Chapter TV

THE AUDIENCE:
The Music Copsumers

Introduction. COrehestral music would be pointless without the lNatonar.
This imporfant factor in music making, the awdience, iz viewed Ly
eronomists (William J. Baumol and William G, Bowen), professional
market researchers (Eric Marder Assoc. , Inc.), periormers-ton=-
ductors (Harry Ellis Dickson and Zubin Mehta), eritics (Howard Taub-
man and Stephan Bornstein), a music educator (Thomas H. Hillj and
anr crohestra manager (Helen M. Thoi pao,

THE AUDRIENCE*

Willinm J. Baumol
and William G. Bowen

The relevance of an analysis of audience characsterictics to
a study of the economics of the performing arts may not be imme-
diately apparent. After all, cne might argue that, from a purely
pecuniary point of view, the only pertinent fastor is box office re-
ceipte, and not the identity of the individeal who buys the tickets.
If the box office does a sufficiently brisk business, a performing
eompany's finances will be in satisfactory condition, no matler who
porchases ibs Hekets,  Why, then, do we care 2baut e makeup of
the audience?

In Inet, there are wmany reasons for our concern, First and
perhaps most important, though not from an economie point of
view, we care who attends because we believe Farticipation in an
dudience contributes (0 the welfire of the individyal. If the arts

are a "good thing, " We must concern ourselves with those who are
deprived of the sxperience.

Second, we must know the characteristics of the audience if

FFrom Performing Arts: The Economic Dilemma, by William J.
Baymol and William G. Bowen; New York: Twehlieth Century
Fund, 1968. Copyright 1866 by The Twentieth Century Fund, Re-
printed by permiszion.
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weo are to esaluate ticket pricing and distribution policies. The
complaints one hears about high ticket prices discouraging cortain
groups of pepple from attemding can be evaluated ultimately only in
terms of audience compheition.

A third reason for concern with the mature of the audience
is associated with the issuve of government support. Both the de-
sirability and the polltlcal feasibility of government support may
depend, at least in part, on the composition of the aundience.

Fourth, even if we ponsider the performing arts dispassion-
ately as 3. product and nothing more, effective markeling policy re-
quires that we know something about those who demand the com-
maodity, just as an awtomaobile manufacturer needs to know who buys
his cars. This information helps the manufacturer to merchandise
hig product gnd to plan his physieal facilifies: by giving i a
better idea of his future market poteptial, it cnables him to reach
more rationa] deeisions on investment poliey and on the size and
direction of his future activities.

Adudience data are necessary, too, for a variety of amalytical
purposes whieh arise out of the guestions with which we shall deal
in later chapters. We have already mentioned one such fundamental
question, the effect of ticket prices on audience composition.
Equally significant is the relationship between the make-up of the
audience and the extent of the contributions which the perforting
crganization can hope 10 peceive.  However, 1he present ehaptar is
primarily degcriptive; it is essentially 4 report on who attends per-
[ormances today, not an examination of the influences which deter-
mine attendapce or 2 disgussion of the possible effects of policy
changes on the nature of the audience,

Survey Mathods

Most of this discussion is based on our own data--on figures
compiled from direct questioning of a sizable sample of audiences
throughout the country--because, by and large, delailed statistics
on the aundience for the performing arts throughout the countey are
unavailable. There do exist a number of earlier studies treating
particular sectors of the arts, especially the theater. We shall
refer to some of these later, but their structure and specialized
character rostrict the extent to which they can be related to our

findings.

Some explanation of the nature of our survey and the proce-
dures used in conducting it is neeessary. Our peneral procedure
involved the yse of questionnairss which were distributed to a pre-
determined yample of the audience (uenally 50 per cenf) at per-
formanees of various kinds, by inserting copies into the programs.
Recipiontd were roquestid to camplete the forms and rebturn Hem
to us before they left the hall. The respondent was asked ahout
hiz age, education, occupation, income, distance traveled to the
performance, the amount he spent on tickets, transpaortation,
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restaurant and other expenses associated with his atiendance, his
frequency of alttendsnee at other types of lve performance, his in-
clination to contribute, and so on. Critical to the succeszs of our
survey was the truly extraordinary cooperation we received from
the organizations invelved. A regquest for permission to conduct a
survey was rarely refused, and once it was granted we were usu-
glly offered all possible assistance.

The surveps were conducted from Sepembor of 18083 threaugh
March of 1965. In order to determine who should be Surveyed, we
first compiled a roster of professional orpanizations for each of the
art forms, and then developed a sample which, theugh not random
in a technical sense, gave us wide coverage in terms of art fortn,
region and nipht of the week, In all, we surveyed 153 perform-
anees [HE theatrieal, 3 orchestral, 8 operatic, § danee, 5 shamber
mugic and 13 free open-air performances) and cbtained 29 413 us-
able replies. The distribution of usable responses by art form
ecorresponded closely o the distribution of estimated audience sizes.
Only the Broadway audience was relatively under-reprasSented by our
guryey, and this was deliberate, for we already had a gpreat deal of
information about the New York City awdience from other sources.

Az a direct consequence of the geographic distribption of the
nation's professional performing organizations, most of our surveys
took place in cities of substantial zize. ‘The list includegz Los An-
geles, San Franciseo, Portland (Oregon), Seattle, Oklahoma City,
Dallas, Houston, Chieage, Amn Arbor, Minneapolis, Cleveland,
Clneinnati, Pitlsburgh, Allanla, Abingdon (Virginia), Washington,
Baltimore, FPhiladelphia, Brooklyn and Boston.

On the average, our response rate--the proporticn of per-
song who returned the questionnaires they had been given--was al-
mast exactly 50 per cent. This rate is high for a survey request-
ing information about Income and other porsonal matters.  Broad-
way and opera audiences produced the lowest rate of response--
about 256 per eent in each case. While the low rate of return on
Broadway 15 fairly easily accounted for by the special nabire of its
audience, which will be described later, our results for opera are
less casily explained, The response rate iz important not just be-
cause it affects the mumber of usable questicnnaires, but also be-
cause it may have significant implications for the degree of hiag in
our results. For example, i bachelors wers more willing than
married men to provide the infermation requested, the labulated
results of the survey would report a proportion of married people
in the sudience rouch smaller than the true fipure.

In order to determine whether, in fact, our rezults were
sericusly biased, wo undertook several tests. In general, the ro-
sulte are reassuring.  There wers no marked differences in rates
of return from various classes of seats; that is, holders of EXPen-
sive tickels did not reply ai a signifieantly different Tate from hold-
ers of less expensive tickets. There was a very slipht relationship
between response rate and median income, with & small increase in

s
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rate of response associated with increases in the median inecomé of
audiences; and there was alge a slight relationship between re-
sponse rate and proportion of males In professional oecupations—-
the higher the mumber of prolessicnals, the higher the number of
returng. However, most of these relations were very weak and,
in technical terms, did not satisfy the reguirements of “statistical
significance, " From a more general point of view, what ls most
caomforting is the great conslstency of our results. The faet that
they show the same pattern at performances differing widely in
type and geographic locatiom sugrests very strongly that they are
not Lhe conseguence of aceidentzl biases imparted by the natore of
particular andiences.

Characieristics of the Audience: Ape

Before presenting the results of owr survey we shall com-
ment briefly on one important audience characteristic which, for a
variety of reasons, we did not investizate direetly--ethnic composi-
tion. Several persons experienced in the management of perform-
ing organizations emphasized that this is a erueial cheracteristic.
AR one commented, musical performances arve often in trouble in
a city without a large German, Italian or Jewish population. &
Jewish holiday can decimate the awndience even in a Midwestern
elty. Several managers noted that MNegroes, on the other hand, at-
tend infrequently, even whete there is no overt discrimination, ax-
cept perhaps when Megro themes and performers are presented.
Of course, these are only casual obscrvations, and we have no way
of substantiating theam--let alone any way of separating out the ef-
fect on attendanee of ethnie ehairacteristics per se from the effect
of ineome.

What does our survey tell us about differences between the
tymical audience and the population as 2 whele? A succinct sum-
mary of our principal findings is given in Table 1, where we pre-
sent a composite profile of the audiences al the various art forme,
each weighled by estimated attendance in 1983-64, and A corres-
ponding profile lor the uwrban population of the United States as of
1950,

The first thing these datz suggest ig that the performing
arts aundisnce, contrary to what many people believe, seems to be
somewhat more heavily male than the popolation as a whole. Near-
fy 53 per cent of our respondents wers male, wlhereas only 2 little
more than 4B per cent of the wrban population is male. However,
this probably should not be takem too seripusly., I may simply re-
flect o male prerogative: i a husband #nd wile were present and
the guestionnalre was contained in the wife's program, it is very
possible that the hushand would have filled it out.

Theugh the medisn age for the U.3, population is B years
below that of the arts audience, this ndicates simply that children
do not often attend the theater although they are included in the
Census. The rest of the data on age indicate that the audience is

{tont. on p. 248)



Table 1. Profile of the U. 5. Performing Arts Audience, Compared
with the Tofal Urban Population

Ferforming Urban
Arts TFogulation?
Aundienasd (19600
Sex
Iale 52.8% 48, 4%
Thde
ndar 20 6. 0% 7. 1%
Orver 60 5.0 13.1
Meadian Ape 38 yrs. 30,3 yrs,
Occupational Category
Males: al
Employed Persons:©
Professional 83. 0% 12. 7%
‘Teachers 10.3 1.1
Managerial 21.4 12,6
Clerigal and Sales 13.0 i7.2
Elue 1lar 2.6 7.4
Stpdents 13. 3
Females:
Employed Persons:C
Professional 63. 2% 14, 0%
Teachers 25.4 5.6
Manzrerial 7.2 9
Clerical 24.9 34, 3
Bales 2.8 B.5
EBlue Collar 1.8 5.3
Students 15.1
Housewivesd 35,2
Education
Males (ape 25 and over):
Grade Hchool and Less Than
4 ¥rs. High School 3. 2% 66. 8%
4 ¥rs. High Sehool 6.5 22.1
1-3 ¥rs. College 12. 8 0.8
4 ¥ra. College 231 6.2
Graduate Schogl 056.4 5.3
Median Category Grad. work 2 yrs. h.s.
- Females (ape 25 and over):
Grade 3chool and T.ess Than
4 Yrs, High School 2. 8% 55.1%
4 Yrs. High School 15.3 28.9
1-3 ¥rs, Colleze 23.6 9.5

244

Periorming Urhan

Arts Fopulation®
Audienced (1960)
4 ¥rs. College 267 4.5
Graduate School 1.8 2.0
Median Category 4 yrs, college 3 yr8, h.5.
Income
Cwver §5000 81, 3% B4. 8%
Owver 15,000 3.5 5.4
Owver $25,000 17.4 1.5
Median neome 512,804 $01g6
Frequency of Aftendance
Avarage Number of Performances
Attended in Last 12 Months: MNumber
Theater 8.4
Symphony 5.1
Opera 1.7
Dange 1.2
Other Serious Music 22

a Based on Twentieth Certury Fund audienee survey; 24,435 re-
gpondents,  The figures given here are weighted averages of the
results for individual art forms. The weights are based on es-
timated attendance in 198%3-64 and are as follows [on a 100 point
gcale): Broadway = 38, off-Broadway = 3, mepgicnal reperfory
theater = 9, major vrchestras = 33, opara = 6, dance = 4,

b Data from U.S5. Censug of Population, 1980: Detailed Charac-
teristics, U.5. Swmmary, Tables 158, 1713, 189, 194, 203, 224,
A composile profile could have been built for just those cities
where we conducted surveys, but some experimentztion indicated
that this reflinement would have made little difference.

¢ The number of employed persons is the hase for the following
percentages.  The percentage of teachers is a component of
the "Professional™ catepary.

d The base for these percentages ig the total number of respond-
enks.
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FIGURE 1

AGE DISTRIRUTION OF THE U. 5. PERFORMING ARTSE
AUDIENCE AND OF THE TOTAL URBAN POPULATION

PER CEMNT

55

relatively young., This is shown most easily with the aid of Figure
1. Tn that graph, the dark bars represent the proportion of the
audience in different age groups and the Iight bars the proportion
of the urban population as 2 whole in these age growps. We see
that relative to tofal population the arts audience iS greatest in the
interval 20 to 24 Vears of age. Twice as high a percentase of the
arts audience (12.2 per cent) lies in that spe interval as iz the
cage for the letal weban peopulabion §6. 1 per cenf).  This Tatio of ]
2.00 15 what we call the relative freguency: it iz equal to the pri--
portion of the audience within & given category divided by the pro-
porlion of the total urban population in that same category.  Cal-
culation of such figures for each of our other age group catepories
shows very clearly that relative frequency declines steadily with
age once we zet beyond the mferval under 20 vyears of agg. Those
ligures tell us that the andienes at a typical performance is {ar
younger than the urban populatipn as 2 whole, and that the older
the age proup, the smaller is itz relative repregsentation in a tvpi-
cal sudience. Consequently, older people (those over 80) are the
ECATCEST members of the sudience im relabion fo fhelr pumbers in
the urban population of the United States. In a word, audiences
are young., With the proportion of the natipn's poplation in the

YOUNReT age brackets growing rather rapidly, this fact may be guite
signifiennt,

R L ca i 3 5. i

Two altermative bypotheses can explain the relative youthiul-
ness of the arts audience. I the same age patierns have always
charactarized the andience, it means that people attend
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perivpmances when they are youns and then pradually drop oub of
the gudience a5 they grow older. They may become less interested,
or Attendance may become more difficult for them, or ofher inter-
e5ts and responsibilities may keep them from the theater. The
second hypothesis is more sanguine. Tt may be that the perform-
ing arts are now attracting & younger audience lhan eyer hefors,

If young: people did not attend very frequently in the past, ¢his
would account [or the smaller mumber of older patrons taday, the
absenleez never having developed an interest in live performance,
If this iz 2o and younger Americans are attending in [ar higher re-
Ialive numbers than they did in the past, then we may be building
a bage for A greal fulure expansion.

Unfortunately, becauge there ig so litile in the wav of com-
pardble survey results [or earlier years, we cannot be sure which
of these alternatives applies. The only source of historical data
known to us is 4 series of Playblll surveys of the Broadway theater
audience guing baelr to IH35-58. These data show almost no change
in the age composition of the audience aod thus support the view
that the audience is not growiog younger,

Oceupation, Bducation and Income

Turning next to the distribution of audiences by occcupation,
we See that rouphly 15 per gent of all our vespondents were stu-
dents, and that among employed males only 2 t0 3 per cent of the
tokal pudience neluded in the zurvey was compused of blue collar
workers, a5 compared io a figure of nearly 80 per cent for the
urban population as a whole. We conefude (hat the audience for the
arts iz made up preponderantly--indeed, almost entirely--of peo-
e [rom the white collar occupalions. In the typical arts audiepce
all of the white collar groups are over-represented (in comparizon
with the urban populalicn), with two exceptions, clerical and sales
persans.  The degree of over-representstion is by ne means the
same, however.  Among males there are roughly nine Limes ag
many teachers in the auwdience as in the urban populstion of tha
United States, and nearly five times a8 many professionals of all
sorts [see Figure 2). The arts' share of professionalz iz also
much greater than their share of managerial persoinel. Tn peneral,
the wvery high proportion of members of the professions i tie arts
audience is characteristic of both sexes, However, the proporbion
of teachers in the audience iz much higher for men than for womet.
As a possible explanation one might surmise that a high rate of
theatergoing i characteriatic of teachers at mozre advaneed profes-
sional levels, and that female teachers are more heavily disiributed
in the lower grades of the achools.

Two numbars not shown on the table or the chart are of ip-
tercist,  Three per cont of our employed male Tespondents werp
themselves perfurming arlists or performers and 5 per cent of the
femdles were In this category. These proportioms are surelyv gig-
nificantly higher than those for the populaticn as a whole, but the
unavailability of related Census data prevents a direct comparizon.
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Next we turn to the educational atbainment level of the audi-
ences, reported in Table 1 and shown graphically in Figure 3, All
of these resulis refor only 0 persons 25 years of age and over, in
order to avoid the bigses ntroduced by ncluding persons who are
gtill in school, We conclude that the awdience is composed of ex-
ceedingly well-cducated perzong.  Less than 3 per cent of the =
z males and females did not gradunte [rom high school, a5 compared
to the more than 50 per eent of the UL 5, urban population 25 years
and over who did not do so, At the other end of the speclrum,

S over 55 per cent of the males attending performances did some
work beyond college--an edvcational level attained by only § per

g cent of the wurban population. Almost one third of the women in
the gudience did some gradvate work, ss compared with 2 per ccot

=] of the female wrban population who did so. In Figure 3 the sharp
decling in the lesgth of the light bars as we move from top to bot-

tom means that the proportion of the urban population at each edu-
cational level falle very rapidly as the level of educational attain-
ment jncreascs; the reverse is true of the arts audience.

n

10

The last sosio-economic characteristic reported in Table 1,
audience income, is described in more detail in Figure 4. Once
mare the results are clear-cut and exireme, They show that the
median family income among & typical arts andience i3 roushly
twice as hiph as that for the total wrban population. Forty per
cenf of our arts audience had ncomes of $15,000 or more, and 17
per cent had incomes of $29,000 or more. The proportion of the
arts audience in the category 215,000 to %24, 59099 is nearly six
times as high A=z that of the urban population as a whole: and about
11 and & half times as large a proportion of the audience earned
| pver §23,000 as is true of the urban population generally. 2
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Differences in Profiles Among Art Forms

Whal variations in zudience characteristics can be chzerved
when the several art forms are examined separately?

UABAN POPULATION
ARTS AUDIEMCE

The most remarhable finding iz dhat avdiences frome art [ovm
to art form are very similal.. They all show a median age in the
middle 30's; over per cent of the audience for each art form
consists of people in the professions (and this finding holds For both
sexes); all exhibit an exiremely high level of education, with 50 per
cent of the males having gone to graduate school and 50 per cent
of the females having at least completed college; and there is a
comsistently high level of ingome, in no case lnvolving a median
under $11,000.

e

AHD SALES Sy

TEACHERS I
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E = gg Some moderate differences by lype of performance are worth
E peinting out.  For instance, there are differences in attendance by
Sex among art forms. Women tend o predominate in the audiences
af symphonies and the dance, wWhoreas men constitate the majority
attending the theater, opera 2nd programs of chamber music.

There is also a slicht difference in age among the various audi-
ences, with symphonies having & higher poercentage of persons over
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FIGURE 4

INCOME DISTRIBUTION OF THE U. &.
PERFORMING ARTE AUDIENCE AND OF THE
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60. However, we musl point out that symphonjes, perbaps more
than other art forms, freguently have speclal younr peoplé's con-
certs, none of which were surveyed by us. The cddstence of these
concerts must surely bims our estimate of the age distribution of
symphony audiences, because many of the young people who attend
such special concerts might otherwise have boon found in dudiences

attending other performances.

As tp oceopations, we [ind that a relatively small number
of studeots atiend ballet, opera and the thealer, but that chamber
music sudiences are heavily peopled by students, leachers and pro-
fessiopals in general. While the number of blue collar workers
hhﬂhtﬂlmmrml,hﬁmnmﬂhnumﬂnm
opera. This finding could reflect the effect of the culfure of Fu-
rope, where opera is a popular art form, and may, therefore, re-
port what is primarily an immigrant group. On the other hand,
becauseé of the small number of operatic organizations surveyed, it
may simply represent the influence of the New York City Opera
with its low admission prices.

The mumber of blue collar workers remained conslstently low
throughout the survey, Thelr share of the tolal male audience
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reached B per cent In only 5 of our 35 theaters, never reached 5
per cent in any of the 12 major orchestras surveved, constitutod
§ per cent of the audience at the Brooklyn Opera, and 7 to 9 per
cent of the audience [or non-contemporary opera at the New York
City Center. I dance, the proportion of blue collar workers was
T per cent of the total at a performance of the Alvin Alley Dance
Theatre (a Negro company with a considerable Negro following)
while in three of the other audiences surveved there were no blue
collar workers. In chamber music audiences the number of blue
collar workers never reached 2 par cent

Educational level was the most consisteat element of all,
with chamber musi¢ drawing the most highly educated sudience--
over 715 per cent of the males and 52 per cent of the females hav-
ing attended gradumate school.

Incomes also were consistently high, thonsh theater
had an income about $1500 higher, on the averare than members
of the audiences of other art forms. In only 2 of the 35 theaters
surveyed did median agdience income fall below § . The
highest median income was not found on Broadway, bul al o West
Coast theater, where i was over 518,000, A theater
did,hmmr,minldmmmi In 29 of our theater
andiences, medlan income was between $11,000 and $15,000, The
op ligure for any single performance was almost cortainly higher,
because these figures represent the average of all the surveys
taken at each organization (thore was mora than one in almost
avery casc), All 13 major orchesteas surveyed showed median
audlence Incomes above $10,000, the highest being $15,000,
Again, the reaults varied little; 8 of the 12 exhibifed median in-
comes bebwesn $11,000-and $13,000. Audience incomes at dance
and chamber orchestra performances were slishfly lower than those
of avdiences in general, Twe of owr five dance surveys
median incomes under £10,000. Three of the five chamber group
audiences were in this category, but one of the ing quartet awdi-
ences had a median income over $16,500

A distinct pattern emerges [rom the responses
about frequency of attvndance, Theater is shown to be the
popular art form. With one exceplion, the patrons at all Ly
performance- -members of dance, opera of chamber
ences--indicated that the theater was the art
tended most [roquanly. Even in the axceplional case, the
of
dance; that is to say, members of the symphony andience indi
that they attended thealers almost as frequently as they went
chestral concerts.
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The New York Audience

We also investignted the audience in New York City by itsell
This enabled us to deal with a constant basic population, one drawn
primarily from a smgle region. It also permitted us to make a
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