - even a gallery talk day - they 

would be spread more evenly about the space. 

Today's speaker, Dr. Tessa Baldwin, sits next to the VCR and shifts in her chair, 

anticipating her introduction. Frank, the museum's curator of education, knew of her 

work in the Department of Fine Arts and called her several weeks ago to arrange her 

participation. He now stands with her in front of the chairs, and the people who have 

quickly filled them in the minutes before the noontime presentation. The crowd is a 

diverse one, alternately young and old, conservatively dressed and what might have been 

called "mod" or "hipsterish" in another day. 
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The university clock tower bell can be heard faintly in the distance. It is time to 

begin. Frank welcomes the audience, and effortlessly spins into a listing of Dr. Baldwin's 

own credits: her education on the East coast, her early teaching career at a Canadian 

academy of art, her professional attachments with a Californian artistic movement. After 

Frank's introduction, Tessa is greeted with applause from the crowd. 

Tessa could have gone any number of ways with her presentation. She knew the 

exhibited artist well, and could have given a very personal account of the individual. She 

knew the technique as well, and could have spent the hour giving details of how the 

effects of the video were achieved. Instead, she chose to relate her understanding in a 

chronological manner, incorporating her knowledge of the individual and the interaction 

of the artist and the technological possibilities at given stages of her career. The 

concentration of the crowd affords her a great governing quality over their attention, and 

her use of the TV and VCR for viewing examples give her command of the temporal flow 

as well. Tessa uses these examples to create a history of the artists's intentions: 



"The approach was combination verite. The confession video is a classic 
example of early artist video, with the static camera work. Her tapes are 
deceptively simple. 

"[the artist] was part of the UCSB collective, which approached video with 
a very apolitical, more celebratory stance toward popular culture. A lot of 
what they did simply captured off-air TV programs, which at that time not 
many people were doing, so they had ail archival approach. 

"The next group she was involved with was the Northern California Group, 
which was more political in nature. They tended to look at the inherent 
manipulative bias of television. 

"Then there was her involvement with [a mentor artist], who was the 
Dadaist as artist, took a humorist rather than activist approach. It was [the 
mentor artist] who said that we'll never produce art with video until it's as 
accessible as a pencil. 

"She was also witness to [another artist] and the Women's Art movement, 
which stressed that Feminism is the only politic ... especially in Southern 
California. And that the personal is political. This movement encouraged 
the first-person exposition. 

"[the artist]'s work can be seen as a pastiche of all those tendencies." 
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The story of the artist weaved its way through the congregation, and as the sermon 

closed, the great call-and-response of the question period followed. The mundane: How 

much does a video like the last one cost, are these done mostly with grants? The inspired: 

You've said the artist followed the canons of the West coast video community -- how 

would the east coast differ, was there a community? 

The chairs empty a little as the hour progresses, completely as it expires. Frank 

and Tessa leave to their respective offices. The TV is quiet, the still photos distributed 

about the gallery regain their prominence. New visitors wander in, oblivious to what so 

recently transpired. 
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It is not just for those who produce art, or for those who consume it, but also for 

those who expedite and encourage the art to construct their notions of truth and beauty 

around it, through it, and reciprocally it through them. The above places, times, 

individuals and organizations are all involved in facilitating the diffusion of innovative 

artistic forms in their respective slices of society. What jazz is in Southwest City depends 

on the ways that disc jockeys like Bill program their shows, depends on how the jazz 

society selects the acts it sponsors and the artists it endows, depends on how critics like 

Jessica react to the music and in turn represent it to the public. What photography is, 

and how it is perceived, is likewise dependent on people like Stacy, Tessa, and Frank, and 

the groups with which they are affiliated. The scenarios which begin this chapter are 

intended as orienting slices of the places, people and subtle processes which are the data 

used to fuel the interpretation found throughout the rest of the chapter. 

What underlies the approach that Jessica takes to represent her subjects? What 

underlies the jazz society's decision to hire a new band over one that is tried and true? 

Why does Tessa use a host of -ists and -isms when describing the artist's history, and why 

does she delve so deeply into history at all? And how are all these activities related -

how are they similar, how are they the same? To begin answering these questions, an 

intermediary'S native understanding of innovation is sought. In Section II, two distinct 

conceptualizations of innovation used by the informants are delineated: some informants 

define innovation as something that occurs in individual products, while others define 

innovation as something that occurs in groupings of products. In Sections III, IV, and V, 

this distinction is elaborated: as the informants differ in terms of innovation definition, 

they also differ in terms of the activities they pursue, the types of channel entities with 
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whom they communicate, and the evaluation categories they employ. Section VI integrates 

these dimensions. 

II.The Concept of the Innovation: 

Separable vs. Connected 

As discussed in Chapter One, innovation researchers have often imposed their own 

definition of innovation on the objects of their study. This definition is customarily sought 

in terms of properties and qualities inherent in the diffusing object. But utilitarian 

products are customarily the object of study in innovation research, and these differ from 

the aesthetic products which are the focus of the present research. As aesthetic products 

are more subjectively experienced than their utilitarian counterparts (Hirschman 1983), 

objective physical properties can not sufficiently define innovation. 

This section, and those which follow it, relates an understanding of innovation 

which goes beyond the physical properties of the object, an understanding which 

incorporates the native definition of innovation used by the facilitating intermediaries 

observed and interviewed for this research. The channels within which these 

intermediaries operate are complex, composed of many different channel members. Each 

of these members constructs not only an understanding of his or her own role and 

relationships to the other channel members, but also a complementary understanding of 

the diffusing object. This native definition, then, reflects not only the participants' 

construction of what is required to be innovative, but also what it means to be within the 

microcosmic society of diffusion. 
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From the very outset, this native understanding of innovation was overtly solicited. 

In every interview, the informant was asked for the requisite components of innovation, 

whether innovative products were prevalent in their present environment, and for 

examples of innovative products. Observations cued on how intermediaries dealt with new 

products. Documents detailing new products were actively sought. 

Among these myriad sources, many definitions of innovation were found. 

However, all these native definitions can be represented as falling into two categories. 

These categories are described in the following sections as Separable Innovations 

Conceptualizations and Connected Innovations Conceptualizations. The reader should 

note that these are categories of intermediary informants' conceptualizations of 

innovation, not of the informants themselves. 

A Separable Innovation Conceptualization 

Certain intermediary informants identified innovations exclusively in terms of 

singular, finalized products. These informants judge each product on its individual 

innovative merit with little or no regard for the product's relative standing in the 

constellation of similar products 1. They gloss over similarities among individual instances 

of product, such that categories used often have little meaning: an informant may allude to 

product categories which imply some integration, but will not elaborate on how these 

categories integrate. Rather, these intermediary informants demonstrate their 

1 For the purposes of this dissertation, the terms "bodies", "streams", and "constellations" 
of work are used interchangeably to refer to groupings of similar product-objects, and should 
be regarded as the same unless specified otherwise. 
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understanding of the category by listing exemplars of the category. In evaluation, these 

informants focus on concrete content elements of the individual object. Also, their use of 

the term "innovative" is very loose: some of these informants use the term "innovative" as 

a generic positive descriptor. 

The following paragraphs provide some data excerpts from informants employing 

this Separable Innovation conceptualization. These informants were found in both 

photography and jazz communities, working in varied capacities. 

Jazz Intermediary Informants. The specific, individual, piece-by-piece focus on 

innovation is clearly evident for some of the informants who work in the jazz community. 

Kent Traynor (WM 35) is a disc jockey for a commercial radio station in Southwest City. 

Every Sunday evening between 6 p.m. and midnight, he hosts a program entitled "The Jazz 

Show," which usually emanates from the studios at the radio station, but sometimes will 

broadcast live on location at an area nightclub or coffeehouse. In an interview, Kent 

discusses the innovativeness of the jazz band Weather Report, but is careful to note that 

he judges their work piece by piece, not as a body of work: 

There's a lot of new music out...uh ... Weather Report. It's a typical example. 
They have some stuff that's very innovative and very good jazz, but they're 
very heavy, very difficult to comprehend for most people. And there's only 
one or two tracks that I would actually play by Weather Report. The rest 
of it, I would not... 

Kent also recalls a band whose work he usually didn't appreciate. One song performed by 

this group, however, intrigued him: 

I'm trying to remember who I was listening to. I was listening to an artist 
who I particularly didn't like -- if I had heard who it was before, it might 
have changed my review -- but I heard them playing an instrument through 



a synthesizer and it just sounded completely different, it sounded really 
good. A friend of mine turned me on to it, that was pretty innovative, that 
was pretty interesting. There's a lot of bad stuff out there, but I tend to 
forget it. 
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Kent judged the single song as innovative, but his notion of its innovativeness does 

not carry over to some greater combination of songs or to the band who plays them ("if I 

had heard who it was before, it might have changed my review"). 

In this last excerpt, it is also evident that innovation is used to connote some 

meaning beyond newness or uniqueness. For some of the informants, it is used to imply 

some generally positive aspect of the object. The term "innovative" takes on such a 

generically positive meaning for Kent: "innovative" and "interesting" are used 

synonymously, and they are contrasted with "bad stuff." 

The informants classified as employing a separable conceptualization of innovation 

also exhibit a reluctance to integrate individual instances of work into larger categories. 

When they do evoke categories, such as "New Age" music, they do not elaborate on 

integrative mechanisms of a category. Innovativeness, in Kent's world view, does not take 

on a distinct definition of it's own; its source is not credited to anything specific. When 

asked what constitutes innovation, Kent avoids tying innovativeness to specific 

characteristics of the music, and instead offers examples of musicians who have created 

innovative works: 

I think there's a lot of innovation along the New Age thing, yes, but as far 
as old Jazz Standards and stuff are concerned, they're still being rehashed. 
It's just like country, you have an artist ten years later recording something 
that someone else did ten years before them. And all that's happening in 
popular music, too. And I don't consider that innovative at all, but some of 
the newer sounds and the newer music coming out, and some of the artists 
I would cite right now would be Bill Moore, Sam Kardin, Pat Coyle, urn 
... there's a handful of them out right now that I am aware of, but there are 



others ... and there's some real innovation happening as far as ... not sticking 
to the rules, they're breaking the rules. And that upsets a lot of people, 
but it's making a lot of other people stop and think ... 

In Kent's conceptualization of innovation, it is clear that "breaking the rules" -- and not 

"rehash[ing]" -- plays a significant part. But from Kent's statements, it is not entirely 

evident what these rules are: 

I'm not really influenced by a lot of things besides .. the bottom line is what 
it sounds like. It's hard for me to say," Well , OK I'll go this far, but not 
beyond that, but on the other end of the spectrum I'll go this far and not 
beyond that...1 don't have .. .! do have a framework, but it's hard for me to 
define exactly what that framework is. 

Instead of elaborating on mechanisms which define a category, informants like Kent who 

use a separated conceptualization of innovation may attempt to define the category by 
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listing artists which exemplify the category in their work. Kent does imply the existence of 

musical categories, using labels such as "New Age," "jazz," and "blues" to refer ostensibly to 

streams of music. But he does not differentiate among the categories except by reference 

to exemplars of each. In these two excerpts, when asked to define types of music he plays, 

Kent endeavors to explain what jazz and "New Age" music are: 

When you say jazz, you're thinking along the terms of Duke Ellington, and, 
uh ... Freddie Hubbard and the standards, the monsters. And I think that's 
kind of an image that people get in their minds, maybe somebody might 
think of Cole Porter, you know? Say "the blues" and somebody might 
think of Billie Holliday. 

New Age music is Richard Stirles, Andreas Vollenweider, things like that, 
that's New Age. 

In short, Kent uses musical category labels: he knows what is jazz, what is New Age, and 

so on. But he does not have an objective measure with which he can discriminate among 
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the categories. He speaks of an innovative work "breaking the rules, n but does not 

actively consider what these rules are. Instead, when prompted by the interviewer to 

define the categories, he relies on the use of exemplars for the categories. Yet his 

recognition of innovativeness, as displayed in the first excerpts, does not evenly apply to 

al1 the work of a single artist. This inconsistency suggests that Kent does not seek 

integrating rules for his definition of innovation; rather, his definition exists at an 

individual product level. 

This singular-product conceptualization of innovation was also employed by 

informants whose relationship with the product was overtly critical. Jessica Pasternak (WF 

30) is a free lance music critic who lives in Southwest City. She writes columns dealing 

with jazz and world-beat music for both a local weekly newspaper and for a national 

monthly magazine which reviews new CD releases. Like Kent, Jessica characterizes what 

an innovation is by giving examples of artists who produce innovative works; in an 

interview, Jessica is asked if there is any current innovation in jazz, to which she 

responded: 

I think that people like Marcus Roberts, who once was Marsalis' pianist 
and who has now gone out on his own, is doing some innovative things. 
And of course the whole association of creative musicians out of Chicago, 
groups like the Art Ensemble of Chicago, and Newhal1 Richard Abrams, 
and people like that who have been doing innovative stuff, and have been 
trying to stretch the boundaries of jazz music for years - but they've never 
reached a wide public. I think, more on the fusion end of things, Chick 
Corea's Electrik Band has been doing a good job of being innovative while 
at the same time being very acceptable to people .. .! guess it's innovative in 
the sense that it's sort of stretching the boundaries of more popular fusion. 
It's a little more chal1enging, and more imaginative than most of the 
popular fusion that comes along. And it's nice to see that you can have a 
balance between things that sort of stretch and have more complicated 



musical forms, rather than just the art, something that sounds like a pop 
song without the words. 
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Jessica does not regard the artist as generally innovative, but rather as doing some 

innovative things. Like Kent's "breaking the rules," Jessica's "stretching the boundaries" 

offers the image of consideration of larger bodies of work and streams of production, but 

not the substance. The boundaries are suggested but never examined; interviewer 

prompts to elicit these boundaries gained no further response. Instead, specific examples -

- of particular performers, particular songs, and particular radio stations --- which 

ostensibly fit her definition of innovative jazz are discussed. Jessica's conceptualization of 

innovation exists at an individual product level; this is additionally evidenced in an excerpt 

from a column she wrote concerning a world-music artist for the national magazine: 

On some of the multitrack cuts, he also bows the strings, the nyanyery, 
plucks the throngs of the thumb piano, and sings multiple vocal parts, 
creating a resplendent vocal and instrumental counterpoint that illustrates 
his originality as a composer. ' 

Here she speaks of originality coming through on particular songs on the artist's recent 

album, combinations of performance aspects which come together to produce something 

innovative, but essentially the perceived innovation is restricted to these cuts. As a critic 

for a magazine which reviews albums, Jessica may be expected to take the cut-by-cut 

approach to dealing with the music; her conceptualization of innovation does not 

transcend this approach. 

In sum, an intermediary with a particular orientation toward innovation is 

described in these paragraphs. When prompted on inno',ration, these intermediaries focus 

on individual products: innovative "things" happen on particular songs. Innovation is not 
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ascribed to albums of music, to the creative output of an artist, or any larger collection of 

product. These intermediaries sometimes use the term "innovation" as a proxy for a 

positive evaluation of the product. When category labels are used by this intermediary, no 

mechanism for inclusion in the category is provided; instead, the category is defined by 

examples of artists who ostensibly fit that category. This intermediary orientation is 

evident in informants from the jazz community, but the orientation occurs in other 

aesthetic product communities, as well. 

Photography Intermediary Informants. The aspects of the separable 

conceptualization-oriented intermediary described in the words and activities of some 

informants of the jazz community are also evident in the photography community. 

Like their separable-conceptualizing counterparts involved in jazz, some 

intermediaries in the photography community focus on innovation as occurring in singular 

products. Nancy Spencer (WF 35) writes a column on photography and 'painting which 

appears in the same weekly local newspaper as Jessica Pasternak's column on jazz. Her 

conceptualization of innovation is also contemplated at an individual product level. An 

excerpt from her column describing a retrospective exhibit of photography by Black artists 

illustrates her focus on individual items, and her focus on the description of their content: 

But from beginning to end, the images that haunt and terrorize most are those of 
slavery and of lynching--from James Presley Ball, the first photographer in the 
show, and Pat Ward Williams, the last photographer. Ball's 1896 "Portrait of a 
Hanging" shows the corpse of William Biggerstaff an ex-slave, hanging limp from a 
rope, his head encased in a hood. The officials who undertook his execution pose 
at his side. The bright western sun slants down onto Biggerstaffs body and the 
gold of his wedding ring gleams against his black skin .. .If Ball's work is a mute 
testimony to horror, Williams' "AccusedlBlowtorchl Padlock," a 1986 photographic 
construction, demands answers. Her piece resuscitates a 1930s Life magazine photo 
of a black man being tortured. It also contains three enlargements of details of the 
original, all set within an old window frame and placed atop a chalkboard filled 
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with Williams' writings The man was later lynched, Williams tells us. Why, she asks, 
didn't the Life photographer stop the atrocities? Or run to get help? And, she 
wonders, did Life magazine publish it to inform or to intimidate? 

For each of these photographs, Nancy has gone into great detaH describing the 

content depicted. The particular elements of each photograph give them their strength: 

the sun, the wedding ring, the black skin, the chalkboard and the questions handwritten 

upon it. She makes no attempt to connect the photographs to the other photographs in 

the retrospective, to other photographs of the period, or to photographs of similar or 

dissimilar intention -- specific content and attributes of the photographs are the focus. In 

an interview, Nancy elaborates on how specific attributes of the individual product impact 

her evaluation: 

Like, there are certain colors that I love: I love purple, I love blue. Pink 
and green! I don't like orange, and I don't like brown, and I don't like the 
earth colors. So when I go into a painting show, I almost immediately 
respond more favorably to the paintings in the colors that I love. You can't 
get away from that. 

Like Kent and Jessica in the jazz community, Nancy contemplates the aesthetic 

product and any innovations in aesthetic products in terms of the individual, finished 

product. As a whole, these informants employing a separable conceptualization of 

innovation capture an innovative moment in photography or jazz in the content and the 

attributes of the single finished photograph or song. They sometimes use the term 

"innovative" to suggest a general favorable quality of a product. They contemplate the 

identification of constellations of product through the use of categories. But in the end, 

they do not elaborate or define these categories, except to attach them to particular artists 

in a circular logic. 
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While intermediaries employing this conceptualization were found in both the jazz 

and photography communities, they did not constitute the full range of possibilities. 

Another conceptualization of innovation was found to be used by other informants. 

B. Connected Innovation Conceptualization 

One informant illustrates the distinction between innovation conceptualization 

orientations. Leslie Cameron (WM 45) owns and manages a local photography gallery of 

national distinction. His constant search for new material takes him across the country on 

a regular basis. In addition to tending his own business, Leslie also has occasionally 

assisted in the curation of exhibits presented by a well-known museum of photography. In 

an interview, Leslie is asked whether he currently sees a great deal of innovative 

photography. He answers 

Yeah, in photography especially. Part of the emphasis of this gallery as far 
as photography is concerned is dealing with things that are ... that break with 
the tradition. You know, the mixed media photographs, things that cross 
over bctween photography and other mediums, painting and sculpture in 
particular. That's the thing we're really most interested in. 

From this response, it appears that Leslie adopts the same individualistic notion of 

the innovation as Kent and the others. He talks of content elements that "cross over" 

from other aesthetic product space, those which come from another venue whole, resisting 

integration. His phrase "break the tradition" sounds similar to Kent's "breaking the rules" 

and Jcssica's "stretching the boundaries." But as he elaborates on the theme of what 

makes something innovative, Leslie begins to describe innovation in terms much different 



than Kent or the others. He starts to describe an innovation that is processually 

determined: 

Well, I guess [what makes something innovative is] taking the medium and 
pushing it a step further. Photographs have traditionally been expected to 
look a certain way, you know, people consider a photograph to be ... 
because we're inundated with photographs all the time in newspapers, and 
magazines and so forth, that most people have an expectation that a 
photograph is a certain thing and nothing else. And the innovations come 
in when somebody takes photography and does something with it that's 
never been done before. You know, comes up with a new process or a new 
way of presenting it or integrating other materials into photography, like 
the last ten or fifteen people that are painting heavily on photographs, or 
painters that are using photography in within their painting. It's becoming 
typical to see, not necessarily this (motions to a hybrid painting-lithograph 
above us on the raised platform) but you've got a lithograph within a 
painting here, and it's very common to see a photograph that would be 
integrated within a painting - that's the type of thing that I see as 
innovative. 

This is substantively different from the orientation of Kent, Jessica, Colin, and 
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Nancy. What is different in this response is a notion of the innovation as distinct from the 

finished object itself. It is no longer the end-state of the product which embodies the 

innovation, it is "a new process or new way of presenting it or integrating other materials." 

An aesthetic innovation is not a singular object, but a process which leads to the creation 

of objects and their integration with some greater whole. This mode of defining 

innovation will be referred to as the connected innovation conceptualization. 

For informants employing a connected conceptualization of innovation, the 

finalized object and its specific contents or attributes were not the prime considerations of 

innovative character. These informants situate their notion of innovation in the process 

of creation as well as in the intention of the artist, such that process and intention become 

intertwined; these processes and intentions become the rules for inclusion to a connected 
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mass which is identified as innovative. And as innovative character becomes attributed 

less to individual products and more to the process and intent by which they are achieved, 

streams of work -- individual products connected by shared intents and processes -

become the focus. Also, unlike those informants who employ the separable 

conceptualization of innovation, these informants do not equate innovative character with 

generic positive response. An innovation is not merely something that is good, and indeed 

may not even generate a positive response: some innovations are good, others are bad. 

In short, those who employ the conceptualization of innovation in processual

intentional terms focus on the innovativeness of streams of work. Where the view of 

innovation by certain intermediaries as occurring in the singular, finalized object was 

labelled a separable conceptualization of innovation, the view of innovation by these 

other intermediaries as occurring in the processes and intentions of streams of work is 

labelled a connected conceptualization of innovation. The following paragraphs provide 

some data excerpts from informants who employ this connected innovation 

conceptualization; instances of informants employing this conceptualization were found in 

both the photography and jazz communities. 

Photography Intermediary Informants. Intermediaries employing the connected 

conceptualization often focus on the intention of the artists. Bob Schaffer (WM 40) is a 

creative artist in his own right, both as a photographer and as a performance artist. He 

also teaches a graduate seminar in photographic critique at a large southwestern 

university. In his seminar, Bob encourages his students to discuss exhibitions currently on 

display in town, both those of outside artists and those of students. During one observed 



session, he and his students discussed the novel elements in an exhibition by one of the 

students' peers; Bob addressed a recurring theme in the exhibition, the use of dolls: 

You know, I had [the student exhibitor] in another class a year ago and she 
used dolls in a very interesting way -- when I saw whose this was I thought 
of the intention of her dolls -- they reenacted a little docudrama about date 
rape. I think in that way we look for meaning the same way we look for 
the source of where the music comes from. You can't find the meaning, at 
least I couldn't, and that's where the difference comes in: Is the piece 
critiquing the particular, or merely simulating it? 

In this excerpt, Bob does not criticize the use of dolls or anything else to do with 

the content of the individual pieces which made up the exhibition. He is concerned 

instead with the intention of the artist -- he asks what the artist's intention was in 
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incorporation of the dolls instead of considering the dolls exclusively as a content element. 

At other times, intermediaries employing a connected conceptualization of 

intermediaries focus on processual issues. In an interview, Bob further discusses his 

understanding of innovation, this time in processual terms: 

[P]ostmodernism can mean so many different things, but one of the things 
it's coming to mean in the least confrontational sense is ... a more contextual 
approach, an approach that is more free to embrace media. I think there is 
generally a decline in a dominant mode of photography, which was the kind 
of John Sarkowski form of unmanipulated documentary approach. It sort of 
is declining, but there's also just a general [interpretation], in any art 
department in any area that you went to, I think you are going to see a 
mixed media approach. In fact, if you don't see it, I think it would be 
generally taken as a way to describe a department as being conservative 
with it. 

This notion of a "post modern" breakaway from "a dominant mode" clearly 

construes the concept of innovation more broadly than as a product-by-product 

assessment. This breakaway is interpreted as manifested in the act of invention and not in 
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the finished object, going from an "unmanipulated documentary approach" to "an approach 

which is more free to embrace media." This focus on process identifies his 

conceptualization of innovation. 

In still other cases, intermediaries employing a connected conceptualization focus 

on processes and intentions of artists as inextricably linked in the formation of innovative 

character. Ian Wright (WM 35) is the director of a professional art photographer's 

cooperative. A regular feature of the cooperative's meetings is the group critique session, 

wherein one member volunteers a number of his/her latest, often experimental 

photographs and solicits input from other members. In an interview, Ian described his 

perspective on the types of commentary that usually accompanied a group critique session: 

It's usually various forms of ... the underlying question is, "What are you 
trying to do?" What are your intentions with this? With this procedure, 
with this image, with this series of images -- whatever it happens to be -
Why? Are you just experimenting, are you just screwing around, having fun 
- OK? That's one way of doing something. Are you trying to say 
something social, political, personal? Are you trying to invent a new kind of 
chemical process? There arc just a lot of different reasons why people will 
try to do something. 

Ian, like teacher-artist Bob, highlights the processes and intent of the art when discussing 

the evaluation of innovative character. The focus of the discussion, according to Wright, 

revolves around the intent of the artist ("What are you trying to do?"), the process tied to 

the intent ("What are your intentions ... with this procedure?" or "Are you trying to invent a 

new kind of chemical process?"), and the resultant streams of work ("series of images"). 

This focus on processual and intentional elements of innovation, and the streams of work 

which derive from these elements, conform to a connected conceptualization of the 

innovation. 



Sometimes the focus on intent and process becomes institutionalized in the 

facilitating activities of an intermediary group. Joan Garnett (WF 40) is the exhibition 

director of a not-for-profit, feminist art collective gallery. Her orientation regarding 

innovation, expressed in an interview, also reflects a consideration of process and intent: 

"Innovative" has a lot to do with, I think, people trying and testing new 
grounds, both with concept and with materials .. .It's the way [the artists] 
look at what they're trying to produce. The statement they're making. 
Which is one of the reasons when we look at art, we are more inclined to 
look at the art and look at the artist's statement about why they're 
producing the art and how they're producing it. We'll weigh that much 
more heavily than a resume that's five sheets long. 'Cause the resumes 
don't mean that much to us. 

The importance of the issue of intent and its connection to process is especially 

evident in this passage --"it's the way they look at what they're trying to produce." 

Consideration of the intent of the artist, in this case, has been institutionalized through 

the gallery's solicitation of an artist's statement (a brief description of the artist's intent 

and the process by which the artist realized that intent) along with a resume and a slide 
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reproduction of the work. The institutionalization of the importance of intent throughout 

the requirement of the artist's statement also illustrates that these intermediaries 

employing connected conceptualizations formally influence not only the consumers of their 

aesthetic product category, but also attempt to extend their influence to the artistic 

producers. This relationship is further explored in Section V of this chapter. 

While intermediaries who employ a connected conceptualization of innovation 

focus on streams of work, sometimes their activities necessitate the contemplation of 

-.. '. singular products. Gerald Thorn (WM 45) is the director of a nationally-known museum 

of photography. Gerald invokes his "connected" understanding of innovative character in 



the way he writes exhibition text, intended for the consumer of the exhibit. Like those 

informants employing the separable innovation conceptualization, Gerald may discuss 

individual innovative pieces of work. But in doing so, his focus is not exclusively the 

content aspects of that particular work; instead he will examine the work as a product of 

an innovative process, a process which in turn is discussed as the innovative intention of 

the artist. This connection is demonstrated in an excerpt from a pamphlet written by 

Gerald to accompany the exhibit of a photographer he labels an "originator": 

The first work that [the artist] considers successful from this period was a 
large artist's book called "Concerto Book," based on Max Bruch's Concerto 
#1 in G Minor Opus 26 for violin and orchestra (not in exhibition), done 
in May 1981. To create an emotional response to Bruch's music through 
both physical and visual means, [she] used an X-acto knife to cut and 
scratch sheets of Rubylith, a reddish graphic arts material, which she then 
contact-printed onto black-and-white photographic paper and bound in 
book form. This process was also a partly conscious attempt to depict music 
visually in much the same way she had seen as a child when her father, 
who was a serious music aficionado, attached an oscilloscope to his hi-fi 
system. 

In introducing a single photograph, Gerald ties that photograph to a process which is 
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utilized throughout the current exhibition (the use of rubylith in contact-printing), as well 

as the process' linkage to her intention to draw analogies to her past life ( a "conscious 

attempt to depict music visually in much the same way she had seen as a child"). 

In the same pamphlet, Gerald discusses the elements in the current exhibit to 

which he would attach an innovative label. These are processes applied to a stream of 

work, processes which can be tied through the arbiter's interpretation to the artist's 

intentions: 

In addition to the aesthetic quality and the nostalgia inherent in the maps 
to which she was attracted, [the artist] saw that the concept of cartography 



as a means of organizing information could be applied to art as well. Just 
as a map of the harbor of Havana contained in a single image multiple 
layers of meaning -- the geography of land and water, the civil structure of 
a European-style city, and the military aspect of the fortified walls, for 
instance -- so [the artist's] photographs became a complex mapping of her 
feelings of homeless ness and exile, her discovery of her Spanish heritage, 
and her explorations of her own relationships to land, religion, and history. 

In this excerpt, Gerald explains the artist's innovativeness as the process of integrating 
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cartographic elements and the intention of providing metaphoric maps of her "feelings of 

homelessness and exile." This communication of innovativeness-through-process is so 

important to Gerald and his associates that a special display demonstrating the 

rubylith/cartographic process was included in the exhibit space. This special display 

illustrates that the conceptualization Gerald uses is not just for his own purposes; by 

breaking down the exhibit in a processual way and demonstrating his method to 

consumers, he is trying to educate consumers not only of the art but his understanding of 

the art. That intermediaries employing a connected conceptualization of innovation 

envision such education as a legitimate task for intermediaries is addressed further in 

Section III of this chapter. 

In summary to this point, intermediaries employing a connected conceptualization 

envision innovation as occurring in streams of product. Sometimes they suggest that an 

innovative intent pervades that stream of work, sometimes they suggest an innovative 

process which ties the stream together. On still other occasions, their comment suggest 

that intention and process are inextricably linked, yet are still the locus of innovation and 

the impetus of connection among a string of innovative product. Even when these 

intermediaries' responsibilities necessitate their contemplation of single products, they 
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attempt to tie the individual product to some greater whole by calling attention to a 

processual or intentional aspect of the product. The focus on intent is sometimes 

institutionalized throughout he requirement of an artist's statement, which provides an 

example of the dual directionality of the intermediaries' influence. They emphasize the 

education of their constituent publics, but educate them not only in the art but also in 

their definition of innovativeness. 

Unlike those intermediaries who employ a separable conceptualization of 

innovation, those who employ a connected conceptualization do not use the term 

innovation as a proxy for a positive reaction to the product in question. For instance, 

museum director Gerald suggests that a legitimate assessment of innovative character is 

separate from his assessment of its value. The most recent exhibit in this series showcased 

the work of two artists. According to Gerald, one these artists met with great success: 

the response to her photography was really great. It brought a professional's 
response also. At this other level, not just the public that walked in, but through 
the grapevine other people heard about it, other professionals, curators, too -
came to the center to see that show, out-of-town, deliberately .. .like the person 
who's the curator of photography at the Los Angeles County Museum of 
Art...major urban museum ... he heard about the show and came over and right 
away bought one of the pieces out of the show, out of her collection. 

The exhibit's other artist, according to Gerald, didn't fare as well: 

The other person's work, I wouldn't say publicly, but it fell flat, it got very 
little response .. .it was something that was very experimental, so sometimes 
you don't really know what's going to happen till you live with it for awhile. 
Sometimes it looks great the first time you see it, and maybe other times 
you see it...the process isn't really different, but what she did with it was 
really different. I think that principally she's a sculptor, because she plays 
with materials. For one thing she looks at it more as a material and less as 
an image. So a lot of those, the photographs were not flat, they weren't 
pretty in the sense that a photographer would think that it's pretty. But she 
thinks they're pretty, she has a different vocabulary about that... To some 



extent, she uses those photographs as sketchbooks. She would photograph 
an object on the landscape, and then paint that object real bright white, 
and sort of see what that object would look like if she did a sculpture that 
looked like that, and laid it out in the woods and get a feel...So, a 
completely different approach, and maybe it fell flat because our audience 
is too photography-oriented and didn't understand her vocabulary ... 

Innovation, to Gerald, is in the "approach," is processual (treating an image as a 
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sculpture) and intentional ("photographs as sketchbooks"). As such, innovation isn't tied 

to the success of its outcomes: the product of the first artist was well received, the product 

of the second artist was not, but both are viewed as innovative. The term "innovative" is 

not used as a proxy for "good." 

Like intermediaries who employ a separable conceptualization of innovation, some 

intermediaries employing a connected conceptualization of innovation use artists as 

examples to define categories. However, the connected-conceptualizing intermediaries use 

these exemplars differently than their separable-conceptualizing counterparts. Bob 

Schaffer, the critique seminar instructor, uses examples when he discusses what constitutes 

innovation. Like museum director Gerald, and unlike those employing the separable 

innovation conceptualization, he is careful not to let the example stand as the definition of 

innovation alone. Bob advanced an example of an innovative artist during an observed 

classroom discussion: 

In some ways,there's something about this kind of realism that we critique 
because in a lot of ways, someone like George Segal works the same way, 
in that it reaffirms that naturalist notion - slightly abstracted, but in the last 
few years nailed down more by the use of the environment. 

Connected-conceptualization-oriented instructor Bob provides sculptor George Segal as an 

example of the innovative fine artist, much as separable-conceptualization-oriented DJ 
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Kent Traynor illustrates his notion of innovative jazz by evoking the band Weather 

Report. But Bob speaks of Segal's process ("use of the environment" which "reaffirms a 

naturalist notion") and the resultant stream of work which can be compared to other 

streams of work ("realism"), whereas Kent speaks of Weather Report's work as individual 

pieces to be judged on their respective merits, and defines the innovative only by noting 

the name of the exemplar ("New Age music is Richard Stirles"). Evocation of the artist's 

name is used as a means to introduce the process and intent, as opposed to a descriptive 

summary of the aesthetic product. 

In short, intermediaries employing a connected conceptualization of innovation in 

the photography community exhibit several characteristics. They view innovation as 

occurring in streams of product connected by processes and intents of artists. They assess 

innovativeness as distinct from the evaluation of the product: there are good innovations 

and bad innovations. And when they do cite examples of artists, they do so to provide 

linkages among artist, processes and intents, and resultant streams of work; they do not, as 

separable-conceptualization-oriented intermediaries do, rely on the use of exemplars as 

boundary-markers. 

Jazz intermediary Informants. These aspects of the connected conceptualization 

may also be witnessed in the responses of some intermediaries involved in jazz. They also 

locate the innovative aspect of product in the processes and intentions of artists. Rob 

Samuel (WM 30) is employed as a disc jockey at a university-affiliated jazz-format public 

radio station, and volunteers in the same capacity for a local listener-supported multiple

format radio station. He programs his own shows, and takes special pride in his 

production of a weekly show called "Ragged Edge," a show dedicated to new music. In 
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responding to a question which invited his definition of innovation, Rob explains by taking 

an historical approach: 

Bop itself is a revolutionary movement that was a social movement as much 
as a musical movement, because before that jazz had been a dancing music. 
And bop suddenly said,"We're playing our music, we're making these 
rhythmical innovations and harmonic innovations to please ourselves, we're 
not here to please dancers." That was a big revolution. 

Here Rob ties processual elements ("rhythmical innovations" and "harmonic 

innovations") and intentional elements (the rejection of utility for consumers, "we're not 

here to please dancers") together in his construction of the innovative of the past. He 

continued his historical approach in defining further innovation in processual and 

intentional terms: 

And [non-dance jazz] emerged in the middle forties, [and] went through 
several different sideshoots: hard bop, soul jazz, you know, that sort of 
thing. And by the time the late fifties had come along, players like Cecil 
Taylor had said, "Hey, we've done as much with this as we can." And 
started kind of expanding the notion of musical form and throughout the -
and especially the early to mid -- sixties, there was quite a revolution with 
the so-called free movement or energy movement, and which had a lot of 
benefits as far as expanding the notion of what was possible. There was 
also a lot of lack of discipline, which you have in any sort of a movement 
like that, without real credentials, and out of that, some people have 
reacted to that in saying, you know,"This music has put us in a cul-de-sac, 
it's time to go back to notions of forward-progressions, and melody." And 
that's what some of these younger players are doing. And other people are 
saying that this movement has allowed us to go in new directions, allowed 
us to do something as simple as expanding the concept of what is an 
acceptable jazz instrument. I mean, you'd never find a bebopper playing a 
french horn, although many modern players use them: there's quite a few 
fine french-hornist jazz players. So [innovation is] something that basic. 
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In Rob's interpretation of the on-going innovative process, the impetus is intent 

(freedom and "energy") and the innovative element is the process (new 

instrumentation:"what is an acceptable jazz instrument"). 

Others focused on processual and intentional elements without resorting to an 

historical voice. Virginia Travers (WF 40) is the executive director of the Southwest City 

Jazz Society, a disc jockey for the same jazz-format public radio station as Rob, an 

amateur musician, and the wife of a professor of music. Like Rob and the photography 

intermediary informants described as connected-conceptualization-oriented, Virginia's 

conceptualization of innovation is centered on processual and intentional elements. In an 

interview, Virginia spoke of a band whose career she was following, concerts she attended 

when possible, music she made an effort to program on her radio shows, and society 

sponsored for a concert. By her assessment, this band's music is very innovative, and she 

elaborated her reasons: 

The harmonics are different, the chord progressions, they don't go by a 
standard blues progressions, 12 -bar, 8-bar blues, rhythm changes or 
anything ... very different, the rhythms are complicated, you know, some of 
them are 7/4, and they'll have one bar of 7/4, then one bar of 9/4, its very 
intricate. Difficult to play. The rhythmic thing is very catchy ... that's what 
makes it innovative. 

In Virginia's estimation, innovation occurs in "harmonics," non-standard 

"progressions," and "complicated ... rhythms," all elements associated with their process of 

creating. Virginia's apparent adherence to this connected innovation conceptualization 

was not shaken when she was confronted with a question which formulated the concept of 

innovation in the separable mode: 



AI: I've spoken with people involved in photography, and one thing that 
seems to be different -- maybe you can shed some light on this -- is that a 
photographer can at any given stage be doing a million different things, a 
million different styles, so innovation doesn't come through in the style, per 
se, but in individual pieces of work. Is that similar in jazz, do you think? 

Virginia: No, most people have a certain style, and they stick to it. For a 
while. I mean, Miles Davis started playing bebop, and then he was one of 
the innovators of the cool style, with Gil Evans and the orchestral type of 
music that they did together. Then he was one of the first innovators in 
jazz fusion, using electric pianos, and Fender-Rhodes, then those other 
electronic instruments - he's one of those people who continues to evolve. 
He's the great innovator. 

For Virginia, innovation is manifested in streams of music, not individual pieces. And 

innovation is represented in these stream by processual means, through "orchestral" 

instrumentation, and the incorporation of particular instruments ("electric pianos, and 

Fender-Rhodes, then those other electronic instruments"). 

Not all of these informants using a connected conceptualization of innovation 

reported a sense of on-going innovation in the current creative environment of their 

particular field. Levar Palmer (BM 50), an insurance broker by trade and a board 

member for the Southwest City Jazz Society, does not believe there are currently any 

innovations in jazz. Nevertheless, he anticipates innovation in processual terms: 

[N]o, there are no big time innovations in jazz taking place. What is 
happening is that there has been a kind of renaissance in jazz, and many of 
the people -- for a long time really -- had no understanding of what jazz is 
all about. In terms of the skill, and genius required in improvisation, and 
being able to do it on the spot, spontaneously, and being able to have 
others of similar talent pick up on it, on the nuances, and people with ears 
who are attuned to music per se, in other words, it doesn't have to be jazz 
- being able to catch these minutiae in performance ... Certainly there 
should be some innovations that come of this, some creativity. 
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Levar believes that when innovation does come, it will come in terms of the 

improvisation and spontaneity, processual-intentional elements recognized by many of the 

jazz informants as the innovative driving force of the musical form. 

Like the connected-conceptualization intermediaries in the photography 

community, those in the jazz community identify the innovative aspect of aesthetic 

products in the processes and intents of their creators. 

Summary. There are two distinct conceptualizations of innovation employed by 

the informants in this study. Those informants employing the separable innovation 

conceptualization, found in both the jazz and photography communities, see innovation 

occurring in singular, discrete, finalized products. In portraying their understanding of 

innovation: 

1) These informants focus on individual pieces of work (e.g. particular songs, or 

the content elements of particular photographs). 

2) These informants may use descriptive categories, but do not discriminate among 

these categories except to list exemplars in each. For example, the informant may 

segregate some music as "New Age" music, but would not be able to define the category 

except to indicate who falls within it. 

3) Innovation is alluded to as "rule-breaking" or "boundary-stretching," but these 

rules and boundaries are never explicitly examined or addressed by the informants. 

4) The label "innovative" is sometimes used as a proxy for a generally positive 

evaluation or as synonymous with recency. 

Those informants employing the connected innovation conceptualization see 

innovation differently. 
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1) They see innovation occurring in the intents and processes of the artists, and 

the culmination of these intents and processes in larger streams of work. A single song or 

photograph is not the indication of innovation, but rather the application of intent or 

process, regardless of result, over a stream of activity. 

2) They suggest that what the artist wishes to achieve (intent), and how it is 

attempted (process), takes primacy over the actual achievement. 

3) Their use of categorical labels is accompanied by an expression of a process or 

intent which underlies the category. Exemplars do not stand alone as the defining 

principle of a category. 

4) The term "innovative" does not serve as proxy for a positive response. 

Innovations may fall anywhere on a continuum from good to bad. 

5) Even when the intermediary employing a connected conceptualization of 

innovation perceives no innovation in the particular aesthetic .product community, he/she 

anticipates any future innovation as coming in processual and intentional abstractions, 

This distinction between informants is represented in the first line of Table Seven 

(p. 172). The informants who employ these two innovation conceptualizations may be 

further discriminated in terms of the activities they pursue, their pattern of communication 

in the channel, and the evaluation categories they employ; these elements shall be 

addressed following a brief consideration of the contribution of innovation 

conceptualization over other constructs found in consumer behavior research. 



C. Innovation Conceptualization, Product Type, 

Involvement, and Expertise 
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How closely is the conception of an innovation, as separable or connected, linked 

to existing constructs in the consumer behavior literature? The discriminant validity of 

innovation conceptualization is examined in this section with respect to constructs such as 

innovation's product type, continuity of the innovation, and the involvement and expertise 

of the informant. While similarities exist, innovation conceptualization is found to be 

discriminably different from these other constructs. 

From this point on, for simplicity's sake, those informants who employ a connected 

conceptualization of innovation will be referred to as Connected-orienteds, and those who 

employ the separable conceptualization of innovation shall be referred to as Separable

orienteds. 

Innovation Conceptualization vs. Aesthetic Product Type. The innovation 

conceptualization employed by the informants in this study does not strictly follow 

particular product partitions. From this data it appears that conceptualization of an 

innovation as either separable or connected is not explained by something inherent in the 

products themselves. 

The separable innovation conceptualization was employed by informants in both 

jazz and photography communities, as was the connected innovation conceptualization. 

Inherent properties of a given product category did not precipitate the implementation of 

one conceptualization of innovation over the other. 

Innovation Conceptualization vs. Continuity. The innovation conceptualization 

employed by the informanl .. of this study does not strictly follow product continuity 
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partitions. Robertson (1971) suggests that the newness of an innovation may be classified 

on a continuum of perceived disruption of established consumption patterns, a continuous 

innovation providing the least disruption and a discontinuous innovation providing the 

most. The continuity concept relies on a particular product consistently recognizable by 

all parties as located on a specific point on the continuum. 

This continuity concept differs from the distinctive patterns found in the data 

gathered for this study. Assessments of a particular aesthetic innovation, when attended 

to by multiple informants, were not consistently of one conceptualization type: various 

informants sometimes assessed the same innovation using different concepts. The same 

exhibit -- or concert, or artist -- garnered comments discern able as following from a 

connected conceptualization from some informants and a separable one from others. This 

finding is roughly analogous to continuous and discontinuous assessments of the same 

innovative product by different parties. 

Innovation Conceptualization vs. Involvement. Involvement, as defined by 

Zaichkowsky (1985), is "[a] person's perceived relevance of the object based on inherent 

needs, values, and interests (p.342)." Some researchers (Greenwald and Leavitt 1984, 

Celsi and Olson 1988) have suggested that the involvement level of consumer with respect 

to a focal product stimulates attention to product attributes and promotes more complex 

abstractions. The obvious extrapolation of this notion, that relative involvement may 

underscore the difference between the innovation conceptualizations, is unsupported by 

the data collected in this research. 

While it may be evident that informants in this study differ on their propensity 

toward product abstraction, it is difficult to demonstrate differential involvement among 
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the informants of this study based on their conceptualization of innovation. Those 

intermediaries adhering to a connected view exhibit a considerable knowledge base and 

dedication to the facilitation of photography or jazz. Many informants utilizing this 

conceptualization have formal education with respect to music for the jazz intermediaries, 

or art and photography for the photography intermediaries. All spend a large proportion 

of their Bves participating in activities related to the aesthetic product in question; some 

participate as paid participants in facilitating organizations, some participate as volunteers, 

many do both. All face situational factors which amplify the salience of their facilitation 

of photography or jazz (i.e., reinforcement of common goals from primary membership 

groups or other channel entities involved in facilitation of the product). Connected

orienteds, taken as a group, are heavily involved with their respective jazz and 

photography communities. 

At the same time, those informants adhering to a separable conceptualization are 

also heavily involved. They are also attuned to external factors which heighten relevance 

or interest toward the object (through membership in their own organizations and contact 

with other channel members). They are no less dedicated to or knowledgeable of their 

respective aesthetic products, although that knowledge may be substantially dissimilar in its 

focus on individual products, and the dedication may manifest itself in different activities 

than those engaged in by Connected-orienteds. 

In short, both Connected-orienteds and Separable-orienteds identified in this study 

display high levels of involvement with their respective focal objects: the 

connected/separable distinction maps a different dimension than does involvement. NO 

readily discernible low-involvement informants are included in the data set. 



Innovation Conceptualization vs. Expertise. That expertise dimensions may 

underscore the difference between conceptualizations is also unsupported by the data. 
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Consumer researchers define consumer expertise as the accumulated number and 

types of experience with the product. They have found that a consumer's level of 

expertise supplements his/her ability to analyze, categorize and critically evaluate the 

product; this evaluation includes, it is surmised, the representation of the novelty of the 

product (summarized in Alba and Hutchinson 1987). 

As suggested by the data for this study, the distinction between separable and 

connected innovation conceptualizations is not readily reducible to some continuum of 

expertise. As both Connected-orienteds and Separable-orienteds exhibit involvement with 

their particular aesthetic product, so do both groups evidence expertise. 

Members of both groups have long histories of experience with their respective 

products. All the disc jockeys, regardless of their mode of innovation conceptualization, 

approach a decade of service in that capacity and have been, by their admissions, jazz fans 

for much longer. Bill (the public-radio DJ) and Jessica (the jazz critic), who employ 

different conceptualizations of innovation, have a number of the same albums on their 

shelves, as well as a number of the same books on jazz. Nancy (the photography critic) 

learned about art in a university setting not unlike the one in which Bob teaches, or in 

which Gerald manages his museum. 

One informant did have less formal experience with his aesthetic product than 

than others in the jazz informant group. Levar, the jazz society board member, is an 

informant who possesses no degree of formal education in his aesthetic product, and has 

no professional association with his product -- he is by profession an insurance broker --
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and has no history as a producer of the aesthetic product. In terms of formal experience, 

he may be the least expert informant. His conceptualization of innovation, expressed in 

an excerpt provided earlier, conforms to the connected orientation and in so doing 

exercises processual-intentional categorical representations common to connected

orienteds. 

In short, highly expert informants do not share a single conceptualization of 

innovation, and the least expert informant engages in categorization which would be 

expected of those with higher expertise. Expertise does not adequately explain the 

occurrence of two distinct innovation conceptualizations. 

The more abstract qualities of aesthetic products may be responsible for the 

difficulties in applying a simple expertise dimension to the problem. While Alba and 

Hutchinson (1987) acknowledge that there are different types of expertise, these different 

types of expertise are all based on experiences with a tangible product experienced as a 

sum of tangible attributes in use-situations. There is reason to believe that products of a 

substantially aesthetic nature are experienced differently. Some researchers suggest that 

the utilitarian focus of the information-processing view of consumer behavior does not 

represent the full range of consumer behavior (Holbrook and Hirschman 1982). As the 

expertise dimensions summarized by Alba and Hutchinson conform to this information 

processing perspective, they may not represent expertise effects in an aesthetic domain. 

Expertise may work well when all possible product experiences are within some range of 

expectation, when the outcomes of these product experiences anticipate some utilitarian 

expectation of performance. But for aesthetic products, the experience may well be the 

outcome, the consequence of consumption. An electric shaver or a new automobile 
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provide similar product-related experiences for those who consume them, and the 

experiences may be related in terms of their outcomes: a smooth face or legs, good gas 

economy or high performance. An Ansel Adams photograph, or an Eddie "Lockjaw" 

Davis recording, may provide similar experiences at the level of these products in their 

tangibilized form (the reproduction of the photo was poor, or the jazz ensemble's 

percussion was overly close-miked). But these same products may provide dissimilar 

experiences in their innocent form, their aesthetic state, and have little tangible outcome 

for comparison. Expertise as constructed in the current literature accounts only for the 

former use-knowledge aspect. 

This section has served to refute the notion that the distinction found between the 

conceptualizations of innovation can be reduced to factors inherent in the aesthetic 

product itself or the individual's relationship to the aesthetic product. In the remainder of 

this chapter, distinctions will be contemplated not in terms of·being necessary outcomes of 

the appraisal of inherent properties of the innovation, nor as predispositions of the 

individual fulfilling an intermediary role. Instead, these distinct conceptualizations of 

innovation will be contemplated as a corresponding state in the confluence of many 

factors negotiated among peers. 

III. Activities Pursued by Intermediaries 

Instead of being linked to the notions of continuity, expertise, and involvement, 

the difference in orientation toward innovation conceptualization may grow out of the 

convergence of many factors. In the next three sections the activities legitimized by the 

intermediaries, their interaction pattern with other diffusion channel entities and the 



evaluation categories they employ in making their diffusion facilitation decisions are 

discussed. 
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As Section II dealt with the informant's own conceptualizations of innovation, the 

present section deals with their these intermediaries' own views of their roles and activities 

as facilitators of aesthetic innovation diffusion. As will be shown in this section, goals and 

views of appropriate intermediary behavior differ for those who adhere to the two 

conceptualization categories. Separable-orienteds are involved in activities which serve to 

commodify the aesthetic product, and focus on providing variety and entertainment to 

their constituent publics. Connected-orienteds seek to decommodify the aesthetic product, 

and focus on providing their constituent publics with both education and a sense of 

coherence. Each of these conceptual linkages will be developed in the following 

paragraphs, following a brief discussion of categories of informants and their identification 

with innovation conceptualization. 

Conceptualization of Innovation and Etic Categorization of Intermediary 

Informants. As was discussed in Chapter Two, informants were assigned by the researcher 

to categories which basically conform to channel roles. This was done during the data 

collection to ensure that similar informants were represented in both photography and jazz 

within the data base. Table Six (p.117) indicates the innovation conceptualizations 

employed by the informants within each of these categories. 

Those designated as commercial distributors, displayers, and journalist critics 

discussed innovation in terms which indicate a separable conceptualization of innovation. 

Those designated as convention disseminators, event sponsors, and referees discussed 

innovation in terms which indicate a connected conceptualization of innovation. 



Table Six. Informant Categories Designated by Innovation 
Conceptualization Employed 

Etic Informant Categories Employing 
. Conceptualization Conceptualization 

Commercial Distributors 
Separable Displayers 

Journalist Critics 

Convention Disseminators 
Connected Event Sponsors 

Referees 

*Single informant may be assigned to more than one category 
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II * 

2 
2 
2 

3 
5 
8 

The one exception to these generalizations is Leslie Cameron, who was designated 

a commercial distributor and who discussed innovation using both separable and connected 

conceptualizations. Leslie, assigned the commercial distributor label for his role as the 

owner/manager of a commercial gallery, also has numerous connections and professional 

interactions with those who employ connected conceptualizations. In an interview 

published in a newsletter written and distributed by Ian Wright's professional art 

photographer's collective, Leslie discussed the diversity of Southwest City'S photographic 

scene, and his early connections: 

One of the things that really appealed to me about [Southwest City] and 
the photo scene here was an accessibility to information and artists. There 
were a lot of good people already here and a lot of good people coming 
through the [photography museum] all the time ... From the very beginning 
[the first photography museum director] was very supportive. He had run 
the [museum] and had a lot of experience as a dealer, and a good 
reputation in photography, so I gleaned a lot of information from him. I 



loved his work, but I really didn't know him. I got to know him through 
phone conversations back and forth, and we put [a show of the director's 
own photography] together. It was a great show--the opening was 
enormous. 

In the same interview, Leslie explains his position in the photography community as 

unique -- as transcending the usual expectations of a gallery owner -- and notes that his 

interests surmount the business end of selling art: 

.. .1 came to this as an artist, and I'm able to deal with artists easily. I don't 
have an MBA I'm not looking at this as a cold business. It's something I 
really care about; it's something I've seen the other side of. What I mean 
is, I met Richard Misrach, Linda Connor, Judy Dater, Roger Minick, and a 
lot of people, at the time they were starting their careers. They'd had some 
exhibitions and some publications here and there, but that was all. So I got 
interested in the whole way a photographer goes from getting an M.F.A, 
to having a show at a museum or gallery, to having a book done, to getting 
a Guggenheim, and so on. That whole process interested me. 

In another interview conducted for this study, Leslie discusses the more formal 

aspects of his interaction with Connected-orienteds: 

We [at the gallery] have contacts with the [photography museum], and I 
done some consulting and design work with them, and we have a very good 
working relationship with them, we've loaned them work for shows, they've 
loaned us work for shows. And also similar things with the university art 
museum. One of the nice things about [Southwest City] is that it's not out 
of line to do that. In a lot of cities, it's unheard of for a commercial gallery 
and a museum to be working on projects together. But here, you can do 
that and there's not problem about it...The biggest thing I did for them is, 
several years ago they put together an Edward Weston Centennial show, 
and I designed that show for them ... They called me in and wanted me to 
take care of the logistics, taking the matting, framing, getting all that done. 
Coordinating the whole thing, the look of the show. Not the pictures 
themselves but the way they were presented. they hired me to do that, and 
I subcontracted out the framing and the matting and put it all together. 
Occasionally, I'll do appraisals also, a particular situation like someone at 
the end of the year making a donation and for tax purposes, they'll need it 
appraised. 
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It is evident that Leslie's ties and activitics in thc photography community go well bcyond 

what he does in his capaeity as an owner ofa commercial gallery. The quintessence of Cameron is 

not captured in a single, simple label as employed in establishing balance in the data collection. 

Given the multiplicity of his roles and, particularly, his extensive contact with Connected-orienteds, 

it is reasonable to expect his employment of connected abstractions of innovation in addition to the 

separable conceptualization associated with his position as gallery owner. This ability to 

incorporate and adapt to the orientations and nornlative structures of multiple organizations is 

identified in the boundary spanning literature as a necessary quality for success for those who 

occupy roles demanding multiple, marginal affiliations (Ziller et aI., 1969). While other 

informants in this study occupy multiple roles, their roles consistently converge on one innovation 

conceptualization mode; some experience intermittent contact across conceptualization type, 

though the interaction may be described as contentious (see Section V ofthis chapter). 

It may also be evident upon perusal of Table Four that the innovation conceptualization of 

one of the informant categories, Resource Liaison, is not included. Caryn Semple (WF 50), the 

director of the Southwest Arts Chamber, was the sole infornlant identified in this category. Her 

activities touch both jazz and photography as the Chamber often organizes funding for both 

communities. In an interview, Caryn dismissed all questions concerning innovation by referring to 

a set of guidelines, published by the Chamber for the volunteer panels it convenes for applicant 

program evaluation. The guidelines suggest several broad criteria and a suggested potential score 

assoeiated 



with each. Of the ten criteria, only one can be constnted as completely innovation-relevant: 

RISK TAKING (possible 10 points) Separate score for applicants who check 
"Risk Taking" box on application form. Determined by something that is not 
usually presented or offered in the community, something that expands the 
organization's program and takes it and the audience in new directions. While 
risk-taking can be both artistic and financial, this inccntive places emphasis on 
artistic risk. 
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Only one other criterion can be constmed even in part as innovation-relevant, in its recognition of 

efforts which do not duplicate other existing programs: 

QUALITY OF PROGRAM (possible 35 points) dctermined by: 
-project consistent with stated artistic mission of organization 
-qualifications, background, and experience of artists involved in 
project 
-artistic value of program to the community, not duplicating 
other programs (Emphasis added) 

This "not duplicating" aspect of the quality of program is relegated to a low position on the list, 

and is also not directly an innovativeness measure: something that is currently not duplicated in the 

community is not necessarily new to the community. All other criteria categories, summing to a 

possible assessment of 80 points, arc concerned with the qualifications and ethnic make-up of 

artists and staff, the completeness of a written mission statement and the proposed project's 

consistency with the mission, the realistic nature of the budget, and the past performance of those 

involved. The consideration of innovation by the chamber seems purposely modest and 

ambiguous. Instead of dealing with innovation, Caryn sees her purpose as dealing with those who 

deal with innovation: 

All of our decisions arc based on published criteria. Criteria such as quality, such 
as the ability of the organization to complete the project. There are 69 



organizations that receive funds, so all of those organizations go through the panel 
process. And the panel process, on a local level, is along the line of the state and 
national level. So that panel process is something that, as far as the quality of their 
work, and the quality of their organization, is their success in a formal process ... 
Usually on most panels you'd use a working artist, an academician, and you'd 
maybe use a gallery owner, which is business ... you always have written criteria, 
so that everyone is well aware of what that evaluation is going to be based 
on ... These are basically the same guidelines as NEA, same as arts agencies across 
the country ... in reviewing those criteria that list was put together and -- with work 
from the board -- it has also had some shifts based on an evaluation by those panel 
members and organizations on an annual basis. 

In short, Caryn constructs her role in terms of facilitating facilitators, as opposed to the 
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facilitation of innovative product. She chooses panel members to evaluate grant applications, and 

draws up guidelines to inform the panel members how to allocate points to each project for 

comparison across projects. As such, she controls resources to an end oflegitimating expertise in 

the channel, but makcs no direct consideration of product, and is not included with the other 

infommnts in Table Six. 

But for these two exceptions, Leslie and Caryn, the matching of channel-role categories 

and conceptualizations of innovation indicates that the innovation conceptual ization of the 

informants follows some pattem with respect to their functional relationships with the product. 

The following paragraphs elaborate the informants' views of their funetions in the channel, and 

their understandings of the functions of others. As their perspectives are detailcd, it is suggcsted 

that separablc-orienteds are involved in eommodii)'ing their respective aesthetic products, 

providing variety to those further down the diffusion channel, and are attuned to projecting their 

product as a vehicle of entertainment. Connected-orienteds are involved in decommodifying their 
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aesthetic products, providing a sense of coherence to those further down the channel, and educating 

their constituent publics about the focal product. 

Separable-orienteds and Commodification. There is a tendency in the actions and 

perceptions of the separable-orienteds to commodify the aesthetic object, routinize what began as 

an individualistic endeavor, to remove the expressive nature ofthe aesthetic product to amplify its 

utilitarian aspect. 

Ake (1988) reports the commodification of the social sciences. He suggests that the 

dominant corporate sphere divorces the social sciences from endeavors which serve social needs, 

particularly by aligning social scientists with corporate predispositions through the control of 

resources. Similarly, corporate dominance is evident in the sphere of the aesthetic product. 

Producers of commercialized aesthetic products form the locus of the dominant, and seek to align 

and conspire with certain internlediaries to disassociate the the aesthetic product from its objective, 

expressive nature into a bundle of usc-values. 

Certain activities by intermediaries assist in the goal of dissociation, activities which focus 

on the usc of the product, and activities which generate a view of sameness across products. 

Critics, for cxample, eschew pure criticism and evaluation of the product, substituting 

information which informs the public on the availability of the commercial package. Jessica 

Pasternak, the separable-oriented jazz and world-music critic, explains how the creation and 

proliferation of labels facilitates the consumption of the commercialized product: 

TIle only sense rseparating different types of musicl makes is a marketing sense. 
Just so that people have, when they go into a store, they have a general idea what 
section to go to, to look under an alphabetical name to find a recording. If you 



don't have any genres, then you're gonna have to have classical, jazz, rock, ethnic 
artists, reggae artists, everyone just lumped in all together just totally 
alphabetically ... but those are so many, I don't know, sub-genres, but I can't 
imagine record stores having sub-genre listings either. But I think people have a 
responsibility, at a certain levcl - I mean, the most you can do is throw a bunch of 
music that has maybe some vaguely similar characteristics together - I don't know, 
maybe they all have saxophones in them - in one section and call it jazz. But after 
that, it's up to people to want to learn more about it. And that's really kind of my 
job. Is to make things interesting so that they will go and take a look at it. So, for 
my purposes, I might acknowledge [in the review] that it's a New Age recording so 
people lmow where to go to get it, or if it's a jazz recording, so people know where 
to go get it, or it's a fusion recording, you know, I might say it's jazz-fusion, so 
people know where to go in order to get it. 

Jessica's reference to the categorical labels of music does not represent her understanding ofthe 
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way the music has developed, or any dogmatic assumption of order in the musical world. Instead, 

the references arc offered as a means to facilitate the consumption, to help albums get sold. 

This orientation is not unique to the music world. Nancy Spencer, the art and photography 

critic, also sees a part of her job in terms of informing a buying public on what is available, a part 

of her job the importance of which is reinforced by her superiors: 

Last summer [the editorsl made me go to .. .I guess this one galle!)' had been 
harassing them and they finally said "why don't you go?" It's this funny sort of 
place where they sell c!)'stals on 4th A venue. And they have art too. It was 
interesting for what it was - I think I'm open to a lot of different things. This 
woman was doing this traditional Japanese technique of taking real fish, rolling it 
with ink, and printing it. And thcn she would sort of color thl.:m or something -
there were like twenty five of them, there were big fish, and there were little fish, 
some of them had one fish on a page, some ofthem had several. Okay, I could 
write about this - it would have been inappropriate for me to say this is ridiculous. 
As far as I'm concerned, that's fine, she can do that if it's valuable to her, and sort 
of an interesting technique ... I don't think it's appropriate for me to savage her. 



Like Jessica, she places the function of market information diffusion above critical 

evaluation. Nancy also spoke in broad terms of her function as critic: 

After I had been [at the weekly newspaper] about a month, they told me I 
was using too many big words, too many words of more than three 
syllables. And they wanted me to be more opinionated. They thought I 
wasn't opinionated enough. They thought that there was all this stuff out 
there and people want me to say whether it's good or bad or is it worth 
going to see. And I don't feel all that comfortable saying that. I feel that 
the whole review should be interesting enough and informative enough to 
let people make their own judgments if that's something they're interested 
in seeing or not. I guess I think that the readers should be intelligent 
enough to have opinions of their own. 

Nancy sees no reason to criticize the work that she reviews; instead, she reports on its 

availability, as a service to those who may be interested in purchasing the product, or 

consuming its commercial exhibition. 
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Separable-oriented intermediaries also focus on the utilitarian aspect of the 

aesthetic product. Kent Traynor, the commercial-station disc jockey, divorces the music 

from it's expressive nature to promulgate its commodity use-value: 

.. .if I play something super-unfamiliar, generally, I'll follow it with 
something that is at least quasi-familiar. In jazz, you can't really be too 
familiar. Dave Brubeck ''Take Five"-- who doesn't know that? That's an 
example. Or if you put George Benson in, everybody knows George's 
voice, or AI Jarreau, Phoebe Snow, play anything from Bob James or David 
Benoit, everybody loves them. That kind of thing -- Kenny G. That's the 
kind of music I'm aiming for, because more people like 'em. You can 
either listen to it foreground, and get a hell of a lot out of it, or you can 
put it in the background, and have conversation over it. And it doesn't 
offend - it doesn't offend anyone. 

Kent's espoused purpose isn't necessarily to diffuse the music in its expressive form, but 

also as a product which serves the utilitarian purpose of background noise. As noise, the 
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expressive and individualistic nature of the music is lost. This focus on its utilitarian value 

standardizes the music, and in so doing separates the music from its power to "offend." 

In short, the separable-oriented intermediaries assist the dominant commercial 

producers by conspiring with them to deflect consumer focus away from the aesthetic 

products' creative, expressive nature toward its commercialized form. 

Connected-orienteds and Decommodification of the Aesthetic Product. This view 

of the function of intermediaries is not shared by the Connected-orienteds. 

Though the corporate entity dominates the aesthetic product sphere, such 

domination and its correlated alignments does not fully describe all activity within the 

sphere. As Williams (1977) notes," A lived hegemony is always a process, not a system or 

a structure." While there is a dominant side continually renewing, recreating, defending, 

and modifying the hegemony, there is another side resisting, limiting, altering, and 

challenging it. 

This other, resistant side in the aesthetic product sphere is personified by the 

connected-oriented intermediaries. They align with the artist, and possibly some organized 

publics, against the dominant corporate sphere. The goal of this alignment is the 

reassociation of the aesthetic product with its expressive nature. Among the activities 

which serve this goal are those which refocus the consumer away from the use-value of 

the product to aspects of the product itself and mechanisms which integrate these product 

aspects. 

This distinction between commodifiers and decommodifiers may be described by 

informants in terms of the necessity for profit-making. Gerald Thorn, the photo museum 



director, expresses his understanding of the difference between profit-oriented gallery 

operators and non-profit museum operators on a continuum of freedom of expression: 

Well, in part it's [the museum's] business to try to show every year some of 
the newest photography ... the few places that tend to show it are like 
universities, where there's no risk involved. We're not making money by 
selling photographs, we can put up anything that we want. We try to show 
some of the most innovative things. But then we have a limited 
audience .. .it doesn't start with the commercial galleries which are gonna be 
showing things where people will actually be buying them. It has to start 
with artists and where artists show, where there's no financial risk, 
institutions like us. We do shows all the time -- we don't make any money 
on them. We can do something without any financial risk. The gallery 
downtown can't do that, they can't think they're gonna sell a couple pieces 
out of the show, they can hardly afford to do the show. 
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Gerald understands the economic constraints placed on galleries, and the resultant need to 

treat aesthetic products as wares. But he also recognizes the lack of these same 

constraints in his own case, and recognizes the opportunity for activities which do not 

emphasize commodification. 

While these connected-oriented intermediaries recognize differences based on 

economic necessity, they do not condone the mechanisms by which the separable-orienteds 

elevate utilitarian aspects of the product over aesthetic aspects. Joan Garnett, exhibit 

director of the feminist art cooperative, acknowledges the importance of selling art to 

support the artist, but suggests that the importance of selling shouldn't take precedence 

over the art itself: 

... one of the things that people get trapped in is if you find a type of work 
or a style of work that's saleable, that's marketable, people will tend to do 
that because you want to earn a living. And that's when I think people run 
the risk of getting sort of rutted, and it's the lure of money and having 
some kind of economic security which is a dream, it's a wonderful dream, 
and I hope every artist can find one. What I'd also like to see [in 



submissions to her gallery] is that artists, once they find a style, could also 
look to find ways to keep their work fresh. 
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Joan incorporates her understanding of the distinction between "saleable" and innovative 

art into the decision process of curation, looking for that "fresh" element to include in her 

exhibits. 

Yet the dominant corporate sphere conspicuously delimits and co-opts the 

activities of its resistors. Some connected-orienteds recognize commodifying elements in 

their arts organizations, organizations operating in some respects like the those of the 

corporate sphere. Levar Palmer, insurance agent and member of the jazz society board of 

directors and self-designated "purist", characterizes the labelling efforts of the recording 

industry -- and separable-orienteds like Jessica Pasternak -- as the perpetuation of a jazz 

removed from its origins, a separation of the art from the artist and the artist's "gift": 

... jazz purists are the first to claim of the alleged sellout. And everybody 
can't do it. Jazz requires a great deal of skill, and whether that 
skill ... certainly it helps to have what we call an academic background in 
music, but many of the early jazz artists, if you look at the history of jazz, 
were not -- well, they didn't get Ph-fuckin'-d's from college and all that 
shit. They started playing music because music was their innate gift. When 
people see the possibility in both power and money, then they begin to 
label it, and labelling it, they begin to license it, and then they begin to 
define what it is, and they become the definers, and it becomes a bunch of 
bullshit after a fashion, as opposed to what it really is. And people get off 
on that. 

Levar sees the jazz society moving in a similar direction. The society's loss of artist 

involvement and the intrusion of "mercantilist" elements are viewed by Levar as steps 

which shift the focus of the jazz society away from its original music-oriented purpose 

("what it really is"): 



... [the jazz society has] lost some audience. Because we don't have the 
same level of involvement with the local musicians the way we did before. 
They would tell their people and they would tell their people, so yeah, 
we've lost some audience in that context, yeah. We don't have that same 
community, you're looking at a more mercantile audience the way the thing 
is constructed now, and that's why there is no more camaraderie, or at least 
as far as I can see. Everybody [involved in the society] used to eat and 
drink and sleep and fuck together, and plus the music, and that just not so 
anymore. 
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Levar's aversion with respect to commodifying elements can also be witnessed in 

an episode recounted by Bill Jenner. Several board members were engaged in a long-

running feud with the executive director and the president over treasury allocation 

priorities; the former -- including Levar and Bill -- want the money spent on concerts and 

musicians funds, while the latter want the money spent on promotional materials for the 

society. This is illustrated by field notes of an encounter with connected-oriented public-

radio OJ and society board member Bill Jenner: 

According to [Jenner], both [of his friends] are somewhat disgruntled 
within the board scene, as is [Levar Palmer]. "You may have noticed at the 
general membership meeting that the four of us came late. [Two friends 
on the board of directors] aren't happy with some of the things that are 
getting emphasized there. [Levar] didn't want to come at all - he was 
really pissed. It's all this stuff goin' on, like emphasizing the t-shirts over 
the new [concert] equipment." 

In addition to opposing the commodifying efforts of separable-orienteds in general, 

connected-oriellteds are also involved in decommodifying the aesthetic product. Both 

separable-oriented and connected-oriented intermediaries often deal with the same 

commercialized objects. For example, both separable-oriented and connected-oriented 

jazz disc jockeys work with record albums and CD's. Connected-orienteds, however, 
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attempt to restore the special quality of these commercial products by recombining them 

into collections of their own design. 

By taking a number of commercial releases and recombining them in some mass 

which calls attention to or preserves some intentional, processual aspect of the work, Bill 

Jenner creates a tapestry of "special" significance -- tapes for parties and for occasional 

episodes of his radio show -- out of individual commodity elements. This is illustrated in an 

excerpt from field notes taken in an encounter with Bill during his weekly show at KFLK: 

I remember that [Bill] was very much involved with old records, so prompt 
that line of discussion. Soon he is speaking of his own collection, and how 
he had recently put it to use: "I went through my collection this past 
weekend, mostly 78's, and put together a tape. And I took the tape to a 
party and tried it out. It's better to put together a tape like that than to 
put a needle down on some collection album: it's more personal. Anyway, it 
turned out to be the hit of the party, everyone said how they liked it, I was 
personally happy with it. In fact, the hostess insisted on keeping the tape, 
so I'll have to make another one. In fact, it's getting to the point where I'll 
start making that tape of my 78's I was thinking of putting together for a 
special show for this program. In a couple months, [KFLK] will be getting 
an upgrade in power, so we won't have the problem of everybody saying 
that "I can't get your signal where I live.' That really sucks. But that's 
changing -- maybe I'll save that special show for the first week at the new 
power." 

As Featherstone (1990) notes, aesthetic objects entered in commodity exchange are not 

universally allowed to remain there. Some parties will reject the commodified mass object 

and try to reestablish its "special," unique nature or its connectedness to a socially-

negotiated, legitimated stream of work. Bill does this by putting together pieces of 

commercial product in a way that denies the ordering of the commercial package, and 

imposes an ordering aligned with his understanding of a stream of work. 
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Similarly, connected-orienteds may also sell product, but sell it in some form that 

retains the character of a special collection, developed on themes other than th03e by 

which the commercial product was packaged. Bill Jenner organized a record fair for the 

jazz society, and mentioned one vendor participant: 

There's this one guy that's come every year, not a store owner or anything, 
just a guy who comes with his own collection and sells a few pieces. He's 
got a lot of shellacs. 

At the record fair, this same vendor approached several customers, emphasizing his 

interest in selling certain pieces of the collection together, particularly the "shellacs" (the 

older, pre-vinyl era discs). For this vendor, the collection's unity represented a special 

quality not recognized in any of its individual elements. He has instilled a special ness in 

their unity, a phenomenon described in research done on collectors and collections: the 

collection has a special meaning imbued on the whole as representative of the history of 

its acquisition and subsequent life history of the collector, as well as a projection of the 

qualities of the collector (Belk, Wallendorf, and Sherry 1989; Belk, Wallendorf, Sherry and 

Holbrook 1991). The vendor does not wish to sell the individual pieces: the meaning he 

has imparted on their integrity has given them a life apart from ordinary, saleable 

commodities, a life he wishes not to extinguish. 

In short, connected-oriented intermediaries personify the resistance to the 

hegemonic corporate sphere, through their alignment with the artistic entities within the 

channel and their focus on the artistic qualities of the diffusing object over its marketable 

properties. Yet at the same time, these connected-oriented intermediaries are constrained 

in their actions, both coordinating their efforts in organizations which in part mirror the 
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corporate and dealing with the same tangibilized product as their corporate counterparts. 

Yet the essence of their activity remains decommodification: it is a confirmation of some 

unique aspect within the aesthetic object, and the re-emphasis of the art within the 

product. 

Connected-orienteds and Thematic Integration. This integrity principle isn't only 

manifested in the creation of some tangible, organized collection; it may also be 

accomplished in activities of more a transient scope. Integrity is often achieved in the 

everyday activities of the Connected-orienteds by the attachment of themes. Connected-

orienteds are likely to view innovations in terms of their fit with some larger whole, and 

are likely to develop integrating principles or themes around the innovations they facilitate 

to create an interpretation of the connection with some larger whole. 

These connected-orienteds use themes to include and exclude items for 

consideration for diffusion facilitation. Joan Garnett, the exhibition director of a feminist 

art collective gallery, explains that her gallery often incorporates themes in their exhibits, 

and accepts submissions which adhere to the theme: 

Yeah, well, we do theme shows ... You know, we'll get somebody who sends 
in something and the assumption is that we do one exhibition a year, and 
they'll send us a note "sending a prospectus on your next exhibit." Well, 
the next exhibit might be sixth in the season, so we don't really know which 
one they're talking about, and we have to guess .. But if we see some work 
that is particularly innovative, that we like but doesn't fit the theme, we 
might ask them to respond to another exhibit, or to request the listing for 
the next season. Because we might have something that fits in there ... So, 
when we see innovative work, and its not something that we're after, then 
we have to see if we can fit them into something else ... 

Joan and the others involved in decision-making roles at the gallery use thematic 

constraints to bound the given exhibition, providing and withholding their facilitation of 
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new product to their constituent publics. In a yet more emphemeral context, regarding 

the construction of programming that is spent as soon as it is created, Rob Samuel talks of 

using themes in his work as a public radio disc jockey: 

I tend to produce a theme show about once a month these days, but 
there's a lot of preparation involved. Ordinarily I choose music by certain 
groupings, thematic or instrumental groupings. I'll have a set of piano 
music - in my most recent show, as an example, I had a set of - I bought a 
bunch of new records through the mail and I put together a set of people 
that are sort of marginally involved with improvisation in jazz. They 
improvise, but they improvise incorporating world music elements as a -
there's an Argentinian player named Dino Celussi who plays the tango 
accordion, and he improvises and he also plays in jazz groups. So, I played 
some of his music, and I played some music of a so-called classical 
composer, Stewart Dempster, who works a lot with overtones and things, 
and he played this long trombone composition in an ancient abbey in 
Europe that worked with reverberations and overtones and things like that. 
So there was a set like that, that was really more like an ambient thing, it 
wasn't heavily rhythmic, but it was improvisation nevertheless. Then I 
would go into something that was a little more traditional, sort of a quartet 
thing with horns. I tend to do a pretty broad spectrum of music -- I'll do an 
electric set. Most of the composers and performers that I admire have 
worked with electric instruments at one time or another, whether they be 
synthesizers or guitars. There are just so many textural possibilities. So, it's 
hard for me to say what the show is about, except that I call it "the Ragged 
Edge" because it's where I see these different strands unraveling and 
recombining. 

The themes :{ob builds on in his radio programming vary substantially, from an "ambient"-

yet-"improvisation[al)" set based on an underlying intention to improvise over "world music 

elements," to an "electric set" devised on the examination of the effect of electrical process 

on the jazz outcome. All follow the desire to transcend the concept of singular pieces of 

music, to draw upon some deliberated theme to derive synergy -- to somehow exert some 

control over the music by consolidation of the new with other new, or the development of 
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the new as an extension of the old -- and communicate this interpretation to their 

constituent public. 

Sometimes these themes are formally and meticulously constructed by the 

intermediaries before they are conveyed to their constituent publics, while other times 

these intermediaries develop a theme spontaneously during conveyance, depending on the 

traditional medium of conveyance for the given aesthetic product. Public radio DJ Bill 

Jenner tries to incorporate themes into his programming. Sometimes these themes are 

carefully developed beforehand, other times they are more serendipitous. The following 

scene is excerpted from field notes of an observation of Bill in action at the listener-

supported radio station: 

Without the loss of train of thought, [Bill] continues his [off-air] 
monologue on the programming of tonight's show: ttl just started out at 
about 8:30 tonight, looking through my albums at home, and pulled a few 
things that I hadn't heard or used for a while." He picks up the pile again 
and sorts through, looking for something to follow up the Lee Morgan 
with. Meanwhile, he vocally notes some of the albums he's brought and 
pulled from the station collection: "Got some Bobby Previte, a Clifford 
Brown piece ... " 

He settles on the Clifford Brown, puts the vinyl on the turntable near me, 
and -- unhurriedly this time -- cleans the stylus. He cues the Brown 
piece, still with no voiceover. He then lays out the record jackets on the 
table next to the console, with the liner notes facing up, and studies 
them."1t looks like I've inadvertently worked myself into a kind of 
American jazz musicians playing with foreign sidemen kind of theme. That 
Chet Baker thing was with some Germans, Clifford Brown was playing with 
some French people .. .I've got something that will fit in nice with that, 
Bobby Watson with some Italians." 

Shortly thereafter the Watson piece is cued up, and again Jenner is 
studying liner notes."I guess it's time I told the people what I'm gonna be 
playing tonight...1 guess I'll play some classic bebop later, then I could get 
into a kind of modern thing ... " 
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Though the theme of "foreign sidemen" was serendipitously discovered well into the set, 

Bill chose to allow this theme to determine the remainder of the set, revelled in his 

discovery, and this gave him an opportunity to describe the theme to his listeners at the 

end of the set, to share the interpretation of the product with his constituency. Bill's 

preoccupation with the integrity of his programming is also evident when he talks of the 

constraints he chooses for its content: 

Bill: I find that, if anything, I have to constrain myself - doing two hours of 
radio and getting quite literally carte blanche to anything I can do, I tailor 
that show to be a primarily acoustic jazz show, for the most part - no 
fusion music, no older big-band music, but mostly bebop and mid-50's to 
early-60's era jazz. And the modern people coming up that do that sort of 
thing too. 

AI: Is there a reason why you constrain it that way? 

Bill: Yes, just to keep the integrity of the show together ... You have to sort of 
think about, well, here I have this spot of radio -let's devote it to this. And 
if I was really interested in playing other styles of music, I would petition to 
get other shows and create other types of musical grooves. 

Rather than pollute an existing program with inconsistency, Bill would create an entirely 

new show inspired by yet another theme. 

Connected-oriented intermediaries also demonstrate their predisposition towards 

content coherence and the development of integrating themes in their acquisition 

behaviors. For connected-oriented Gerald Thorn and the photography museum staff, it is 

more important that an exhibition reflect a coherent picture of a smaller variety of work, 

than an incoherent picture of infinite variety. This notion of coherence is even more 

important when applied to the acquisition process for the museum's collection: 

[E]very collection has a mission and I guess what I'd call a narrative. There 
are some collections which I would describe as trying to be universal. Not 



very many of them. The two principal collections that try to collect the 
entire history of photography in all the nationalities - basically the George 
Eastman House in Rochester, which started in the thirties and forties, 
when they could afford to do that. And the Getty Museum, which can 
afford to do that. Nobody else can afford to do that, so most people try to 
narrow the collection to some extent, like American photography, or 
otherwise they say we'll be fairly universal, but we may have only one 
German photograph from the thirties, one French photograph from the 
thirties. And that sort of thing. We basically have an American collection 
of art, so that we wipe a lot of things that a museum would normally have 
in a photography collection. And it's principally a 20th century collection, 
we do not purposely add 19th century, only by gift. If they give us 
something, that's great. So we've narrowed our focus, our mission, and 
within that we want to be pretty comprehensive. So if we find a gap, if 
there's a major artist we don't have anything by, we sort of make a list and 
whenever the right thing comes up, we will try to buy that, or get 
somebody to give up that. It doesn't ever mean that we'd give that person 
a one-person show, but if we were going to do an exhibit that tried to 
represent the twenties accurately, you'd have to stop and think - could we 
do that? And then you start to see who's missing, and then you realize, 
before we could ever do something like that, we'd have to buy x, x, and 
x .. .I'm glad that we got out of -- we don't do non-American now. If you 
were into Russian Constructivist photographs, you're talking a hundred 
thousand dollars per major image. We don't have a single one, and there's 
no point in our buying one, so we saved a hundred thousand dollars there. 
not that we ever have a hundred thousand dollars. Many, many years worth 
of acquisitions ... 

134 

It is the case that they could buy one each of a great variety of photographs. However, 

their predisposition toward the provision of integration for their constituents makes that 

type of decision unthinkable. Gerald maintains that coherence, or "mission" or "narrative", 

mandates the form of the collection. 

Connected-orienteds view their legitimate purpose in the channel as providing a 

coherent picture of the aesthetic product to their audience. Their view of product, 

especially new product, as intimately intertwined with other product through common 

processes and intents shapes their behavior in the channel. Exhibitions and radio 
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programming are constructed around themes, the themes are overtly espoused, the themes 

are all-encompassing. This orientation creates radio programs and exhibitions of certain 

types. The programs have a lot of words, the exhibits a lot of explanatory text on the 

walls. A radio show may focus just on piano music of a certain decade, an exhibit on 

landscapes using a certain photographic process. Unity, integrity, and coherence are 

conveyed, while scope and variety is constricted. 

Separable-orienteds and Variety Provision. Separable-orienteds, conversely, 

eschew coherence in favor of providing their audience with a picture of the high variety of 

aesthetic product available. 

Connected-orienteds were not the only intermediaries to report the use of themes 

in their facilitating activities. Kent Traynor, the commercial station disc jockey previously 

identified as Separable-oriented, reports an occasional use of themes in his programming: 

[I use themes] once in awhile. For example, I did one on Japanese artists, a 
little block of Japanese artists. Did another one of different artists doing 
Beatles tracks. I did the same version .. or song, by a couple different 
artists. I tell you what's really big right now, and what's really tough to 
program around is the female artist. Old rule in radio, never play two 
female vocalists back-to-back. However, the vocals that are coming out 
today, the really excellent ones are female vocalists. Suzanne Dean, Susan 
J. Paul, Diane Schuur ... These are all artists that have brand new releases 
out, and they're excellent, but its hard to play them all. If somebody 
doesn't like a female vocalist, you're taking your chance when you play that 
one track, but when you play three, you're taking a real big chance of 
people tuning out. 

Kent's themes, however, are less complex and less sustained than those reported by the 

Connected-orienteds; delineation by a demographic such as gender and nationality is 

simple in comparison to the processual-intentional divisions implied by the excerpt from 

the Rob Samuel interview. There is also a sense that Kent would not allow a theme too 
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much time to develop within the framework of his program. Whereas Rob or Bill would 

let a theme develop over an entire set, or an hour, or a show, or even several shows, Kent 

is uncomfortable with any theme lasting three consecutive songs. 

During Black History Month, public radio DJs Rob and Bill attempted thematic 

ties to black history in their programming, which was not much of a stretch when the 

history of jazz is considered. Kent, when informed of this effort, admitted his reluctance 

in incorporating topical material into his show: 

AI: Some stations were trying to tie in black history themes into their 
programming. Do you do that...or avoid that? 

Kent: I try sticking to the artists and keeping it as simple as possible ... yeah, what 
I want people to think about when they think of [my] jazz show is really 
good music, that wall of sound. 

Kent is more interested in providing his listeners with a variety of music, rather 

than constraining the contents of his show with a theme. From his statement regarding 

themes, he believes brevity is the better part of valor, and variety is absolutely a necessity: 

I've got to constantly try to keep variety on. When I'm working with a 
theme, its a little different, I'll pre-announce it. If I playa number of 
female artists along a basic theme, say blues, I'll find a way of changing 
that, getting into a different tempo, you know, changing the pace of that. 
Not all down, or all up, or all medium, but varying it a bit, varying the 
flavor. That way, if somebody subconsciously, over weeks of listening, 
people will realize if they don't like this song, they might like the next one. 
I'm not saying that's the right way of doing it, some other jazz show might 
do it another way or say that that's bunk, but that's the way that I think of 
doing it. 

Even when in the course of a briefly-sustained theme, Kent tries to work in some level of 

variety, in the hope that he will not offend the part of the audience uninterested in the 

theme. 
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In short, the intermediaries' innovation conceptualization alignment covaries with 

their assumption of legitimate tasks. Connected-orienteds value streams of product, and 

subsequently gear their facilitating activities toward the provision of a sense of coherence 

to their constituent consumers. This of theme leads them to particular choices when 

choosing from among numerous potential new works of art, to particular choices in the 

way they are conveyed to their constituents. Similarly, separable-orienteds make choices 

based on their reverence of the singular object. They eschew the construction of 

sustained themes in favor of providing their constituents variety in the form of a stream of 

seemingly unrelated objects. 

Education vs. Entertainment. Connected-orienteds and Separable-orienteds also 

disagree with respect to the goals of their activities. Separable-orienteds maintain that 

their function revolves around providing entertainment to their audiences. Connected-

orienteds, on the other hand, believe their activities should provide some educational 

value, schooling the audience in the ways of viewing the aesthetic product as a note in 

some greater fugue. Or scat. 

Separable-oriented intermediaries are very clear on the point that they focus 

primarily on entertaining their audiences. Jessica Pasternak, separable-oriented jazz critic, 

explains her obligation as a critic for the masses: 

With the [the local weekly], I'm writing for people who are intelligent and 
interested in what's happening, but don't necessarily know or even care 
anything about jazz. I have to strike a balance between writing something 
interesting for them, maybe more on a human level, or something that's 
interesting on a human or a cultural level, that they can relate to. But at 
the same time, weave in information that will also be interesting and 
intriguing to jazz listeners, so it's not easy. And it's not easy to do in about 
750 words, you can't go into much stuff. But when I write for other 
magazines, like CD Review for instance, that magazine deals with Classical, 



Jazz, Pop, and Rock, and all that kind of stuff, too - so I'm always thinking 
that I do have more space, and they do have some regular jazz readers, but 
I also realize that I'm trying to attract Classical readers and Rock and Roll 
readers, when I'm writing, too. The few times I've written for jazz 
publications, I don't worry about that as much, because I know that when 
somebody picks up a jazz magazine, they're probably interested in jazz 
already. But you always have to make it interesting, and I always try and 
make it so the thrust be from a humanistic level, rather than from an 
academic, music or jazz type level. 
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This focus on providing entertainment shapes the content of the review, often to the point 

where the review is little more than an amalgam of biographical data and quotations from 

phone interviews, with only modest portions of criticism or even consideration of the 

music: 

Like, I did a big article recently on Brian Eno, who has nothing to do with 
jazz, but I was sent to Japan to do this thing. So I started out with the 
feeling of Japan and how this was sort of related to his music at the time, 
and what he was doing there, sort of his feelings about that society and 
why he is so fascinated by it -- rather than some sweeping statement about 
his music. You can get into that stuff later. But it seems that it's easier to 
bring people in at that level, and that's what's really interesting about...I 
could sit at home and listen to the music and analyze it, but what's 
interesting to me is what these people are really like, and the insights they 
have as a person, on a universal level. And that's what I think music does 
so well, to be able to express that. 

For Jessica, providing an interesting story for the reader is the most important aspect of 

her job. This orientation leads her away from a traditional music critic's analytic function 

to the focus on the artist, his/her lifestyle, beliefs, "what they're really like" as opposed to 

what their music is like; she paints a picture of the artist and what sets the artist apart 

from the rest, another example of the separable-oriented emphasis on the singular. 

The connected-oriented intermediary's focus on incorporation leads to the 

emphasis of quite a different goal. Instead of emphasizing entertainment of their 
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constituent audience, they stress the conveyance of their integration themes to their 

audience, educating them in their schema. Gerald Thorn, connected-oriented 

photography museum director, approaches his public with education as a goal. Exhibitions 

in the museum routinely offer pamphlets which offer insights into how the artist 

approached the technical and philosophical issues inherent in the innovation, in addition 

to providing biographical data: 

We always get a lot of questions whenever there's anything out of the ordinary. 
Whenever it's not a straight black and white or a straight color photograph ... so the 
staff answers a lot of questions about how they do that. Usually we write up a little 
hand-out or an information sheet that they can read. 

For one recent exhibition, these issues were particularly complex; but instead of ignoring 

them, Gerald found another way to convey them: 

Yeah, we really wanted to explain how she gets [a particular effect in her 
photography] - 'cause we knew we were going to get a lot of questions. 

The solution to the complex problem was the design of a diorama depicting the process 

involved in creating the effect. The diorama included text which explained'the process as 

well as text which explained the intent behind the process. 

Connected-orienteds view their relationship with their constituents as a teacher-

student relationship. Bill Jenner, another Connected-oriented disc jockey, views every 

show as an opportunity to induct another listener into the connected-conceptualizing 

community. This can be illustrated by an initiation rite captured in the field notes of a 

visit to the studio: 

Then another phone call comes through, and [Jenner] answers it. This time 
it's not a friend but a bona fide listener calling to make a request. He 
hangs up and says to me:" This jazz novice calls and says he just heard of 
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play some. So I'll initiate him ... " [Jenner] leaves his seat again, walks into 
the closet, and retrieves an album of Charles Mingus' music. He sits in the 
swivel chair once more, peruses the liner notes of the album as he perches 
over the turntable nearest me. "I could really blow his mind, I could play 
this 17 minute thing ... " He looks up to the clock and seems to decide that 
would encompass too much of his remaining show. 

For Bill, the listener is not some creature to be catered to, but is rather someone to be 

challenged, to be educated, to be initiated into a subculture of understanding. 
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To separable-oriented, this approach may be appalling. Kent Traynor, separable-

oriented commercial disc jockey, rejects the notion that education is a legitimate vehicle 

for a radio show: 

As a programmer, as a disc jockey, as an announcer, as a presenter, 
anything - you're not there to educate people, you're there to entertain 
them. And the same goes with educational radio. You can accomplish more 
by getting a bigger audience. If you want to educate them a cut here and a 
cut there, fine. But the whole idea is not to shove it down their throat, 
because you're going to lose them .. .I think it's great to put on a radio 
station and be idealistic about it, but the idea really, if you stop to think 
about it, the whole idea about radio is to get listeners. And to hold them, 
and entertain them and make them feel, if they're not listening to it, 
they're missing something. 

For Kent, anything that detracts from entertainment is superfluous, and the concept of 

entertaining translates into his providing very sparse commentary: 

... on my show, I don't do a lot of talking about anything -- if someone 
wants to know more, I'd be more than happy to talk to them on the phone, 
but the people listening to the show are listening primarily to hear the 
music, not to hear me talk. I try to keep that to a minimum. If I talk a 
minute, that's too long. 
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The difference between the two approaches can be witnessed by comparing the 

relative amount and content of talk from Bill's show with Kent's. Kent is true to his word, 

providing little beyond the names of the artists: 

At (gives call letters and frequency of the station), this is the Jazz Show. 
Starting off this set was Vangelis, from the Polar Shift CD, next was Alex 
Buignon from 107 in the Shade, Porcupine from their Porcupine album, 
Jean-Jacque Goldman did Night -- partly in French, partly in English -- and 
Stan Getz did "Girl from Ipanema." We'll be right back ... 

Bill, on the other hand, calling on both memory and a ravenous reading of liner notes, 

throws in everything but the kitchen sink, including the reasoning behind combining the 

songs: 

From the album Morning Glory, that's the British saxophonist John 
Sermon, here on [KFLK's] "Ragged Edge." With a host of progressive 
European players: John Marshall on drums, who has played in and out of 
quite a few British jazz and rock bands in the 1970's and '80's; Norwegian 
guitarist Terje Rypdal, also in there, and keyboardist John Taylor, all on 
"Iron Man." And, opening up that set, Paul Motian on drums with "Nine 
By Nine," from the 1983 Soul Note Story of Marian. With a fine group 
which includes Native American reed player Jim Pepper on soprano sax, 
Joe Lovano also playing tenor, Bill Frisell's guitar, and Ed Shula on bass. 
Coming up this next set, we'll be listening to some piano and saxophone 
duet music, starting with Connie Crothers at the keyboard and Richard 
Tabnick on alto sax. Later on in the show, we'll also be getting into a set 
of unusual instrumentation: we'll be hearing Bela Fleck, who was in town 
just this last saturday night putting on a fine performance, on banjo, and 
we'll be hearing unusual music for sitar and other instruments. Also, a set 
of oldies-but- goodies, but first it's auction time again at [KFLK] ... 

Kent provides little more than a brief table of contents, while Bill tries to provide a 

narrative which includes a history of the artist, the artist's relationship to society, the plight 

of particular colors and creeds of artists within society, the novelty of a particular 

instrumentation -- all within the crevice between tunes. 
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In summary of this section, Connected-orienteds and Separable-orienteds have 

distinct views of the legitimate functions of intermediaries. Separable-orienteds are 

involved in the commodification of aesthetic products, and believe in providing their 

constituent audiences with variety and entertainment. Connected-orienteds attempt to 

decommodify aesthetic objects via their incorporation of commercial product into 

collections of their own design, and the attachment of themes which enhance their 

coherence among other aesthetic products; they value the educational possibilities of 

interaction with their constituent audiences over entertainment. 

IV. Characteristic Categories 

of Evaluation for Aesthetic Products 

There was little chance in this study to see evaluation by the intermediaries in the 

native setting. Many of the informants, such as the journalist critics and the disc jockeys, 

work alone, their ruminations and deliberations an internal process, not outside the sphere 

of influence but also not contemporaneous with that influence. During field observations 

of group decision-making circumstances, such as society meetings to decide a concert 

calendar, the observed offered few product characteristic evaluations outside of simple 

affective statements. Some members of intermediary groups even voiced their dismay over 

the lack of detailed discussions for what they believed to be complex decisions. In an 

interview with Bill Jenner, this came up: 

I wish there was more talk of music ... there isn't a lot of discussion of the 
kind of music we're presenting, and I think a lot of them aren't really 
sure ... I think that's one of the drawbacks, that there isn't usually a lot of 
talk as to "Hey guys, what is this? We've done so many bebop concerts and 
so many fusion concerts, but we haven't done too much of this or that." 
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Nevertheless, informants were willing to discuss their evaluations of new music and new 

photography in interviews. Informants in this study used a number of criteria to evaluate 

the range of aesthetic products to which they were exposed. And, like the activities 

pursued by these intermediaries, the evaluation categories evoked varied by the conceptual 

approach taken toward innovation. 

Prior Research Into Evaluative Product Characteristic Categories. Rogers (1962, 

1983) reviews a number of studies which elaborate the product characteristic categories 

used by consumers to evaluate innovative products. The basic categories developed across 

these studies, as summarized by Rogers, are the following: 

1. RELATIVE ADVANTAGE - the degree to which an innovation is 
perceived superior to the one it will replace or compete against. 

2. COMPATIBILITY - the extent to which the new product is consistent 
with the existing values and the past experience of the adopter. 

3. COMPLEXITY - the degree to which the innovation is difficult to 
understand or use. 

4. DIVISIBILITY or TRIALABILITY - the degree to which an innovation 
may be tried by consumers on a limited basis 

5. COMMUNICABILITY or OBSERV ABILITY - the extent to which an 
innovation is visible to others. 

All of these categories, with the exception of complexity, are postulated to 

correlate positively with adoption rate. Complexity is postulated to have a linear, inverse 

relationship with adoption rate. The products investigated in these studies were utilitarian 

in nature. 
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Petrosky (1991) developed characteristic categories for aesthetic products, using 

published reports of peer artist and cultural industry professional evaluations in jazz and 

fashion. The categories developed from that study are: 

1. COMPLEXITY - the degree to which the style is difficult to understand or 
to execute. 

2. LEGITIMACY - in two parts: 

a. STYLE MECHANICS- the degree to which the execution 
is done according to established tenets. 

b. STYLE DERIVATION - the degree to which the new style 
is derived from a legitimate precursor. 

3. GENRE POTENTIAL - the degree to which the style is not self-limiting 
and contributes to a broader domain of styles. 

Legitimate Style Mechanics and Legitimate Style Derivation were postulated to correlate 

positively with the encouragement of new styles of product and innovative product 

elements and the subsequent facilitation by the peer producer (their analog to adoption), 

but only within very school-specific restrictions. While the Rogers' categories are 

negotiated and constructed within larger society, these legitimacy considerations are 

negotiated and constructed within subsets of a society, such as a neo-traditionalist 

movement bounded in time and space in, say, New York in the 'Fifties. Complexity in this 

scheme was a curvilinear function with respect to potential facilitation by peers, such that 

an object must surpass a minimal threshold of complexity to be interesting, and thereafter 

additional complexity detracts. Genre Potential refers to a diffusing aesthetic product's 

ability to sustain its novelty as a new genre, the recognition of which is postulated to 

ameliorate the product's facilitation potential among intermediaries. 
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Informants in this study indicated in interviews that they employ several of these 

categories in their evaluations of new product. Those employing a connected 

conceptualization of the innovation relied on considerations of legitimacy, nonlinear 

complexity, and genre potential in their evaluations. Those employing a separable 

conceptualization of the innovation relied on considerations of linear complexity and 

divisibility. 

Separable-orienteds' Consideration of Divisibility. Separable-orienteds maintain 

that divisibility is an important attribute of innovations. An innovation which yields to 

repetition in trial is appreciated as a property which may be readily facilitated. Kent 

Traynor, the disc jockey for the commercial radio station, spoke of how he provides his 

audience an understanding of a new piece of music through repetition over several weeks: 

You see, I'll playa track on one Sunday, and I'll repeat it again on the 
next Sunday. Not in the same exact hour, but I'll repeat tracks, because 
familiarity breeds audience. 

Through repetition, Kent believes that he facilitates the adoption of the new song by his 

audience. He also extends this notion of familiarity as the basis of his own selection of 

sources: 

Kent: [T]he station I listen to daily, is [another commercial jazz radio 
station]. The one piped from [a nearby city]. That's the station I form 
my .. .in fact I have added a lot of music to the [my radio program] just by 
listening to them, and saying, "Hey, that's a great cut, I missed that one." 
It's a good station. 

AI: What attracts you more than [the local public jazz station]? 

Kent: They're familiar. They probably play fewer tracks, but they play them 
more repetitiously. 
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Kent attempts to influence the adoption decisions of others via the repetitive exposure of 

the diffusing product, in other words providing trial. The separable-oriented 

intermediary's use of this category in the evaluation of the product leading to a facilitation 

decision tits well with the separable conceptualization: repetition is decontextualized, a 

fact unto itself. In the sepClrable-oriented's understanding of the adoption process, value 

is not located in the product; the innovative product succeeds in adoption prompted not 

by the adopter's recognition of intrinsic product value, but rather through acquiescence to 

repeated exposure (or as Kent put it,"familiarity breeds audience"). 

Separable-orienteds' Consideration of Linear Complexity. Separable-orienteds also 

evoke the linear variety of complexity in their consideration of innovation facilitation 

decisions. With the linear variety of complexity, the evaluator consistently favors simplicity 

over complexity. 

Kent Traynor, commercial disc jockey, fuses reflections of the aesthetic product's 

complexity into his overall considerations of the product, leading to his facilitation 

decision. His notion is that a complex piece is not deserving of facilitation, and more 

complexity only makes an abandonment decision easier: 

And what I do is, I consider -- does it have a melody? Is it palatable, is it 
not too strange? .. [some musicians] have some stuff that's very innovative 
and very good jazz, but they're very heavy, very difficult to comprehend for 
most people. 

Kent likens the presence of complexity to the absence of entertainment value. 

This entertainment value, as discussed previously, is a highly regarded quantity in the 

separable-oriented intermediaries' facilitation decision, and the provision to consumers of 

the same is among their foremost missions. 



I'd rather play to thousands of people who could really enjoy it and listen 
to the program, versus five people who are sitting there waiting for this 20-
minute sax solo. I can appreciate the art in such things, and the talent, but 
I don't like it myself, I don't think it's entertaining to me - it takes a lot of 
effort to listen to something like that. It's like certain classical, it takes a lot 
of effort to listen to artists of certain kinds - the stuff like [the public radio 
station] normally plays. 

Not only is a great distaste for complex music communicated by separable-

orienteds, but also a distaste for those who facilitate the diffusion of complex products. 
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Thus, the consideration of complexity not only drives a decision of facilitation, but also the 

construction of a distinction between their own intermediary role (entertainers) and other 

intermediary roles (non-entertainers, educators -- in this case, the public radio staft). 

Sometimes complexity is considered as a degree of abstraction, another quality that 

requires effort in assimilation of the innovation and distracts from the separable-oriented's 

desire to provide entertainment. Nancy Spencer, separable-oriented photography critic, 

not only finds abstract, complex art forms unlikable, she finds them difficult to facilitate 

through her medium of the critical newspaper review: 

When sometimes a [work of] contemporary art is really abstract, I don't 
find that much to say. I don't really like it that much, I guess. It's more 
interesting to me to write about different ideas. 

These representations rely on a simple, linear relationship between the willingness 

and ability of the intermediary to facilitate the adoption of the aesthetic innovation and its 

complexity. 

The potential attractiveness of complexity, however, isn't lost on all those who do 

not subscribe to a connected conceptualization of innovation. Jessica Pasternak, the jazz 
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and world music critic previously described as separable-oriented, discussed the nature of 

complex works of jazz: 

I think that, as far as innovative, you have to look at how the tradition is 
combined with new ideas, and with an artist's personal vision, an artist's 
personal interpretation of it, rather than [it's complexity] ... we've already 
blown people's minds with the stuff that John Coltrane did on Ascension, 
this kind of stuff Cecil Taylor does. Even though it sounds very much out 
there, and it's atonal and complex, that's been going on for a hundred years 
now. And that's necessarily -- you can't necessarily say that something's 
innovative if it's atonal or if it's wild or all over the place because it's not 
true anymore, we've been hearing that for a long time. 

It's not that intermediaries like Jessica cannot recognize or comprehend complexity in a 

work of jazz or photography. They simply do not concede that complexity, as a quality 

unto itself, offers positive value to their facilitation effort. 

Connected-orienteds' Consideration Complexity as Nonlinear. The Connected-

orienteds' facilitation of innovative product does not vary uniformly with the degree of 

product complexity. Connected-orienteds exercise an aversion to both extremes of high 

and low complexity, demonstrating a curvilinear relationship between the complexity of the 

diffusing aesthetic innovation and the willingness on the part of the intermediary to 

facilitate its diffusion. 

Virginia Travers denies New Age music her facilitation, and illustrates the motives 

for her decision in terms of complexity: 

Well, [New Age] fits in [the jazz category] because it's improvisational, but 
the syncopation is definitely not there -- you know, the rhythmic variation -
- and it's usually very, very simple harmonically. There's not a lot there that 
hits your ears. 
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For Virginia, innovative New Age music is marginally jazz through its 

incorporation of improvisatory elements. But it nonetheless fails to meet her standards 

for facilitation due to its failure to surpass a minimum threshold of complexity. Later in 

the same conversation, Virginia begins speaking of the work of a group she does facilitate, 

both by scheduling their local appearance in her capacity as executive director of the jazz 

society, and also playing their music on her radio show. Their merits are espoused in part 

in terms of their complexity: 

The harmonics are different, the chord progressions, they don't go by a 
standard blues progressions, 12 -bar, 8-bar blues, rhythm changes or 
anything ... very different, the rhythms are complicated, you know, some of 
them are 7/4, and they'll have one bar of 7/4, then one bar of 9/4, its very 
intricate. Difficult to play. The rhythmic thing is very catchy ... that's what 
makes it innovative. 

Virginia believes that complex rhythms and complex progressions are at the root of 

innovative character. Bill Jenner, public radio compatriot and fellow connected-oriented 

intermediary, agrees with this assessment, but also believes that complexity for its own 

sake can be taken too far. In an excerpt from an interview, he notes that the search for 

more and more unusual instrumentations had led jazz down a path of undue 

"fragmentation": 

[Some young, neo-traditionalist players rve kinda taken the perspective that, 
well,"all of this stuff isn't really jazz"- there aren't any sitars or moog synthesizers 
in jazz band, by golly. It's a bass and drums and a couple of horns. To a point, I 
have to say you're right, it has gotten to a point where it's so fragmented and every 
thing and anything could be jazz. 

Bill believes that the search for added complexity through unusual instrumentation led to 

some interesting musical innovation, but eventually detracted from the music. 
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Connected-orienteds value increasing amounts of complexity, and reward the 

complex product with their facilitation efforts, until some threshold level of complexity is 

attained, after which increasing amounts of complexity meet with resistance. 

Connected-orienteds' Consideration of Legitimacy. Connected-orienteds also 

evoke legitimacy concerns when discussing which innovative products they facilitate. 

While discussing the approach he takes when the jazz society board convenes to decide 

their concert schedule, Bill Jenner spoke of the range of his tastes within jazz: 

... 1 can enjoy a dixieland group, if 1 think they're genuine, or I'm a big 
bebop fan, 1 love that music ... 1 can even appreciate a really well-organized 
fusion band if it's doing something a little offbeat and not just chunking 
out rock licks, or something. 

Bill's facilitation of a jazz artist's work can be obtained for any work, within any sub-genre, 

which is executed within established tenets for that particular stream of work. This 

decision to facilitate, however, does not preclude variations on a theme: 

[The jazz artist] started playing the guitar,and approached it from the 
guitar perspective, his melodic lines are all very unusual and un-guitarlike, 
so he has a very unusual approach to his instrument. It has a lot to do with 
his background ... .! think the combination of well-schooled and knowing 
about music in general, and conversely being open to new things. 

Gerald Thorn also discusses innovation in terms of its evolution from legitimate 

precursors. Here he speaks of the difficulty in facilitating the diffusion of aesthetic 

products which defy connection to a legitimate tradition: 

There's usually a few people way out ahead of everybody else, but they're 
often so far out ahead of their time that either nobody understands what 
they're doing or appreciates the product that they may be making, or it 
may be pretty tangential...photography is still art, exploring new areas that 
is still built upon tradition, and so most artists still include some in the 
work, they always know who their predecessors were. There is a feeling 



that you can't go so far ahead that you don't have any predecessors. Like if 
you're building your own genealogy of your work ... if you see something so 
totally new that it has no context, I think it takes a long time for something 
like that to have an audience to really understand it. 

These excerpts are drawn from interviews with informants who have been identified as 

Connected-oriented. Connected-oriented intermediaries value legitimacy in innovative 

products, and reward legitimacy with their facilitation efforts. 
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Connected-orienteds' Consideration of Genre Potential. Connected-orienteds also 

exhibit a tendency to evaluate the innovation in terms of its genre potential. These 

intermediaries are more willing to facilitate an aesthetic innovation if it has the potential 

to initiate, through its innovative qualities, a new stream of products within the established 

set of streams. For example, a first-generation fusion of a new mechanical (i.e. electric 

instruments) or structural (i.e. compositions based on modes) component mayor may not 

be perceived as innovative enough to spawn a second-generation movement based on that 

component (electric jazz or neo-bop/modal jazz). Bill Jenner takes an historical tack, 

recalling the brief innovative tenure of a movement in jazz which encouraged collective 

"free" improvisation, in explaining his requirement that a innovative product have the 

potential for an extended life: 

the whole sixties free movement is essentially written off the book, it's not 
the mainstream jazz press would say, they couldn't figure it out, they 
couldn't handle it, so they shuffle it off into the corner and say "nothing 
ever came of this." And to a point they may be somewhat correct in that a 
lot of the radical free ideas of improvisation have sort of played themselves 
out, you can only do that so much until you really start beating your head 
against the wall. 



Bill explains the apparent demise of the free jazz movement in its inability to 

provide enough variation within the given innovative component of group free 

improvisation. The innovation didn't exhibit a useful life beyond the first few 

compositions, it "played itself out." 

Consideration of genre potential is not synonymous with an initial liking of the 

product by the intermediary. Virginia Travers explained her distaste for the number of 

innovations which collectively have been recognized as "New Age" music. In particular, 

she recalls an early release of the Windham Hills label, a label dedicated to New Age: 

I don't know. I liked it when it first came out, you know, George Winter, 
came out..is that his last name? George ... Yeah, George Winston. And his 
first album was called Winter, that's it. And I listened to that, and .. .1 liked 
it. And then, it was just the same, same, same -- I thought I had narcolepsy, 
I was just listening to too much George Winston. 

What was agreeable to Virginia on the first few Iistenings didn't stand up to repeated 
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listenings, or especially to repeated applications in the form of multiple songs utilizing the 

same innovative aspect. Virginia would be willing to concede that Winston's approach 

may have had an innovative quality. But at the same time, she did not perceive that 

innovative quality capable of sustaining multiple applications -- it had no potential to 

become an interesting genre or subgenre. Given this circumstance, Virginia found this 

innovation incompatible with her facilitation scheme. 

Another example of the basic application of genre potential as an evaluative 

criterion comes in the context of novice intermediaries experimenting with the critical 

process. A student in Bob Schaffer's photographic critique seminar spoke with displeasure 

of a fellow student's exhibition a parody of a middle-class American living room: 



Well, it's just the other day I was down there waiting for some people to 
show up, and I was sitting there, thinking how comfortable it was, it was 
just like a living room. Except for the weird music it seemed just normal, 
there's no sense of it trying to go beyond that. 
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Here, the student suggests, is a concept which cannot be furthered, an attempt at 

an innovative contribution which has little to offer, and certainly no potential to spur on 

additional products based on its limited innovative character. Even at some early stage in 

a fledgling facilitating career, the intermediary has learned to invoke genre potential 

arguments in the evaluation of innovative product. 

Genre potential is also invoked by intermediaries when the product evaluation has 

an indirect bearing on diffusion of the innovative product. Ian Wright spoke of the group 

critique, a type of meeting occasionally held by the art photographer's cooperative, of 

which he is president. During the group critique, a member displays recent work with the 

understanding that other members are free to comment. Ian notes that work which is 

connected to an intention and which expands along that intention into a greater body of 

work is likely to draw a better response from the membership: 

What seems to be pretty indicative of something that's working or going 
right is if somebody says that "this is something new for you, but I see 
where some of that is based on what you've done before." Because, as an 
experiment, as a fooling-around kind of playful thing that you may have 
been doing, some kind of technique or subject matter, somehow it's 
remaining connected to deeper issues that you've been exploring or 
working with throughout, if somebody can see those things going on. 

Unlike the excerpts involving Bill and Virginia, Ian's group evaluations are directed 

not at facilitation to some constituent consumer, but rather back at the artistic producer of 

the product. Nevertheless, genre potential remains a salient evaluation criterion. 



No examples of Separable-orienteds using genre potential as a qualification for 

facilitation were encountered in the data. As was detailed in Section II, separable

orienteds focus on the content and attributes specific to the singular aesthetic object 

without extrapolation or connection to other aesthetic objects; with this focus, 

consideration of genre potential may be viewed by these intermediaries as superfluous. 
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In summary, Separable-orienteds employed characteristic categories similar to 

those described by Rogers (1962, 1983) based on evaluations made by ultimate consumers 

of the innovative product. Two of Rogers' five categories, complexity and divisibility, were 

identified in the professed evaluations of the informants; others may either not be utilized 

or deemed legitimate for consideration by separable-orienteds, or may not have been 

revealed since the data consists of the informants' recollections of evaluation and not field 

notes of evaluation itself. Connected-orienteds employed characteristic categories similar 

to those described by Petrosky (1991), based on peer and professional evaluations. 

The Rogers categories were developed within the context of utilitarian products 

diffusing from largely commercial enterprises to consumers. Separable-orienteds are 

involved in the commodification of aesthetic products, resulting in their facilitation of a 

product largely attenuated of its aesthetic character. Perhaps this disavowal of aesthetic 

properties in deference to utilitarian properties signals an affiliation between a commercial 

presence and the separable-oriented intermediary. Likewise, the common use of 

evaluative characteristics by Connected-orienteds and the artistic producer-peers of 

Petrosky (1991) suggest that a similar affiliation exists between these groups. These 

affinities and potential affiliations are further explored in the next section, as the 



intermediary's own understanding of their patterns of interaction within the channel are 

examined. 

v. Interaction Patterns of Intermediary Types 
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During interviews, informants discussed their diffusion channel connections in their 

respective communities. These comments were largely in response to questions asking 

who their regular contacts were, who their audiences were, who their influences were, and 

the like. The answers came forth in a matter-of-fact manner, often in the context of 

outlining a day-in-the-life, or the story of the progression of their careers. The overlaps in 

the careers and activities of the informants and their respective stories suggest that these 

accounts are honest portrayals of their perceived location in their communities. 

'The following paragraphs outline these patterns as segregated by innovation 

conceptualization. Separable-orienteds are shown to receive input from commercial 

producers (industry professionals involved in the commercialization of the product) and 

their representatives, to direct their facilitation of the aesthetic product to generalized 

publics, and to have limited interaction with other Separable-orienteds. Connected

orienteds are shown to communicate with artistic producers (the artist-originator of the 

aesthetic product), to direct their facilitation of the aesthetic product to specialized, 

membership publics, and to have notable interaction with other Connected-orienteds. 

Separable-oriented and Interaction with Representatives of Commercial Producers. 

Separable-orienteds in the jazz community indicated a substantial amount of interaction 

with professionals in the recording industry. Kent Traynor, the disc jockey for the 

commercial jazz radio station, indicated that he was often in contact with representatives 



of recording labels. Kent perceived that the activities of contact and influence of 

intermediaries comprised the sole function of their employment: 

They do nothing but that, calling radio stations and getting their product 
promoted. Columbia just sent me a stack of what they call their past master 
series ... What I get from the record companies -- I talk to them every 
week. They call me up, the various promoters from the labels, and they'll 
say,'This artist has a new album out, be watching for it -so and so is on it -
we suggest you listen to track one, three and five. If the album's good, I'll 
do it. They tend to be promoting the artist, they'll send me complete bios, 
and they're really thorough about it, they want that information out. 

Kent also uses industry-sponsored sources to help define the boundaries for his radio 

show. When asked how he decides which songs to include in his show, how he decides 
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which songs fit in what he calls "the Jazz Show," he explained how he justifies particular 

selections: 

Like George Michael, case in point - On the NAC (new age chart), which 
is very close to jazz, George Michael has the number five album out today. 
And I played it on the Jazz Show, and got a lot of good calls about it, but 
one guy calls up and says,"I can't stand this, this is disco, this is not jazz." 
And I say, "I'm sorry, but it's number five on the charts right now, just shut 
up." So, that's what I mean. 

Industry sources are not held in as great esteem by connected-orienteds as their 

separable-oriented counterparts. Rob Samuel, a disc jockey identified as connected-

oriented, rejects the importance of keeping up-to-date on industry sources: 

It's definitely tough to keep up on things, but there's also a sense in which 
it doesn't matter much what's happening this instant, because it's not like 
pop music in that it's not that ephemeral. I think the music lasts because it 
can't be digested so quickly, which is another reason that I'm attracted to 
it, why I can listen to a performance again and again and not have 
exhausted it's listening possibilities. 
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Neither do these industry professionals service the connected-oriented members of 

the jazz community with quite the same zeal as they do the separable-orienteds. Virginia 

Travers, connected-oriented disc jockey as well as jazz society executive director, indicates 

that the recording industry tends to ignore stations like hers: 

We get serviced by a lot of the smaller companies, but its mostly about us 
going out there. I go to conventions and stuff, I hand out playlists and 
cards, and say "send us CD's" and we have trouble getting service from 
RCA, and some of the bigger labels because we don't have that big of 
numbers. 

Industry professionals pay a great deal of attention to Separable-orienteds outside 

broadcast media, as well. Jazz critic Jessica Pasternak, like Kent, gets a lot of the 

information for her reviews and features on jazz from industry sources. She explains that 

the completeness of the service -- including not only provision of the commercialized 

product for trial, but also other ancillary materials such as artist biographies -- provided by 

the representatives can influence the direction and nature of her facilitation: 

Usually [the record company's sales representatives] send you the music, 
sometimes you get a prerelease cassette, and then they'll send you the cd 
when it comes out. Which, it's really one of the best things I ever did when 
I started writing for CD Review, because now I always get it in cd form. 
Rather than cassette or LP or whatever. They send press releases with it. 
A really good marketing person will send a prerelease cassette, with a bio -
- an updated bio -- on the artist, list of his discography, and some past 
articles on the artist if there are any, and some past reviews. Then when 
the cd comes out, they'll send that one too. And than follow it up with a 
phone call. That really works the best, as far as getting publicity from me. 
Because I get so much material in, it's kind of like in a way what a 
consumer faces when he walks into a record store, or when he looks at the 
paper to decide what he wants to do that weekend -- sometimes you 
become paralyzed, sometimes I can't even put anything on to listen to it, 
because I do not have any direction, or it's too confusing because so much 
has come in. Whereas, if I get a really interesting biography come in, or it's 
an artist I know and have been waiting for, or if somebody gave me a call a 
week that I've gotten thirty to eighty cd's, and says hey have you heard our 



new ... even if it's something I figure I might hate, I'll put it on because that 
person took the time to call and that gave me some kind of direction. 

This type of interaction between separable-orienteds and industry professional 

provides some insight into the peculiarities of the separable-orienteds' facilitation of 

aesthetic products. Industry professionals provide disc jockeys like Kent Traynor 

information and suggestions on how to deal with particular cuts on a given provided 

album. This is consonant with the fact that Kent's attention is directed to specific cuts, 
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since his conceptualization of innovation is focused in terms of singular, discrete products. 

Industry professionals provide journalist critics like Jessica Pasternak specific ancillary 

materials like artist biographies, and her facilitation in its communicated form, the feature 

or critical column, focuses on issues peripheral to the music such as biographical data. 

These types of encounters between industry professionals and intermediaries illustrate 

more than simple promotional effort. Information about the product is being conveyed, 

along with suggestions on how the product should be interpreted and evaluated: the 

industry professionals are defining the boundaries of the intermediaries legitimate 

activities. 

These industry-intermediary effects are more difficult to illustrate in the 

photographic community. At least part of this is due to the structure of the community: 

there does not seem to be as strong an example of the commercial producer in the 

photographic community. The commercial gallery or art photography publisher does not 

dominate any part of the diffusion channel for art photography: neither separable-oriented 

or connected-oriented informants indicated a strong, influential presence of either. The 

weaker commercial presence in the photographic community seems to be mirrored in a 
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somewhat weaker distinction between separable-oriented and connected-oriented with 

respect to their patterns of interaction in the aesthetic product diffusion channel. 

Separable-orienteds in the photography community were more likely to mention personal 

interaction with the artist-producer than were their jazz community counterparts. In a 

more informant-specific context, as revealed in Section II, commercial gallery owner and 

manager Leslie Cameron exhibited both Connected-oriented and Separable-oriented 

tendencies toward the diffusing aesthetic product, and had extensive contact with 

Connected-orienteds as a consultant. Further investigation into the variety of aesthetic 

community social structures and their effects on the producer-intermediary relationship is 

warranted to explain industry structure's role in the diffusion of innovations. 

Connected-oriented and Interaction with Artistic Producers. Unlike Separable-

orienteds, Connected-orienteds submit that the preponderance of their anterior-channel 

communication is with the physical creators of the aesthetic product, the artistic producers. 

As mentioned in the preceding paragraphs, Connected-orienteds do not perceive 

themselves receiving the level of commitment from industry professionals as is given the 

Separable-orienteds. Rob Samuel, public radio disc jockey, asserts that this is usually the 

case: 

AI: Do you ever have any contact with record companies? 

Rob: Not [as a disc jockey] I don't...with my personal contact with a lot of 
musicians, some of whom run their own record companies, I get material. I 
also write for a number of jazz publications, and get my review copies. So, 
in that sense, my [volunteer listener-supported station] show is kind of a 
foundation for writing about jazz and supporting jazz locally. I've produced 
a few concerts here -- musicians that play the music that I'd feature on my 
program. So it's been kind of a -- I don't know, it's just a natural tendency 
to, when there's music that you love, that you support it. However you can, 
you write about it, to do both sides of it if you can. 
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The only substantial contact Rob has with industry professionals as a disc jockey is with 

those musicians who operate their own independent labels. He does receive material in 

his capacity as reviewer, but his sense of the connection between the two roles is minimal, 

to the point that the resources he accumulates as reviewer are channeled into his capacity 

as local conduit of jazz information. He values his musician contacts more highly than his 

industry contacts. 

As opposed to the separable-orienteds' view of themselves as receivers of industry 

messages, Connected-orienteds view their relationships with artistic producers as 

reciprocal. Bill Jenner, disc jockey and jazz society board member, told a story of how the 

society impacts the work of a local musician: 

AI: ... how about the society's effect on musicians? Might any change the way 
they play if they felt they might get sponsorship? 

Bill: Yeah, definitely. With [musicians] on the outside trying to get on the 
inside there's a tendency to make the music safer. In fact, I just had an 
interesting conversation with another what I call a Lock-out musician ... 
Guitar player. He's a very good player, too. He plays, when he feels like it, 
in a very jazzy style, and he like to use kind of a rock instrumentation, like 
he'll use an electric bass with a guy with good thumb -whackawhacka - and 
a top-of-the-beat type drummer, he plays a kind of a fusion set. He'll bring 
in one player, and he'll kind of jazz it up, and he himself runs those kind of 
melodic lines. He's finding that if he tailors his music too much to a jazzy 
sort of format playing, more be-boppish, he alienates the club owners that 
hire him ... So here's a guy, that if he plays too jazzy, he gets locked out of 
this consistent gig at his club. Yet, I think there's a contingency of people 
on the jazz society board that know of [his] playing, that don't want him to 
play one of our gigs, because they think he's too rock-and-roll-like. So 
here's a guy who's caught in the middle. He's created his own kind of 
enemies from either camp. He could probably put together anything that 
he wanted to, but I guess he feels that if he's swayed too much one way or 
the other, he's gonna be the uncompromising jazz musician out of work, 
that may get a jazz society gig every now and then, or a guy who plays a 
rock and roll kind of thing that gets nothing from the jazz society, but will 
be making a living. 
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The jazz society, as positioned in this excerpt, is not merely taking what the artist makes and 

finding some way to relay it to a waiting public. It takes on an active, shaping role in the artist's 

production of the art. The society facilitates through the allocation of "gigs," the artist seeks 

recognition in the fonn of being allocated a gig. A dialogue ensues, and the product -- whether 

facilitated and altered, or withheld from cormption by the artist --is a product negotiated between 

artist and intenncdiary. If the intermediary convinces the artist to change, then the impact is direct; 

if the artist refuses, his product is still touched by the intennediary as a product regarded with a 

certain purity. In either case, the connected-oriented intennediary has achieved an interaction with 

an anterior-channel entity which the separable-oriented counterpart never seeks. 

Joan Garnett, exhibition direetor of the feminist art collective, echoes this sentiment that 

connected-orienteds' impact on artistic producers is as significant as the other way around. In an 

intcrview, she represented the purpose of her collective gallery as necessarily intertwined with the 

goals of the artist, and illustrated the point with a story of how they assisted an artist in trouble: 

Right now, [pursuing innovative workl's probably a drawback, because of what's 
happening with the NEA, the Mapplethorpe exhibit, the problem with censorship. 
When we found out about what happened with Judy Chicago, in trying to give the 
University of District of Columbia her picce for a dinner party, and the fact that 
that was relatcd by people in the US government as being pornographic - we 
immediately went and talked with Judy in New Mexico and wound up trying to 
find some way to support her in her effort not to have the legislature label her 
work pornographic, and get that legislation defeated - it was a grass roots thing 
that spmng up all over the country. 
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TIlCse connected-oriented intermediaries not only create definitions for their facilitation purposes, 

but help the artist create her definition to shield her work from creatively-disruptive agencies. It is 

clear that this is a relationship, not just an arrangement where the producer sends and the 

intermediary receives. Connected-orienteds in both the photography and jazz communities have 

substantial interaction with artistic producers. 

Separable-oriented and Interaction with a Generalized Public. Separable-orienteds 

describe the present and/or optimal audiences of their facilitating efforts as the public at large. 

Jessica Pasternak, jazz critic, offers that the best outcome of her facilitation is the exposure of an 

innovative artist to a large, undifferentiated audience: 

And then when there is a person who has originality that gets through, I will go 
way out of my way, even if it's on some obscure little label 'cause the guy couldn't 
get on a major label, I will go out of my way, I will try to write about him for 
every magazine. Ifthat person is coming to town, I will go through totally inept 
and uncaring publicists just so that person's music can get out to the public. 

While discussing her previous jobs in the jazz community, she implied that a bigger audience is 

invariably a better audience: 

I was also program director of a classical and jazz radio station, which is also 
something you want to promote and get a wider base of audience. And we spent 
hours and hours trying to determine strategies for getting more people to come and 
more people to listen, more people to discover you. 

This bigger-is-better orientation is shared by separable-oriented intermediaries whose 

function is less overtly critical. Kent Traynor, commercial radio station disc jockey, envisions his 

optimal audience as just a microcosm of society at large, its optimality growing ever greater with 

sIze: 



Obviously, a radio station wants to have the highest audience possible at all times, 
and the jazz show is no exception ... [My programl's been accessible to the masses, 
and the whole idea with radio programming versus album playing is programming 
to the masses. And try to hold a larger audience. And it's fun, too, because let's 
face it, I'd rather play to thousands of people who could really enjoy it and listen to 
the program, versus five people who are sitting there waiting for this 20-minute 
sax solo. 
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Thus, success of the intermediary is couched in the sheer numbers he attracts, a..'1d is achieved by 

concession to common-denominator qualities of familiarity. Separable-oriented intermediaries 

view their constituent publics not as special cases, but as endowed with the qualities found in the 

public as a whole. They view their role as facilitating the difiilsion of the innovative product to 

some generalized conception of the public, and gear their activities to such facilitation. 

COlillected-oriented and Interactions with a Membership Public. Connected-orienteds, 

conversely, view their publics as a more specialized group. Sometimes this is characterized as a 

loose-knit group of informed consumers, but more often as a coordinated public, such as the 

membership which belongs to the jazz society, to the feminist art collective, or to the listener-

supported jazz radio stations. 

Bill Jenner, connected-oriented public radio OJ, envisions his listening public not as the 

mass audience coveted by Kent Traynor, but as groups of "hard-cores" and "dogmatic listeners": 

I have a Monday slot fat the public radio stationl, a full six hour slot on Mondays, 
and I start it off playing very, you know, laid-back, kind ofmainstreanl things - I'll 
playa Barney Kessler record then a Billy Taylor, stuff that isn't screamin' at you: 
pleasant, real jazz. Some fusion, here and there, and then later on in the afternoon, 
I figure, well gosh, the hard core people are listening now, and that's when I pull 
out the twenty-minute John Coltrane records ... And to be able to work in a paid 
radio situation and play that sort of music, I think is exceptional, and I appreciate 
it --



what can I say? ... There are people I've met who are dogmatic [listener-supported 
station] listeners that will not listen to anything else, and then viee versa. For my 
show in particular, though, I feel there is a cross-section that listens to both 
stations. 
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In addition to station-specific audiences, Bill suggests that each disc jockey at the station 

attracts a particular audience, a notion supported by Rob Samuel and Virginia Travers, two peers 

at the radio station. Rob explains: 

ABoth [Bill] and [Virginia] said that they suspected that some pcople would listen 
to one or the other of them, but not neeessarily to both ... do you get the same 
feeling? 

R:On this station, yeah. You asked me about the differences between us here, I 
think the ideal is that with a music serviee there shouldn't be a distinction, but 
realistically, we have our tastes and reflect them. Bill is a big-band and bebop era, 
somewhat of an expert, and I don't think you could listen to him for two hours and 
fail to hear a bebop e1assic, you know. Whereas with me, I don't like playing real 
short songs, which most bebop is, so I don't end up playing much bebop. 

Rob further suggests that a general public -- like Kent's -- is not interested in the type of facilitation 

that he provides. Education, or the furthering of an interest, is not the goal of "general publics"; 

they are more interested in utilizing pat labels in trying to find the type of music they are already 

interested in: 
... when you talk about who are the names that are known to the general public, 
you talk about the Marsalis brothers and perhaps Donald Harrison and Terence 
Blanchard, and Marcus Roberts - musicians in their twenties that are looking to 
the traditions of the late fifties, and early sixties ... Labels have their place, but 
they're really skin deep, they really don't tell you much. Really, they're more usdhl 
to people who don't really have any deep interest in musie at all. You know, the 
first thing they want to do is to be able to categorize it before they hear it. Then 
they can decide whether it can be something they would possibly be interested in. 
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Conneeted-orienteds in the photography community also characterize their audiences as 

specialized. Frank Scalia, education curator for the photography museum, organizes what he calls 

"gallery talks," events organized around a current exhibit at the museum, usually involving the 

recmitment of a speaker from any of a number of fields who comes in to discuss some aspect of the 

exhibit. Frank says that these gallery talks have their own "core group" of followers. This base 

group is further supplemented, on a talk-by-talk basis, by a group from the same community as the 

speaker he has enlisted to deliver the gallery talk: 

There's a core group of photo aficionados that come to most all of [the gallery 
talks], and thel1... I'd say the majority of the group changes, depending on what the 
gallery talk is about, and who the person is. We do the same mailing from our 
mailing list, and have our whole system of press release people that distribute it to 
various media in the state, and I guess if it's something that involves another 
department, or somebody from another department or another discipline, we'll send 
over these flyers or I'll take them over and then they can distribute them around in 
their particular place. So in that way we get some crossing over of disciplines 
there ... we had [al professor in Ncar Eastern Studies who gave a gallery talk 
fcovering a current exhibition with a Ncar Eastern theme] and then on Saturday 
we had a symposium with a lot of people from [another university's] Ncar Eastern 
studies department along with the people here and there were various speakers 
talking about aspects of the culture, and weddings in particular, it was very 
interesting -- you got an insight into, here again, what the imagery was about, 
what the event was that was depicted and why it's important and all the 
iconography things going on. 

As illustrated by the last sentence, these gallery talks serve to link intentionality issues to the 

exhibited works, as would be expected of an activity by Connected-orienteds. In providing this 

activity, the Connected-orienteds serve a small, specialized in-crowd, an audience which is mailing-

listed and perpetuated by those lists: this audience is augmented by Conneeted-orienteds of other 

communities crossing over to provide the gallery talks and yet another portion of the audience. 
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This suggests the interaction among eonneeteds in a very broad sense, a topic be addressed in the 

next subsection. 

Connected-oricnteds and Interaction with Other Connected-orienteds. Interviews with 

intermediaries in both the art photography and jazz communities reveal that connected-orienteds 

are very active in communicating with other intermediaries, and separable-oriented intermediaries 

arc not as active. 

Connected-oriented photography museum director Gerald Thorn suggests that the 

"museum world" within the photography community is well-connected, with each member 

acquainted in the business of the others; in the context of the promotion of the innovative, Gerald 

illustrated this concept: 

If you know the museum world, you know the places that are gonna do the most 
avant-garde things, and you sort of look to them to see what the future's gonna 
look like. Probably the place where it's the most advanced is the gallery at MIT, 
right there in the university ofthe sciences, but the directors for that gallery have 
always been smart enough to realize that artists and science make some really 
interesting things that very few other people are gonna understand, but they're 
gonna do it anyway. It's called the List Gallery, after the donor ... 

Gerald also illustrated the pervasive character of the "grapevine" with this excerpt from his 

response to an exhibit held at his own museum: 

... the response to Ithe artist's] photography was really great. It brought a 
professional's response also -- at this other level, not just the public that walked in, 
but through the grapevine other people heard about it, other professionals, 
curators, too -- came to the center to sec that show, out-of town, deliberately .. .Iike 
the person who's the curator of photography at the Los Angeles County Museum 
of Art ... major urban museum ... he heard about the show and came over and right 
away bought one of the pieces out of the show, out of her collection. So that sort 
of made the connection. 
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Frank Scalia, connected-oriented education curator at the museum, has his own network of 

connections, with which he facilitates the gallery talk series. He calls on people of other specialties, 

other "aesthetics," to deliver informative, casual talks on some aspect of the current exhibit: 

.. .it just becomes like a network - you talk to your friends, you talk to your 
colleagues that you work with, they have ties into other aesthetics or into other 
disciplines, or you talk to students and so you have ties into creative writing or 
music, history, black culture, women's studies, alternative process media, all these 
things. And you say,"Oh, I know somebody," and all you have to do is drop a hint, 
if you want to get somebody to come and give a gallery talk about this or that part 
of it, and they'll say, "Oh, I know somebody you should go talk to about this." So, 
you start making phone calls, make various inquiries about these people, and 
eventually you get to talk with them and they say, "Y cab, I like the idea," or "No, I 
don't think I want to get involved in it." Actually, I don't think I've ever been 
turned down for a gallery talk yet on anybody I've ever approached. 

TIlese people may be experts in fields as conceptually near as art or as distant as anthropology, yet 

all maintain a similarity in the respect that the intentional and processual aspects of the exhibited 

aesthetic product arc emphasized in the gallery talk. 

Feminist cooperative gallery exhibition director Joan Garnett 

views her interaction with other eOlmected-orienteds as an extension of interaction with artists: 

We do co-operative work all the time. As much as we can. We really think that art 
is for everyone. And different galleries need work, whether they're doing sofa-sized 
decorator art, or whether they're down in the arts district, or whether they've been 
here a long time or a short time. We do cooperative work in the sense that we 
might have an artist come in and we look at their work and it's inappropriate for a 
show that we're doing this year, but you don't want to say "maybe next year we'll 
do a show that will fit in." You might say "keep checking with us" at the same 
time we look at the galleries we know of, galleries know other galleries. If you do, 
you're certainly inclined to tell an artist,"go here" .. .Ifthey come in here, and we 
can't particularly help them, we sec their work as good, we sec it fitting in 



somewhere c1se, we'll give them the name ofthe other gallery. I might call that 
gallery and tell them I've sent someone over, and that's a foot in the door. . .I would 
assume [it's reciprocated], yeah, we've had people come down here that were sent 
by other galleries. Often customers who were sent here. Obviously, I would be 
happier to sell something off of my walls, but if I have something that won't sell, 
but I know if [other not-for-profit and collective galleries have] something they're 
interested in .. .if we don't have it, I'm gonna tell them where to go. 
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Connected-orienteds within the jazz community also allude to a great deal of interaction 

with their fellow intermediaries. Rob Samuel, disc jockey and sometime critic, maintains a close 

link to other critics, either personally or through the consumption of their critical product: 

Oh, there are certain critics whose opinions I respect. I read Gary Giddens in the 
Village Voice. He's a pretty open-minded critic, he's probably in his late forties 
now, so he grew up with some ofthe innovations in the sixties. I like Frank Davis, 
who writes for one of the Philadelphia papers. Actually, probably my favorite 
reviewer, the one T feci the most affinity with, is Kevin Whitehead, who docs jazz 
reviews for "Fresh Air," Terry Gross' program that comes out of Philadelphia, and 
he freelances for down beat, he writes for Cadence, he used to write for 
JazzTimes, and when I started writing for JazzTimes, it was as a replacement for 
Kevin Whitehead, to sort of represent that area of music. So I'd say Kevin 
Whitehead is one of my favorite critics, someone whose taste that I feel confident 
of... 

This connectedness with other intermediaries is less commonplace among scparable-

orienteds. As illustrated in this excerpt of an interview with Jessica Pasternak, Separable-orientcds 

experience limited relationships within their intermediate position in the channel: 

I don't really have anyone in particular that I have been inspired by .. .1 mean there 
are critics that I look at their work, and I think,"That's really intelligent writing, I 
probably wouldn't have thought to ask that question." But it just could be in 
passing. And in ternlS of an authority, there's no one who I would call to ask a 
question, unless I was probably going to quote him in the article. So, T really don't 
have any kind of a mentor I call. 



I did, when I first started in jazz radio, treat a couple of Berendt's books as Bibles 
of learning of all the traditions. And, you know, there are reference books I use. I 
constantly have out the Baker's biographical dictionary of musicians when I'm a 
classical article. But other than that, there's no one, no [definitive] source for that 
kind of thing. 

Communication between separable-oricntcds and connccted-orienteds is likewise sparse, as 

represented by this study's informants. 

Jessica Pasternak, separable-oriented critic, characterizes her interaction with local 

169 

Connceted-orienteds, such as members of the jazz society, as inherently fraught with difficulties as 

compared with similar transactions with recording industry representatives: 

When I deal with national publicists, who for the most part want to get their stuff 
in a magazine, they're calling me up ... As opposed to fa particular local arts 
organization I, I've had a hell of a time getting interviews with their upcoming 
artists. Their marketing director just doesn't seem to care very much, he doesn't 
seem to be organized enough to get the interviews, or anything like that. And I'm 
not going to reprint a press release. And at a time when [that organizationl is 
thinking of trying to get newer audiences and more people to come in, it's not 
going to help just taking out ads like they always have .. .it's much more satisfying 
to cover the national acts, because the people you work with are very qualified, 
they're publicists, they're interesting to talk to, they help you out. And the local 
groups here, they're always complaining that they're not...that there's too much 
going on, that the [local arts festival] wasn't giving them any, you know, respect 
for their acts -- taking their audience away. And yet, when you try to help them 
out, they can't even help you help them. 

The disc jockey informants to this study were explicit in their disregard of -- and 

occasional contempt for -- one another. Bill Jenner and Kent Traynor, respectively identified as 

COilllected-oriented and Separable-oriented, both took time out to disparage the progranulling of 

the other. Of Bill Jenner's station, Kent Traynor said: 

I can't listen to 1 Bill Jenner's local public jazz radio station I. It's too-traditional 



jazz. That's a jazz lover's station. Someone who just absolutely loves jazz and 
eight-minute sax solos from hell, that's the station to listen to. I definitely steer 
away from that, anything they play, ehanees are I will never play. 

Of Kent Traynor's show, Bill Jenner offered: 

I just don't listen to [Kent Traynor's local commercial jazz radio station], I don't 
know what they do, to be quite honest. But I know it's fairly commercial
packaged, freeze-dried, stick-it-in-the-oven-for-three-minutes type radio, and I just 
don't consume that kind of stuff ... 

With regards to their statements that they "can't" or "don't" listen to the other's programs, fault 

cannot be found. If Kent had listened to the programming at Bill's station, he would have 
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recognized an occasional overlap in music selection with his own. Similarly, if Bill had listened to 

Kent's program, his impression would have been different. The format of presentation for Kent's 

program, outside of editorial content and thematic bridging, is very similar to Bill's: it is a one-man 

show, conceived and compiled by the DJ, with none of the syndicated elements assumed by Bill. 

Their respective convictions further serve to legitimize themselves at the expense of the other. 

Some of this animosity, misrepresentation, and indifference between intermediary sectors 

ean also be witnessed in the photography community. At the photography enthusiasts' club mn by 

Lenny Morningstar (WM 45), every second meeting is called a "competitive night." On 

competitive night, members, who are all photography amateurs, bring in photos and slides which 

are judged by an outsider drawn from the professional photography community. During an 

observed session, the judge's role was filled by a photography instmctor from a local community 

college. Conversations with Morningstar suggested that the guests arc drawn from a limited pool, 

and had exhibited evaluation schema which suggested a connectcd orientation. Conversations with 

and observations ofthc club members suggested that they, on the othcr hand, aligncd more with a 

separable conceptualization. 
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The following excerpts arc taken from field notes of one competitive session. Some of the 

differences between an apparently Connected-oriented guest and the separabie-conceptualization-

oriented members of the enthusiast's club are anticipated in an exchange with two members shortly 

before the meeting is called to order: 

I walk ovcr and ask Jack and Geraldine fclub membersl if they havc anything 
they're going to enter tonight, and they both answer in the negative. "I don't bring 
mine anymore," Jack starts in a tcasing, self-denigratingly humorous way,"they 
just put 6's on them anyway, so Ijust writc 6 on them and leavc them at homc." 
The scores given to caeh of the photos is given on a 1 to 15 scale, but hardly 
anybody manages below a ten. 

Some fifty minutes later, the guest judge has gone through one set of photographs and has awarded 

the prizes in that category. While the photographs were shown to the group, the judge offered a 

numerical rating. Afterward, he broke all the ties with reassessment, and the prizes were awarded 

accordingly. A break is taken before a second set is judged. 

At this point, there hasn't been much mumlUring in the audience. Fred, a man of 
about forty with black shoulder length hair and a bushy moustache, is pouring 
himself a drink. I ask, "Is it normal that a judge would talk so little?" 

Frcd, gesturing with his cup in hand," Most of them talk more than this one. Some 
ofthem just talk too much, they'd criticize in so much detail, that you'd get 
through the first set and it would be 9:00 already." 

And after the break ... 

The Uudgingl procedure carries on like before, Bob and Pete exchanging and 
showing the slides frantically. One difference is, while the scores 



"10 13 13 II 12 12 12 II II 12 13 14 12 10 13 12 12 12 II II 
13 11 10 12 12 12 13 II II 14 14 13 II 12," 

are being called out by [the community college instmctor], there is a noticeable 
buzz - some talking, some gasping - in the audience, concurrent with the 
announcemcnt of scores. Those I can hear nearby: 

"What's the use in having a judge like this'?" 

"Oh my God" 

"Jesus!" 

"It's a good thing you don't have any [entries] in there." 

"That's a I O'?" 

Jack leans over to me: "I'd categorize this judge as an DB judge -- a guy who only 
likes old buildings; or a DBF judge -- don't bring flowers." 
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While the members ofthe enthusiast's club defer to the judgment and expertise of the connected-

oriented outsider, it is clear they do not agree with his assessment. These experts have been 

brought in once a month for a couple of years, and instead of dispensing with them or finding a 

new, more compatible source for judges, the members of the club have continued to draw from the 

same pool and have constmcted a means by which the judging is officially accepted and 

confidentially dismissed. This dismissal is achieved in two ways: I) according to statements made 

by Morningstar and his wife, club officials have recently begun to ask the judges not to give any 

detailed reasoning of the assessments, and 2) the club members seek a separable-orientation-

consistent, content-based means of classifying the biases of the judge (the judge is a "DBF judge --

don't bring flowers'), openly discussed among the members during the competition. 
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In summary of this section, the interaction pattems of the two intermediary types, Connected

oriented and Separable-oriented, are distinct. Separable-orienteds subsist on information provided 

them by the representatives of commercial entities, and reciprocal communication with thcse 

entities is limited. This relationship is less evident in the photography community, perhaps due to 

the lack of a strong commercial presence analogous to that of the recording industry. Connected

orienteds, meanwhile, communicate with the artistic originators of the aesthetic product, and this 

communication is two-way. Separable-orientcds characterize their audiences as subsets of the 

general public, while Connected-orienteds characterize their audience as special-interest, often 

coordinated. Connected-orienteds communicate with other intermediaries, while separable

orienteds seldom communicate with other intermediaries. These points are summarized as the 

fourth row of Table Seven. 



VI. Integration: the Bifurcated Diffusion Pattern 

of the Aesthetic Product 
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Table Seven provides a summary of the concepts introduced in this chapter arranged by 

the conceptualization of innovation used by the intennediary infonnant. As suggested by this table 

and the basis provided in the previous sections, two distinct intermediary types occur in the 

diffusion channel for aesthetic products. One type, labeled an Separable-oriented (separable 

conceptualization-oriented intennediary), employs a definition of innovation which considers 

novelty in singular, discrete products. This internlediary type was found to employ evaluation 

categories similar to those developed for consumers of utilitarian products. These intennediaries 

were found to communicate with commercial producers and generalized, mass publics. 

The other type, labeled a Connected-oriented (connected conceptualization-oriented 

intermediary), employs a definition of innovation as actualized in processes and intentions of 

streams of product. This intennediary type was found to employ evaluation categories similar to 

those developed for peer producers of aesthetic products. These intermediaries were found to 

communicate with specialized, often membership-oriented, publics. 

The development of this argumcnt is not intended to suggcst a causal relationship between 

particular innovation conccptualizations and thc othcr listed dimcnsions. Instead, it is suggested 

that these dimensions and conccptualizations convcrge into two distinct typcs. It is equally likely 

that an intcrmediary would comc upon a connccted conceptualization of innovation by involvemcnt 

in an intermediary group dcdicated to cdueational or dccommodifying tasks, as it is that an 

intcrmcdiary with a connected 



Table Seven. Integration of Theoretical Elements 

Intermediary 
Type 

Theoretical 
Elements 

Conceptualization 

of Innovation 

Activities Pursued 
by Intermediaries 

Characteristic 
Evaluation Categories 

Employed 

Other Channel Entities 
Intermediary 

Communicates With 

Separable-orienteds 

Separable: occurs in 
specific attributes 

of singular, 
finished objects. 

Commodification 
Variety provision 
Entertainment 

Divisibility 

Linear Complexity 

Commercial Producer 

Generalized Public 
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Connected-orienteds 

Connected: occurs in 
the processes and 
intents, is embodied 
in streams of work. 

Decommodification 
Integration Provision 

Education 

Genre Potential 
Legitimacy 
Nonlinear Complexity 

Artistic Producer 

Membership Public 
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Figure One. The Bifurcated Diffusion Pattern for Aesthetic Innovations 

1 Artistic Producer I 
I 

I 

\~ 

1 
Commercial Producer J 

\~ I 

1 Connected-orienteds 1 I Separable-orienteds 1 

\ / \ !/ 
? 

1 
Membership Public 1-------1 Generalized Public 
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conceptualization would undertake educational or decommodifying tasks. A connected or 

separable orientation does not cause the intermediary to affect a given evaluation scheme 

or undertake particular activities: certain dimensions converge to define these two 

intermediary roles. 

Figure One graphically represents the relationships of Connected-orienteds and 

Separable-orienteds in the diffusion channel for aesthetic products. Arrows represent the 

flow of the innovative product concept. As noted in Section V, Connected-orienteds 
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experience two-way communication with artistic producers and direct their message to 

membership publics. Separable-orienteds receive messages from commercial producers, 

and direct their message to a generalized public. Connected-orienteds interact with other 

intermediaries, but separable-orienteds do not seek such interaction, suggesting that 

connected-orienteds are communicating with one another. The connection between 

membership and generalized publics is beyond the scope of this study, and is left for 

subsequent research. The dual nature of the channel and its split, or bifurcation, past the 

point of the artistic producer prompts the label of "bifurcated channel of diffusion," hence 

the title of this section. 
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Chapter Four: 

Conclusions 
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This chapter provides conclusions based on the findings regarding intermediaries in 

aesthetic channels described in Chapter Three. General conclusions are first offered, 

followed by suggestions for further research. 

I. Summary of the Results 

This study began with a review of diffusion of innovations literature, focused on a 

simple model of diffusion. This model positions producers and consumers at opposite 

ends of a channel, and a few intermediaries of simple agenda laboring between them, 

proceeding at the behest of the other two parties. It was argued that this model does not 

reflect the richness of activity which lies between the production and consumption of 

goods, particularly with regard to the complexities of the diffusion of a product more 

aesthetic t.han utilitarian. 

An aesthetic product, it was argued, requires interpretation. The aesthetic product 

works at some level which has nothing to do with functionality: its value cannot be 

reduced exclusively to some universally recognizable utility, but rather lies in some socially 

negotiated qualities. 

The aesthetic product finds its interpretation through a number of such 

negotiations. The artist finds an audience, and the art is negotiated among them. Or the 

artist finds a commercial producer. Or, as is described in this study, some facilitating agent 

finds an artist and an audience and an interpretation of the aesthetic to bring the parties 

together. It is apparent that extant research does not adequately explain this aesthetic 

product intermcdiary role; this research proposes a direction to bettcr understanding. 
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Products of a significantly aesthetic nature are diffused through a channel which is 

bifurcated into two distinct channels at the point which the product leaves the artistic 

producer. Each of these distinct channels supports an intermediary discernible on an array 

of qualities. 

One channel supports a separable..conceptualization-oriented intermediary who 

maintains a conceptualization of innovation as occurring in unique products. This 

intermediary identifies with a generalized consuming public, employs product-characteristic 

categories of evaluation similar to those identified in extant research on consuming publics 

and defines the intermediary role in terms of providing variety and entertainment for that 

public. 

The other channel supports a connected-conceptualization-oriented intermediary 

who maintains a conceptualization of innovation as resident not in singular products, but 

rather in intents and processes which manifest themselves in streams of innovative 

product. This intermediary identifies more closely with the artist than the consumer, has 

regular contact with the artist, and pursues activities which serve to deflect the 

commercialized aspect the artists' product. 

How did these informants assume the two distinct intermediary types? As 

suggested at the end of Chapter Three, the conceptualization aspect is offered as a 

springboard for further delineation of the intermediary types. Conceptualization 

orientation is not extended as a causal mechanism that necessarily produces particular 

communication patterns within the channel or particular modes of product evaluation. 

Instead, the employment of a connected or separable orientation towards 

innovation is enmeshed in a context of myriad activities, predispositions, and behaviors. 
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Each of these types of intermediaries exhibited idiosyncracies peculiar to their specific 

station: no two disc jockey informants were exactly alike in their facilitation decisions or 

their on-the-job activities, as no two gallery dir~tors or club presidents were alike. Indeed, 

the proposed intermediary types transcend these occupational labels -- there were 

separable-oriented and connected-oriented disc jockeys and gallery directors identified in 

the study. These intermediaries approached their respective decisions and activities in 

patterns which suggested the proposed classification: the gallery directors and disc jockeys 

who espoused education also spoke of innovative streams of product and acted out the 

other elements attributed to the "connected" intermediary type, while other directors and 

DIs spoke of entertaining their constituent publics and the individual innovative product 

and acted out the other elements attributed to the "separable" type. 

There is a logic which pervades the actions and predispositions of each of the two 

intermediary types. Those who view innovations as occurring ~n streams of work as 

opposed to singular items legitimize their view by constructing themes to classify the 

streams and educating others in the use of the themes, and evaluate innovation in terms 

of its potential to generate a viable stream of product. Those who view innovation as 

occurring in singular items, eschewing the requirement of connectedness, call attention to 

the inherent value of the individual product, its entertainment value; they facilitate 

quantities of product by emphasizing their variety instead of a unifying principle. 

II. Implications for Channel Research 

The present research questions the usual portrayal of diffusion channel 

intermediaries as monolithic entities distinguishable only by their client base or 



institutional role. This theory outlines two distinct types of intermediaries who, despite 

being engaged in the facilitation of the same product: 

1) Differ systematically in their acknowledgment of innovative presence, 
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2) Differ in the characteristic categories evoked in their evaluation of the product, 

and 

3) Differ in their approach to the facilitation of the product once the decision to 

facilitate has been made. 

A single definition of channel intermediary no longer satisfies when the focus of 

innovation diffusion is broadened to include aesthetic product categories and the system of 

proponents and facilitators and interpreters which make up the system which connects 

producers and consumers. 

These findings indicate a need for additional inquiry into the peculiarities of the 

diffusion process for aesthetic products. The distinctive nature of aesthetic products, 

particularly their acquiescence to multiple interpretations, may find consequence in the 

behaviors of consumers as well as in those who serve to facilitate the diffusion of the 

product. The specifics of these behaviors, as well as their connection to the successful 

diffusion of the aesthetic product, require further delineation, as do the behaviors of those 

channel entities associated with the two respective intermediary types. 

III. Directions for Further Study 

The following section addresses a limitation of the current study, and suggests 

potential extensions of the concepts presented in this study, particularly focusing on 



integration with other definitions of intermediaries, further delineation of the proposed 

intermediary types, and the elaboration of their connections with other channel entities. 

A Limitation of the Proposed Framework. Some questions are left unanswered. 
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For example, the argument for the Separable-orienteds' anterior-channel interaction with 

commercial, rather than artistic, producers is supported by less evidence in the case of the 

photographic community than in the jazz community. One reason suggested for this lack 

of strong support is the apparent absence of a strong commercial presence analogous to 

the jazz community's recording industry. Investigation of a greater variety of aesthetic 

product communities with various levels of commercial activity may be necessary to resolve 

this problem. If the intensity of commercial presence is indeed a contributing factor to the 

proposed relationship, this must be reflected in the framework. As artworlds in general are 

experiencing change in terms of greater professionalization and commercialization (Adler 

1979, Zolberg 1990), the depth of distinction between the two intermediary types may 

increase for those aesthetic communities, such as photography, where the distinction 

between types is currently not as great. 

The Theory and Increased Intermediary Activity. There is evidence that an 

increasing number of the decisions made in the consumption of aesthetic products are 

being made by extra-consumer entities. Solomon (1986) indicates a growing influence of 

surrogate consumers in contemporary society. These surrogates are defined as a class of 

expert intermediaries hired by consumers to facilitate buying decisions in markets wherein 

consumption success is determined by the consumer's ability to navigate and interpret 

symbolic, intangible, normative standards. The market for aesthetic products is certainly 

such a market. 
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The present study suggests that intermediaries may vary on very important 

dimensions which affect the consumption facilitation decision. Solomon's surrogates, it 

may be postulated, are counted among these intermediaries. Expertise in aesthetic fields 

does not represent a given, singular, immutable quantity in the aesthetic channel, as it may 

appear to in the realm of functional-utilitarian products. While those possessing expertise 

for some highly-utilitarian product category defined on an array of concrete attributes may 

be expected to converge on similar product judgments given the same consumption 

situation, the same cannot be expected for experts in aesthetic fields. Those studies which 

predict such convergence for aesthetic evaluators (e.g. Schindler, Holbrook, and Greenleaf 

1989) are predicated on what Shepherd (1979) would call "psychologistic determination 

(p.72)", a view of the piOblem of evaluation as an internal process of the specific evaluator 

based on the implausible assumption that experts experience little or no contact with each 

other or their society. Evidence presented in Chapter Three challenges the concept of 

non-negotiated expertise and advances the notion that in the diffusion channel for 

aesthetic products, different criteria are employed by experts of different innovation 

conceptualizations. Given this, it may be important to account for the innovation

conceptualization of the surrogate in studying the consequences of surrogate usage. 

Further Explication of the Intermediary Types. There may be other factors which 

extend the differences between the two intermediary types. Other studies denote 

differences in intermediary impact on the diffusion of aesthetic product; Shrum (1991) 

contends that critics' evaluations of aesthetic product, in this case productions in the 

Edinburgh Festival, affect consumer participation and perception for highbrow genres (i.e. 

theater, opera, dance, recitals) but not popular genres (i.e. cabaret, jazz, musical theater, 
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comedy). However, as mentioned in Chapter Two, research based on supposed inherent 

product status dimensions may be problematic. Inquiry into intermediaries' construction of 

these highbrow/popular distinctions, nonetheless, may prove fruitful: informants' comments 

in the present study indicate that there are highbrow/popular considerations within the 

genre of jazz. Might there be effects similar to those reported by Shrum within the 

"popular" genre of jazz, differentiated by the intermediary types described in this study? 

Also, are these highbrow/popular distinctions included in the facilitation directed at the 

consumer sector, and in the case of the connected intermediary, directed back to the 

artist? These last points lead to considerations of the intermediaries' differential impact on 

other channel entities. 

Mediation Antecedents and Consequences. The current study centered on the 

explication of the contextual space intermediate to production and consumption in the 

diffusion channel for aesthetic products; the activities, orientations and relationships of 

those involved in mediation were the primary elements of concern. Given this 

preoccupation, the antecedents and consequences of this mediation are underexplored. 

Mediation Antecedents. A question which remains unanswered concerns the 

driving mechanism(s) for the bifurcation. In other words, why does the aesthetic diffusion 

channel experience these two distinct channels? The resolution of this question lies in 

study aimed more specifically at the artists' own construction of their given artworlds: is 

there evidence of artist self-selection for exposure to -- or interaction with -- one 

intermediary type versus the other? The present research relies on data collected from 

intermediaries, whereas this question would best be answered by collecting data in the 

artist community. 
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Further, the present study suggests that Connected-orienteds' anterior-channel 

relationship (with artists) is substantially more reciprocal than the Separable-orienteds' 

anterior-channel relationship (with commercial producers). Is there any reason to believe 

that the Separable-orienteds' relationship with commercial producers should more closely 

resemble an employee-employer relationship, and the Connected-orienteds' relationship 

with artists a peer relationship? Further research, focused on data collected in the 

commercial producer community, should be conducted to better explain this difference. 

Mediation Consequences. Another question which may be asked is, are there 

differential consequences for the aesthetic product which is diffused through 

intermediaries employing a connected conceptualization of the innovation, as opposed to 

those employing a separated conceptualization of the innovation? 

The popular press (Kozinn 1990) describes a situation in the classical music field 

which informs this question. According to this analysis, the 1980's witnessed two divergent 

strategies employed by the classical recording industry. One, often implemented by the 

large established labels, constitutes an emphasis on the production of a few new "pops"

oriented issues and the bulk repackaging of back-catalog into greatest-hit and mood

matching compilations, which they deemed more accessible to the mainstream public. In 

the other strategy, smaller "cottage" labels organized their product lines around offering 

more obscure titles, historical recordings, and complete-work composer anthologies, thus 

targeting "eclectic" tastes. These two strategies can be interpreted as roughly analogous to 

separated and connected positions on product offering, with the former appealing to a 

mass audience and providing variety (concerns of a separated community), and the latter 



emphasizing streams of connected works and their thematic integration (concerns of a 

connected community). 
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Kozinn notes that the former strategy is met with strong, short-term financial gains 

which falter over the long term. The latter strategy is met with a steady, if unspectacular, 

return consistent across the long term, as well as greater artist satisfaction and retention. 

Perhaps the general consequences of diffusion from the connected and separable sources 

are comparable. Perhaps successful diffusion in the connected sector, predicated on high 

legitimacy demands on the product and greater emphasis on its affiliation with other items, 

does not provide a high impact on any single iteration. Instead, it may sustain across a 

greater lifetime through its various thematic associations than its separably-diffused 

coun terparts. 

Also, it may be asked, are the membership publics described in this study similar to 

the opinion leaders already defined in the diffusion literature? Rogers (1962) defines the 

opinion leader as a member of the consuming public which has on-going contact with 

change agents, acts as a conduit through which change agent information is translated into 

exemplary consumption. Connected intermediaries share a comparably direct relationship 

with their membership publics. 

Similarly, Robertson (1971) summarizes research which suggests that innovators 

and opinion leaders are dissimilar in a number of respects. Innovators, it is suggested, 

focus on per se innovative products, while opinion leaders focus on the appropriateness of 

innovative products. These differences in attention may correspond to differences in 

information sources. Innovators may be those constituent groups serviced by separable

oriented intermediaries, supplied with a picture of the product as a sum of its features. 



Opinion leaders may, on the other hand, be those constituent groups serviced by 

connected-oriented intermediaries, supplied with a nomenclature to handle 

appropriateness issues regarding the new product. 
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Additional research might focus on the information stream as it progresses from 

the intermediaries to their constituent publics. Equally fruitful might be a focus on the 

relationship between membership publics and generalized publics, to examine whether the 

divided channel experiences some reconnection, and whether the membership publics 

simply further the message of the connected intermediary or translate them into exemplary 

consumption for the benefit of the generalized public. These extensions would both 

require additional data-gathering among the consuming publics of aesthetic products. 

Further Comparisons with Extant Diffusion Literature. Numerous other 

comparisons may be drawn with prior research in the diffusion of innovations; the notion 

of distinct channels is disruptive to the current understanding of diffusion at such a 

fundamental level, the possible effects are conceivably pervasive. 

For example, this bifurcation notion may provide an interesting sidebar to research 

focusing on the impact of competition on diffusion. The results of this study imply that 

not only does an innovative aesthetic product compete with one other innovative products, 

but also with alternative interpretations of itself. 

Another line of diffusion inquiry looks at the effect" of complimentary 

relationships among diffusing products; products which are complementary with respect to 

successfully diffused products are expected to diffuse successfully. Connected 

intermediaries implement integrating activities to draw attention to complementary 

features of innovative products, and thus may be expected to meet with diffusion success. 
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Yet the non-integrative activities of separable-orienteds may be directed toward a greater 

expected diffusion success in numerical terms. This contradiction should be addressed. 

Norton and Bass (1987) consider the impact of successive generations of 

innovative product on their diffusion, such that the perception of an imlovative product as 

one in a long line of generations of product enhances its diffusion potential. Perhaps the 

integration emphasis of the connected intermediary retards such a generational perspective 

on the product. 

Mahajan et al. (1990) suggests that studies should examine the entire bundle of 

product offerings -- for example, the software and hardware portions of a video game, or 

the laser discs with the player -- when determining the success of their diffusion. Further 

research may investigate the viability of bundling aesthetic products; is jazz diffusion well

defined in terms of record sales, or does combination with concert attendance figures or 

home performance tell an altogether different story? 

A5 this section indicates, the introduction of aesthetic products into the diffusion 

repertoire has long-reaching potential, not so much to undermine what has gone before, 

but rather to augment it. 

Is the bifurcation phenomenon confined only to products of significant aesthetic 

content2 Another question left for further research is, to what degree must the product 

be aesthetic for this bifurcated channel to occur? This research focuses on products which 

are more purely aesthetic than most, art products which have little functional utility. But 

the range of products for which this channel duality eX:sts may extend well beyond the 

types addressed in these pages. 
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There are many products which combine both aesthetic and utilitarian aspects. For 

any of these aesthetic/utilitarian admixtures, the bifurcation of the diffusion channel may 

occur. Perhaps a separable-oriented intermediary community exists to facilitate the 

diffusion of the functional aspects of the product, while a connected-oriented intermediary 

community exists to facilitate the more ambiguous, less quantifiable, aesthetic aspects of 

the product. Product categories such as automobiles or kitchen appliances may have 

specific diffusion facilitators for their innovative utilitarian aspects, such as the 

introduction of performance features. Still others may diffuse the appearance and design 

dimensions of the products, such as material streamlining or the incorporation of designer 

elements. Further research could be directed at facilitating intermediaries in a wide range 

of product categories from the moderately aesthetic to the seemingly mundane, exploring 

their relationships with producers and constituent publics, as well as their evaluation styles 

and the intermediary functions they recognize as legitimate. 

A Final Word, Not a Final Act. This study is but a small contribution to a growing 

line of inquiry into the consumption of aesthetic products and the aesthetic qualities of 

products in general. A decade ago, a group of researchers (Holbrook 1980, Holbrook and 

Hirschman 1982, Hirschman and Holbrook 1982, Hirschman 1983) informed the consumer 

behavior field that certain classes of products are attended to differently than those 

regularly studied by consumer researchers. A product needn't be some summation of 

utilitarian attributes; it may also be a reflection of meaning, a constituent of the 

consumer's preferred or ideal aesthetic. Underlying the difference is a consumer who 

doesn't buy a car for its fuel economy, or a rug for its wear-dating. Similarly, social 

researchers (Blau 1988; Zolbcrg 1980, 1990) have informed a generation that 
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organizations involved in the arts cannot be approached as merely another organization, a 

steel miIl with less-soiled personnel, a financial institution involved in different types of 

portfolios. This research is indebted to these works, and is intended as an extension of 

their insights into the more traditional precincts of marketing research. 
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