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PREFACE

This Research Report had its origins in a
series of meetings organized in 1975 by
Polly Buck, the National Endowment for
the Arts' program director for the per-
forming arts. The directors of the
programs of theatre, dance, and music
participated in these meetings with the
Research Division staff to outline
research needs. The study of the per-
forming arts audience was an area of
special concern. The performing arts
pPrograms were reéceiving applications for
support of audience studies from insti-
tutions in their fields, The program
directors recognized that many audience
studies had been completed but were
uitevaluated and could not be used for the
greatest advantage. A critical review
was thought to be needed before under—
taking new audience studies. Subsequently.
at the direction of the Arts Endowment's
Chairman, Nancy Hanks, the concept for a
critical review of audience studies was
expanded to include museums as well as
the performing arts.

In 1976, a competitive program solici-
tation was released requesting proposals
from individuals or organizations wishing
to undertake a critical review of
audience studies. The proposals were
evaluated and an award made fo the Center
for the Study of Public Policy in
Cambridge, Massachusetts. The project,
under the leadership of Michael Useem and
Paul DiMaggio, with the assistance of
Paula Brown. included a diligent search
for audience studies. Initially, it. was
hoped that 100 to 150 atudies would be
found. A number of this magnitude would
provide an excellent basis for a critical
review, However. to everyone's surprise,
270 comzleted audience studies were found
that were made available to the investi-
gators. &1l but five have now been made
available to additional users. as
explained in the last paragraph of the
Preface.

The critical review examined two kinds of
questions. The first is about what past
audience studies show when analyzed as a
set. 'The second group of guestions was
agoncerned with the methodology of
audience studies and the bringing togeth-
er of the experience so that caveats and
guidance for future audience studies
might be developad. Both of these sides
of the project are presented in this
report,

An important caution to the reader: the
coverage of institutions is not a result
of a structured sampling procedure aimed
at providing data on all American arts
audiences. Some categories of audiences
are poorly represented among the audience
studies. We believe that this is an
indication that few, if any, audience
studies have been made by the institutions
serving these audience categories. BRlso.
the study restricted itself to the live
performing arts and to museums: it made no
attempt to collect audience studies in the
media fields. Research Division’ Report -
#4, Arts and Cultural Programs on Radio
and Television, contalns useful infor-
matlon about the audieénce measurement
procedures utilized in the media fields

of radio and TV, (Copies of this report
are available on request.) =

During the study, the investigators met,
corresponded, or talked with about 600
individuals who had been invelved with one
or more audience study projects. 1In a
very real sense., this study report is a
distillation of the combined experience of
these people. Their contribution to the
project was vital and is greatly appre-
ciated by the Arts Endowment. It is hoped
.that this report will become a benchmark
that will allow their experiences to be
used-effectively by future audience
investigators and thereby contribute to
both the improvement of the art of study-
ing the audience and to the capability of
arts and cultural institutions to serve
their 2udiences.

The investigators collected 270 audience
studies. Of these, five were retained as
confidential with respect to further exam-
ination beyona the project. The remaining
265 audience studies have been brought to
the Arts Endowment's offices and are
organized as a study collection. These
studies are identified in Appendix II.
Visitors to the Arts Endowmeént may make
arrangements to examine these studies by
contacting Mrs. Chris Morrison, Librarian,
National Endowment for the Arts, 2401 B
Street W.W., Washington,D.C. 2050€,
telephone (202) 634-7640.

Research Division
Wational Endowment for the Arts
October 1978
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Audience research for the performing arts
and maseuwnms has increased rapidly in
recent years to the point where it is now
commonplace. We have agsembled and
analyzed a number of these studies with
two purposes in mind. First, we are
interested in the social profiles of these
groups of attenders. Who is the culture-
consuring public? Our answers to this
cguestion shculd be of use to arts adminis-
trators, govermnment agencies, other
researchers, ahd the concerned public.
Second, we are interested in the guality
of audience research. How well done
technically is the work? Further, how
useful are the resnlts of these surveys
and questionnaires to the organizations
who undertake them? Ours is the first
*gystematic evaluation of the gquality of
andience research, and we hope our
findings will be helpful not only to
other researchers but to tnose managers
and directors who contract for audience
studies and who review the results. In
the course of both discussions--on
audience composition and on research
quality--we review and summarize per-
tinent literature in the field.

There is a need to know +ho the cultural
audience is--and is not--before policy
decisions are made on how to expand an
_G¥ganization's activities or on how to be
‘more responsive o a wider range of the

public. Our data on the composition of
perlorming arts audiences and museum
visitors are based on 270 studies. both
published and unpublished, which we list
at the end of the report. We gachered
this material after a search of libraries.
indexes, and bibliographies. A mailed
inquiry to over 1,200 cultural institu-~
tions and organizations brought more than
600 responses.

Nearly all of the studles we received were
done after 1970, alchough originally we
had hoped to include earlier ones as well.
These were done for institutions which
varied widely in size, function, and
locatiori. They do not, however, represent
a preciseé cross section of the cultural
activities involved. In the field of the
performing arts, the studies were of
audiences for theatre, dance. ballet.
classical music, and opeéra. For museums
they were of visitors to art, history,
science, and other museums. We did not
receive audience studies for jazz, folk/
ethnic music, popular art., and did not
saek studies on any of the media arts of
radio, television, and f£ilm. The studies

came from forty~ome states and the
District of Columbia. They were not
weighted according to audience size, but
are what we were able to collect.

For categorical variables (gender, edu~
cation, occupation. and race) we tabulated
percentages of respondents in those
categoriés used in the greatest number of
studies. For vontinuous variables (age
and income) we <Calculated median figures
for each audience 'studied.

Gender. The stereotype of the arts as a
predominately feminine activity did not
hold true. Women only slightly outnwn-
bered men in relation to their percentage
of the population as a whole. The men in
the andiences were a median 43 percent for
the performing arts, 46 percent for
museums, and 49 percent for the population
Audiences for ballet and dance were the
most heavily female (60 percent) and
visitors to science and history museums
were the most heavily male (53 percent),
but there were large variations from
audience to audience both within and
arong cultural types.’® For example, there
were moLe men than women in ong-guarter
of the”studies of the performing arts and
in two-fifths of the studies of museums.
The median pPercentage of men ranged from
31 to 58 in the performing arts and from
30 to 71 in museums. In other words. the
overall figures on §ender would be a poor
predictor of the make-up of a particular
audience. The day of the week and. perhaps.
the content of the event had some effect
on the gender of the audience.

Age. The median age of visitors to
museums was thirty-one and of audiences
for the performing arts was thirty-five.
This age profile is 'similar to that of the
general population since the figures lie
between the median age of the entire U.S.
population (twenty-eight) and the median
age of the population sixteen and over
(forty). The data from the studies was
complicated by a variety of reéstrictions
on the age of respondents.

Again, variability was great within and
among the types of performing arts and
museums. Audiences for opera and class-
ical music were older than for theatre and
ballet/dance. There was less variability
among museums but science museums had
andiences younger by a median two years
than art museums. The seasons of the year
and the tlme of performance in some cases
affected audience age. Audiences were
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younger in the summer: the median age grew
older from weekend evenings to weekday

-

museum visitors as compared to 59 pergent
professionals amornyg performing arts

evenings to matinees (the oldest). There
is some evidence that content of the event
and that geographic region affect audience
age.

Education. Educational attainment is the
single most important variable in the
social profile of attenders. Perhaps this
is because schooling provides formal
training in the arts. a social milieu
encouraging participatdion, opportunities
to attend, and a family habit which is
passed down to children. Although
audiences varied considerably, median
educational attainment was consistently
high. Among attenders. 30 percent had
graduate training, 54 percent had four-
year college degrees (as compared to 14
percent of U.s. adults), 22 percent had

no scheooling beyond hi?h school (74
percent of U,.S. adults), and 5 percent had
not completed high school {38 percent of
U.S. adults).

It is likely that children were under-
represented in audience samples although
the extent cannot be determined from
analysis of the studies.

Median education was higheér for performing
arts audiences than for museum visitors,
higher for ballet and dance than for
theatre, and higher for art museums than
for science and history museums. Although
for education, as for other variables,
museums served a somewhat broader public
than the performing arts, cultural
audiences were rloser to each other than
to the general public.

Occupation. The complexity of classifying
occupations into manageaple ¢ egories,
especially given the vast arr ©f schemes
in the studies wé analyzed, me s again
that tendencies are more importent than
exact figures here. Ewven with this.qual-
ification. however, one of the most
striking findings was the very high
percentage of professionals among
attenders and the very low percentage of
blue-collar workers. Professionals made
up a median 56 percent of employed persons
in the audiences but were only 15 percent
of the employed work force: biue-collar
workers were 4 percent of empleved persons
in the audiences but 34 percent of the
employed work force. (At that, the per-
centage of blue-collar may be slightly
overstated due to classification
ambiguities.)

Again, museum visitors were somewhat more
representative of the public than the
performing arts audiences. For example,
there were 42 percent professionals among

"attenders by a third.

audiences. Art museums diffeéred from
other types of museams with a higher ratio
of professionals. In fact, they had the
same percentage {59) as did the performing
arts. which differed little among the
various types.

Teachers (including college and university)
were especially numerous among profes-
sionalis with 21.0 percent of the attenders
overall but.4.1 percent of the work force.
In comparison to their chare of the
professional work force, they exceeded
their share of professionals among

I

If professionals were high in all meas-
ures, blue-collar workers were low. Only
among "other museums”, which showed 17
percent blue-ceollar, was there any change
in the pattern. Blue-collar workers were
2.8fpercent of performing arts audiences
and 3.1 percent of art museum visitors.
And excluding museums other than art,
thirty-four of the fifty-two studies
showed blue-collar workers in numbers
amounting to less than one-tenth of their
share of the work force as a whole.

Among other occupations, managers had
higher percentages in the performing arts
audiences than in the work force, though
not nearly so high as professionals. Some
studies merged profeéssional and manager
into one category. When we did so to
discover a rough index of high status
occupations., we found that 69.5 percent of
attenders fell into this combined category
which made up 25.5 percent of the work
force.

Clerical/sales and homemakers had percent-
ages below their share of the work force
but the latter were highly variable from
audience to audience (5 to 52 percent).
Students were attenders to a very high
degree, though again the range was great
(0 to 63 percent). Retired and unemployed
were consistently low in relation to their
share of the population.

Income. High income is associated with
cultural participation but is not the
cause, at least not nearly to the degree
that education and occupation are. When
all three factors are controlled. income
dees not seem to predict attendance where
education and occupation do.

Since it is sensitive, private information,
income figures are liable to distortion
{there were nonresponse rates up to 29
percent). BAll figures from the studies
have been converted into mid-1976 dollars
for comparability. In this regard, a
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median figure for the U.S. as a whole
would be a family income of $14,000.

Throughout the studies family income was
consistently above this baseline. For the
performing arts. the median was §$19.000
and for museums $17,000. When audiences
for outdoor diamas were excluded, the
median income for the performing arts was
higher, $20,250. Also, once this group of

studies was disregarded there was a gond
deal of consistency from type to type in
the performing arts.

Ag they did with regard to education and
occupation, museums attracted a somewhat
more representative cross section of the
public in terms of income. But still,
only one mugeum study reported a median
family income beélow the general population.

Very few studies reported attend-
Based

Race.
ance by race or ethnic background.
on this scarce data, we found that
minorities--blacks and persons of Hispanic
and Oriental background--were 7 percent of
the audience but 20 percent of the popu-
lation.” Museums other than art were more
inclusive with 11 percent minority
attendance. Blacks made up 3.0 percent
of the attenders but 12.3 percent of the
urban population. Selected comparisons

of individual studies with urban area
statistics also showed this pattern of
underrepresentation.

The low ratios of nminorities are probably
due to the fact that these groups on the
average are younger, have less education
and lower incomes. and are less likely

to work in professional occupations.

A review of cross-sectional surveys in
which people reported on their own
attendance habite showed wide variation

‘Erom place to place and time to time, but

in general the figures for minority
attendance are much higher than in the
audience surveys.

In sum, the studies show that the culture-
consuming public is more educated., has
higher incomes. and has higher status jobs
than the general public. Museum visitors
were somewhat more representative of the
public than performing arts audiences.

The difference may be attributed in part
to the lower median age of the museum
population. Theatre audiences had
slightly lower scale demographic profiles
than the other performing arts. and art
miseums were higher scale than the other
types of museums.

We could find no evidence that audiences
were.becoming more democratic, None of
the variables showed any significant

s

change in time over the last fifteen years
for the performing arts, the only studies
for whith we had sufficienpt data. Changes
might be going on within or among audi- {
ences for individual art. forms but the
necessary aggregates of our data would
conceal these.

In our review of audience studies we also
looked at the frequency ©f attendance,
economic immact, and public attitudes
toward the arts. We discovered that
frequent attenders are more educated and
probably have higher incomes than infre-
guent attenders. BAlso, frequent- attenders
of one of the performing arts are likely
to go to performances of the other arts
{frequent rheatregoers are the exception).
The few studies which examined &conomic
impact showed that cultural institutions
seem to draw visitors to a city and the
resultant spending benefits certain ’
segments of the economy substantially.
And finally, studies of attitudes toward
the arts showed widespread public support
with majorities or near majorities in
favor of government subsidy. Local money
tends to be preferred to federal, funds
for institntions are preferred to funds
for artists, and museum support is pre-
ferred over the performing arts. 1In
general, public attitudes seem to be
growing more supportive along with the
increase in government funding.

Good audience research is starce. The
best single study of cultural audiences to
date has been William J. Baumol and
william G. Bowen's work in 1966, Perform—
ing Arts--The Economic Dilemma. (Thelr
data showed a more elite audience than
ours, probably because they analyzed
professional performing arts only.) Apart
from this landmark work. quality varies
tremendously. ©One of our main interests
has been to measure the factors affecting
quality and to relate these to the use to
which audience research findings are put.
we hope our analysis will provide guide-
lines--though certainly not hard and fast
rules--for those organizations considering
audience research.

Detailed Questionnaires were sent to 112
directors of studies done since 1970, of
these, 86 responded with the information
requested on such factors as the profession,
education, and experience of the invectiga-~
tor: organization conducting the research,
the project's budget. the research methods
employed; and the applications made of the
results, These questionnaires along with
the study reports themselves were rated
according t© a checklist of specific ’
vegearch procedures. We measured both
internal validity (whether the explanation
offered is the true cause) and eéxternal
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validity ether the results can _be gen-
eralized)™and developed a single quality

scale. We used tultiple regression

andlysis_to determine the effects of each
8tudy characteristic, holding all others
censtant.

a

+

The result was that budget and inve. i-
gator's profession were of greatest
importance in producing quality. TFor
example, a budget of at least $1.000 and
d study director with a background in
social science, or in a migcellaneous
category of other research-related
professions, did very well on the quality
scale. Budget and profession explained
63 percent of the total variation in
quality.

We also developed utility scales to
measure the application of research te
policy. baged on the reports <f the study
directorg. These looked at internal use
{e.g., ticket pricing and exhibit centent)
and external use (e.g., public relations,
funding, and audience expansion policy).
We found no significant correlation .
between use, technical quality, and the
correlates of quality--budget, invest-
igator profession. and institutional
setting. The only factor which had any
sort of importance was the interaction of

* two variables: experienced in-house

investigators produced studies that were
found to be more useful than those done
by either inexperienced in-house or
outside investigators. And these two
variables produced a small and inconsis-
tent relationship which explained less
than 10 percent of -the variation in use.

The extent to which £he studies were
applied varied sharply anhd neither
quality, its variables. nor common sense
explained why. 1In order to discover the
answer., we looked intensively at twenty-
five audience studies which were selected
on the basis of type. region. and
currency. Also, we conducted forty-two
semi-structured interviews with study
directors and with those responsible for
study use. As additicnal background.
unstructured interviews were conducted
with twenty-five more directors and users.

Threugh our interviews we learned that,
contrary to conventional wisdem. research
was not undertaken to solve spec’fic
problems and findings were applied in a
variety of ways. The chief motives for
undertaking audience research were for
political leverage or because the oppor-
tunity wag offered gratis or ocut of a
vague sense of concern for more infor-
mation of scme sort. The results--
seventy-seven applications were mentioned--
were used for physical planning (29 per-

2ent of the uses cited). marketing {20
percent ). further researcn (l2.percent).
Programming (6 percent). and political
reasons (22 percent internal and 12
percent external).

Research findings entered inte policy
decisions in marginal and indirect ways.
It was not enly a matter of results being
applied when they supported existing |
attitudes and ignored when they did not--
though this was characteristic-~but it was
also that results might £Iy in the face of
other priorities: "Data step on toes." as
one study director put it. Further. most
cultural organizations have severely
limited means to fellow up on the direct
implications of audience rescarch.

In addition to being applied when they
confirmed the suspiciens of administrators,
regults were also likely to be used when
they werg-championed by an influential
person, et the authority of outsiders
gave them legitimacy. and when researchers
were involved in staff deliberations.
Along with' the limits on use -imposed by
lack of funds, results were not used. when
there was high staff turnover (a common
problem in cultural organizations) and
whe% they were confusingly reported., not
followed up on., or seemed trivial or
inconclusive.

It is clear that research findings con-
tributed to policy in highly indirect
ways as reinforcing. suggestive
expressive. and symbolic gestures that
depend little on the precise technical
methods employed. The lack of concern
over technical gquality in audience
research is a rational response to the
environment in which these organizations
operate.

But that environment is changing. in part
because of budget pressures and a general
shift in attitudes toward research
planning. It is likely that better use
will be made of better research, and we
recomnend the { ‘ng: support for
systematic planl .g 1 the arts with some
consénsus as to the role of audience
research! the creation of an information
clearinghouse to publicize and disseminate
arts research; the establishment of lccal
consortiums for cooperative arts research
to aid institutions that cannot afford
their own work; and worksheps on social
science methods for managers and admin-
istrators of cultural institutions.

o)

There are a number of gaps in our know-
ledge about audiences which require
several approaches. First of all. we need
on a national basis routine gathering of
descriptive statistics over time. These
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should be from a sample stratified accord- It seems to us that the more local studies
ing to institutional type. region, degree which are published. the better for all
of urbanization, prqgramm;ng policy, sconcerned and if-a clearinghousze were '
‘professional status.’'and-ticket.prices.. . available there would be a pool of infor- °

mation all could usefully draw upon.
Individual, organizations need to stand-
ardize their survey data in order to make A major Question of audience regearch is
results more useful to themselvés and to 9 tﬂer there is one ‘pudience or many. and
others. In conducting a survey, they whéther any distinctions can be made
should base their demographic categosies according to’ audience types and their
on census schemes; any other or special responsiveness to Such questions as price
categories should be highly differentiated. and program content. Other large "
A technigue which can be used easily and questions have to do with the process of
to gocd effect by local organizations is socialization of aits audiences and the
cross~tabutation. And information can be public for the arts in forms other th
7 increased with little added effort by live performance. qg“\
using census frequencies for metropolitan .
residents and by asking how often respon. Certainly cultural organizations can 1&
dents attend during a given period. Also. improve the quality and use of aidience
guasi-experimental design--controlled research by shifting their priorities.
studies before 4nd after limited policy But the Systematic use of audience
changes--is a useful methodology that research on a wide scale after the fashion
could be employed more often. ! of governmental agencies and Privaie
industry may be prohibitively expensive.
Honattenders, who are of great interest to )
. arts managers, pose a problem for audience
research and may require special attention
through in-depth interviews.
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INTRODUCTION!

v

To the general play-goer, it is presumed that the mos
interesting part of az theatre is behind- the scenes. |
actors and aﬁtresses naturally enough,; the chief inter-

eat lies with the aué;

ie - Before the Footlights.....

I never tired of studying‘the, many-headed animal - the

Audience,

I-loVe to take it Up_jn its different elements,

. 1871: 291}

and ponder it - looking out fr & cozy corner.in a stage-
base, myself unobserved. (Log

' P ™~

R

Although research on the\\§ts audience
‘.dates back to the museum visitor sthdies
in the 19208 (Robinson, 1930) ‘and Federal
Theatdry Project performances in the 1930s,
such research appears to have been under-
,taken on a.large scale only in the last
decade or two. Beginning in the 1950s--

. with the museum studies of de Borhegyi”

Hanson, and their colleagues {(1968) and
Abbey and Cameron {1959. 1960)~-and

cont:.nuing in the 1960's~-~with the perﬁorm- .fq.llowing manner.

ing’akts surveys of Baumcl and Bowén
(lQGG)—-gaEherlng information about
andiences in“imiseums and performing arts
institutions has grown to the point where
it is nearly commonplace. “0f more than i
600 arts organizations respouding to one
recent survey (Johnson and Prieve,-1976),
23 percent had conducted audience surﬁeys
within the previcus five years. We found
a similar situation: out of 612 arts
organizations. 27 percent had undertaken
such studies in recent memory, and many
others were preparing to do so. Further-
more. the generous cooperation we
receiYed from overworked and uestion-
naire*weary individuals in theatres,
mugeums, orchestras. and other arts
institutions was itself an expression of
a keen interest in the subject of
audience surveys. In fact, a surprising
nunber of arts mapagers sought our advice
on gpecific aspects of the design or
execution of audience studies.

-

In relation to the growing study of arts
audiences, our report has twe aims.
First, we have gathered research on the
composition, attitudes. and preferences
of arts audiences and have put together

a description of important features of
the American arts public. In doing so.
we drew upon reports, dquestionnaires. and
other materials from more than 250
research proje=ts,

The second aim has been to assess the
cuality and ut;lity of the arts audience
resoarch. ' report represafits the
first evaluat1 n of research in this

area: and it is one of the first to study
explicitly both how well research has been
carvried out 5& socidl-scientific standards
and how ugeful it hids been to the oxgani-
zations on whose behalf it was undertaken.
{For a brief but illuminating study of
marketing research by symphony orchestras.
see Wainwright (1973)).

e *
We began to gather our information in the
First, an exhaustiye.
library search was conducted for published
audience studies and an ipguiry form.was
mailed to over 1,200 muse . performing
arts organizations, arts ctuncils, and

: othénuorganlzatzgns’eoncerned with the °

arts. The form requested. information on,
an@ copies of,' any audience research with
*whi%h the recipient had been involvad or
was acqguainted. .This search,evertually
yielded materials on 270 studies.

“Second, a longer survey, form was gent tg
the directors of each of morssthan 100
studies that we had obtained by Japuary 1,
1977. 'The suxvey, based on a review of !
relevant methodological materials and on
more than two dozen unstructured inter-,
views with arts administrators and
researchers, reyuested information on the
study director, conducting organization.
research budget and funding, research
metHpdology. and Policy applications. ‘
Eighty-gix dlrectors responded within the
allotted time of approximately three
months,

Finally. structured interviews with forty-
two directors and users of twenty-five
audience studies were conducted in oxder
to better understand the purposes of ,
audience research and the reasons why some
studies yield more useful findings than
others. The research project selected

for case study represented a cross section
of art forms and study types.

Our findings and methodology are reported
in three chapters. Chapter One presents
a synthesis of data on audience’

L]
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composition reported by the studies in our

. possession. We have analyzed information
on gender. age. educational attainment,

—occupation,--income, and race of arts
attenders for various art forms. In
addition, Chapter One presents infor-
mation on changes in auwdience composition
over time, differences between frequent
and infrequent attenders., and the findings
of studies of the economic impact of the
arts and of public attitudes toward
government financing of the arts. Chapter
Two, based on the survey of study direc-
tors described above, analyzes the
determinants of the technical quality and
the effects of quality on the use of
auvdience studies in policy decisions.
Chapter Three draws on the case study
interviews and describes the reasons
audience studies are undertaken. the uses
they serve, the ways they enter the
decisionmaking process. and the factors
influencing their use. . Finally. Chapter
Four presents an agenda for further
research.,

It should be noted that references are
provi in two ways. References to

« audience studies are indicated. in the

. text by the study number (e.g., #17) and
reported in the List of Studies\given in
the back. Other references are tited by
aulhor and year of publication and arg
reportg? in the Bibliography.

This report may be useful to arts managers
and policy makers in several respects,
First, it presents a ¢omprehensive overview
of audience coamposition and makes Clear

- the limits of the information now avail-
able,

"Second, it compares the results of -
audience research carried out under
. ' varying circumstances and illuminates
whyt much of that research is,less than
"satisfactory. While there is no easy
recipe for ensurinyg' that audience research
can be both nseful and of the highest
quality, the material in these chapters
does indicate the complexity of the pro-
cegsses leading to good-research and to
research use. These chapters also
provide insights into tpoée aspects of
. research management about which something
can be done. However, it should be noted
that this report presents npo guidelines
for conducting audience stuedies. For
detaild on how to go about surveying an
« audiencde or set of visitors, sgsee Baumol
and Bowen (196¢: Appendix IV-1)}: Cameron
and Abbey (1960a, 1960b, 1961): Mann
(1966): and Newgren (1972).
iy -
¥ Our deepest thanks go to Jane Gdllop. who
served as thig project's aduinistrator.
librarian., accountant., editor, secretary.
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and txﬁist. all with equally great skill.
good humor, and forbearance, Against not
inconsiderable odds, she succeeded in
maintaining order and organization in a
singularly centripetal -environmeént.

Thanks, alse. to John Case, Nancy Lyons,
Larry Paker, Lee Aitken, Barbara Beelar.
and the other residents of the Center for
the Study of Poblic Policy, who gave us a
comfortable and friendly home and provided
good advice and moral support on numerous
occasions.

We are also thankful to Joseph Farrell.
Bradley Morison, and Joseph Zeigler, who
went beyond the call of courtesy 4o make-
available to us koth their ressarch and
their extensive experience in the study of
arts audiences. We are indebted. as well.
to Donald Newgren. who donated to ub a
large collection of museum visitor® studies
that he obtained during a study of museum
research: and to Lorraine Brown of the
Research Center for the Federal Theatre
Project at George Mason College for making
copies of several Federal Theater Project
surveys availaple to us.

The followingfpeople also provided valu-
able information at various stages of this
project in numerous ways: Duncan Cameron’
Irving Cheskin: James Copeland; Stephen
Couch: David Cwi: Kewvin R. Dipls: Emily
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CHAPTER 1

THE NATURE OF THE ARTS PUBLIC

e

The nature of the public for the arts in
the United States has been a source of
controversy and speculation for much of
this country*s history. Alexis de
Tocquaville, the liberal French aristocrat
who studied American democracy during the
18308, noted then that America's Puritan
simplicity and unbounded resources pro-
vided more fertile soil for commerce than
for art. Nonetheless, he suggested, as .
the frontier cleosed and the Puritan
legacy was diluted, the natural tendencies
of democracy might eventuate in unprece-
dented public involvement in the arts.
"Not only will the number of those whp
ean take an interest in the production of
,mind be dgreater.” he wrcte., "but the taste
for intellectual enjoyment will descend,
step by step. even to se who. in
aristocratic societies, seem to have
nelthzr time nor ability ‘.o indulge in
~them" (Tocgueville, 195631 162).

Tocgueville ‘predicted the democratization
of both the production and appreciation
of art as the United States became more
mature. A half century later Thorstein
Veblen, the iconoclastic economist,
presented a more pessimistic view.

Having witnessed the rise of great for-
tunes that Tocgueville had not forseen.
Veblen feared that the arts (as well as
most aspects of culture, learning.—and
manner) had become the playthings of the
“rich--baubles and badges of .social stand-
ing less respected for their beauty or .
intrinsic merit than for their rarity and
expense. High culture. thought Veblen,
would remain the preserve of the wealthy
because only they had the leisure to
attend to it and the power to define

what, in fact, would be considercd *art"
{Veblen, 1899), .
The opposing perspectives of Tocgueville
and Veblen had been echoed in debates
throughout this century. Recently. for
example, some writers have discerned a
cultural "boom," asserting that the arts,
while previously the monopoly of an elite,
have become central to the lives of
millions of Americans. Alvin Toffler,
perhaps the moat optimistic spokesman for
this position, cites the rise of a massive
middle-class constituency for the arts.

In earlier years, he says, the arts
andiente was ¢ sed of European-oriented,
rich, alienated intellectuals and
aspiring artists; but more recently

'millions of Americans have been attracted
to the arts, changing the composition of
the audis nc_?‘"profoundly." While not all
Americans "are part of the culture boom,

"a major step toward democratization has,
indeed, beon taken." As a result., the
“rise of a mass public for the arts can,
in its way., be compared with the rise of
mass literacy in the eighteenth century in
England" (Toffler, 1565t 34,51).

Other writers have takén a less sanguine
view. Sociologist Herbert Gans argues
that high culture remains the preserve of
a amall circle of aficionadeos and a
diverse “uSEr-Skiented“ public that,
includes art patkons, collectors, highly
educated professiopals. and business
eXecutives. But the masses are still

not xeached, -for in-the view of Gans high
‘culture continues to gserve "a amall public
that prides itself on exclusiveness!h
(Gans, 19743 77).

Sophisticated critics and analysts:have
failed to agree on whether the art public
iz mass or elite. The reason. in part, is
a mattexr of definition. Should the term
"art" be restricted to paintings hanging
in major museums. serious.theatre. music
played by symphony orchestras, and tra-
ditional or experimentalmggg;guggg ballet?
or should we alss include commercial and
community theatre. jazz, crafts, foreign
films, and "pops" orchestras? By elite,
do we mean. the rich and the top executives,
or does the elite also encompass the
‘upper-middleg classes and the college edu-
cated? And does the arts public consist,
say., of anyone who makes an annual visit
to a local art museum. or should the term
be restricted to serious consumers of at
least one of the traditional art forms?
Much of the disagreement about the com-
position of the arts audience can be
attributed to imprecise language. Yet

a significant part of the controversy is
also due to the state of the research, for
however the terms are defined. good
recearch on the public for the arts has
been~~and to a greal extent, still ig--
relatively scarce and inaccessible.
difficult to compare, and oftein eduivocal
in its findings.

An exception is, William Baumol and William ~
Bowen's careful and extensive study of the
audience for the professional performing
arts. It remains a landmark work since
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— - -—to-and -learned from exhibits.

its publication in 1966. Their assgess-
ment: lndicated that Veblen's insights
were more accurate than Tocqueville's.

On the much-touted cultural boom of the
196Cs, they wrote: "evidence of a modest
expansion in performing arts activity...,
though by no means negligible, is far
from universal and can hardly be called a
cultural explosion” (1966: 36). Compar-
ing the perforining arts audience to the
urban population as a whole, they noted
that its members were somewhat younger,
far more educated, of higher occupational
status., and more affluent. Over 55 per-
cent of the men surveyed had done graduate
work {as compared to 5 percent of the
adult urban population as a whole), while
only 2 to 3 percent of employed males
were blue-collar workers (as opposed to
60 percent of the urban population).
Frequent attenders were of an even higher
status than infrequent visitors. Baumol
and Bowen conclude that even "if there -
has been a significant rise in the size
of audiences in recent years, it has
certainly not yet encompassed the general
public... Attempts to reach a wider and
more representative audience; to interest
the less educated or the less affluent,
gzge soc far had limited effects" (1966:

There i

qgfc work comparable to Baumol and

pich deals with museums, although

sts a fifty-year-old tradition
of museum research in the United States.
Most museum research before 1970 was
behavioral, concerned not with who
visitors were but with how they responded
The few
studies which were nonbehavioral gen-—
erally indicated thac. except for the
greater ' proportion of children. museum
vizsitors were similar in most respects
to audiences for the performing arts.
. Economic and educational profiles look
nearly identical. BAn early study of the
Boston Museum of Science, for instance,
indicated a well-educated and prosperous
clientele: a third of the adult visitors
were in professional or technical occu-
pations and over half were college
educated (#246}. More recently. a 1969

_.-yearlong_survey of almost 5,000 visitors-

to the Smithsoniaﬁ'Institutio? found that
48 percent of the adults werelprofes-
sionals, 60 percent had family incomes
exceeding $10,000, and 70 pvrcent had

some college education; 6nly 14 percent
were -in -blue-collar .or service occupations
(#264), Nonetheless, the studies varied
in their findings. While one study found
that only 3 to 5 percent of the 1969
visitors of three Manhattan museums were
blue-collar workers, museums in neigh-
boring Brooklyn, Yonkers, and Newark were
discovered to attract visitor populations

that were between 15 and 30 percent blue
collar {#16). »And on= ¢arlier study of
the Milwaukee Public Museum revealed that
visitors were nearly represcntative of
the American public: of the employed
visitors, only a tenth were professionals
and nearly half were laborers (#106).
Overall, the early research suggested a
highly affluent visitor population. one
with greater diversity than that for the
performing arts but still closer to
Veblen than to Tocqueville.

Until recently, however. the paucity of
available. studies made any generalizations
suspect. Only in the past few years has
there been a large encugh volume of
research so that an effort to develop a
general portrait of the artsfaudience is
now feasible. Such an effort could answer
many questions: Has the audience for the
professional performing arts changed in
the decade since Baumol and Bowen

executed their study? wWho goes to -
museums? Who are the fredquent attenders
and how do they Qiffer from individuals
who go only once? Does arts attendance
result in economic benefits for neigh-
boring institutions?

Many of the studies we have used in_exam®
ining these questions are of low technical
quality. Often little care has been
given to selecting a set of respondents
typical of the audience about which the
researchers want to learn: questions are
phrased in an imprecise manner: or impor-
tant information affecting the audience's
composition has been left ocut of the final
report.._But in an aggregate of more than

250, the bulk of these studies helps us
achieve a degree of certainty that we
could not expect from one or twe alone.
If a study of one museum's audience, for

- example, tells us that a disproportionate

number of visitors are women (or men}, we
can say nothing about the visitors .of
other museums. If, however, twenty or
thirty studies, with differing strengths
and faults, report the same findings, we
can begin to generalize with some confi-
dence. In addressing these issues we are,
of course, limited by the focus and nature
of the studies. assembled. . And in this
report’s concluding chapter we make some
recommendations about the sort of research
that is needed to resolve a number of
important questions that currently avail-
able studiws cannot satisfactorily answer.

position, attitudes, and behavior-~is not
simply academic. Information on apdiences
is of vital interest to individuals
concerned with managing the arts, to those
making general policy for the arts, and

to the public which has an imporcant stake




in these decisions and policies. The
arts are increasingly dependent upon
public and corporate benefactors for
their economic survival. Such donors may
want to know just whom their contributions
are serving. Particularly for publicly
funded arts institutions, establishing

the nature and breadth of the clientele
to whom services are delivered may be
critical to soliciting further support.

If, as many have suggested, exposure to
the arts is both personally rewarding and
a social good, it is i wortant to know
how widely the arts ar. being distributed.
Before making efforts to expand, the arts
audience or to develop art programs more
responsive to public concerns and inter-
ests, we should know what groups are not
participating, why they do not do so, and
what programs have successfully attracted

them. -
L

Understanding the audience for the arts
is alsp.grucial for a range of detisions
that face managers and policy makers at
gvery level. Information on public
attitudes to the arts, the composition of
existing audiences, and the spending
habits of arts attenders can be used to
establish policies for publlc and private
support. For instarice information on
differing habits and preferences for per-
formance vimes and ticket prices can be
used to set schedules and establicsh
admission prices. And information about
who attends and how they learn about
exhibits and performances would be help-
ful in using scarce pro..otional resources
more efficiently. . .

While the tempo of audience research has
increased, some ar*s managers continue to
‘fee]l that they know . heir public, that
they have an intuitive grasp of their
clientele's nature and needs, and that
research is superfluous. what data there
is on the question makes these claims
appear dubious. In the course of a study
of the public for the Royal Ontario
Museum, Abbey and Cameron {1961} asked
the museum staff to estimate the education
and income levels of their visitors. The
staff's estimates varied widely from the
study's findings: while the staff estim-
ated that 20 percent of the adult visitors
had a college or university education. in
fact the percentage was.4l: and while the
staff put the percentage of adult visitors
with incomes in_the highest category at
" "10, the actual-percentage was 39, It is
our sensé from conversations with indi-
viduals in the arts that such discrep-~
.ancies are not atypical.

In the remainder of this chapter we use
findings from the available studies to

estimate the composition of the audience
for the arts in the United States. We
begin by looking at the basic demographic
variables--age. sex, education, income,
occupation, and race--and we characterize
the arts audience in terms of each, with
special attention to variations among art
forms. Then weé turn our atteéntion to a
set of more specific guestions. Has the
audiénce composition changed over time?
Is there one or are there many audiences
for the arts? What has been the impact
of the arts on local economies? And what
do we know about attitudes toward the
arts?

THE STUDIES

Although audience surveys have heen con-
ducted for years, very little of the
research has been published and many of
the studies have been lost or buried in
the institutions that conducted them.
The resulting lack of centralized infor-
mation abbut the utility, design, or
results of audience research has proved
a serious hindrance to every level of
arts organization from the local symphony
orchestra to the regional arts council.
To help remedy this situation, we wished
to acquire as mamy reéports of audience
studies as wére available. After an
initial review of published audience

surveys -we-—identified-three-basickinds—— |8

of studies of audiences for museums and
the 1iv§ pergorming artsE )These three
types of studies were: {1} attender
surveys. in which the audience of a
specific museum or performing arts organ-
ization is surveyed, with questions
concentrating on social or economic -
characteristics, motivations for attend-
ance, and related issues! {2} cross-
gectional surveys, in which a sample of a
1dcal . regional, or national population
is surveyed, with questions focusing on
frequency of attendance at museums and/or
performing arts évents, attitudes toward
cultural organizatlons and issues, and
the social and economic Lharacterlstica
of attenders and nonattenders: (3) jimpact
studies, in which the impact of a muaeum
exhibit. arts performance. or other
feature of_a cultural organization on an
audience is evaluated. 3

We tried in a variety of ways to obtain

as complete a set of audience studies as
possible. First we conducted an extensive
bibliographic search to create a list of
published studies conducted after 1950.
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Our review of thirty-five standard indexes
and bibliographic sources yielded approx-
imately forty-~five references. 1In
addition. we also consulted twelve
institutional libraries, such as those of
the Massachusetts Council for the Arts
and the Center for Arts Information *
Hew York City.

However., most audience studies have never
been published. and in order to acguire
these we directly approached likely
organizations. We compiled a list of
over 1200 arts organizations--museums,
performing arts organizations, regional,
state, and local arts councils, Support
organizations for specific art forms,

and foundations involved in funding the
arts., The museums and performing arts
organizations on our list were selecteqd
from the Art Museum Directory and the
National Directory of Civic Centers and
Performing Arts Ordanizations on the
basis of size, as we f&lt that the larger
organizations would be mcre likely to
have conducted an audience survey or to
know of other institutions which had.
(Inquiries were mailed to all instru-
mental music and theatrical organizations
reporting budgets.of over $100.000, all
other performing arts organizations with
budgets of over $50.000 and all museums
reporting 100.000 or more visitors
annually.} To test this assumption., we
did, however. include 100 smaller museums
and performing arts organizations on our,
list.

In October, 1976, the director or manager
of each organization was sent a letter
describing our project and a brief form
that inquired whether the organization
had ever conducted, commissioned. or
participated in an audience survey. I1f
the organization had conducted a survey,
we requested the name and address of the
survey's director and €ither a copy of
the final report or information on how to
obtain a copy. To those who wished it,
complete confidentiality was offored in
regard to any materials that were sent to
us. Respondents were also asked if they

... knew of .any other institutions that had

[€)
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conducted audience surveys. The response
rate to this inguiry ultimately rose to
aver 50 percent after a follow-up letter
and second inquiry form were mailed to
institutions that had not yst responded.
Those organizations reported by our

* “Yespohdents to have done audience studies

were contacted by telephone or mail.

In addition to the bihliographic search
and mailed survey. our two major acqui-
sitions efforts, an effort was made to
acquire other unpublished audience
studies by contacting individuals highly

involved in audience research, Finally,
gueries were placed in eight arts-related
periodicals and newsletters (e.g.,
Anerican Symphony Orchestra League
Newslebter. Musical America. New York
Times Book Review), reguesting audience
surveys. This effort yielded a number
of additional audience studies.

The response to this search for éﬁﬂience
studies was greater than we had expected
vheén we set our initial goal to evaluate
all published and unpublished audience
surveys ccnducted since 1964. By the end
of the third month of acguisition we had
obtained 160 studies and were still
receiving new ones. Within nine months
of the start of acguisition we had assem-
bled materials on more than 250 audience
studies.

Certain difficulties were encountered
during the acguisition stage. Because
remarkably few reports of audience
studies have been published. the majority
of studies obtained through the library
search vere museum studies, reflecting a
long tradition of visitor behavioral
research that is unigue to museums.

{Such journale as Zurator and Museum News
have published reports of visitor studies
since the 1930s.} Other studies reported
in the published literature tended to be
large-scale,- large-budget studies of
performing arts audiences or population
cross sections.

Studies received in response to the mailed”
ingquiry varied enormously in the amount
of information reported. Some consisted
of a gquestionnaire with hand-tallied
responses while others contained thorough
explanations of methodology and extensive
discussions of results. Despite our
expressed interest in studies conducted
in earlier years. almost all the studies
received were cor:ducted after 1970.
Approximately 27 percent of the respond-
ents stated that their organization had
planned, conducted., or sponsored a study
and 20 percent reported familiarity with
other audience research.

Efforts to follow up references obtained
through the mailed inguiry and biblio-
graphic search met a substantial number
of obstacles. Often. people in an
institution reported to have conducted an
audience study had no recollection of
having conducted it or, if they did
remember, the survey report hag long
gince been lost. This is due in large
part to the high :turnover of employees
of arts institutions. Often whernt the
person responsible for conducting or
initiating a study left the institution.
so did the study. It was freguently
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necessary to contact nearly every depart-
ment within an institution before we were
able to locate someone familiar with
surveys conducted as recently as twelve
months bafore. Also, despite an offer of
confidentiality, five organizations
refused access to their surveys. In this
regard, it should be noted that we have
no way of estimating the number of surveys
that were naver meant to come to public
attention. The number of explicit
refusals received obviously underrepre-
sents the actual number of deliberately
buried studies.

Although the studies we collected were
of audiences for a wide range of insti-
tutions. they do not represent a precise
cross section. Surveys of attenders and
nonattenders in forty-one states and the
District of Columbia are included, as
well as several national cross—sectional
studies. By art form, the studies
include: 74 studies of theatre audiences;
44 studies of art museum visitors; 33
studies of population cross sections; 32
studies of vigitors to natural history.
general, anthropology. and other related

-raseums and exhibits; 19 studies of

science museum or science exhibit
vigitors; 16 studies of classical music
audiences; 14 studies of those attending
"several Kinds of arts institutions; 12
studies of visitors to history museums:
11 studies of visitors to arts centers:
7 studies of opera audiences: and 6
studies of ballet and dance audiences.
(8ince calcualtions for specific variables
were based on subsets of these studies
contalnzng relevant data, and since many
studles provided data on more than one
audience or set of audiences, distri-
butions provided in specific tables in
the text of this report indicate the
actual nuitber of studies on which any
given finding is based.)

In addition to a range of types. these
studies include surveys of vigitors and
audiences for institutions that cover the
full range in size. They do not include
data on audiences for jazz., folk/ethnic
%ma;gi_gr the popular arts oxr data on..
audiences for art as transmitted by
broadcasting or mechanical means. (For
information on audience research in
radio and television. see Katzman and
Wirt, 1977.)

Since we attempteg to acguire as many
studies as we could, and since nothing is
known about the universe of all studies
conducted or ‘about the representativeness
of institutions that conduct audience
studies, there is undoubtedly some bias
in our data. We can only speculate as

to the extent to which our summary

statistice deviate from the actual compo-
sition of American audiences for the live
performing arts and for museums. Although
most of the studies eventually received
were from medium and small institutions, .
our inguiries were directed disproportion-
ately at large and medium institutions.
Thus, the larger institutions are over-
representeéd in our data, at least in
comparison to the percentage they
represent of all arts institutions if not
in comparison to the percentage of all
annual vzsits and attendance for which
they account

fhere is some-reason to assume that the
lakgey institutionz in the larger cities
draw a more affluent and well-educated
puklic than smaller or comminity-based
institutions. On the other hand. since
the quality of studies was S0 uneven,
"since response rates and total numbers of
respondents varied 89 gréafly, and since
necessary data were not available. there
was neither a powerful rationale for nor
the possibility of weighting institutions
by total attendance in calculating overall
figures for audience composition. The
effect of granting data- from small insti-
tutions equal weight with data from major
institutions would, we think, tend\to
compensate for any inflation of high
status categories caused by a dispro-
portionate number of studies from major
institutions.

The audiences frem which data have been
drawn may ‘be unrepresentative in several
other ways. We do not know if audiences
that are studied are systematically
different from audiences that have not
been studied. Out of the universe of all
andience. studies that have been conducted.
we could speculate that we gathered-a
larger pergéntage of published than of
unpublished studies, of recent' than of
less recent studies, of studies for which
reports were written than of studies
yielding no formal reports,.of major in-
house or academic studies than of
proprietary studies, of studies of
organizations  with relatively low staff
-—turnover than of -studies- of -organizations
with relatively ‘greater staff turrover,
and of demographic and opinion surveys
than of studies of exhibit evaluation or
performing arts impact. @Given the number
and diversity of studies from which con-
clusions are drawn. we do not think that
these factors strongly .biag findings one
vay or the other. Nonetheless: the
statistics provided in this chapter must
be seen as estimates rather than as
scientifically rigorous descriptions of
the public for migeums and the live
performing arts. -°
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Gender

It is believed in many quarters that the
public associates the arts with femininity
and that this association inhibits men
from attending the arts. The Theatre
Communications Group, in a 1967 report on
audience developiment. suggests that
theatre-going "repudiates for many people
the all-American, red-blocded image of
what is supposed to be ‘all-right' for a
man to do and still be considered 'all-
man'" (Theatre Communications Group.
1967: 31). Consequently. arts audiences
are dominated by women., according to this
belief. Thus. an early study of a
- aymphony audience concluded that the "gex
. difference in symphony interest and
attendance--more women than men--is borne
cut by statistic after statistic, study
after study. The in-concert survey, the
.in-home interviews, and hundreds of .
academic studies irrefutably prove the
point." The attendance difference can be
traced to an underlying personality
difference, according to this study, for
"women have greater esthetic appreciation
for masic. as they do for art and liter-
ature, -than men., who place greater
emphasis on theoretical. economic,
political, and practical-success values"
(#64: 15). Arts policies are shaped by
this perception. Audience development
strategies to "de-feminize" the arts have
appeared, such as Bradley Morison's (1968)
effort to move news and publicity of the
Guthrie Theatre from the woman's page to
the sports section of Minnéapolis news-
papers. Similarly. dance companies have
occasionally emphasized the athletic

prowess of dancers in promotional material,

Other evidence.-however, seemingly contra-
dicts the belief that arts audiences are
heavily female and that the public
considers attendance to be a feminine

activity. In a recent national survey of
attitudes towards the arts. respondents
were ashed if "The arts are too effeminate
for moat men to feel comfortable taking
pari in them.” While 18 percent of the

public agreed with this view, an over-

whelming majority--65 percent——rejected it .

(#7:. 34). pAnd Baumol and Bowen's (1966)
survey of the audiences of more than 150
professional arts organization perfor-
mances revealed that men were in the .
majority, composing 52 percent of the
average audience.

The true gender composition of the arts
audience remains a controversial and

" increases the observed
-4 to 7 percent above th

)

unresolved guestion, no doubt in part
because studies have sharply varied in
the gender ratios reported. Resolution
of the issue regquires a systematic
assessment of gender ratios agross all
studies, and in this section wé summarize
the findings of seventy-two audience
studies (which constitute all of the
studies in our possession reporting sex
composition). In ‘turning to these
statistics., it is useful to keep two
points in mind. PFirst, there may be a
response bias., PBaumol and Bowen (1966}.
for instance. suggest that when survey’
forms are distributed to couples attending
an arts performance, husbands will tend
to assert the "male, prerogative” and
complete the questionnaires themselvess
thereby inflating the male proportion in
the audience: but Book and Globerman
(1975} have argued the opposite. suggest-
ing that the male prerogative in this
instance would actually be to delegate
the task to the wife, thereby inflating
the female proportion in the audience.
Such arguments aside. the true extent of
the bias either way has not yet been
measured, although one, study suggests -
that a slightly greatei tendency for men
to complete audience questionnaires

le proportion by
true, percentage.
In this study. groups enterzng & museum
were approached and asked to volunteer
one person €o réspond to an interview.-

An one instance, 54 percent of the volun-
“teers were men, while only 50 percent of

the groups were men; in another case, the
reapedtive percentages were‘SB and 51

) (#121}. *(

The second point to keep in mind when
interpreting the results of these studies
is the presence of sampling error. The
samples considered have range from under
100 to over 10,000 respondents? the median
size id approximately 500. Statistically,

‘we are 95 percent confident that the true

percentage in a sample of 500 is somewhere

_, in between 4 points above and below the

observed percentage. With studies of this
scope, then,' if 40 percent of the respond-

‘ents are male we can—be riearly-certain -—

that males are indeed a minority of the
audience: but if 48 percent are male,

such a conclusion cannot be drawn with

great confidence.

Many of the seventy-two studies containing
information on sex composition reported
results for separate times, and perfors
mances, and conseguently data were
available on 112 distinct audiences (67 in
the performing arts and 45 for museums).
The median percentage of men reported in
the studies is displayed in Table 1.

wWhile the percentage of men in the U.S.




Table 1 Men in Audiences by Art Form

.l ]
. ’ Number of Studies within ) Total
. . ) Each Percentage Range ' Number
Median Percentage . of
Art Form Percentage Range 28.1-42.0 42.1-57.0 57.1-72.0 ‘Studies

All Museums 46.0 30-71 N 13 28 8 49

Art Museums 43.0 30-59 13 16 1 ) 30

History Museums 48.5 44-53 - 4 4

Science Museums 52.0 43-71 8 15

All Performing Arts 42.5 31-58 35 67

Ballet and Dance 42.0 31-50 4 13

Theatre 43.5 . 32-58 - 33

Orchestra 24.5 33-54 ' _ T 12

Opera 46.1 41-58 9
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population is 49, the median percentage
of men observed in the museum studies

was 46 and in the performing arts was
43, It is evident that women participate
in arts awdiences in proportions greater
than their share of the public as a
whole, but the extént is very modest.
Moreover, the dender ratio varied exten-
sively from audience to audience: the
male percentage ranged from 30 to 71
percent in the case of museums and from
31 to 88 percent for the performing arts.
In fact: men outnumbered women in a
guarter of the performing arts studies
and two-fifths of the museum visitor
surveys. We have been unable to identify
the factors that account for the striking
gap between the average male percentage
reported in the performing arts studies
surveyed here (43 percent) and the aver-
age male percentage (52 percent) found
in the performing arts surveys conducted
by Baumol and Bowen {(1966).

The median figure for sex ctomposition
varied among the art forms. Art museums
drew a higher proportion of women (57
percent of their visitors on average},
while history museums attracted equal
representation of both sexes and science
museums were slightly favored by men

(82 percent of the visitors). Within
the performing arts. ballet and dance
acguired the largest female audience (60
perceént on average): opera drew the
largest proportion of males., though men
still did not constitute a majority (46
percent). Even within these art forms,
the sex composition varied widely: opera
audiences, for instance, ranged from
three-fifths men to threé-fifths women,
and art museum visitors varied from
three-fifths men to two-thirds women.

Alcni with a slight overall tendency

for wemen to outhumber men in arts audi-
ences. but not among history and science
museum visitors, it is clear that the
sex ratio varied enormously. In other
words, the median figures represent
statistical tendency and areé poor pre-
dictors of the composition of an actmal
arts audience.

Although a fraction of the wide variation
obgerved in audience gender ratios is
undoubtedly due to sampling f£luctuation
and to the uge of nonprobability sampling
techniqgues (which can introduce systematic
bias), a substantial part of the variation
stems from other factors. Perhaps of
greatest-significance is whether the
visiting o performance time is during

a workday. eekdays are obviously
unattractive for most working pecople, and
the labor force participation rate of men
is approximately twice that of women

{fewer than half of working age women are
employed). This time factor -may account
for as much as 10 percent or more of the
variation in sex composition. A study of
visitors to New York's Natural Hastory
Museum found that 52 percent of the week-
day visitors were men., contrasting with
59 percent on Saturdays (#203). BAnother
ingquiry revealed that while men and women
were emially represented on Sundays among
museur, rsitors in the New York metro-
poelitan region, the composition shifted
to 62 percent women on Thursday (#16).
8imilarly, studies of performing arts
audiences in the states of New York and
Washington found that the proportion of
men in the audience fluctuated by 10
percent depending on the time of the
performance (#73: #63).

There is some evidence that the content of
the performance or exhibit may attract men
and women differently. For instance, the
proportion of men in the weekend audience
of various productions of the Joffrey
Ballet ranged from 33 to 44 percent (#94),
And a study of visitors to the Chicago
Art Institute discovered that 10 percent
more women attended during a week in which
a special Monet exhibit was on temporary
display than during three other weeks
(#135). Factors associated with geo-
graphic region may also influence the sex
composition. Thus, 51 percent of the New
York City performing arts audience are
women. 53 percent of the New York state
audience are women, and 62 percent of the
Washington state attenders are women.
However, the regional factors accounting
for this variation have not yet been
identified (#73. #63),

Age

The age composition of the audience for
the arts has interested arts adminis-
trators for a number of reasons. A
profile of the age of the audience. of
course, can help direct audience develop-
ment efforts towards one age group or
another. Recently. for instance, there
has been a moverient to make the arts more
accessible to older Americans by offering
transportation, ticket discounts, and
special performance times {Johnson and
Priesve, 1976). It is also believed that
a young attender may grow up to be an

old attender and, while the link between
attendancé in one's youth and in one's
prime has not yvet been fully described.
arts managers often view a young audience
with an optimistic eye to the future. The
age composition of the audience also
raises other interesting if more academic

.
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questions. Is culture an acquired taste?
Does the age composition of the audience
differ from that of the general popu-
lation? On the latter guestion, most
obgervers believe the difference is small.
Johnson and Prieve (1976). for instance,
asked 605 arts acdministratdrs whether they
thought that the age breakdown of their
audience was roughly equivalent to that of
the community: 60 percent said yes. while
18 percent felt their audience was younger
and 16 percent felt it was older.

Two factors should be kept in mind when
examining the age data. First, some of
the studies in our possession restricted
their subject population to those indi-
viduals over a certain age. Ten of forty
rmaseum studies surveyed only those over
sixteen years of age and eight included

_only those who were over ten years of age.

Iikewise, nine of the performing arts
studies restricted their sample to those
over sixteen and seven limited their
saimple to audience members over ten. To
examine whether this restriction made any
systematic difference in the results of
the studies, we compared the median ages
reported by the studies that did restrict
their samples with studies that did not.
Surprisingly. there were no systemati:z
differences. -

It may be that many of the studies actual-
ly limited their sample population but did
not state so in the report. Also. it is
posgsikble that the study procedures were
freguently biased against the very youny
because of the difficulties of obtaining
reliable data from them. Another possi-
kility is that the population under
sixteen is indeed negligible, although
available evidence suggests that this is
the case only for the perfroming arts and
art museums. Studies of history and
science museum visitors that explicitly
did not restrict their sample often
reported substantial numbers of young
children. The Nassau County Historical
Museum in New York. for instance. reported
that 40 percent of.their visitor popu-
lation was under thirteen (#2) and the
Franklin Institute in Philadelphia found
that 39 percent of their visitors were
under twelve and 4 percent were under five
years of age {#234). However., science and
history museum studies dgenerally report
far greater numbers of children attending
than do art museums. The Minneapolis
Institute of Art found that the proportion
of visitors under thirteen was under 3
percent in 1970 and 1971 (#247), and the
Museum of Pine Arts in Boston reported
that only one in fifty of their visitors
was under sixteen (#17). Studies of per-
forming arts audiences show. on the whole.

a comparably small percentage of visitors
under sixteen. . —

Anothsr factor that may affect study
results is the presence of response bhias.
Perhaps youths defer to adults when
reasponding to surveys . thus making the
audience appear older than it really is.
The New York State Museum, for example,
found few respondents under 14 years old .
in one survey but noted that the actual
proportion in attendance was approx-
imately representative of the ydung
population at large {#121). In this .
study., groups entering a museum were
approached and asked to volunteer one
person to respond to an interview. The
interviewer also collected data on the
group composition. The age composition
of the group was inferred from the group‘s
education levels.

Eighty-two of the studies in our posses-
sion contained data on the age composition
of 145 distinet audiences. Most of these
studies presented the data as the percent
of the aundience falling within various age
categories. Unfortunately, the age
categories varied widely. We have
computed the median age for 'each audience
{see Table 2) and to allow for comparison
between the age composition of each art
form, we also have found the median of the
median ages. We refer to this number as
the median age of the art form.

' The median age of 105 audiences of the

performing arts was thirty-five, while the
median age of 40 museum visitor popula-
tions was thirty-one. f%his difference is
consistent with “e results of two studies
of the arts audience conducted by the
National Research Center of the Arts
{NRCA). They found that the median age of
thirty-seven for the performing arts in
New York State was five years older than
the median age of the museum visitor
population (#73).

The summary statistics indicate that the
median age for the .performing arts
audience was in the middle to late
thirties while the median age for the
museum visitor population was in the
early .thirties. These figures lie
between the median age of the entire U.S.
population (twenty-eight) and the median
age for the population sixteen and over
{forty). On the average, audiences
exhibited age profiles in a range similar
to that of the entire population. However,
specific audiences frequently dive.ged
from this central tendency. and there was
a great difference in the average ages
within and among the performing art and
museum types.
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- Table 2 b

Age of Audiences by Art Form

/

L]

. \g .

. Median  Range N < . ' ] Total
of of ! Number of Studies within Bach Age Range’ Rumber
Median Median : . N * of
Art Form Ages Ages 19-22 22-36 27-30 31-34 35-38 39-42 43-46 47-51 Studies
—— - ,"_
All Museums ° 3r 19-51 2 2 11, 4 2 40
., .t
Art Museuns ! 31 26-51 .- 1 67" 6 2 1 19
. x
History Museums 33 28-42 - - -1 1 - 5
Science Museums 29 ° 19-40 . ~ 2 1 "4 "1 - 16
All Performing Arts 35 21-49 5 7 23 5 105
Ballet and Dance 33 3o-38 . = - 1} - 15
Theatre 34 21-48 5 6 9 2 60
oOrchestra 40 24-49 ° - 1 2 2 20
Opera 41 33-44 = - 1 1 10

-




Ballet and theater attXacted the youngest
audiences of the performing arts while
opera and symphony drew the oldest
audiences. The NRCA studies found an
identical age rank ordering of the four
performi art forms in their studies of
audiences Yin New York State and Washington
State. B } and Bowen {(1966) identified
almost thé same pattern except that the
. average age of the opera attender was
higher than that of the symphony attender.

The median age for the science museum
visitor was two years lower than that of
the axt museum visitor, a difference that
was not as great as among the various
performing arts forms. NRCA also found
that the museum visitor population was
older ; art museums than in science
museunis.

The age composition of the audience may '

vary systematically with the seasons of
the year, with the summer attracting
younger visitors. HNRCA found that the
median age of performing arts audienges _
in New York State was thirty-three in the
summer and thirtyreight in the fall though
the same did not appear to be true of the
museum visitor population. However, the
Boston Museuvm of Fine Arts (#17) did find
a slight gseasonal variation:; the median
age of the, winter visitors was twenty-
eight, while the average for the summer
visitors was twenty-8six. The results of
the other rmseum studies yield no consis-
tent pattern. The Natural History Museum
in New York (#203) found no variation, but
the Chicago Art Museum (#135) found that
visztors were younger in June and November
than in February and Maxrch.

The time of the performance seems to
affect audience age. NRCA found that the
median age for weekend evening perfor-
mances was copsistently lower than it wvas
for matinees. In Washzngton State the
median age for weekend avenings was forty,
for weekday evenings forty-two, and for
matinees forty-nine. In New York State on
weekend evenings it was thirty-five, on
weekday evenings thirty-seven, and on

" matinees forty-six. Audiences for the
Joffrey Ballet (#94) showed this same
pattern: the median age for the weekend
evening audience was thzrty-one while for
matlnee audiences it was th;rtx-three

There is some evidence that different
programs have gredter attraction for cer-
tain age gyoups than others. The
previously mentioned study of the Joffrey
Ballet r2ports that the median age of the
audience for a performance promoted as a
rock evening was younger than for other
performances, and Moore's study of Broad-
way theatre audiences found that musicals

attracted a younger audience than other
plays (i#38).

NRCA reports differences in the age com-
position of different regions. The median
age of the performing arts audience in ore
region (Southern Tier Central, Finger
Lakes) of New York State was thirty-three,
while the median age was forty-four in
another region (Mew York City suburbs,
mid-Hudson). They also report a higher
median age for both the performing arts
audience and the museum visitor population
in Washington State than in New York State.
However, the reasons for this regional
variation are unclear,

BEducation

of all ‘the characteristics of ifndividuals
that studies frequently measure, a
person’s educational background appears to
be the best predicator of his or -her
attendance at museums and live performing .
arts events. The Ford Foundation noted
for example; that while frequency of
attendance.at a variety of ‘performing
arts was related to both income and
education, the latter factor was by far
the more important of the two. Individ-
uals with much education but little money
were more likely to attend the theatre,
symphony. opera, and ballet than people
with high incomes but little education
(115: 14-16). Similarly, analysis of a
national cross-sectional study of resi-
dents of cities and suburbs found
education to be a better determinant of
attendance at concerts, plays. museums.
and fairs than income or occupational
standing {Gruenberyg, 1975).

There are reasons why individuals with
education, particularly higher education.
might bz expected to attend more arts
events than their less educated peers.
Schooling exposes students ‘to formal

- training in the arts and, perhaps more

important, to a social milieu in which
the arts are performed, exhibited, and
discussed (The Arts, Education and
Americans Panel, 1977).

5 .
Then, too, arts attendance is a habit
that one develops over a period of time.
A person may enjoy opera., but ifr perfor-
mances are not locally available., or
there is no one to go with, he or she is
unlikely to attend. the same token,
one may find modern painting incempre-
hensible, but if one's friends frequent
galleries and museums, sooner or later
one is likely to give it a try.
Education, particularly higher education,

~
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N
provides both an environment in which the
arts are relatively accessible and a group
of peers who attends with regularity.

Y

Finally, a disproportionate number of men
and women who acguire a higher educatign

have parents who are also well educated.

%211dren of the well educated are more

'JAkely than others to have been exposed to

..the "arts when they were young and may

already frequent the arts by the time tﬁey
reach college (DiMaggio and Useem., 1978).

To learn about the educational attainment
of the American arts audience. we analyzed
the results of seventy-one studies report-
ing findings of 108 audiences for the
performing arts and museums. In doing
thia, we faced several Methodolbgical,
problems., First of all, different studies
used different categories. Since median

_education levels could not be calculated

for every study, it was necessaxry to
describe audience educational composition
by. reporting the percentages of an
audience that fell in five categories of
educational attainment.

A second problem involved differences in
sampling designs used in the various
audience studies. Of the 107 audiences
for which findings were reported in at
least one of our fi _ education categories.
57 indicated a minimum age criterion had
been used to exclude audience members from
either €he sample or the analysis. Mini-
mum ages, when reported. differed
considerably. Three studies excluded
audience members younger than ten, three
used cutoff ages from thirteen to fifteen,
and twenty cutoff ages from sixteen to
eigh . Studies of sixteen audiences
agkgggg;r the education of the household
head only.,one survey excluded “non-
adults.” another excluded “students," and
one included only nocastudents eighteen
years and older. Twelve studies reported
the educational atcainment of only those
respondents aged twenty-five or over.
Also, it is likely that children were
underrepresented in samples that did not
explicitly exclude them: completing
questionnaires is difficult and adults
may tend to answer on behalf of cyildren.

The extent of thiggunderyepresentation
cannot be determined. Differences in the
respondent age criterion no doubt affect
the findings to some extent. WNonetheless,
major differences in the findings of
studies with different exclusionary
principles 4did not appear, $o all studies
-are pooled in the analysis here. .

4
As expected. the educational attainment of
the arts audience surveyed was substan-,
tially higher than that for the adult

public at large. For example., 30 percent
of the typical audience had some graduate
training: 54 percent had atc least
‘acquired a bachelor's .degree, compaxed to
14 percent for the adult population in
general (see Tuble 3).° Only 22 percént on
average had not attended any college:
compared to 74 percent of the public as a
whole, and only 3" percent were not high’
school graduwates, in contrast to 38 per-
cent of the general adult public. .

There wWas considerable variation among
studies. Two of the most extreme figures
in the individual studies--6 percent of
the audience had graduwat : training and 57
percent had not complétel high school--
were reported in a study of the Milwaukee
Public Museum in 1962-63 (#35). Since
almost half the respondents were aged
seventeen or younger and more than three-
quartera were less than twenty-four years
of age, this accounts for much of the
extremely low educational level. A study
of the same institution two years later,
excluding children under thirteen. fourxd
only- 25 percent of the visitors teo be non-
high school graduates (#108).

The educational attainment of live per-
forming arts audiences was somewhat higher
than that of museum visitors. Some, but
not all, of the discrepancy is .ctribut-
able to the greater representation of
young peoplé still in school among musewm
visitors. . -

As anticipated, those studies which
excluded children under ages ranging from
10 to 15 had a higher median percentage of
non-high school graduates (24 percent)
than those éxcluding visitors under the
ages of from 16 to 20 (where it was 7
percent).a The median percentage of non-
high gschool graduates in studies with no
explicit exclusionary rule was 16 percent,
probably reflecting unreported de facto
exclusion of younger wisitors. At the
other end of the educational scale. studies
that excluded only the very young“reported
a median of 24 percent of visitors with
college degrees, while studies that drew
the line higher recorded a median of 43
percent. Studies that did not explicitly
exclude anyone reported an audience median
for college graduates of 45 percent, again
suggesting that the young were under-
sampled. However, even the set of museums
that excluded their younger visitors from
the survey reported audiences slightly
less well educated than the typicAl per-
forming arts audience.

Among the performing arts, ballet and
dance auvdiences included slightly above
average proportions of wellaeducated
attenders: theatre audiences included

]
L]
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Percentage of Audiences in Five Educational
Calogorles by Art Form

Educational Level

At Least At Least High School Less Than High
Post-B* Triining Collé¢ge Graduate Some College Graduate or Less School Graduate

Art Form Mediar xangs (N)] Median Range (N) Median Range (N) Median Range (N) Median Range (N)

* All Museums 3 17.5 6-35 (13) 41.I 10-66 (23) 72.3 30-93 (18)- 27.6 8-69 (18) 9.0 4-57 (23)

Art Museums 22,5 18-35 ( 5) 48.0 41-66 ( 9) 83.5 75-90 ( 6) 17.0 10-25 ( 6) 5.5 4-16 ( 8)

= Other MuseumsZ ° 13.5 6-20 { 8) 34.4 10-53 (14) S59.6 30~93 (12) 40.4 8-69 (12) 13.1 7-57 (14)

All Performing Arts3 32.0 9-66 (42) 61.8 23-87 (53) 83.0 62-95 (44) 17.0 5-38 (45) 4.0 1-19 (45)

Theatre” 32.7 20-50 (24) 58.0 23-80 (27) 82.7 56-93 (25) 17.1  8-44 (26) 4.0 1~15 {21)
Classical Music 37.5 21-66 ( 8) €3.0 46-87 ( 9) 83.4 63-95 ( 8) 14.6 5-37 ( 8) 1.7 -19 ( 8)

Ballet and Dance”  45.5 20-50 ( 5) 65.0 95-73 (10) 87.1 77-92 ( 5) 12.9 8-23 { 5) 3.6 1-5 (10)

Opera 37.3 29-49 ( 5) 61.8 49-75 ( 7) 83.0 67-94 ( 6) 18.8 7-33 ( 6) 4.1 (6)

All Museums and o . .
Performing Arts®  30.0 '6-66 (73) 54.0. 10-87 {97) 78.0, 3095 (83) 22.0 (84) 5.0 1-57 (72)"

U.8. Population ° P .
over 24 Years of NaS N . , 26.3 o 73.7 37.5
Age. 1975 . . 4 .

»

1D .

1(y) = Number of studies. - 5pumber of studies exceeds sum of other categories
due to inclusion of regional studies reporting '
2Inc1udee science., history. natural higtory. ’ attendance of all, undifferentiated art forms.
anthropology. and geheral museums. - p

f ' 6NA = Not available
3mxcludes audiences of outdoor dramas.

4pance audience percentages apart from ballet
available only for twe educational levels—
at least college graduate and less than high
school graduate.

¢ -
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. public at large.

¥
slightly below average proportions. And
among museums, art museuwms attracted a
more highly educated public than did
history. science. and other museums.
though still not so© well educated as the
audiences for the performing arts. .

Overall, the proportion of college grad-
uakes reported for the arts audiences
and ymuseum visitors exceeded the pro-
portion of the adult population with
college diplamas in all but one of
Linety-seven audience studies: and the
persentage of individuals who had not
conmpleted *high ischool was below the
national level in seventy-one of seventy-
two-audiences. Both exceptions are due
to presence of students still in high
school. And in seventy-eight of eighty-
three audiences for which findings are
available,- the.proportion of attenders
with at, }least some college training was
twice that for the general public.

The studies that.we reviewed show audi-
ences to be somewhat less educationally
exclusive than did the Baumol and Bowen
study of the performing arts {1966).

There were discrepancies, The relatively =
high proportion of individuals with no -
college education reported in some of our
studiez of opera audiences is surprising,
for example. But most differences can be
attributed to Baumol and Bowen’s exclusion
of respondents under the age of twenty-
five and to the restriction of their
audiences to the professional performing
arts.

In sum, it is evident that visitors to
maseums and audiences for the live per-
forming arts in. these studies had
considerably more education than the
Museums appeared to
-serve a somewhat broader public than did
‘the performing arts. HNonetheless, in
terms of educational attainment. the
museum visitors and performing arts
audiences surveyed were far more similar
to one another than either group was to
the general public.

Cccupation

Rext to education, occupation is perhaps
the demographic characteristic most
closely related to involvement in the
arts. Gruenberg found occupational status
a more significant predictor of attendance
at cultural events and institutions
(concerts,/ plays, museums, fairs, and
adult education classes) than income,
second only to educational attainment
(Gruenberg. 1975). And cross-sectional

studies of national and local populations
have consistently found higher rates of
attendance among professionals and
managers than any other group (#'s 73,
115, 137, 142).

This tendency is not surprising. For one
thing, those occupational groups that show
the highest rates of attendance are also
those with the highest educational attain-
ment. Blue-collar workers. who attend
least. alzo have the least education.
Moreover. one'’s job determines to a great

. extent the social milieu in which one

spends leisure tima., The participation //;
of a lawyer, teacher, or physician in th
arts may be rewarded with respect by i
associates and peers; among these groupgs,
attendance at the theatre or symphony

an accepted way of spending a social
evening. By conitrast, a carpenter 0r bus
driver with a penchant for the arts
perhaps receives less encouragement from
friends and co-warkers.

To better understand the occupational
composition of American arts attenders, we
analyzed the results of fifty-nine studies
of ninety-six audiences that asked
respondents to report their occupatzons.
our findings were consistent with the
expectation that art audiences are
dominated by individuals in higher status
occupations. Professionals, who consti-
tuted 15 percent of the employed civilian
labor force in 1975, composed a median 56
percent of employed persons in the arts
audiences surveyed {see Table 4). Coh-
versely, blue-collar workers typically
constituted a mere 4 percent of .employed
respondents in the arts audience surveyed
as compared to 34 percent of the employed
civilian labor force. ,

K
Although the swmmary statistics are
striking, the reader should be cautioned
that the median figures are to be regarded
as approximations. The classification
schemes used in the audience studies were
80 varied that comparability was estab-
lished only with great difficulty. The
occupational categories we used here are
designed to be compatible with as many
study findings as possible and to be
comparable to the classifications used by
the United States Census.

Categories used to report occupation in
some study reports were vague enough to
encompass those employed in several more
conventional categories. For example,
many studies used an occupational catggory
called "business," which may in some cases
have included buginess secretaries and
clerks as well as executives while
excluding managers oi public and nonprofit '
concerns. Because most studies reported




Occupational Bistribution of Audiences

Occupations of

: Percentage of .8
Employved Persons

Employment (1975)2

-

Median Percentage of
Employed Respondgnts
in Arts Audience

Number of Audience Studies
Réporting Information
for this Category:

‘Professionals . 15.0

—

55.9 &5

Teachers 4.1

22.1 22

Artists. Writers, i.0
Enterrainers

8.2 8

Managerial 10.5

14.9 51

Clerical/Sales 24.3

14.6 41

Service 13.7

3.7 ’ 13

Blue=Collar 33.0

3.7 - 71

Farmworkers 3.5

3

Major Activities of
Persons Unemployed or
¥Not In the Labor Force

Percentage of U.S.
Population Aged
16 Years or Over

Median Percentage of
All Resapondents in
Arts Audience

Hunber of Audience Studies
‘Reporting Information for
this Category

Homemakears ’ 23.1

14.0 ’ 78

Studengs_ ’ 5.5

18.0 80

Retired. Unemployed 11.2

4.5 ' 65

lU.S. Census categories and audience categories
are only approximately comparable due to varying
classification schemes used in arts audience
studies. ~

?Source: U.S. Bureau of the Census. Statistical
abdtracts, '1976 (Washington. D.C.: U.3.

Govermment Printing Office, 1976); U.S. Bureau of
Labor Statistics. Handbook of Labor Statistics,
1976). Figures for U.S5. population aged 16 or
over excludeg military personnel.

©3

Because these are medians and bhecause nct all occupa-
tional categories were given in each study, an aggrega-
tion of the median percentages across occupations will
not equal 100 percént." Thus, these figures offer only
an approximate distribution of the arts audience by

occupation. .,

4None of the arts audience studies contained an occupa-

tional category for farmworkers., Thus, they were
either distributed among the other categories or very
few, if any. were found in the arts audiences.




og'?:upat:.on as a percentage of total
xespondenta rather than as a percentage of
employed respondents, results from many
stydies had to be récomputed. In some
casgses, study categories were merged to fit
into the scheme used here. When study
results could not be reliably altered to
fit our classification system, the find-
ings were dropped. Our categories, then,
represent a compromise. While the
findings can be used with confidence to
_ assess general similiarities and
differences among art forms, great
precision should not be attributed to the
figqures reported here. .

An additional caveat: BEyen in those cases
where audience studies used cliassifi-
cations similar to census categories, only
the most experienced analysts can
unerringly place specific occupations into
their appropriate general categories. For
example , airplane pilots are considered
professionals, ship pilots are managers.
and airplane stewardesses are service _

employees; Yegistérsd nurses are profes—

sionals, while practical nurses are
service employees; an inspector is blue-
collar unless he is a construction, :
inspector, in which case he is managerial.
Pew people on either end of an audience
survey--visitors responding to forced-
choice occupation questions or coders
classifying open-~ended ones--can be
expected to have mastered the precise
tecnnlcal census system, and a degree of
error is to be expected. .

Thia
concept* is based on tle average education

Finally. a word about "status."

and income within an occupation. In turn.

the mean educational attainment and income’ .

closely relate to the appraisals in cross-
sectional surveys by respondents who are *

asked to rate the status or prestige of

. sets of occupations. The several .chemes

used to assign status to occupation yield

highly similar rankings {Haug, 1977).

professionals. As noted, one of the most
striking consistencies in the occupational
distribution of the arts audzences
Burveyed was the very high representation
of professionals. They were present in
numbers proportionately greater than q@ezr
share of the population in every one

the aixty—five arts audiences for which
‘appropriate data were reported. In all
byt four of these audiences, the percent-
age of professionals was at least twice
that of the work force as a whole, in
forty-six aydiences it was three times,
and in more than a quarter of the hudi-
ences it was four times greater than in
the work force.

It should be noted that the U.S. Census
category of professional which we follow
includes not only such individuals ‘as
doctors, lawyers. and architects but also
members of lower status professions such
as teachers, engineers, librarians, dieti-
cians., social workers, and computer
Programmers. The nunber of respondents
falling in this category may be under-’
stated since individuals in lower status
technical professions seem to have been
included in the residual "white-coll
categories used by some studies. Fo
example, in a 1976 study of the Guthrie

' Theatre audience (#122), in which only

teachers, doctors, and lawyers were coded
as professionals and a residual white-
collar category was-~used, the professional
percentage of the enployed audience was
only 40.4 percent, compared to 56.5
percent in studies of the Guthrie audience
undertaken in 1963 and 1573 (#117, #126).
The latter had precoded professional, .
technical, and clerical/sales categories.
(For the few studies that included
separate "technical" categcries, "tech-
nical" respondents were included with
"professionals” for this analysis.)

There was a significantly higher propor- .
tion of professionals in the audience for
the performing arts than for museums, 59
percent compared to 42 percent (sec

,Table 5). The lower overall median for
meseums was the result of the proportions
at museums other than.art {which comprised
eleven of the seventeen museum studies
found). These reported a median 42 per-
cent professional representation. The six

art museum visitor studies had a median of

59 percent of professionals. the same
figure as for the performing arts.

Except for this profile within a museum
category, findings were remarkably uniform
for the various art“forms. Among the
performing arts, median professional
percentages ranged from 56 percent for the
*theatre to 61 percent for classical music
audiences. These figures are similar to
but slightly lower than Baumcl and Bowen's
findings (1966) on occupation. The dis-
crepabcy is probably attributable to the
"presence of a greater proportion of
relatively major institutions among whose
andiences they sampled.’ :

One group of professionals--teachers--
appeared to play a special role in the
arts audience. Overall, teachers (includ-
ing college and university faculty)
constituted 22 percent of the arts
audiences for which findings were
available. This figure was more. than five
times their percentag >f the employed
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Occupatiorai Distribution of Audiences by Art Form

-

Occupations! of Employed Persons {Percents)

Professionhal & Professional Managerial
Managerial only ‘ Teachers : Only

Art Form Median Range (N)Z% Median Range (N) -Median Range {N) Median Range {N).
_

All Museums 63.3 17-96 (32) 42.2 12-73 {17) 23.1 15-33 { ‘6) 9.6  4-27 (14)

Art Museuins ’ 77.1 56-96 (16) 5¢,2 31-74 { 6) 23.1 15-33 ( 5) 9.0 " 4-27 ( 6)

Other Museums” 53,2 27-72 (16) 41,9 12-50 (11) Tt - - ©10.2  6-22 { B)

All Performing Arts 70.9 49-95 (42) 59,1 24-80 (44) 017.9  6-33 (16) . 15.6 4-27 (33)

Ballet and Dance 74.6 61-88 { 9) 59.6 55-73 ( 6) - - - ‘15.2  7-22 ( 7)

Taeatre 69.5 49-95 {23) 56.3 24-70 (25) . 17.9 "6-33 { 7) 16.0  4-27 (20)

Or<hestra 75.5 64-87 ('5) '61.1 50-80 { 6) - - - - - -

Opera - - - . 58}3 50-70 ( 5) - - B -
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(Table 5 continued)

- Jr i . ‘ : . . -
: Occupationslof Employed Persons ) Major Activities of Persons Unemployed or '
- Not In the Lahor ?Orce . o

T ‘ ' Retized &
. Clerical & Sales Blue-Collax Hememakers Students. Unemployed
Joe ! M T . *
~> ART FORM Median Range (N)}2 Median Range (N) Median Range (N)- Median Range (N) _Median Range {N) - LT

211 Museums , 14.3 5-28 {23) 8.5 0-45 (35) 14°5 6%26 (24) 22.0 0-57 (25} 5.0 1-21 (21} ’

Art Museums 14.3  4-22 (14) 3.1 0-12 (16) 13.0 7-22 ( 9§ 22.5 _0-40 (10) 8.0 3-21 ( 9}

ther Museums> 16.0 5-28 { 9) 16.7 4-45 (19) -15.8 6-26 (15) 20.0 10+57 (15) 3.3, 1-9 (12)
All Performing Arts  18.0 8-33 (15) 2.8 0-27 (34) 14.0 5-62 (51) 17.1 5-63 (51) 3.9 0-16 (40)

Ballet and Dance - - - . = 2.7 1-7 (10} 11.1 &-32 (10) 15.0 9-34 (10) 3.0 -5 ( 9)
Theatre .7 (10) 2.9 0-27 (15) 14.0 5-52 {27) 18.9 5-63 (27) 4.2 0-26 (24)
Orchestra - - - - 19.0 5-26{7) 18.0 7-31(7) =~ - -

opera 2.8 1-13 (5) 16.2 . 8-40 ( 6) 10.7 7-23 ( 6) - -

lohe "professional & Managerial” and "Professional 2(§) = Numbexr of studies .

only" categories include teachexrs. The percent- ’

ages for "Homemakers", "Students", and "Retired 3Inc1udes science., history. natural history. anthro—
& Unemployed" are based on all.respondents; the polegy, and genexal museums.

percentages for the othexr categories are based on 4

employed respondents only. Percentages are not Excludes audiences of ocutdoor dramas.

reported when fewer than five studies are

available.

-
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(j:;vilian work force (4.1 percent).

Assuming that the twenty-two audiences
for which this category was reported are
not systematically different from other
audiences, the median percentage of
teachers among professionals in the,
audiences (37.7 percent) exceeds the
percentage of teachers among profes-
sionals in the employed work force as a
whole {28.2 percent in 1970) by, more than
a third. Thus teachers seem to be heavy
attenders among heavy attenders.

A second professional group participating'
In arts audiences at rates well above
their share of the population was, not
surprisingly, individuals in the arts.
Although artists, writers, and enter-
tainers comprised only 1 percent of the
employed work force in 1970, in eight
audiences for which findings were reported
they accounted for a median 8.2 percent.

A fraction of the high catio may stem from
dubious sampling procedures, a possible
tendency for researghers coding hand-
written occupation résponses to report
artists as a separate category if they
were particularly npumerous. and the
temptation for some students and amateurs
to report an avocation as an occupation.

Managerial. The managerial category in
the United States Census covers a range
of managers and administrators, including
executives, government officials. sales
managers, school and hospital adminis-
tratora, union officials, and small
businessmen. However, the audience
studies we looked at included execuwtives.
managers, busingss, and proprietors.
As noted earlier, the "business" category
may have some clerical/sales employees
and leave out some public administrators.
Similarly the "executive" category may
leave out some proprietors and low level
managers. Nonetheless, it is assumed
that the Census category which we use and
the audience studies category are roughly
equivalent.

Managers were found to participate in arts
audiences in greater proportions than
their share of the population but to a
lesser extent than professionals. They
composed a median 15 percent of employed
respondents in fifty-one arts audiences
but only 11 percent of the employed work
force in 1975. Their median proportion of
performing arts audiences (16 percent) was
higher than their share of museum visitors
(9 percent and 10 percent for art and
other museums. respectively).

However., since the number of museum
audiences reporting this category is
small and the percentage range within the
rmaseum and the performing arts studies

JAnto a single category.

are high. not too much should be made of
this difference. ;
Professional/Managerial. A number of
studies merged professionals and managers
In order to use
this information, we joined the profes-'
sional and managerial categories in other
studies and pooled them with studies
reporting only professional /managerial
percentages.’ Professional /managerial
percentages may be taken as a rough index
of the representation of individuals in
high status occupations in the audiences

surveyed. . .

' Among employed respondents, the median

percentage of professional/managerial
workers in seventy-seven arts audiencep .
for which data were available was 69.5
percent, more than double this group's
fraction of the employed work force as a-
whole (25.5 percent)}. As with profes-
sionals alone, there was some disparity
betwedn art nmseum ard other museum
visitors. The managerial/professional
percentage for art museums was 77.1 per-
cent, even higher than for any of the
performing arts, while the percentage for
other museums was -53.2 percent, lower than
for any art form reporting. .

Clexical/sales. The clerical/sales cate-
gory includes, among others, office
workers. secretaries, sales clerks,
advertising, real estate. stock and bond
sales workers, and telephone operators.
However, some schemes specified that
secretaries were included but others did
not. Residual white-collar categories
were excluded from this analysis®except in
a very few cases where white-collar unam-
biguously included only clerical/sales
employees. Since a number. of occupations
listed as clerical/sales by the Census—-
for instance, bill collectors, mailmen,
and teacher's aides--are difficult to
classify, there may have been slight
léikage from this category into business,
blue-collar, or service categories.

Clerical and sales personnel composed a
somewhat smaller percentage of audiences
than their share of the employed civilian
work force. Of forty-one audiences, they
made up a median of 15 percent, while they
constitute 24 percent of the full employed
civilian work force. The median for the
performing arts (18 percent) was slightly
higher than for mmseums (14 percent).

Blue-collar workers. Along with the
extremely high propertions of professionals
reported, the most striking finding in the
studies reviewed was the consistently low
percentages of bhlue-collar workers relative
to their share of the population. In the
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~a.median 3.1 percent.

" anything, probably overstated.

' stewardesses,

seventy-one, audience& for which data were
available, blue-collar workers comprised
a median 4 percent of those employed.
That the median is even this high is
partly due to the inclusion of- 19 "other
mxseum” audiences, which reported a much
higher median blue-collar participation
(17 percent). The median blue-collar
ghare of performing arts audiences was
only 2.8 percent and blue-collar repre-
sentatiofl among art museum visitors was
Excluding visitors
to museums other thah art museums, the
proportion of blue-collar workers in

‘thirty-four of fifty-two arts audiences

for which percentages were reported was
less than one-tenth of their represen-
tation in the work force as a whole. In
only nine audiences was it as high as
two-fifths. among art forms. median

" blue-collar percentages were remarkably

consisteht: 2.7 percent for ballet and
dance: 2.8 percent foreopera: 2.9 percent
for theatre: and 3.1 percént for art
miseums .,

Remarkably. blue-collar attendance is, if
Blue-
collar workers include individuals in the
skilled trades (carpenters., shoemakers,
television repairmen), factory workers,
laborers, and some transportation workers
(including bus, taxjy—and truck driver
and parking attendants),\ Holders of a
nuriber of other low-status jobs {chamber-
maids, janitors, busboys, dishwashers,
bootblacks, elevator operators) are
clasgsified in a separate "service®
category. However, information on the
percentage of service employees was
availible for only eleven of the
seveaty-one audiences that reported a
blue-collar percentage. (Since the
service category also contains a number
of relatively high-~status workers like
gsheriffs, and detectives.
blue-collar and service categories could
not be merged.) It seems likely that., in
studies where percentages of service
workers were not reported, individuals

in the service category (1.7 to 20.0
percent of audiences were reported, with
a median of 3.7 percent) were divided
hetween "blue-collar” and residual white-
collar categories, thus giving some upward
bias to the totals of each.

Homemakers. The median percentage of ,
homemakers in seventy-eight audiences for
which appropriate informaticn was avail-
able was 14. While homemakers were thus
statistically underrepresented--in 1975
they comprised 23 percent of the civilian
population over sixteen--variat'on among
audiences was great. ranging from Sgper-
cent to 52 percent for the audiences as a
whole. The median peércentage for the

-
1

performing arts was very similar to that
for all museums. The median percentage
for art museums was somewhat lower than
for other nuseums but the ranges were
similar. The ballet/dance audiences had
the lowest median percentage of homemakers
and £he classical music audiences the
highest, but again ranges were similar.

Students. Students participated in the
arts audiences to a high degree. com-
posing 18 percent of the avarage of
eighty audiences for which data were
available but making up only 6 percent of
the civilian population over sixteen.
Most of the students were enrolled in
colleges. The only Surveys reporting

. appreciable numbers of respondents less

than sixteen years old were from museums
other than art museums, and their median
isi not much higher than that for the
audiences as a whole. It would be inter-
edting to know to what degree the high

centage of students is a measure of
the gucceéss of cultural organizations in
attracting them by special discounts and
other incengjv§s¢ ~

As with homemakeirs, the proportion of
students varied widely from audience to
audience, with a range from 0 percent
(found in one study of members only
(#181)) to 63 percent (an audience of &
student theatrical production (#127)).

Retired and unemployed. The median per-
centage of retired and unemployed persons
in sixtyrfive audiences for the arts with
approprfate data was 5 percent, as
compared to 11 percent of the 1975
civilian population over sixteen. This
figure would seem to reflect the relative
Immobility and often severe financial
deprivation of individuals in both groups,
as well as their relatively low educa-
tional attainment. Percentages did not
differ greatly among art forms.

In most cases, aud%ence studies preseénted
data both on retired and on unemployed
persons: sometimes’ a s8ingle category

including both. In our analysis, per-
céntages etired persons alone were
occasion included since the repre-
sentation 6f the unemployed, where listed
separately. was consistently minuscule.
Downward bias in the totals may result

from a-possible tendency for individuals
who {are unemployed, underemployed, retired,
or semiretircd to report their regular
occupations.

Summary of Occupatiops. Audiences for
museums and the live perforiing arts were
fqgnd to inclu?e substantially more
intividuals in 'high prestige occupations
than the public at large. The two most

N .
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striking findings in the materials ~—~— -
analyzed were the extremely high pro-
portions of professionala. above all
yteachers) and the extrabrdinarily low
percentages of blue-collar workers.
Variation among art forms was relatively
minors with.two exgeptions. First,

- mmseums reported a less heavily profes-

.sional public than the live performing
arts. Second. blue~collar workers
composed a far higher percentage of
vi=itors in museums other than art than
they did in any other category., Several
other findings are also notable. Managers
were alightly overrepresented relative to
their share of the population in perform-
ing arts audiences but not among museum
visitors. Clerical/sales personnel were
statistically somewhat underrepresented
in audiences for all the att forms, as

were homemakers. Students were greatly
overrepresented rélative to their
proportion.of the public at large. .
although their participatiobp.waried -+* .
considerably from audience to audience.

and the retired and unemployed composed |
consistently small percentages of audi- -
ences for all art forms. »

t

Income,

The notlon that the audience for the arts
is composed of .an economic elite is a
familiar one. A study of the Minneapolis -
Symphony (#65) describes the popular
stereotype of the symphony audience as one
of "extreme wealth, snobbery. ‘our orches-
tra.’ and long gowns and white ties and
tails." While snobbery and long gowns
have not yet been guantified, surveys
have repeatedly reported that museum and
live performing arts audiences have
considerably higher median incomes than
the population at large. Baumol and
Bowen-{#8) found that the median family
income of the performing arts audience

was roughly twice as high ag the median
for the total urban population, and the
NRCA (#137) reported that people with
household incomes over $15,000 attended
the arts more than twice as often as

these with incomes below this figure.

The relative affluence of the arts
audience has become an increasingly
impoftant issue as arts organizations have
sought government support. Some observers
have warned that it is difficult to .
justify public funBling of the arts if the -
audience is ¢ sed of a small, well-to-
do segment of the population. Where this
attitude prevails audience income
statistics may not prove particularly,
valuahle for soliciting public backing.

<

*tions.’

-3 request for individual income)

They will likely be more useful for
internal administrative considerations,
such as estimating the price sensitivity
of the present audience, the level of
contributions the audience is capable of
giving. and the participation of various
income groups in the audience. At any
rate, it must be kept in mind that
although income may be as ociated with
arts attendance, it is not necessarily

the cause of attendance. High income is
correlated with having received a higher
education and holding professional or
managerial occupations, and evidence
sugygests that it is these latter factors
rather than income that determine . ~
attendance. When all three factors are
taken into account at the same time,
education and occupation once controlled
predict attendance but income does not
(#1151 Gruenberg, 1975)}. Thus. the

underrepresentation of middle and low
income groups is leas the result of their
lower dzsposable income than of ‘their
lower education and attainment and their
Jgas prestigious oc%rpa-

membership in

Income distribution data were ava 1ahle
on eighty-eight audiences for'mu

the live perfofining arts. s were
necessary to make the data compar le.
First, wvirtually all studies reported
1ncom9n?tatzst1cs by indicating the
proport ong of the respondents falling
in various incdome ranges., For compar-
ability, these range figu were
converted to median incomes for each
audzence. Second, since the studiea
analyzed wpre conducted over a fiftedn-
year period., it was necessary to convert
income figures into constant income
levels. Accordingly, the consumer price
indexX was used to tranaform all medianc

“into constdnt mid-1976 dollars.

Several additional problems should be
kept in mind when interpreting these
income figures. Personal income is
generally regarded as sensitive infor-
mation.” and income data solicited through
guestionnaires or. intervzews is more prone
to distortion than any other social char-
acteristic considered here {the
nonresponse, rate for income question.
ranged as high as 29 percent). <Moreover.
some studies reguested family incorie.

. others sought household income, and still

others failed to specify either (which ip
some instances was probabtily 1nterpr;:ed as
is
may introcduce asome downward biaa. While
studies requesting household family
income yielded nearly identical median
incomes, surveys specifying neither
obtained median incomes which were on the
average ,$2,591 bglow those eliciting
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‘household income. No reliable procedure
" was available for adjusting these differ-
ences.
Finally, median real family incomes ‘for
the population as a whole increased
congiderably in the 1960s and modestly in
-the 1970s3: median family income in
ggnstant 1976 dollars was $10.778 in 1960,
4,431 in 1970, and $14;476 in 1975. An
audience with a median family income of
$14,500-in 1976 dollars would be con-
sidered relatively affluent were the study
conducted in 1960 but fairly representa-
tive of the public were the survey
completed in 1975, More than two thirds

of the studies reporting income data were
conducted during the 19703, and thus a
figure of approximately §14,000 for median
family income serves as a useful baseline
for comparison with study findings.

Median Family Income?

U, 8. Population

’ 1960
% 1970
187

510,778
14.431
14.476

Consistent with the belief that the per- »
forming arts draw an upper-income
audience, the median income for seventy
performing arts audiences was $18,983,
approxlmately $5,000 above that of the
entire public’ (Table 6). Moreover, _°
eighteen of the performing atts surveys
were conducted by the Institute of

Doutdoor Drama, The outdoor dramas tendedéy

to attract a more diverse audience. and
the medfan income for these studies was
$15,249. By tontrast, the median income
for the performing arts studies without
the surveys of outdoor drama was $20.250.

The gap we found between the population
1ncome and performing arts audience
income was somewhal less than that
observed by Baumol and Bowen (1966),
probably reflecting the greater diversity
of audiences surveyed in the studies
revicwed here. Baumol and Bowen, for
instance, did not include as many uni-
versity or outdoor .performances in their
study, and the lowest median incomes
consistently are reported for these types
of audiences.
The performing arts studies reported a
range of median audience incomes that

. indicated congiderable diversity in audi-
ence composition from event to event.
Nonetheless, nearly all of the assembled
studies found median incomes above that
of the general population. Excluding the
eighteen outdoor drama surveys, only three

hd .
'

of twenty-seven studies. of tHeatre
atdiences reported median incdomes below
that of the public at large. and all three
of these were of University theatre pro-
ductions, No study of the other
performing arts yielded median incomes
below that of the general population. The
minimun median incomes reported for ballet,®
orchestral mugic, and opera were, respec-
tively. about $2.000, $4,000, and $5% 000‘
higher than the population median. If
outdoor drama audiences are excluded, "the
major *performing art foims appear to draw
markedly similar aydiences: the theatre
median is $19.342 and.the opera median iq

521,024, with ballet and orchestral music
in between.

As has been previqusly observed in the
case of both education and occupation,
museums attract a somewhat more repre-

. sentative cross-section of the American

peblic. The eighteen museum studies
reported incomes several thonsand dollaxs
below the performing arts average though
still also several, thousand dollars above
the general poonulation figure. (Only a
single museum study found a median income
below that of the general public.) Among
the many factors that may account for this
difference are the generally lower ‘admig-
sions charged by museums and the greater,
“appeal of museums for students ‘and young
people. Though relatzvely.few gtudies
are available on' the Baeparate mussum
types, as in the cases'ge occupation ‘and
education, art museums were found to draw
a somewhat more affluent clientele than
gcience or hzstory musSeuns . o

.
L ' . *

Race and Ethnicity

The relative paucity of blacks and other
racial and ethnic minorities in arts
audiences has been commented on frequently
and, indeed, has been a matter of some ',
concern to the arts community. In 1972,
the American Asscciation of Museums called
attention to the problem of making muse
. rglevant and hospitable to intercity a.ngrtg
minority people, noting that the moyements
_of the middle class to,the suburbs and of
blacks. Mexican-Americans, dnd Puérto,
Ricans to the core czty "have left the
museum, an-urban institRtion,\to some

, extent a beached whale...." {American

' Association of Museums, 19721°6).

Museums have not been alone in recognizing
this dilemma. Recently,“the Kentiedy
Center for the Performing Arts formed a
‘special committee to find outiwhy so few
of Washington's many blaclk residenis were
attending the Center's events.




Median income of Audiences by Art Form

r

+

Art Form ) Median of . Range of Tutal Number

Median Incomes® Median Incomes - Studies

: ik ——————
All museums - $17,15¢ $13,294-$30,618 18 .

Art museums 18,148 14,016~ 30;613 : 0 -

1

History museums . . 16,757 13¢394— 29,055 ?

Science museums 17,269 14,765- 20,851 5

o v

ALl gerforuing arts - 18,903 9,466~ 28,027 70

/Ballet and dance 20,082 16,452- 22,404 10

Theatr® » +

7 Excluding outdoor drama 19,342 9,469- 25,784

Including outdoor drama 16,819 ' 9,466- 25,784

drchr tra 20,825 18,221~ 28,027

Opera ) , 21,024 19,017~ 27,245

11 constant mid-1976 dollars

—




Minorities--blacks and pergsons of Oriental

. and Hispanic background--were underrep-
regsented in most of the audiences for
which data on race were acquired. They
accounted for a median 7 percent of
thirty-£five andiences as opposed to being
over 20 percent of the population as a
whole, The median percentage of minor-
ities for thirteen audiences of the

® performing arts wag 7, the same as it was
for eleven audiences of art museum
visitors. Again. miseum= other than art
wers more inclusive: for eleven sets of
such visitors the median percentage of
minoritiea was ll. As to specific
.minorities, while blacks constituted 12.3
percent of the - total urban population in
1970, they represented a median 3.0
percent of the fifteen arts audiences for
which data were available. In a nunber
of#studies outside the West Coast and
Sduthwest, individuals of Hispanic back-
ground were not separated from the white
population., thus depressing the minority
total. We surmise, however, from the few
studies in these areas that did count
Hispanic people separately, that they
generally made up a small percentage of
the audience and that their exclusion
depresses the minority median by no more
than 1 percent.

Such overall figures should be interpreted
cautiounsly because of the small number of
audiences studied, variations in the
definition of minority and, above all. the
large differences in the populations of

- minority groups in different locales. The
gset of studies reviewed here. for example,
contains data from the Washington. D.C.
metropolitan area, where blacks composed
24.6 percent of the population in 1970
and from Washington gtate, where only one
in fifty persons was black. Similarly,
persons of Hispanic origin represented a
substantial portion of the populations of
Los Angeles and New York City (15.0 and
Al-1 percent, respectively), but were a
much less significant presence in such
places as Boston or Montgomery. Alabama.
For this reason. selected comparisons
bre useful.

In all but one of fourteen audiences for
which data on black attenders can be
compared to census data., blacks were
underrepresented relative to their numbers
in the local population by ratios of up
to eighteen~to-one. In five studies of
museums in the San Francisco area, where
blacks composed 10.6 percent of the metro-
politan population in 1970, the highest
black irOportion was only 3.percen
#193, #194, #195, #265). In two New York
City audiences {(#94 and #203), blacks
represented 3 and 4 percent of attenders
}nﬂgontrast to over 16 percent of the

B
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{(#111,

of attendance at two'¢f the Smithsonian
museuns (#1190 and #265), visitors were
9 and 5 percent black.

metropolitan populat{gn. In two studies

Pata on audiences in the South differed
little from other sections of the country.
In Joffrey Pallet audiences in three
southern cities, blacks were underrep-
resented in audiences by ratios of from -
three-to-one to thirteen-to-one (#38)
relative to their share of local metropol-
itan populations. "Nonwhites" {presumably
almost all blacks) composed a rather |
sizeable 19 percent of visitors to a
Montgomery. Alabama. art museums but the
metropolitan black population in that area
is 34.4 percent. Only among swmmer
visitors of a Boston art museum (#17) werxe
blacks represented in proportion to their
number in the metropolitan population at
large. Finally., nonwhites constituted a

relatively high 16 percent of New York
City theatregpexs in one study (#73).

It should be noted that for many insti-
tutions a large portion of the visitor
population consists of tourists from out-
side the relevant Standard“Metropolitan
Statistical Area (SMSA)., .Out-of-town
vigitors have been found to compose begweeq
22 and 30 percent of visitors to the
Metropolitan Museum in Hew York (#3, #l6),
between 12 and 55 percent of visitors to
New York's whitney Museum and the Museum

of Modern Art, and between 2 and 10 percent
of visitors to museums in'Newark and
Srooklyn (#16). (These figures vary by

day of week.) Percentages of out-of=-sMsi
visitors to Baltimore museums and per-
forming arts institutions range from 2

to 14 percent (Cwi and Lyall., 1977)}.

A strict comparison would have to take
these figures into account.

Individuals of Hispanic origin appear
to have similarly low participation
rates, although here the pattern is
less clear. They ranged from 0.8 to
3.2 percent of four sets of San Francisco
museum visitors, while théy constifuted
7.4 percent of the metropolitan prpu>
lation. Only 8 percent of the San
Antonio Joffrey audience (#138) and 5
percent of American Museum of Natural
History visitors (#203) were found to
be Hispanic., but 37.5 and 1ll.l percent
of san Antonio and New York City residents.
respectively were of Hispanic origin in
1970. The most anomalous findings on
Hispanic attendance appeared in a survey
i Washington State (#63), where Hispanic
eople composed from 5 percent of dance
audiences to 12 percent of history museum
visitors even though less than 2 per=-
cent of the state's population is of ~—
Hispanic origin. If the findings are not
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the result of unigue methodological
aspects of the study, the high rate of
Hispanic arts attendance in Washington
State is remarkable indeed and deserves
further study.

Information about minority attendance
habits can also be gleaned from six
cross—-sectional studies undertaken by
the National Researxch Center of the
Arts. These suxveys--two national. one
of Mew York State., one of California.
cne of Winston-Salem, MNorth Carolina,
and one of the New York Borough of
Queens--asked respondents if they had
attended each of several kinds of arts
performances and museums in the previous
twelve months. Relative responses of
whites and nonwhites varied widely from
place to place and time to time. In
New York State, virtually ecual percen-
tages of whites and nonwhites reported
attendance in every category except .
Yconcert or opera," where 36 percent
‘of whites had attended as compared to
23 percent of nonwhites. In Queens,
slightly higher percentages of whites
said they attended theatre and classical
music performances, but slightly more
nonwhites atBended dance (#190), 1In
Winston-Shlem a higher percentage of
whites than nonwhites reported attending

. all the performing arts (#201). In

California white attendance was higher
than black and Hispanic attendance for

“*theatre, classical music., art museums,

and science and natutral history museums.
but a substantially higher percentage

of blacks reported attendance at dance
events. Hispanic respondents indicated
less attendance than blacks or whites at
all the performing arts, but reported
attending muscums more than blacks (#42).
Consistent vith the California results,

a cross-sentional survey of the attitudes
of Amarillo tesidents found black
respondents relatively more enthusiastic
about classical music and Hispanic
respondents preferring the visual arts
to theatre, classical music: or dance.

The two national surveys are rather
perplexing for although the second was a
replication of the first and found rather
similar rates of attendunce among whites,
attendance by nonwhites was sharply lower
in the second. The first survey. under-
taken in 1973, showed roughly equal
attendance at all the arts except for
theatre, where more whites reported
attendance. and dance. where greater
attendance was reported by nonwhites ({f7).
In the 1975 replication, however. white
attendance substantially exceeds non-
white in every category, with nonwhite
attendance drepping from 48 to 18 percent
for science and natural history museums,

from 50 to 24 percent for art museums., and
from 44 to 23 percent for theatre (#137).

Although most of the cross-sectional sur-

“yeys do show relatively small disparities

between the attendance behavior of whites
and minorities., their findings must be
interpreted cautiously. Information ¥
based on people's recollection is
obviously considerably less reliable -than
information obtained from people at
actual arts events, and cross-sectional
study respondents may often define
attendance in idigsyncratic ways. The
results of these and other differences
can be seen when the findings of a cross-
sectional study of New York State
residents is compared with the results of
a statewide New York survey of, individuals
actually attending arts performances,
Although nonwhites reported slightly ¢
higher attendance rates than whites for
theatre, ballet and dance, and museums

in the cross-aectignal survey., nonwhites
were consistently underrepresented in the
actual audiences. This underrepresen-
tation may reflect greater overreportiﬂg
by nonwhite respondents: peculiarities

of sampling’ disproportionate attendance
by nonwhites at events excluded from the
actual audience surveys: a tendency for
many whites to attend frequently while
many nonwhites attend only once or

twice a year: or some combination of the
above.

k- 2

while the existing data does not permit
a, definitive assessment~-~for example, no
surveys of museums or performing arts
campanies appealing predominantly to
minority group members were available--
it seems likely that blacks and other
minorities are generally underrepresented
in performing arts audiences and afmong
museum visitors relative to their share
of the population. Since a higher per-
centage of minorities than whites are wvery
young, poor, without college educactions.
and/or employed in blue-collar or service
occupations--all categories with dispro-
portionately low participation in arts
audiences--this is not in itself surpris-
ing. In 1975, 34.4 percent of the black
population, and only 26.1 percent of the
white population, was under the age of
sixteen. The median income for white
familiss in 1975 was $14.268 compared to
a median of $8.779 for black families.
Similarly, 63.2 percent of blac¥ civilian
employed persons were blue-collar or
service workers as compared to 44,3
percent for whites. And the average black
person twenty-five years of age or older
had completed 10,9 years of schooling
compared to a white median of 12.4.
Although existing data do not permit an
assessment, it is likely that poverty and
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lack of education, rather than cultural
factors or racial exclusion, are respon-
sible for the low level of minority arts
attendance. Only one audience or visitor
study {#193) reported educational attain-
ment by race. This study found that the
percentade of black visitors who were
college graduates was even higher (by a
few percentade points) than the compar-
able figure for white college graduate
vigitirs. Where data permits, further
analysis should be performed to assess
attendance rates by whites, blacks, and
Hispanic persons of equal educational
attainment and comparable occupational

*and income levels.

Summary‘of bemographics

The studies in our sample indicate
*consistently that the audience for the
arts is more highly educated, is of higher
occupationa)l status, and has a higher
income than the population as a whole.
Only one study out of ninety-seven found
that the proportion of the audience with
a colledge education was lower thanm the
population at large. Every one of the
sixty~five studies which reported occu-
pation found that the audience was
composed of a substantially dreater
proportion of professionals than the
deneral population, and only four of
seventy-six studies found that the median
income of the audiepce was lower than the
median income of the population at large.

Although women were glightly overrepre-
sented in the arts audience, the gender
ratio varied extensively and one-guarter
of the performing arts audiences in our
sample and two~fifths of the museum
visitor populations were composed of more
men than women. The ma2dian age of the
arts audience was close to the median age
of the population at large but varied
widely from audience to audience. The
few studias which examined the racial or
ethnic composition of audiences indicate
that minorities were present in propor-
tions smaller than their shars of relevant
metropolitan populations.

All of the variables studied showed
considerable change from audience to
audience. Some of this can be attributed
to the differing methodologies, such as
response categories, methods of sampling.
and presentation of results. Some may
stem from chandes within an audience.
Certain characteristics of audiences were

found to vary by season, time of perfor-
mance {day of week, time of day), and the
particular content of the performance or
exhibit. One final source of variation
is that the composition of the audience
appears to differ slightly for different
art forms.

Museum visitor populations were somewhat
more representative of the American public
than were the performing arts audiences
surveyed. The museum surveys found
smaller proportions of professionals and
the well educated had lower median incomes
than did studies of performing arts
audiences. The differences found between
the museum visitor population and per~
forming arts audiences may be attributable
in part to the lower median age of the
museum visitor. There were differences
between the visitors to the various kinds
of museums. The art museum visitor
population was better educated, wealthier,
older, and composed of more professionals
than visitors to history, science, or .
other museums. Aamong the performing arts,
theatre audiences were somewhat less = ¢
educated and less wealthy, and they were
composed of a smaller proportion ol
professionals than audiences for the other
performing art forms. .

13

ADDITIONAL ISSUES IN AUDIENCE RESEARCH

K

In this section we look at chandes in the
gomposition of arts audiences over time
to determine if the "reach" of museums
and the live performing arts has become
broader, narrower, or remained the same.
Also, we explore the differences between
frequent attenders and infreguent
attenders and evaluate the evidence on
audience overlap among art formg: to
what extent does each art form hate its
own devoted following and to what extent
is it correct to speak of one arts
audience? Finally, we examine two impor-
tant genres of audience research that do
not deal with demographic composition.
These are studieg of the economic impact
of spending by arts audiences on local
economies and surveys of public attitudes
towards government funding of the arts.
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The Arts Audience Over Time

To examine whether the American audiences -

for live performing arts have been pro-
gressively demacratized over the past
severiteen years, we hayve evaluated trends
in five.major indicators~~gender, age.
educatzon. occupation. and income.
}ng certain years, particula:ly some
in‘the 1960s. we had few surveys to work
from. Some of these have been grouped
together in a span of several years

to provide a more stable estimate of
audience composition. At least siX are
included within each time period (with

- the exXception of one period for the data
on education)., Furthermore, because of
the relatively small number of museum
‘studies available for some of the periods,
the 2nalysis ig limited to performing
arts studies only. It should be v
cautioned that the pre-196% studies
include a number conducted by Baumol and
Bowen (between eight and thirteen.
depending on the social characteristic).
A8 we have already noted, these studies
yielded social profiles that were sig-
nificantly more elite than those found
by most other audience surveys. Since
relatiyvely few other early studies are
available, these surveys dominate the
early and mid-1960s audience composition
figures. and thias should be Kept in mind
in eXamining trends based on this period.

Ggender. The proportion of men in the per-
forming arts audience shows little change
over time, though there is a slight drop
" in recent years (Table 7). In most
periods, the percentage of men varies from
the low 30s to the low 50s, indicating
that there is far more Variation in gender
composition from event to event than
between time periocds.
Age. There is no indication of any trend
toward younger audiences.

Education. The proportion of the perform-
ing arts audience with at least a college
education evidences no decline over time.
While the edutation level appears to
fluctuate considerably hetween the first
three time periods. much if not most of
the change reflects special features of
the studies conducted during these
periods.. Thirteen of fourteen pre-1967
studies were executed by Baumol and Bowen.
while seven of fifteen studies during the
1967-1972 period were conducted on .
audiences of university productions.

{None of the post-1972 studies were of
campus audiences.)

Qccupation. Combining two indices of the
occupational composition of performing
arts audiences-~the percentages of |

.trends,

professional workers and blue-collar
worker s-~we See little.change over the
past seventeen years.

Income. Income trends mirror those
reported for the other social indicators.
The average income for 1960-1967 was
recorded at a figure markedly higher (in
constant mid-1976 dollars), but again this
is based almost entirely on the Baumol and
Bowen surveys of prominent performing arts
audiences. It is notable that the median
incomes reported for audience studies
conducted within a time period vary far
more .than do the averages between the

per iods. N

In short., our data do. not reveal any
striking changes in the composition of
the audience over the past one and one-
half decades. However, we caution that
the heterogeneity of the audience Studies
evaluated here may have concealed subtler
For eXample, if audiendes for
one art form were becoming increasingly
male while audiences for another more
female, such a change would not be
discernable in our data. Similarly, if
theatre audiences in major cities were
becoming more diverse. while theatre
audiences in smaller cities and suburbs

. were becoming less so, no change would

be observed. Moreover, any changes in
the audience of r .ticular organizations
or sectors vwould not be reflected in the,
aggregate figures we have congkidered.

It is possible. for instance,®that the
audience for professional dance compan-
ies-~or any other art form-~-is undergoing
a significant broadefing while the
audience for certain other arts forms is
remaining stable or even narrowing.

Another way to examine time trends. and
one which eliminates problems efanating
from the aggregation of studies of
diverse institutionhs, is to compare
studies of the same arts organization
which have been conducted at different
times. In twenty-nine cases we have
meltiple studies of an organization's
audience. However, the research method-
ologies were usually so different and the
idea of time-series data go absent among
the studies that a meaningful comparison
could be made in too few instances.

Audience Structure

In most audience studies attention is
rarely directed at one particularly
critical difference among audience
members: freguency of attendance. Some
persons are veterans of many performances

48
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Time Tronds in the Goﬁd;r. Age, Edilcatlon,
Occupation, and Income Composition of
Performing Aris Audiences

: Tbtai- ]
. ) Median of Range of " Number of. .
Social Character and Time Period Medians Medians Studies :

Gender: Percent Men

1960-65
1966-69
1970-71
1972-73
1974-75
1976 -

Age: Median {(in years)

1960-67
1968-70
1971-72
1973
1974
1975
1976

Education: Percent with
College Degree or More

1960-66
1967-72
1973
1974
1975
1976

(Takle 7 contimtes on following page)
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(Tabl: 7 continued)

Occupations’

Percent professional

1970-74 ’
1975-76

Percent blue-collar workers

196069
1970-74
1975-76

Income: 1976 Dollars

1960-67
1967-70
1971-73 .7
1974~75
1976

19,342-28, 027
16,819-25,229

9,466-27,245
15,292-23,202
14,003-21,004




or visixs, others rarely visit. and still
others aXe in the audience for the first
.time. (Shme are also there for the last
time.) + A national cross-sectional survey
in 1975 reports that 47 percent of the
public had attended at least one theatre,
classical music, or dance performance
during the previous twelve montha;. 52
percent had visited a museum. Of the per-
forming arts consumers, 62 percent had
made one to five visits, while 38 percent
had gone even more often: of the museum
visitors, 58 percent went to the museum
five times or fewer, while 42 percent had
visited nmore frequently (#137). Most
audiences contain a mixture of regular and
irregular arts consumers, and for some
purposges defining the relative proportions
ia useful.

Growing total attendance can reflect an
increase in the number of individuals
drawn to-the arts, an increase in the
frequency of visits, or both. One organ-
ization experienced in audience research
distinguishes between the *reach” and
"frequency" of an audience. Reach
deacribes the percentage of a community
which attends an arts institution at
least once during a one-year period.
while frequency is the average number

of visits made by attenders during the
year (Morison.and Fliehr, 1974). The

ratio of Yeach to frequency can vary con-

siderably from audience to audience. For
instance, in one study of a park and a
theatre in the park, it was found that
the park's reach was 6.0 percent (6 per-
cent of the area residents had vidited
the park during the past year), while
the theatre's reach was only 2.5 percent
(#118). On the other hand, the frequency
_of the park visitor was 4.4 (of those ever
attending during the previous year., each
averaged a little more than four visits),
but the frequency for the theatre patron
was 5.4. In other words., the theatre
attracted a gmaller number of individuals
than the park. but it was a more committed
clientele. .
Reach is a good measure of an organiza-
tion's breadth of appeal. while freduency
signifies the extent to which the organ-
ization has -cultivated a regular
constituency. Though outreach programs
are usually aimed at increasing the
former, some may actually be affecting
the latter. One art museum developed a
special exhibit designed, in part, to
broaden the museum's appeal. However, a
visitor study revealed that although
attendance did significantly increase
during the exhibit. much of the expansion
was due to the return of regular visitors
rather than the appearance of new
visitors (#135)}.

Studies involving more than a single type

of arts organization typically reveal that
Efrequent attenders of one type of insti-
tution also tend to be freduent attenders
of other institutions. An analysis of
cultural consumers in California reveals
that of infrequent museum visitors (one
to five visits during the previous year},
47 percent had not attended a theatre,
classical music. or dance performance
over the previous year and only 19
percent had attended more than fivestimes.
By contrast. of freguent museum visitors
{more than five times per Year}., only
24 percent failed to attend one of these
performing arts and 47 percent had gone
to more than five performances over the
year (#42), There is even some evidence
that freguent arts attenders participate
more heavily in all leisure pursuits,
such as sporting events, movies, the
circus, and creative activities (#'s 7,
39, 42, 190, 203). The habits of.
attenders of one art form differ from
those in another. One study found., for
instance., that 63 percent of respondents -
who had been to the theatre during a
twelve-month pPeriod had attended no other
type of performing arts event. By
contrast. only 36 percent of the audience
at the symphony. 25 percent at the opera.
and 20 percent of the ballet had failed
to attend at least one other type of’
erforming arts event in the past year
#115). fThere are various ways of
measuring audience overlap. but however
dpproached. the results seem to indicate
that theatre audienceg are the least -
integrated with those of the other per-
forming arts (#'s 8, 115). Also, there is
some evidence that slightly different
types.of people frequent performing arts
events as compared to museums (#42)..
Arts audiences distribute themselves
along a continuum. Clustered at one end
are those who frequently attend a variety
of arts events, and at the other end:are
those who only occasionally sample a
single event. The habitual attenders
group themselves in active social circles.
Friendship and acquaintanceships are
formed around a shared interest in the
arts, cultural events are central topics
of informal discussion and exchange. and
there is the expectation that attendance
at, and knowledgeability of. the arts is
high. Several studies report that
frequent attenders are more likely than
infreqient ones to hear about arts events
through their social networks, to count
cultural consumers among their friends,
and to indicate that arts attendance is
fashionable in their social milieu (#'s
7. 42, 64, 93).




This cluster of the arts audience is also
distimguished from the occasional attend-
ers by its social character. Sixteen
audience studies in our possession
examined the relationship between fre-
quency of attendance and educatien. and
all sixteen found that regular visitors
are more highly educated than irregular
visitors for both museums and the
performing arts. A cross-sectional study
of Californians, for example, found that
of those who had not visited a museum,
during the past year, 7 percent held a
college degree or more: of the infrequent
museum visitors (one to five times), 18
percent were college educated: and of the
frequent visitors {more than five times).
31 percent held college degrees. The
corregponding figures for the performing
arts were 7, 18, and 43 percent. respec-
tively (#42),

Those among the regular arts audience

also tend to have higher incomes, though
the evidence here is less clear-cut than
for education. Thirteen of seventeen
studies with relevant data report higher
incomes for frequent attenders than for
infrecquent attenders. but one study
revealed no difference and three indicated
the reverge. In all three of the latter
cases, the audiences were for ballet or
dance. For example. a study that included
ballet audiences in New York State found
that median income for frequent attenders
was $19,000, as compared to 519,400 for
infrequent attenders (#73).

There is some evidencé*that income may
have a stronger relationship to freduency
of attendance for the perfomming arts

than for museums. In one cross-sectional
study, for example, the income gap between
freguent and infrequent attenders is
£2,900 for the performing arts but only
$800 for museums (#42). Although museum
admission charges typically are cheaper
than performing arts tickets or are
nonexistent., we suspect this explains
little of the difference in attender
background. $tudies of visitors to
museums before and after the institution
of an admissions charge (Cameron and
Abbey. 1962) or studies comparing "free"
periods to times when admissions fees are
charged (#17) have found little variatior.
Then, too, professional sports and rock
concerts impose admissions fees comparable
to those for the performing arts. Yet auch
events, we suggest., often attract a
considerably less "upscale" audience.

There was no decisive pattern for the
gender and age composition of frequent
versus infrequent visitors. Four studies
indicated that frequent attenders had a
higher proportion of men, six studies

) &5
reported a lower proportion of men. and
two studies found no difference. Sim- \
ilarly. six studiea concluded that
frequent_ attenders were older t N
infrequent visitors., three found'the
opposite, and two reported no age differ-
ence.

S

Since frequent attenders are more likely
to be present in an audience for a
specific performance or to be museum
vigitors on any given day. most audience
studies are, strictly speaking, studies
of those present rather than of visitors..
As we have seen., regular arts consumers
are generally more highly educated and
somewhat wealthier than irregular
consumers. Thus social statistics based
on those present will tend to reveal a
somewhat more affluent profile than if
the statistics were based on all those
who ever participate in arts audiences.
-

Economic and Political Impact

The precarious financial condition faced
by many arts organizations and the growth
of govcrnment interest in the arts have
led to an intensified search for ways of
justifying public support. Increasingly.
audience research has provided the
factual platform upon which rationales
for public support of the arts have been
erected.

Audience surveys mav prove of practical
value for promoting public support in
several ways. Social profiles can be

used to demonstrate that a broad cross
saection of the public is being reached by
an arts organization and that, by impli- éh
cation, the organization is performing a
valuable quasi-public service. Another
application of audience research to the
acquisition of public backing is in the
identification of secondary economic
benefits of arts ingtitutions for the
local community. A third practical use

is in demonstrating .the educational value
of exhibits and performances for attenders.
thereby showing that the arts serve public
education. Finally. attitude surveys of
cross sections of the public can be used
to document widespread support for the
arts, so that gpending on the arts by
funding agencies and legislative bodies
is made politically legitimate.

While demographic profiles have been
acquired in virtually all audience studies,
few have examined the secondary economic
impact or the public appeal of the arts.
Our assessment Of attitudinal and economic
studies, then., rests on a more tenuous
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base than our assessment of the far more
extendively resezrched socizl profile
questions. -

Bconomic act. Studies of the local
economdc impact ¢f the arts have not’
solely relied on audience survey method-
ologies. The direct and indirect
conseguences of an arts organization's
payroll and -purchases have been examined:
efforts have been made to identify the
lar~ely unlicompensated contributions of
arts organizations to achools and other
local institutions; and the effects of
caltural resources on individual business
firm decisions to locate in a community
have been considered (see, for instance,
#139; Arts Education and American Panel,
1977: and Cwi and Lyall, 1977).

. Audience research is particularly “well

suited to answering stlill other types of
economic impact questions: Are art

in the decision of nonresidents tofyisit
a city? How large are the nonarts expend-
itures during a visit to an arts insti-
tution? What sectors typically benefit

xpenditures?

Nine audience studies in our possession.
all, except one conducted in the mid-1970s.
addr'essed one or more of these igsues.
One gtudy was based on a survey of a

Boston, commerical theater audience (#4)3 .
a second was a survey of New York commer-
cial theéater audiences (#37): another
involved @ study of visitors to the New
York Metropolitan Museum of Art (#3); a
fourth consisted of a survey of fourteen
audiences of nonprofit performing arts
events in Wisconsin (#29): a fifth and
sixth were of performing arts and museum
vigitors in New York State (#73) and
Washington State (#63):; the seventh was
based on a survey of visitors to seven
major Chicago museums (#11): and two more
were surveys of audienhces for a ballet
company (#94, #138).

There ¥B no effective way of measuring
how cultural institutions draw visitors
to a coomunity. As a result, these
studies have relied on a technigue which
yields suggestive but not definitive
information on this matter. Art organi-
zation visitors are simply asked whether
the presence of the institution was a
major factor in their decision to visit
the city. Thus., among the nonresident
visitors to the Metropolitan Museum of
Art (nonresidents comprised half of all
visitors), four-fifths reported that
they had planned to see the museum prior
to their arrival in New York City. AaAnd
of these, 24 percent indicated that their

intention to see the maseum was "a fairly
important" reason for the trip‘rand 58
percent affirmed that' the visit was "a
major" reason behind the trip. Comparable
levels of mugeum drawing er were found
in the Chicagoe study. Nonresidents were
agked: "Was a visit to the museum or
museums an important reason for your/ trip
to the city?" Nearly 50 percent indicated
it was the "main reason," and 85 Percent
attributed at least some importange to

the seven museums in stimulating their
travel plans.. The number of city visitors
who would not have come were the museums
unavailable cannot be fixed with any
precision using these figures, but it is
clear that a substantial proportion are
attracted to the city largely as “cultural
tourists." ‘Since cultural consumers tend

to be highly affluent, the arts may be
particularly effective in attracting
those who are most likely to make sub-
stantial personal expenditures during
their visit to the metropolitan area.

The expenditures by visitors on nonarts
goods and services varied considerably.
Patrons of the Boston theatre spent $6.40
on the average: in geveral cities. between
$5.00 and $14.00 were spent aside from
the performance by persons attending
ballet: New York State residents who
atterlded arts events spent an average
$7.80 oxt nonarts activities while out-of-
town patrons Spent $14.30: Washington
residents spent $6.70 along with attend-
ing a performing arts event! Wisconsin
performing arts audience spent $1.90 per
person in attending one of fourteen
surveyed events but $15.80 in attending
another! out-of-town visitors to Chicago
rmuseums spent $16.00. on the average: and
out~of-town #isitorB? to the New York
Metropolitan Museum of Art typicall
disgposed -of $85.00 (a median figurJ.

If these amounts are used to estimate
total annuak expenditiyes, the direct

‘aggregate impact on the local economy

iz considerable. In Beston, visitors of
the single theatre alone contributed

$3.9 million to the local. nonarts economy
during one season and $6.6 million during
another season when attendance rates were
higher (nonresidents were not distin-
guished from residents in this study, so
only a fraction of these totals repre-
sents the infusion of outside capital).
In Chicago, out-of-town visitors of the
seven museums contributed $76.5 million
to the economy, and in Kew York nonresi-

Qents passing through a single rmuseum

were respongible for approxzmately $187
million in expenditures annually. These
figures represent direqgt outlays, amd
there are additional indirect economic
benefits as the money changes hands
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. several times hefore entering savings or 60 percent endorsé state government
tax accounts. A multipilier of two is. backing in this circumstance; and 63
often used to estimate the recycling percent back local government inter-
effects, and so the combined direct and vention {(#42). Comparable patterns are
indirect economic impact may be as muc recorded for Winston-Salem rth
as double the above figures. Carolina. (#201) and Ancherage, Alaska,
. (#93): the percentages supporting
Ndt surprisingly. virtually all of the federal. state. and local gdvernment
spending is concentrated in the usual financing are 49, 60, ard 64 in the
‘tourist industries. For instance. in former region and 47, 69, and 74 in the

the Chicago study {(#11) of the total latter. In Boston, more than half (57

museum related expenditures 29 percent percent) of the city‘'s resgidents favored .

_went to restaurants, 27 percent retail expansion of a city-sponsored cultural

stores. 21 percent lodging. and 9 percent program from & summer season to a Year-

transportation. Thus, it is evident that round basis (#62)}., And in Salt Lake

certain sectors of the local economy City. Utah, a majority of the public (58

.benefit considerably from purchases by percent)} would urge a greater allocation
cultural tourists. It remains to be of the municipal budget to cultural

demonstrated’ that the whole econcmy, the events (#166). & .

municipal government, and the lccal :

public also benefit from_this sectoral The apparently high levels of public
economic impact. It has not been shown support in these regions may be due to
that the benefits weigh any addition- the question-sensitive nature of this

al tax burden borngugx “Yocal residents issue {though conceivably there could be

resulting from government underwriting regional pockets Of hr?h support for

gf art organization deficits. Also, government involvement When a national

it~has not been shown that most of the gample of the American lic was asked

money -aperit on activities associated in 1973- whether "cultur organizations
with attending arts events would pot have {should) have to pay the wn way. or
been spent in the absence o ﬁsudh events. should....be able to receive direct

, Still another important issup which has government funds to help support- them, "

! yet to be addressed empiricdlly is the only -38 percent adopted the. latter .
¥ .. *local” economic impact of public sponsor- Jposition, while 34 pércent indicated that”
ship of the arts relative te government culta organizations should rely on ’
investment in other areas or institutions. their means and 28 percent reported «

‘ . that it depended on theé circumstances or
Political impact.. Although the economic were undecided (#76). Even greater
benefits have not vet been decisively " akepticism is evident when the isbue is -
demonstrated. it appears that public government suppoxrt for Jgrtists rather
support for government subsidy is already than cultural organizat¥ons. Only 31
widespread. This conclusion emerges frem percent the California publie agreed
ten studies we have assembled on public that "pr®fessional artists sheould receive . -
attitudes toward government underwriting ; help frém (the) California state govern-
of the arts. Eight of the studies are ment if they need Einancial assistance to
cross-sectional surveys of e public continue their artistic professzon“ (#42),
(including two national s ies}, and the and in 1975 only 29 percent ‘of the Ameri-~
other two aretof performing artas and __ can public endorsed federal support
museum visitors in two states. Nine of for needy artists (31 percent endorsed|
the studies have _heen conducted since support by state or local government)
1973, and the tenth was done in 1970. (#137).

Seven of thé inquiries were carried out
by a single organization--the National The level of public support for inter--
Research Center of the Arts. {(#'s 7, 42, vention varies widely according to the
63, 73, 93, 137, and 201! the others are specific type of cultural organization
#'s 62, 66, and 187). involved, with museums faring far better

’ than specific kinds of performing artsa
Within certain regions of America, organizations. Thus, vwhile 38 percent
majorities or near majorities endorse the of the general public in a 1973 survey
general principle that the government agreed with the principle that “cultural
should help finance cultural organi- organizations such as museums and symphony
zations that are running deficits, with orchestras" should be eligible for govern-
local help clearly preferred over federal. ment underwriting, far smaller proportiong’
Among California resident# for instance. urged such eligibzﬁzty for specific kinds
49 percent subscribe to the position of performing arts' organizations. Only
that the federal government "should help 11 percent of the public would like to
arts and cultural organizations-in the gsee opera receive public funds; the
area if they need financial support"; percentages for commercial theatre,

T
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nonprofit theatre, ballet and dances and
symphony orchestras stood at.only 5, 12.
11, and 16, respectively. By contrast
government subsidies for museums drew far
greater support. The percentages’
éndorsing government support for art.
science, and history muséums were, 41, 55,
and S7, respectively (#7).

There is some indication that the level
of support has grown in récept years as
government spending on behalf of cultural
organizations has itself expanded. In a
1975 sudrvey of the general American pub-
#4c, the percentages accepting the idea
of ‘local government support for opera

. had increased to 33 percent, for theatre

to 38 percent, for ballet and dance to 33
percent. and for symphony orchestra to

37 percent. Similarly., csubgidies for
art, science. and history museums were
now supported by 46, 64, and 64 percent
of the public, respectively (#137).

The rank order of the level of public
support for the various art forms closely
parallels the degree to which the forms
Bract a socially elite audience. The
;agre represdentative an art audience is
of the general public, the more widespread
iz public support for government financ-
ing of the art form. This is hardly
surprising, for ore would expect interest
in government support for the arts to
correspond to the benefits perceived.
Among those attending performing arts
events and museums in .the states of
Washington and New York, over 80 percent
felt that government assistance should be
provided performing arts orxganizations
and over 90 percent felt that it should
go to museums (#63; #73). similarly. in
cross-sectional surveys two Oof the best
predictors of indiwvidual willingness to-
endorse government involvement are the
individual's educational level (already
shown to be one of the best indicator’
of arts attendance) and whether the indi-
vidual .is an active arts consumer. In
the 1973 pational survey. 22 percent of
those with an eighth-~grade education
agreed that the government should support
' cultural organizations. while SC percent
of the college educated took this position.
Twenty percent of the nonattenders but 64
percent of the frequent attenders (those
in the top decile of the attendance rate)
shared the view that government subsidies
or the arts were desirable (#7).

While'large gegments of the public agree
in principle that government support for
the arts is appropriate., it is less clear
that these segments would give the arts

a high priority were they confronted with
concrete political choices. Some evidence
indicates that a _substantial part of the
public is prepared to have the government
intervene in at least a very modest
fashion. In Anchorage, for instance, 71°
percent of the residents assert that they
would be willing “to pay an additional f£ive
dollars in local taxes to support cohunity
cultural activities (#201); 54 percent are
80 inclimned in California (#42), and S8
percent of the 1975 national population
would be willing to. undertake this

nominal payment (#137). A fivefold
increase in the tax burden’ howevel, ,
results in many fewer supporters: 20
percent of ‘the California respondents and
41 percent nationally would support a
twenty-five dollar increase in their taxes
to underwrite the arts (#42; #137). Again,
willingness to undertake this burden is
highly éorrelated with whether the indi-
vidual is a cultural consumér. However.

it is also clear that the arts still rank
far below other priorities for most of

the public. When a national sample was
asked in"1975 to evaluate-rthe importance
of various community services: the arts
rated below health, transportation,
education, law enforcement. housing. and
recreation facilities. Similarly, when
asked whether federal spending should be
increased in a number of areas, respon- ,
dents ranked the arts far below education,
health, public transportatzon: and housing, -
with only defense and welfare spending
rated significantly less preferable than

* that of the arts (#137).

It is evident from avdilable audience
research. thenyfthat strong. . minorities of
the public (and in some cases majorities)
are in agreement with the general prin-
ciple that the government shcould be
involved in funding cuXtural organizations,
though there iz less support for direct
funding®f artists themselves. Support is
strongest among those sSegments who stand
to benefit most directly from increased
government backing. ~ However, while these
results are suggestive they cannot be used
¢to determine whether this publig support
for the arts is--or ¢ould be--mobilzzed
1n.the political process. " We do not know,
for example, whether the arts lobby has

a more willing publ;c to mobilize on
behalf of art spending than do other
interegst groups on behalf of other, com-
peting priorities. HNor do we know
whether public attitudes toward govern-
ment arts policies become translated

into yoter preferences during election
campaigns. .

-




' CHAPTER 2

L4

QUALITY AND IMPACT OF ARTS AUDIENCE STUDIES

oY

"

. Arts institutions and organizatzons
conterned with the artd have already
undertaken a great many studies of
audiences, and the tempo of such research
appears to be increasing. Arts ﬂanagers
and policy makers have studied audiences
in order to assess public attitudes, to
determine the composition of the public
“hat particular institutions serve,. to

- help decide on prices and hours, to'
provide baseline data for market develop-
ment programg, and to estimate the impact
of arts activities on local and state
economies. \

Such research has heen greeted with a
cembination of skepticism and enthusiasm.
An increasing segment of the arts commun-
ity seems fo feel that institutions "ih
need of practical advice miss a gold
‘mine of wisdom by neglecting to survey
their audiences" (Wainwright, 1973).
Others asgert that the research is of
trivial importance, an expensive way of
finding out what is already known.

Has audience research been of value to
‘the arts? To answer this question we
must ask two more. in turn. First. has
the technical quality of audience studies
been sufficiently high to provide infor-
EEEiOp that, if acted upon, will permit

lanagers and policy makers to accurately
predict the impact of their decisions?
Second, has the regsearch been planned in
such a way that the individuals respon-’
sible will be willing and able to use itg
results? Research can ‘be oflthe highest
technical quality. but~'if it'does not lead
'to reconmendations that decision makers
have power to implement, it will not be.
useful. Similarly, if red%arch provides
data directly relevant %0 pressing
decisions but the research is shoddily
executed, policy based on that research
is more likely to have unfortunate con-
sequences. ‘

The purpoge of thig chapter is to discover
those factors most closely related to
technical quality and policy utility of .

arts audience research. Our strategy has
"been to rate the quality and utility of
eighty~six studies of arts audiences and
to astCertain the relationship between
certain characteristics of the studies
and thelr scores on the gquality and
utility scales. Organizations that
consider sponsoring or undertaking

.8

Y

audience research may usé these findings
as guidelines against which to measure
their own*assumptions about such issues
as wh&Zt kind of research to dh. whether
to do research in~house or centract out, .
what kind of researcher to hire. and how
much to spend.

THE ARTS AUDI‘<§E SURVEY

- ] '
Our discussion is bhased upon an intensive
examinatzonlof eighty-six studies of arts
audiences and on completed surveys from
the directoFs of these studies. In -
addition reports on museum visitors
and performing arts audiences, 'wWe
examined crossrsectional surveys of local
or national populations degigned to
acquire information on exposure to and/or
attitudes toward the arts. ‘Most of the
eighty-s8ix studies employ traditional
survey ‘techniques, although some studies
use quasi-experimental dégigns {(Campbell
and Stanley, 1966). They were undertaken’

.to provide information for a variety of

purposes, ranging from fund raising,

‘audience expansion: and marketing to

planning, facilities setting ticket prices,
and lobbying legislatures.

We described our acquisition procedures.in
chapter one. Within three months, we had
127 audience studies which had bkeen under~
taken since 1970. Studies conducted
before 1970 were excluded on the grounds 5
that gtudy directors would find it '
difficult to recall essential procedural
details of their research. . We estimate
that at least 400 audience studies have
Jbeen Tonducted since then and so- the 127
located fcﬁnthis inquiry can be assumed

to be reastnably representative. Some

. bias towards more recent studies and

toward studies of ahove average quality
and utility may have resulted from our
procedures. . '
Pwo” ¥ypes informatzbn were compiled.
First, eachl study report s coded by two
raters on a variety of qu.lity dimensions.
Sécond., a twelve-page survey form was

sent to directors of 112 studies. (Fif-
teen study directors could not be located

"
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or were deceased.) After a second mail-
ing and severvi telephone contacts,
usabhle forn ‘ere received from eighty-
#six of th. . vectors, for a response
rate of 77 percent. The study audiences
were distributed among the various art
forms as follows:

Art ‘aseums 21
Histury Museums 14
Science Museums 7
Ballet 12
Dance N .6
Jazz . . 7
Folk and Ethnic Music 4
Chamber Music . 10
Orchestras 17
Comnercial Theatre 7
Nonprofit Theatre 2
Opera | 11
Cross=-sectiona> Studies 13

The total exceeds eighty-six hecause many
studies surveyed audiences of more than
one art form.

PREDICTIKG QUALITY IN ARTS AUDIENCE
STUMNIES .

By téchnical quality we refer to the

.. extent to which a study is properly
conceptualized and executed in accord-
ance with the norms of scientific invest-
igation. Previous efforts to assess the
technical guality of research have

generally relied on generalized assessments

by peers or specially trained reviewers
{e.gﬂ, Persell, 1971; Gordon and Moris,
1975; Yin et al., 1976) or on itemized
assessments in which raters, counting the
nimber of specific procedures, generate a
score on a guality index (e.g. Gephart,
1965; Bernstein apd Freeman, 1975¢ Yin
et al., 1976; McTavish et al.., 1977).
While there is merit in both me*hods,
because of resource limitation only th.
latter is used here. DBrawing c., a humber
of standard discussions of preferred
technical procedures in social research
(e.g., Kerlinger, 1973 Bernsteins 1976:
Campbell and Stanley, 1966: Lin, 1976},
on an exhaustive list of seventy-five
desirable technical research features
developed by McTavish et al. (1977), and
on observationa of factors specifically
relevant %0 arts audience research (Mann,
1972: O'Hare, 1974: Cameron and Abbey,
1960b}, we established two sets of
eriteria for evaluating the guality of

1

“ .1
the eighty-six audience studies. The
first set was used with the guestionnaire
which had been completed by the directors
w@f the atudies: the second set was
employed by two raters who evaluated the

seports available on edch audience study.l

We divided the quality criteria into two
domains. Following a distinction elab-
orated by Campbell and Stanley (1966)

and by others (e.g., Bracht and Glass.
1968: Bernstein. 1976), these domains N
can be referred to'as internal validity
and external validity. Internal validity
refers to the ertent to which an investi-
gator can eliminate alternative
explanations as causes. External
validity refers to the\ extent to which
the researcher can gengralize from the
individuals studied to a larger population.

Internal validity of each;survey is
assessed using nine items“on.the investi-
gator's questionnaire apd ten items from
the research report a3sessment. These
items include whether the survey was
pretested, trained personnel wer2 used

in the administration of the study,
maltivariate statistical techniquas were
employed, and a valid linkage was made
between the suxvey's data and the con-
clusions drawn. External validity is
assessed with ten items on the investi-
gator's questionnaire and eight items

in the report assessment dealing with
such issues as sample selection, sample
size, testing for response bias, and use
of tests of statistical inference.2 Each
item was dichotomized into high- and low=~
quality categories. Quality scales were
formed by summing the number of times an
audience survey fell into the high-quality
category.

While some of these items may appear
esoteric, each can have a significan.
impact and offers the potential of dis-

torting research findings. For example,
imagine a sitvation in which poorly,
supervised theatre ushers are respons¥ble
for inserting survey forms in programs
and placing them on every c¢ther seat:

the usher responsible for the front of
the house places the programs in the
correct manner: the usher for the middle
rows inserts t'e surveys properly -ut
forgets to cr ect them: and the usher
responsible 1cr the rear falls ill at the
last minute and is replaced by someone
unfamiliar with the survey procedure who
failz to distribute any guestionnaires.
The audience members in the front row
gseats dutifully £3i11 out and return their
forms and, when the program has finished,
the researcher has a total response rate
of about 30 percent. The researcher dces
not bother to check the representativeness
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of the seats fxom which comp.eted forms
were.gathered. When the results are
calculated, he or she is surprised to
find that the crowd is older and more
wel)l=to-do. than expected. If the theatre
manadgers do not choose to ignore the
survey findings, there is a danger here.
They might launch an expensive campaign
to recruit younger and less affluent
people to their performances. without
realizing that the findings simply
reflected the fact that audience members

‘who purchase more expensive tickets are

generally older and more affluent than
those in the less expensive seats, who
were unrepresented among the retuxned
questionnaires (Baumol and Bowen. .1966).
Because the response was biased, and
because the investigator failed to take
this into account., the -audience sSurvey
could mislead its sponsors. ,

While this hypothetical case is extreme
{though perhaps not so unusual as one
might hope), it ‘indicates the problems
that can result from poor research
techniques. Failure to pretest question-
naires may result in answers that are
useless or misleading. Failure to use

" multivariate statistical technzques may

lead readers to infer that one factor is
responsible for a second when, in fact,
they aie both caused by a third. Failure
to sample properly may result in general-
izations about an entire visitor
population on the basis of responses from
an unrepresentative group. Thus, the
internal and external guality scales are
important elements for mMeasuring valzd
researche.

We discovered that! the internal and
external quality scales were strongly
asgociated: studies high on one scale
are likely to be high on the other. The
interscale correlations are .566 for the’
investigator questipngaire items and .733
for the repert assessment data. Accord~
ingly. the internal and external validity
dimengions for each data source were
cgg?fged.into a general guality measure .-
s larly. using this, single quality
measure, .we found that ratings from the
investigator questionnaire items and the
report assessment dat @re also highly
correlated (.579). Thus, these too were
combined’ to form a single ovérall quality
scale that serves as oqr technical
guality measure.4

The variation in resear\h Tuality

measured by this scale can be illustrated
by comparing studies that fall high and
low on the index. An example of a high
quality study is a aoczal.profile survey
of the vigitors to a major metropolitan

\ art museum: this study is a full

standard deviation higher in technical
quality than the average audience survey.
In the study a questionnaire.was dis-
tributed to randomly chosen visitors
during four f.ime pericds selected to
represent the seasons of the year.._ Those
distributing the forms were trained and
closely supervised. Nearly 5.000 visitors
were approached. more than 95 percent
provided usable responses, and both
population variability and the width of
preferred confidence intervals were
considered in selecting this large a
sample. The analysis was facilitated by
a computer. Although neither scaling

nor multivariate techniques were employed,
the results were weightqd to adjust for
the sample frame and tests of signifi~
cance and confidence intervals were
established. The study report included

a discussion of the research design
{though previous audience research was
ignored);- valid linkages were drawn
between the data and conclusions, and
there was a discussion of the policy
implications accompanied by concrete
reconmendations, The report lacked a
synopsis of its basic findings as well as
a statement of the’ study's limitations.

For purposes of comparison. we have
selected a low quality study of the
audience for a single performance of a
nonprofit theatre: its quality is a full
standard deviation below that of the
typical audience study. The survey form
was not pretésted and those who adminis-
tered the survey were not carefully
supervised., but a probabilicy sampling
procedure was employed. The sample size,
however, was not based on considerations
of statistical inference. a reéesponse rate
of approximately 50 percent was obtained.
and no effort was made to adjust for
possible response bias or for the sample
desigh itself. The analysis was under-
taken without the aid of a ‘computer.
~imple bivariate statistics were the most
complex data analyses performed, and the
report presented little more than the
dis€ributions of respondents among the
various response categories. The research
design. policy issues, policy impli-
cations, and study limitations were no~
where discussed,, 4

FACTORS PREDICTINC RESEARCH QUALITY

The quality of a research study is., we
think, a function of the resources thic
an investigator can mobilize. Such
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resources include the investigator's
personal capacities and background and a
variety of external factors. such as his
or her colleagues, audiences, career
incentives, time, and financial support.
For instance \if the intended audience
for a report i¥ not well-equipped to
judge its methodolegical rigor, the
\investigator is less constrained to main-
taid orthodox methodeological standards.
Similarly. a shortage of funds can force
the investigator., whatever his or her
personal standards, tog employ less
acceptable but more eqonomical techniques.

In cur hypothesis. then, predic _ng the
quality of a study is partly a macter of
identifying the investigator's research
capacities and the necessary environmental
support. To this ¢nd. we analyzed the
investigator's experience and background,
the organizaticonal setting of the study
and the financial resources available,

The personal capacity of the investigator
to conduct high quality research depends
on his or her level of training and
research experience. It is true that in
an analysis of 236 major federal eval-
vation stedies initiated in 1970,
Bernstein and Freeman found that the
researcher's level of formal training

had little bearing on study dquality (1975:
115). Yet the absence of an effect of
formal training may not be universal. It
will be examined here through the variable
investigator dedree., the highest formal
degree obtained by the study director.5
Investigator experience. our measure of
relevant research experience, will he
assessed by the sum of the number of
surveys the investigator had conducted
prior to the audience study in question.®

Financial resources that affect the
dquality of a research product include the
size, quality. and organization of the
research staff. library and computer
facilities, and disposable funds for the
purchase of ancillary research materials.
A convenient, albeit approximate,
aggredgate measure of project financial
resources is the total study budget.
Altucugh Bernstein and Freeman found no
significant impact of budget on quality
for their evaluation studies, they
excluded studies with total expenditures
under $10,000. Most of the eighty-six
arts auwdience studies considered here
were conducted with more modest rescurces.
Only ten of the directors report costs of
$10.000 or more ($150.000 was the most
expensive}, and the median cost was a
mere $471.

Three sets ©f institutional factors that
may affect research dquality can be

M 4
distinguished. The first is the profes-
sion of the irvestigator, since different
professions hold vacying definitions of
acceptable research procedure. Bernstein
and Freeman found that variations in
professional norms between social science
disciplines did have consequences for
research quality (1975: 118). Even
sharper differences may be expected
between investigators affiliated with the
social sciences and those identified with
the marketing or arts management profes-
sions.

A second potentially significant .
institutional factor is the nature ©f the
organization in which the investigator
works. 'The scientific method is perhaps
best established in academic institutions,
less so in nonacademic research organi-
zations, and least so in arts
organizations. Studies of reseaxch in
other fields have yielded conflicting
conclusions about the relative quality

of academic and nonacademic research. In
an analysis of 140 studies of teckmolog-
ical innovations in local services, Yin
et al. {197¢) found no relationship
between the kind of organization conduct-
ing the study and the quality of the
research. Yin and Yates' assessment of
case studies of urban decentralization
and participation (1975}, however.
indicated that higher quality studies
were conducted in academic institutions.
Bernstein and Freeman (1975} report a
similar finding.

The third institutional factor is the
relationship of the organization conduct-
ing the study to the institution that is
the subject of the inquiry. An in-house
researcher may have a stake in producing
results acCeptable to his or her organ-
ization, whereas an autonomous outside
regsearcher may find it easier to maintain
an independent, objective stance. On the
other hand, in-house investigators may
be more sensitive to the research setting

. and, as a result, may develop more

appropriagte research designs. The
counterbalancing of these two factors
could explain the apparent inconsistency
of previous research on this issue. Yin
et al. (1976) found that outside
researchers did higher quality studies
than insiders. Yin and Yates. however,
found no relationship between these
factors, and Bernstein and Freeman found
that in-house investigators did somewhat
better than their unaffiliated counter-
parts.

We analyzed the institutional setting of
art audience studies in terms of the
following variables. Investigator's
profession: thirty-one of the study
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directors were primarily arts managers:
fifteen were in marke.ing: fifteen were
identified with a social science dis-
cipline: and ths remaining twenty-five
were associated with a Variety of other
regearch~related fields. Orqganhizxtion

- type in which the study director worked:

twenty-seven were arts institutions:
twenty-three were independent research
firme (nonprcfit and profit): and
ninetsen were academic institutions.
Organization experience: the number of
surveys of any kind that the organization
had sponsgred before the study in
question. Finally. organization affili~
ztion of the study director: thirty-
seven of the eighty-six stvdies were
conducted by internal researchers:

‘forty-nine were not.

THE CORRELATES OF QUALITY

What is the actual relationship betwsen
the technical guality of the audience
studies and <he various study character-
istics expected to affect study quality?
In answering this, our first sStep was

to examine the empirical relationship of
technical guality with each study
characteristic. HNext. sincc these study
~haracteristics are themszslves empiri-
cally interrelated, it was important both
to isoclate the unidque impact of each
characteristic controliing for che
influence of the others, and ¢ obtain an
estimate of their joint, overall imp:act
on quality.

Wa calculated the average guality of the
studies within each category of the
predictor variables. Tnew we subtrasted
the average guality for all cstegories
copbined {15.40, with a standard
deviation of £8.45).8 Table 8 shews the
resulting deviations from the overall
mean.

First, it ig evident that the investi-
gator's priotr sorvey rezearch oxperience
has virtually no hearing on the quality
of his or her study. The average quality
of the studies conducted by highly
experienced investigators (more than nine
previous studies) and by those without
prior survey research expérience is leas
than one point above average. while
investigators with moderate experience
{one to nine studies) porformed slightly
below average resesrch (-1.49). An P-test
for intergroup gdifferences falla to meet
even ths .05 level of statistical signif-
icance.

The second index of investiyator back-
ground~-thée investigator's highest
degree~doesg predict study quality.
Researchers who hold Ph.D.'s and compar-
able credentials conduct studies which
are, on the average, 4 to nearly 7 points
above average. Those with only B.A.'s or
M.A.'s tygically produce research that is
4 to b points below average. {The P-test
is significant at the .00l level.)

Study budget is also strongly correlated
with quality. Audience research
conducted with less than $350 is more
than 5 points Lelow standard., while
research petformed with budgets of more
than $1,650 is 6 points above the mean
{(P-test significant at .001).

The factors related to the institutional
setting predict variations in the quality -
measure as well. Indeed, in this sample
the best predictor of all the variables
is investigator profession: studies
conducted by social scientists score
nearly a full standard deviation above
average (7.01), while research carried
out by arts Management personnel is
three-quarters of a standard deviation
(6.40) below average. The nature of the
organization also makes a difference, but
an organization's prior experience ‘with
survey research does not. Investigators
affiliated with academic institutions

and private research firms generate
gtudies 2 and 4 points above average,
respectively, while those in arts organi-
zations produce research 5 points below
aveérage. The quality of inquiries
conducted by organizations with extensive
experience, however, is a statistically
insignificant 3 points above the quality
of research by moderately experienced
organizations and only a single point
above the studies of organizationa with
no prior experience. Finally, outside
research is clearly of higher quality
than in-house¢ studies. " The mean Qqualaty
of the former is more than 5 points
greater than of the latter.l0

In summary. then. by technical standards
the best research in this sample is
produced by individudls with Ph.D.'s or
comparable degrees who atre social
scientists affiliated with private
regearch firms or academic institutions.

Since the predictor factors are highly
correlated among themselves, it is
necessary to examine their simultaneous
impact on quality if we are to igolate
the importance of each. For instance,
both budget and type of organization
strongly predict research quality but
these variables are als¢ highly related
to one another. The median budget of
studies conducted in private firms,
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Deviation from Average studa Quality
by Investigator Background, Resources,
and'Institutional Setting

Study Characteristic peviationl (N) Study Characteristic Deviation ()

Investigator Research Background

Investigator experience Investigator degree?

More than 9 studies - Other advanced
1-9 studies Ph.D.
0 gtudies MBA

MA

BA

Regources

R 3
=~ Budget

More than 51649
$350-1649
Less than $350

Institutional Setting

Investigator profession? Organization experience '

Social science (15} More than 12 studies
Other research related (25) 1-12 studies
Marketing {15) 0 studies

Arts {(31)

Organization type? ) Organization affiliation?

Private firm 4,13 {25) External research
Academic l.99 {26) Internal research
Arts ~5.02 {32)

lpeviation £rom the overall mean  2F-test for intergroup differences is
significant at the .001 level.
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academic institutions, and arts organi-
zations are $6,260, $750, and $253,

" respectively. We cannot tell from the

.figures reported in Table B whether \

budget, type of conducting organization,

or some c¢ombination of both accounts for

the variation in quality.

To anawer this guestion, we apply the
statistical technigque of multiple
regression analysis, which enables us to
inspect the relationship between research
guality and any single predictor variable,
while-holding all other predictor
variables constant.

The predictor variables are entered inta
- a regression’ equation with guality as the
dependent variable. Investigator degree
is entered in a dichotomized form, with
those holding a Ph.D. or related degree
joined in one category, and those without
such degreea grouped in the other. The
logarithpic transformation of the budget
is used, and investigator profession and
organization exXperience are entered as
sets of dummy (dichotomocus) variables.
Since investigator and organization exper-
ience exhibited insignificant, zero-order
associations with guality. they are
excluded from thé analysis. Because of
the high correlation between two other
variables-~organizational affiliation and
type of organization--the less rful
predictor of the two, organizational
affiliation, is also deleted.

The correlations and the regression
coefficients of predictor variables with
study quality are displayed in Tabkle S.

_ The _correlations are consistent with the
patterns seen in Table B, but the stand-
ardized regression (beta) coefficients
reveal that several of the predictor
stariables have little impact on guality
once other variables are controlled. For
example, the substantial simple correl-
ation of .48 for investigator degree is
reduced to a beta value of -.02 once the
confounding effects of cother variables
are removed. This means that whether an
investigator holds a Ph.D. or comparable
degree has no direct independent impact
on study quality. Rather. the high
correlation resulted from the fact that
study directors with Ph.D.'s freguently
were in the social sciences or other
research-related professions and had high
budgets with which to work.

The association between budget and guality

remains very high even after contro!l‘ing

for the other bariables. The beta value of

.63 exceeds that for any other variable and

indigates that one can best predict the
ality of an arts audience study if one
ows what funds were available to ite

P

The beta coefficients for the three dummy
variables of investigator profession are
all statistically significant and range
from .19 for thogse in marketing to .28

for social scientists and .39 for those

in other research-related diasciplines.
These beta coefficients signify that,
other factors held constant,” investigators
who were not arts professionals generated -
technically better research. Finally,
although the simple correlations of
organization types are substantial’, the
more important beta coefficients are not.
The beta value is -.08 for private firms
and .14 for academic inatitutions, neither
of which approaches statistical signif-
icance. . - :

Thus, although a humber of factors are )
empirically associated with higher quality
studies, it is evident that only two were
found to have a suybstantial direct
independent effdct: budget and the
profession of the study director. More-
over. with only a little assistance from
the other variables these two explain

63 percent of the variance in study
quality. (Variance explained is derived
by sguaring the multiple correlation
coefficient.) This means that we were

able to predict audience study qualicy

in this sample with considerable precision.

With certain caveats we will note in a
moment . the unstandardized regression
coefficients can be used to predict the
likely quality of a proposed audience
study. If the study were allocated
virtually no budget and placed in the
hands of an investigator primarily identi-
fied with the arts, a guality index of -
approximately 6.2 could be expected: this
is more than a full standard deviation
(8.3 points) below the average guality
level for all the studies. An investi-
gator with a Ph.D. or related degree
would not improve guality, but increasing
the budget wculd have a dramatic impact.
By this model. expansion of the budget
from $0 to $1,000 would add 5.8 points to
the score. (It would regvire an add-~
itional $10,000 to bolster the score
another 5.8 points.) Hmploying a market-
ing analyst as primary investigator means
an additional 4.0 points? a social
scientist adds 5.8 points: and a member
of a research-related profession {these
were urban planning, architecture,
engineering and applied mathematics, and °
public opinion polling) increases the
score 7.1 points. wWhether the study is
assigned to an investigator located in

an arts organization. private f£irm. or
academic institution makes very little
difference, though 2.4 points might be
added if the academic setting is selected. !

director. '




T-able 9 Simpte Correlations and Regression Coefficients
of Audience Study Quality with Investigator
Background, Resotirces, and tnstitutional Setting

Study Characteristic rt beta B Fés p
Investigator Background

Investigator degree:

Ph.D. or related - 497 -.016 -0.26 0.02 n.s.

Resources

Log of budget . 699 .627 5.493 41.92 ~x. 001

Institutional Setting

Investigator profession

5 social science . .284 « 267 5.81 6.12 -L. 05

other related . 399 .390 7.08 12.50 ~x.001
marketing -. 061 191 4.01 4.60 .05

Organization type
private firm « 315 -.082 -1.6l 0.6l n.S.
academic institution . 230 .138 2.38 1.82 n.s.

Constant ) 6.21

Multiple Correlation 2

Coefficient (R} 0.794 17.91 ~ . 001

R-Squared 0.631 --
() {(70)

1Key: r=simple correlation: beta= 2F-value with 6 and 63 degrees of
standardized regression coefficent; freedom.

F=F-test value (1l and 63 degrees of
freedom); p=statistical probability
level.
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Thus, if the studies reviewed here are
typical, expanding the budget from $0 to
$1,000, selecting a marketing analyst *
rather than an arts professional, and
guartering the study in an academic
institution rather than an arts organi-
zation would increase expected quality by
over 12 points to a total of 18.4. On
the basis of these studies., one would
predict that if a social scientist were
chosen in place of £he marketing analyst,
the score would rise to 20.2 and if a
member of.a related research profession
chosen instedd, the increment would be

- 8till more, aver 15 -pdints for a total of
. 21.5.

Of course these figures, a result of
manipulating the data of the eighty-six
audience studies, represent tendencies.
not hard and fast laws. For example,
gsome arts organizations have produced
technically better studies than some
academically based researchers. Also,
these -figures rest on the assumptions
that the eighty-six studies are repre-
sentative of arts audience studies in
general and that the associations found
are genuine and do not reflect some other
set of underlying factors that influence
both the predictor variables and research
guality. We believe both of these
agsumptions are reasonable, but we are
unable to prove either with our data.
Finally, even if the relatlionships found
have .existed in the past, they will not
automatically continue to exist in the
future. For example, if research users
were to become much more sophisticated
and demanding. about research methodology,
the technical quality of studies might
become less dependent upon the profession
of the study director or the nature of
the conducting organization. We do not
suggest that our findings be applied
systematically to evVery research-planning
decision. rather they are a description of
the factors affecting the gquality of
research that has been done in the past
gix years. They should be seen as
suggestive guidelines only.

Clearly, however, arts audience research
varies enormously in its techmical dgual-
ity. and the evidence presented here
suggests that much of this variation is
a direct consequence of two elements of
the research process--the resources
available for the study’s execution and
the professional identity of the principal
investigator. The other elements in our
hypothesis seem to have little immediate
impact on the guality of the final
research product.

PREDICTING THE UTILITY OF ARTS AUDIENCE
STUDIES

Through an assessment of the available
literature and through informal discus-
sions with thirty individuals involved

in audience research and arts management,
we identified ten areas in which the
results of audience research are often
applied. These ten areas were aggregated
into two subgroups, the internal oper-
ations of arts organizations and their
external relationships. Internal policy
questions included such matters as the
evaluation of selection of exhibits or
works to be performed, the development
of educational programs, and the estab-
lishment of ticket prices and of hours or
performance times. External policy
issues had to do with planning puklic
relations campaigns, designing strategies
for approaching funding sources, and
developing or evaluating audience expan-
sion programs. The respondent was asked
to rate the actual usefulness of his or
her study in each of the ten policy areas.
An internal utility scale was created by
summing the ratings of seven internal
items, and an external utility scale was
created from the sum of the ratings for
three éxternal items.l2

A high or low rating on these scales can
be illustrated by referring to the two
studies used earlier to exhibit the mean-
ing of the ¢mality index. The survey of
visitors to an art mseum rated nearly one
standard deviation above average in over-
all utility {(assessed by combining the two
utility measures). This survey proved of
high value to the museum for its public
relations efforts., development of
strategies for recruiting new visitors,
the assessment of an arts development
plan, the evaluation of the drawing power
of a particular exhibit, and the develop-
ment of educational materials related to
the museum. In contrast, the survey of a
nonprofit theatre audience rated one-half
standard deviation below average in
utility. The only area of high appli-
cation was in the theatre's audience
development plans.

We considered the possibility that ratinge
would be biased by the respondent's
relationship to the research and to its
application. In half the cases (54
percent) the respondent reported that he

or she was the person "primarily concerned
with managerial or policy applications of




—including the study's

the study's, findings.” and half {55
percent) reported that they were “prin-
cipally involved in making the decision
to finance or fund the audience study."

A comparison of the average internal and
external utility ratings of these groups
indicates that their assessments do not
substantially differ. Directors involved
in applying resulta are slightly more

" likely to note utility than-are other
investigators {1.30 and 0.29 point
differences for internal and eXternal
dimensions. xespectively), but, contrary
to expectations, funders are slightly
less likely to grov1de a high rating than
nonfunders (-0. and -0.69 point differ-
ences). Since none of the observed
discrepancies approaches statistical
significance, we assume that thase factors
do not substantially bias the utzlz;x

ratings. I
I

Students of social research have ident-
ified a number of factors that affect
whether study results are applied,
althdugh few of their hypotheses have
been subjected to empirical test. 1In
general, these factors have to do with
such general concerns as: the charact-
eristics of the study and investigator.
such as -study quality and substantive
conclusions, investigator reputation. and
project resources! the characteristics
associated with the potential user., such
. a8 the user's attitude toward and
experience with social research and the
political environment into which the
research is received! and the features of
the investigator-user interaction.
timeliness, the
degree of cooperation in the design and
execution of the study, and the means by
which study results are .comminicated
(Caro. 1971: Rossi _and Williams, 1972
Weiss, 1972, 1977: Caplan et al.. 1975:
Cohen and Garet. 1975; van de Vall et al.,
1976* Rein and White, 1977).

We are primarily concerned in this
chapter with only one of these factors--
technical quality of the research--and
we expected that high gquality research
should be more useful than research of
lesser merit. The quality of evaluation
research, for instance. has been shown to
influence whether the program under
evaluation is concluded to be a success
or failure. Reliance faulty studies
may lead to fundamentallly misdirected
policy decisions (Mann,| 1972; Yin and
Yates, 1975; Gordon and Morse, 1975; Yin
et al., 1976).

Relatively little research., however, has
tested the assumption that high qualzty
research is applied more widely than poor
research. Evidence that skepticism ;

iz widespread ng top federal policy
liability of applied
lan, 1976) suggests

makers over the
social research (

quality. A study by

(1977), in which 155 feder@l, state. and
local mental health officials were asked
to rate brief descriptiong of actual
research studies. found that of five
study characteristics evaluated research
quality was the best predictor of will-
ingness to consider the findings in
making relevant decisions. On the other
hand, Patton et al. (1977), in intensive
case studies of twenty evaluations of
health programs, concluded that method-
ological rigor played a very minor role
in determining the extent to which
evaluation results were utilized.

In isolating the impact of quality.
however, it is important to separate the
direct impact of quality itself from the
joint effect of some underlying factor on
both quality and utility. One correlate
of quality that may also affect utility
is the nature of the organization con-
ducting a study. BAlthough outside
investigators may produce research that
is higher quality than that conducted by
their in-house counterparts, van de Vall
and his colleagues have argued that

research done by insiders is more likely

to be used (van de Vall, 1975; van de
vall et al., 1975). Consistent with this
thasis is Caplan's (1976) finding that
top federal officials make extremely

_ disproportionate use of. research conducted

within their own agencies., While arts
andience studies differ from the kind of
applied social research that has been the
avbject of thesze previous studies, we
felt it was important to lock at the .
relationship between utility and quality
and, also. between utility and the
correlates of quality.

The average ratings for usefulness of
audience studies are displayed in Table
10. The most notable finding is that
nothing we have measured, neither quality
nor its correlates-—investigator back-
ground, resources, and institutional
setting--has any substantial impact on
regearch utility. at least as pérceived
by study directors. Although some
differences are apparent for organzzatzon
experience, organization type, and
research quality. none of these approaches
even a minimum level of statistical
significance.. Contrary to expectations.
the relationship between utility and
quality is small and inconsistent. High
quality research has an intermal utility
rating 0.13 kelow average, medium-gquality
research 0.66 above average, and\\\
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Table 10 Deviation from Average Audience Study Internal
and Externai Utility by investigator Background, ‘
Resources, institutional Seiting and Quality ‘ -

Deviation! " 2 : «  Deviationl v
Study Characteristic

Study Characteristic

Internal (N) External (N)

Internal (N]z External {N)

Investigator Research Background

Investigator experience Investigator degree

More than 9 studies Other advanced { 8)

1-9 studies Ph.D. ) . (21)

0 studies ) MBA { 6)
MA R & B i) I
Ba

L
Resources

Budget

More than $1649
$350-1649
Lesas than $350

Institutional s&fting -

Investigator profession ’ Previous organization experience

Social ceience More than 12 studies ~1.99
Other related . 1-12 gtudies -0.03
Marketing ¥o previous studies 1.0}
Arts ¢ )

Organization type - . Organization affiliation

A31)- - 0,08 (31)

Private firm Internal research

Academic . - -—-  BExternzl réseafch
- -Ares—— - - - ] -

Quality

Quality index (points)

High (20-37) -0.13 0.14
Medium (11-19) 0.66 0.04
Low (0-10) , -0.51 -0.15

lpayiation from the overall mean: internal and 2(N] ='Number of studies.
external utility.
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low-quality work 0.51 helow averaga. Our
data indicate that there is extensive use
of audience research in decision making.
that it varies from study to study but
that none of the factors considered here
influences the extent to which research
is applied.

Although the bivariate relationships
between the utility measures and
predictor variables are largely insub-
stantial, it is possible that three-
variable or higher order interaction
effects may be present. Among the most
likely candidates is an interaction
between investigator experience and
organizational affiliation. It' can be
argued that the effect of investigator
experience on utility will be more pro-
nounced if the research-is internally
based than if it is conducted outside the
arts organization. wWhen the research Is
internally bhased. an investigator with
prior survey experience is likely to
design a study that is more responsive to
the specific policy conditionz and
problems of the arts organization. When
the research is externally hased. however,
the prior experience of an investigator
is less likely to result in such special
sensitivity.

Though the relatively small number of
cases on which the statistics are based '
renders any conclusions highly tentative,
the patterns are consistent with expecta-
tions. Aamong studies housed within arts
organizations, investigators with at
least some prior survey -experience produce
studies which are én average 1.87 points
higher in internal uwtility and 1.32

points higher in external utility than
those studies carried out by inexperienced

~analysts; the corresponding correlations

are .320 and .329 (F-test significantrat
the .05 level in both cases}. By contrast.
investigator experience actually has a
modest negative effect on utility when the
research is housed outside the arts
organization. The difference betveen the
research of experienced and inexperienced

investigators is ~1.48 points for internal .

utility and -1705 points for external ~

.

"4

utility; the correlations are, respec-
tively, -.169 and -.248 {F-test not
significant). The differences axe not
large, but they do siggest that-prior
research gxperience only makes for betger
use of the results when the researcher is
on the staff of the arts organization.

But we are still left with a puzzle. Qur
independent variables enable us to predict
the technical guality of arts audience
research with an unusually high degree of
accuracy. But peither research quality,
the common-sense explanation. nor any of
the underlying variables that predicted
technical guality so well. seem to have

a major effect on whether research '
findings are applied. In contrast to
explaining 63 percent of variance in
quality, we can predict only 9 percent of
the variance in internal utility and 6
percent in external utility.

To some extent, the absence of an
agssociation between dquality and utility
fray be a product of the nature of arts
audience research and arts policy.
Research-bagsed policy in such areas as
education and health has a long tradition
and is often carried out at the federal
level. Policy makers are in -a position to
draw on the best and to disregard the
worst. By contrast, arts policy is young
and largely decentralized. Most of
research that we studied was performed by
local institutigns. with few resources

<and little cumulative experience.l3 It

may be that many of those who would use
audience studies are not sufficiently
aware of research standards to use them
eritically and selectively:

Even so, this explanatidn is not "in

itself satisfactory. The extent to
vwhich studies are applied varies, sherply
from case to case and sonething must be
causing this variation. In the "absende of
clear answers related to quality or its "™
correlates, we conducted open-ended '
intefviews with individuals who h
directed arts audience studies or been
responsible for applving their results.
The next chapter reposts our findings.
o=

A

*

either, .
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"\ checked: tests of statis

. d
1. OQuality measures based on the invest-
igator questionnaire information could be
somewhat inflated, since there may be.a
tendency for investigators to keport
gréater conformity to the canons of
scientific inquiry than occurred in
practice. By contrast. quality measures
based on our own report -assessmeént may
somewhat underestimate quality, since the
failure of the report to mention a
preferable methodological feature is
coded as if absent from the study.

2. The internal and external validity

items were the following (a study was
scored as high-quality on an item if it
included the procedure described):

Investiqator'a_gyestionnaire internal

. validity: survey pretested: trained
eld staff: survey administration

directly super¥ised:! survey measures
based on measures used in previous
studies: bivariate statistics used:
talfles with more than two variables
uséd: multiple regresaien and related
techniques loyed: other multivariate
techniques utilized: cofmputer-based
Snalydis. ) .
Reggré agsegsment internel validity:
procedures or instrument pretesteds
trained research staff: conventional
_measurement techni
“ research discussed or used: scalin
technlques employed: visitors distin-
_ guiphed from Visits; bivariate anulysis:
table analysist multivariate analysis:
valid linkage between data and conclu—
ons.

IJves;iggibr ‘s questionnaire gg;erggl
validity: some sampling procedure used;

sample size of at least 500: response
‘rdte of at least 60 percent! width of
nfidence intervals a consideration in
edtablishing sample size: population
heterogeneity a consideration in estab-<

dishing sample size! responsg bias

agsessed: weighting used for response -

as, sample frame, or both; teats of
statistical inference used; confidence
iptervals established: analysis of
ariance employed.

Je rt assesament .er al validit s .
gample and/or population clearly defined:

" sample definition appropriate; random

checked; respondent reprejentativeness
¥cal inference
used: welghting used as a result of

" 4

‘sample principles employ:d: sample bias

es employed: previous

&

sample design: generalizahility of find-
ings described.

3. B8ix additional ‘items were added to the
ten internal and eight external validity
items in forming the quality scale based
on th2 report assessment data. These
items were: regearch and policy issucs
conceptualized: research design described:
implications of study results discussed:
specific policy recommendations offered:
nontechnical sumpary of results included:
results compared with those of other
surveys. ) ¢

4. The score of the audience studies on
the overall quality scale ranges from 0
to 37. with a median between 15 and 16.
The mean is 15.40 and the standard
deviation is 8.45.

5. The highest sarned degree is coded as
follows: ?1) high echool diplomas

(2) college B.A. or B.S.: (3) M.a., Ed.M.:
(4) i1.B.A., D.B.A. (professional business
degrees} () Ph.D., EG.D.

6. The investigators were asked in the

survey: "At the time of tha study., how

many previous audienceé studied or cthex

surveys had the director participated in
or directed?" .

7. The investigators were asked: "At

tha time of the study . » how much
prior experience had the¢ conducting -
organization had with (prevzous audience
studies or other surveys)?”

8. For example, if studies conducted by
people with btown eyves had an average
quality of 20.00 and those conducted by
people with blue eyes had an average
quality of 10.00. the value of brown eyes
@ould be 20.00-15.40 or +4.60. /and the
value of blue eyes would be 10,00-35.40.
or "'5 040 -

o
9. An F-test indicates how likely it is
that an obzerved intergroup difference
could cccur by chance alone rather than
as a result of a social procedgs. If an
P~test is szgnzfzcant at the .10 level. .. -
for znstanqh there' is a 1 cemt™
likelibood haﬁ e-differences observed
in the qﬁaIity af two groups of studies
reflects a chance occurrence and it does
not indicate tnat the two groups actually
differ in their quality. A researcher.
then, would generally argue that, the
observed difference was not substantial
enough to signify a true difference.. On
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the other hand, if the P-test is signifi-
cant at the .0l level, there is only a one
percent chance that the difference between
the groups is the product of a chance
outcome, and the researcher is more con-
fident that the difference reflects a

real social process.

10. ‘The importance of the internal-
external distinction in research location
is further corroborated by a separate
analysis of the externally conducted
résearch alone. Studies vary in the
degree ©of cooperation between the invest-
igator and the arts institution whose
audience was the subject of the study.

If external housing of research is
important for preoducing high quality, it
can be reasoned that the highest quality
external studies should be those con-
ducted by investigators with greatest
independence from the subject institution.
This possibility cen be examined by
dividing the externally conducted studies
into three categories: (1) no cooperation
(respondents characterized their study as
one with "no consultation in the design
and analysis of the study. all decisions
made by conducting organization'}:

{2) moderate cooperation ("subject insti-
tution formally reviewed study design and
analysis, but most study decisions made
by conducting organization"): (3) strong
cooperation ("subject institution bhad
approximately equal voice in study design
and analysis" or "determined most of the
study design and analysis"). As antici-
pated, “‘he megan Juality of the no
eooperation studies {n=14) is 1.88 points
above the average external study quality
(which itself is 2.76 points above the
overall average); the moderate cooperation
studies (n=17) have an average quality
identical to that of all external studies:
and the strong cooperation {n=6) studies
are 4.39 points below the external
average. Thus. the critical advantage of
external research housing for quality
appears to be that the investigator is
freed of nonscientific constraints from
the institution that is the subject of
the study.

11. The leogarithm of the project budget
is used on the assumption that . he mar-
ginal utility of each additional dcllar
declines as the total budget r%ses.

12. Each item was rated on three-point
scale (l=not .seful, 2=somewhat useful,
3=highly useful). The guestion was as
follows (the mean and standard deviation
for the rating of each item appears in
parentheses): "To what extent were the
{audience) study's findings actually
utilized? Please rate the , . . utility
of the study for each of the following
areas:

Internal Utility

(1) select exhibits or works to be per~
formed (1.62: 0.90)

(2} evaluate exhibits, performances,
programs (1.77: 0.94)

{3) develop educatiocnal or informative
materials (1.63: 0.83) .
(4) decide on hours and/or performance °
times (1.48: 0.83)

(5) decide on admission or ticket prices
(1.52; 0.91)

(6) decide on organization management or
personnel (1.28: 0.74)

{7) initiate or evaluate arts development
plan {1.76: 0.92)

External Utility

{1) promote public relations {1.96: 0.84)
(2) gain or maintain support from funding
sources (1.59: 0.77)

{3) develop or evaluate audience expansion
strategies (2.20;:. 0.89)

The mean and standard deviation of the
internal utility scale are 13.R3 and
3.81; fir the external utility scale
these values are 5.72 and 1.96. The two
scales exhibit relatively high internal
consistency in that there is a marked
tendency for a high rating on one of the
scale items to be associated with a high
rating on the other scale items. The 21
item-to-item correlations among the
internal utility scale items range from
.22 to .77 and they average .44; the
range for the 3 external utility item-
to-item correlations is .35 to .51. with
~an average of .43,

13. In fact. research ©n museum visitors.
which is part of a traditiocl. dating back
to the work of Rooinson in the 19203, was
found to be significantly more highly
utilized than were studies of performing
arts audiences.
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CHAPTER 3

- ORGANIZATIONAL FACTORS AFFECTING RESEARCH UTILITY

O

. L
To better understand/tﬂe subtle insti-
tutional processes by w ich audience
research is put to use, we have
intensively examined tdenty—fzve audience
studies. These studies included all of
those in our possession that had been
conducted between 1974 ,and 1977 in the
New England and Middle Atlantic regions.
Among the studies were surveys concerned
with economic impact., general planning,
speczfic planning, exhibit effectiveness,
and members or subscribers. Eleven
museum studies wené Included {six art
museums,” two histdry museums, one science
museum, and two other museums), as were
ten performing aidts orggnzzatzon atudies
(five theatres, two classical music
organizations, one opera. one ballet, an%
one other). There were also two cross-
sectional studies and two surveys of those
attending a number of different art:c
events. In each instance we attempted to
interview both the study director and the
person most likely to have been ia a
position to use the research results.
However, in eight instances either the .
study dzvec or was the key user or inter-,
views with only one of the two individuals
cquld be optained. Forty-two semi-struc-
tured inteérviews were completed. they
averaged forty minutes'in length and
ranged from twenty to nipety minutes.l
As additional backgroudd material,
unstructured interviewﬂ were conduct~d
with twenty-five other |individuals who
had commissioned, directed. or attempied
to use the results of audience research.

Our interviews with the directors and
users of a wide range of studies revealed \
that the conventional view of the deci- \
gion-makiny process provides a poor guide
as to what really happens when arts organ-
izations sponsor audience studies. One
might expect that research is undertaken
to help solve a specific problem.

Howeva?, the researchers and arts managers
who dhared their experiences with us
portrayed a different process. Their
accounts explained the perplexing lack of
connéction between research technical
guality and utility. They also suggest
lessons for those who would undertake
audience research themselves. In this
chapter, we describe the purposes for
which the research was infitiated. 'Then,
we illustrate the varied ¥ays in which
audience research was applied. Thuird,

we explain the ways in which research

r
:Ir.

enters the decision-making procesé. And,
finally, we discuss the factors that are
critical in the use of audience- study
results. /

S ]
_ /

&?E PURPGSES OF AUDIENCE RES CH

' Vi

NqL one of the twenty-five atudies for
which directors and/or users were inter-
viewed was undertaken primarily to
gpther information necessary for a
specific managerial decision. Instead,
Lhey were begqun because cﬁ factors such
as the need for political leverage., the

;appearance of an unexpected opportunity
,to have a free study conducted, and a

, variety of other ccncerns only indirectly
related to specific organzzatzcn decisions.
While most managers exhibzted a lively
curzoszty that influenced the content of
the survey guestions, the need for data
for specific dec;s;onsawas never a

study's raison d'etre.!

- Jll .
II( i

Political factors® /

The most fregquently éited reason for
undertaking an audience study was poli-
tics, prominently meéntioned for ten of
the twenty-five studies. Political
purposes included apquiring evidence
useful in seeking funding., gaining

, leverage in internal policy debates., and
\apPpeasing members of the organization's \\\

ard of directorsicr other influentials

e initiation of fresearch for the sake
of seeking outside financing is illua~
ﬁated in the case of one study undertaken
to document publip support for a pew
peﬁégrmzng arts facilicy. Said the study
director: "A ¢ ittee {of bankers and
Y isinessmen) set about to raise money to
get \(the local government) to take over
the theatre for the county once it was
renavated. The study was a spin-off of
that pffort .... It was done to prove
that there was 3 market and to gain
additipnal support to get the county to
approve and accept a building." In
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another instance, an economic impact study
was done to illustrate the importance of
a beleaguered.theatre district to an
urban economy.™ The city was ready to act
and "the resear had clout because it
documented the obrious." In yet ancother
case, a cross-sectivnal survey was com-
migssioned by a municipal government to
document an existing arts council's
failure to meet local art needs. The
survey results contributed tosthe re-
signation of the aglé council and the
creation ©f a new one. Finally. ¢ne

arts council conducted a study essen-
tially for the purpose of anncuncing its
presence and increasing its scope of
operations,

Other research was commissioned for use
in internal debate. Individuals needed
additional ammunition for their positions
and were confident that a research study
would support their cause. Though the
study instigator may have heen open to
persuasion, the primary motive was to
compile data for a position rather than
to resclve an issue. One theatre manager,
for instance, in explaining his reasons
for surveying the audience of a swamer
drama festival immediately after hecoming
manager, stated: "In the summer, (the
theatre} did seven shows in rolling xep,
which I think is insane itself, and (the
theatre was) doing about 50 _percent
husiness.... I had the feeling that (the
the tre} should be delivering a more
ponelar product, and the survey helped
documiuent this. The next year we provided
more popular plays and got 90 percent
husiness." Being new to the particular
jobh, this exXperienced arts manager needed
to suggest the value of an alternative
policy before instituting 3 controversial
change, and he (correctly} anticipated
that a survey would support his own
preferéence for more popular fare. Sim-
ilarly. a new director for a rather
traditional meseum siw in a wide-ranging
membership study a fulcrum for change:

*I had been at the {museum} a little over
a year as director and felt it was
important to see how we appeared to our
major constituency. the membership. We
had been in business for a long while

and certain things continued to he done
because they had always been done that
way, without our knowing what cur members
wanted." Still another museum visitor
survey was initiated for evidence to
combat pressure for an aamisgion fee.

Thr converse purpose motivated one study
of another arts facility: a survey was
undertaken to justify the institution of
an admission fee to a skeptical state
funding agency.

Finally, audience studies are occasionally
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done in response to pressure firom influ-
ential mempership committees or members
of boards of directors. One inguiry was
undertaken of a performing arts institu-
tion bhecause of a membership committee's
concern with what it thought was an
overly "elite" audience. The study's
findings. however, were largely ignored
by management. This was also the cutcome
of study initiated at the behest of a
chairperson of a museum's membership
committee. The administration of the
museum regarded the survey questionnaire
a3 "silly" and thz disdppointed study
director concluded that her study “"was
just an exercise." She obgerved: "I
got a lot of experience and a lot of
frustration. I didn't Xnow who to tell
the results to or who would listen to

me "

Opportunity

The gecond most common general motivation
for undertaking audience research was the
appearance of an unexpected and relatively
free opportunity to undertake a study.
This was a principal consideration in
eight of the twenty-five cases we
eéxamined. Arts manajers tcok advantage
of occasions for inexpensive research to
satisfy a kind of free-floating curiesity.
Volunteer labor, the availability of
cutside funding, or both were usually the
catalyst, In one instance, miseum admin-
istrators vere in the process of preparing
a grant application for federal funds.

It was a near certaincy that the museum
would receive the grant, and at the lsst
minute an affiliated researcher revised
the proposal to include a visitor survey.
At another museum, when Juesticned about
the timing of a visitor study. the
director said: "Simple, funds became
available..., (A federal agency) made
funding available for the purpose so (the
museum) used the occasion to do a2 study.”
Volunteer cutaide labor was the motivating
factor in cther instances. In one case.
a county~wide attenders/nonattenders
study was included in a larger audience
development program only after a univer-
sity professor stepped forward, suggested
the study. and promised to design the
guestionnaire and provide student labor.
A theatre study was undertaken when a
business school student with an outside
grant took it on as a summer job. The
initiative for such studies often rested
with a single individual prepared Lo take
advantage of an opportune situation. One
researcher, hired as a consultant for
overall planning. defined his role to
include carrying ocut a visitor study.




The muaeum "didn't so much want the study
done ag they, kicking and screaming,
grudgingly allowed me to do it."

General concerns

The third major reason for undertaking
audience research, cited as most impor-
tant in six of the twenty-five studies,
was a vague sengse of concern, a feeling
on the part of managers that they are
working in a vacuum and that certain
kinds of background information., usually
not clearly specified., would be good to
have. In several cases, for instance,
museums were about to undertake long-
range physical planning and felt that
they needed "some input"” from visitors
or wanted "to get some idea about the
audience.” One outside researcher com-
plained that a meseum representative
approached him with "“vague, vacuous
questinns." Another said of his clients
on an arts council, “they vaguely sug-
gested doing a survey of general goals.”
A museum gallery director spoke of the
difficulty he had in fixing goals for a
study o. his visitors, and an in-house
research director for a performing arts
institution described his study as a
"first feeble attempt at research....
Some of it was stabbing in the dark."
The studies were inspired by a genuine
desire to learn more and a sense that so
little was known that any increment in
knowledge would be worthwhile.

THE IMPACT OF AUDIENCE STUDIES

Despite the many reasons for whi'h these
studies were undertaken and ti.2 wide range
of their quality. once they were completed,
arts managers did use the results exten-
sively. 7The reasons for this apparent
paradox--widespread application of
research undertaken for diffuse or non-
instrumental reasons-~will be explained

in the sections that follow. Here we
describhe the range and extent of appli-
cations reported.

Participants in all nut two of the twenty-
five studies mentioned at least one
example of study impact, and multiple
uses were cited in many cases. Of
seventy-seven uses uescribed, fifty-one
{(or 46 percent) were broadly instrumental.
rel ated to such specific organizational

decisions as physical planning. marketing.
programming, or furth. reseaxrch.
twenty~gix {34 percent) were basically
political. related either to internal

»politics or to external lobbying and fund

raising. Instrumental usage was made of
twenty of the twenty—~five studies, while
political application was made of eighteen
of the studies. Instrumental applications
can be further divided into physical
planning. marketing, research., and pro-
gramming; political usage can he divided
into internal and external politics.

Instrumental application

The most fregquently mentioned use of
audience research was for the instrumental
area of physiqal planning, cited for
fourteen of the studies and representing
29 per¢ sat of all applications {fable 11).
In nearly halfl of these cases, research
findings were useful for decisions about
the orientation of museum visitors {(e.g.,
signs, infcrmation desks. guide training.
brochures) or about visitor conveniences
{e.g., special bus services. restaurant
facilities, roadway markings, cleaner
washrooms}. Audlence research was alsu
cited as influencing decisions about
ticket and admission prices, performance
times and museum hours, exhibit labeling
and design, exhibit acguisitions policies.
and performance sites. More generally,
studies were said to have & indirect
influence on architectural planning and
to increase staff concern with visitor
orientation.

In marketing, the second most important
area of instrumental application, audience
research helped with decisions to change
the target of marketing efforts and to
change the themes of promotional materials.
More generally, studies were also given
credit for stimelating institutional
thinking about audience composition.
marketing. and audi~nce develcopment.

Surprikingly, in 12 percent of the
applications the directors and users
reported that they used the results in
connection with more reseaich. Six
studies were used to encourage research
beyond the institution sponsoring the
study; three studies. aroused enthusiasm
for furthey research¥within the same
organization. Finally., study results had
a direct effect on programring choices cr
on the thinking of administrators about
pregraming in 6 poyocent of the appli-
cations.
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Table 11 Frequency of Instrumental and Political
Applications of Audience Research Resulls

i g R

. . . L
Number of Studies Humber of Percent of aAll

Application Citing Applicationl  Applications Applications
Instromental--total 20 51 66.2
Physical planning 14 22 ) 28.6
Marketing 12 15 19.5
Research 8 9 11.7
Programning 5 5 6.5
Political--total 18 26 33.8
Internal politics 14 17 22.1
External politics 9 9 11.7
All applications 23 77 100.0
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Political application

Internal political consequences were
Gited for fourteen of the twenty-five
studies., representing 22 percent of all
uses mentioned. Such pelitical uses
included increasing trustee interest.
selling administrators on the value of
marketing. aiding the reorganization of
a lccal arts council, providing leverage
with parental or affiliated organizations,
sparking the withdrawal of some members
1™ new institutions, and making
curatoxs more secure in their positions.
Of the ppplication areas described here.
internyl political uses were the most
often anexpected by those who had other
purposeés in mind at the time the study
was conceived.

Use in external political areas was
mentioned in nine of the studies and
represented 12 percent of all instsnces
cited. BAudience research results were
uzed to seek funding from tunicipal and
state governments and from private
individuals and concerns. No interviewees
explicitly indicated the results were
useful in approaching the federal govern-
ment.
It is svidsnu, then, thot avdience
research, whatever the reason it ia
undertaken, has payoffs for arts organ-
izations in a wide range of substantive
areas. Bwen research that is poor by
orthodox standards of social science
incuiry played a useful role in the delib-
erations of art managers. The conven—
tional view of research holds that it is
most powerful when it is most
sophisticated. that good research,
designed to address specific problems,

is used to make apecific decisions about
these problems. Whiie this ideal model
may characterize a few of the studies.

for the most part audience research is
highly variable in quality, is rarely
designed with specific decisions in mind,
yet ias reported as being highly useful.
This could refle~t a lack of research )
and managerial sophistication among arts
administrators. but we think not. Rather,
just as research is not undertaken for
the purposes commonly supposed, research
findings do not play the role in rational
decision-making that has been attributed
to them. To understand how audience
research becomes applied. let us lock mor=s
closely at the ways in which study find-
ings have affected arts management.

I
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THE ROLE OF AUDIENCE RESEBARCH FINDINGS IN

ARTS MANAGEMENT =

The most notable feature of the impact of
research findings on arts management is
that it is invariably a marginal one.

This is true in several senses. First,
arts managers usually have at least some
administrative experience., are often

awart of the limitations of research. and
rely on their own experience and judgment
to assess research conclusions. Research
findings are used selectively in the
context of a complex background of pre-
viously acquired knowledge and beliefs.
For instance, a performing arts manager
¢ited an andience study--the technicai
limitations of which he was fully aware--
as influencing his decision to change
promotional stratedies for a series of
public performances: "It helped us refocus
our promotional efforts in the (outdoor
drama series). I'm not totally trustful
of the results, but they did show a large
numbey of people heard about the concerts
in T.e colttutiity newspapers. which we
hadn’t expected, and even if it's only
hals as large as the survey indicated. it
is very economiccl odvorticing, wWolre
putting more money into the neighborhood
press." Studies frequently serve to
reinforce preferences already held or
deiisions already favored. The results
of¥one study, said a theatre manager,
"followed exactly what my gut was saying.
I just wanted to be sure I was right."”

Conversely, when Yesearch results contra-
dict strongly held positions or views,
they are likely to be ignored despite
high technical guality and clear-cut
policy implications. Thus, one well-
executed museum visitor study had
virtually no impact even though it
contained implications for mrseum design
and visitor orientation. As one person
acquainted with the study recounted:
"{The muséum staffers) were skeptical.
first because they could not believe that
{the research director)} knew more about
the public than they did, and second
because they did not feel that knowing
about the public had anything to do with
how the galleries should be handled....
The major criticism of {the research
director) was that he vas an outsider
who lacked a depth of knowledge based
on years of experience. He was not
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- know what methodology was.”

criticized on any sgpecifically methed-
ological grounds: his critics didn't

In some
instances, studies provided material for
those on all sides of a debateX One some-
what ecynical research veteran observed of
another museum study: "I'm a bit jaun-
diced against this study. I have to say.
People have pulled out of it what they
wanted. They picked and chose what they
needed to support their positidén. It's

a predictable use.”

A second sense in which audience studies
are marginal is that decisions into which
they enter usually involve competing
priorities. Even when participants take
the accuracy of findings for grarted and
agree on the implications, differences in
values strongly affect their willingness
to implem@nt the findings. In one typical
instance, the audience at a performance
strongly preferred an earlier curtain
time, but action on this finding was
thwarted by the need for a tight rehearsal
schedule. Similarly. many museum direc-
tors and curators balanced their findings
on visitor needs against their conmitment
to other museum functions. One museum
director put it this way: "My chief
purpose ig to preserve the collection: my
gecondary, purpcee iz to offer progoans
and services which will maintain public
support.” Indeed, our interviewees cited

© ‘many instances of administrative or

curatorial resistance to research impli-

.cations that were perceived as implicitly

populist. ' Thus, research fregquently con-
fronts vested intarests, making direct
application prqblematzc. A3 one director
of a performing arts audience study put
it. "In general. data step on toes.”

Finally., audience research findings are
marginal because they often address
problems which in organizations with
limited funds and staff. are given
marginal attention. One performing arts
manager favored a marketing strategy
suggested by a study {to arrange a dinner
package with a neighboring hotel)}. but
noted that the "hand-to-mouth" existence
of his organization precluded arranging
for even such a minimal innovation.
Similarly, several individuals in arts
councils felt that other demands on their
time had prevented them from fully
Qdisseminating the results of audience
studies they had undertaken. And one
festival director 2ii.ibuted an inability
to use research results to the precarious
economic existence of his organization:
"One of the rastraints on the implemen-
tation of new policy was that the festival
is just so poor."

If research results play a largely

marginal role in managerial policy-
making, its impact is highly indirect as
well. Research contributes in circuitous,
often unexpected. ways to the policy
process,

In many cases, the studies are used less
to suggest solutions to problems than to
catalyze action on a burning issue or to
symbolize a point of view: “I think that
the survey results basically gave us a
data base to support many of the things
we had an inclination about already...s.
But there was nothing cataclysmically
different from what we had expected. It
simply gave us a statzstical base from
which to work." In one miseum where a
lzbeling study was undertaken, the spe-
cific findings have been largely ignored,
but staff people arguing for more label
material often cite the study to bolster
their position.

In other cases, directors users
mentioned that study findings found
application but were at a loss to assess
the findings' relative weight in the
decision-making process. again suggesting
that the effects were largely intangible.
One sponsor of an internally managed pub-
lic opinion poll, the results of which
were used in o succossful lokbying offort,
said of the study. at one point: "It was
definitely effective in our cas> and at
our level of government.” “Several

moments later, however, he thought that:
"It is hard to attribute anything directly
to the report. The biggest thing was
impact--much of what was found was very
obvious. but they never (had done} any-
ting about it.... They needed some kind
of incentive." ‘he effect was more
catalytic than decisive. Another in-house
research director noted that sghe used
survey results mainly to legitimize
decisions already reached.

In several other instances, staff members
of arts organizations assumed the role of
champions of a survey, using it repeatedly
in arguments over issues involving the
public. In these cases, data was brought
to bear in the decision-making procass,
but its use was largely symbolic.
representing more geneéralized commitments
to such principles as gervice, better
vigitor orientation, or the value of
marketing. In these cagses the research
was simply part of a much broader process
of discouzrsze and contention over organi-
zational values and aims.?

The research process itselc is at times
as influential as the study findings.

An andiencé study can serve to focus
attention on certdin aspects of an arto
organization’'s management or environment.
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One researcher felt that a report of his
study-of museum labeling was almost
completely ignored, hut noted that a
"number of the staff had never thought
about the issues I was raising, and
comments seemed to open their eyes.® In
another museum study, both the museum
director and the ressarcher felt the
study had heightened sensitivity to
visitor concerns. The researcher obser-
ved: "I think it has made a general
difference in how people see things.
There is not yet a radical enough
effect.... But the idea of the gquestion-
naire had been accepted. That goes on a
lot now., whenever there is any contro-
versy or question to be solved, people

. circulate questionnaires to get vigitor
opinions. The idea of feedback from
visitors has become more important. Even
going out on the f£loor and observing and
talking to people has kicome more impor-
tant. The basic change is the idea that
you can't sit bel ind closed doors and
predict visitor reaction. you have to go
and find it out."”

One of the most important applications

of audience studies was not in solving
problems but in finding them. Rational
decision-making theory would suggest

that crganizations mouitor tliel:r euviewi-
ments, note problems as they arise, and
make decisions afcordingly. Research is
generally seem as a part of the decision
brocess, undertaken to £ill gaps in
information needed to make rational
judgments on existing or future programs.
More often., however, research appeared to
help organizations scan their enviromnment,
to define problem areas where at most
only vague concerns existed.3

Museum visitor studies were particularly

useful in this respect. studies of
visitors to several museums led to
numerous. easily accomplished chaages.
Floors were renunbered, new signs posted,
information desks installed. Several
performing arts institutions found that
audiences preferred gifferent performance
times and curtain times were changed.
Surveys revealing audience social
compostion sometimes led to greater
publicity among overrepresented groups,
at other times to publicity among under-
represented groups. In some cases,
statistical findings were less influential
than longhand comments elicited at the
end of survey questionnaires, Critical
assessfents of the physical plant were
described as particularly useful, asince
organizations could readily respond to
many of tne recommendations. The impor-
tance of the problem-signaling function
of audience studies provides a clue to
the lac< of relationship bLetween technical

.and usually indirect ways.

quality and utility. Information nesd
not be precise to place an item on an
orgarization's agenda. .
Audience research. then, enters the policy
process in a number of often unexpected
Its use is
generally one of six types:

Problem-solving function. In a few cases,
especially in the area of marketing,
research is used to guide decisions on
specific issues. Spending for promotion
and pricing decisions are typical
examples.

Problem-finding function. Frequently,
research is used to monitor an organi-
zation’'s activities and environment.
Identifying causes of visitor discontent
is a common application.

»

Reinforcement function. Freguently, study
firdings are used to back up or legitimate
preferences or decisions of arts managers.
Reinforcing a decision to alter program-
ming would be characteristic.

Attention-focuging function. Sometimes,
even when the results are ignored, the
research process itself focuses staff
attention on doms previcusly slightod
issue. The importance of doing research
at all may be established only by the
completion of an initial research prcject.

Expressive function. Occasionally. audi-
ence studies are used to represent
symbolically a commitment to such,
principles as the importance of marketing
Or an organization’s responsibility to
the public,

Lobbying function. In many cases,
research findings are used in efforts to
persuade government agencies or other
institutions to provide financial assist-

ance or otherwise support an arts insti-
tution.

Poor research can ¢f <course, lead to
unsound policies, especially if it is
applied automaticalliy, in textbook
fashion, to a decision. But we did not
find this to be the case. Rather than
helping managers make specific decisions,
the audience studies we looked at usually
served to reinforce opinions, persuade
outsiders. or focus attention on some
general ‘problem area or set of goals.

The contribution of research to the
management appeared to be suggestive or
symbolic rathér than definitive, and
regearch carried out poorly was as useful
as research that was well-designed and
executed by orthodox standards. Even in
those few cases where research was

-
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brought to bear on relatively specific
questions, managers often had so little
information that they felt any input,

. however crude. reduced ambiguity and

clarified alternatives. 1If poor policy
resulted from poor guality research, it
was not so noted by the management.

FACTORS PROMOTING RESEARCH UPILITY

f
The research directors and users we
interviewed named a long list of factors
that helped por hindered in applying
research results. In general, studies
had powerful effects in these situations:
when their findings confirmed the
suspicions of arts managers: when an

_influential person actively sought to

use them: when the aucthority of outside
regearchers lent legitimacy to their
findings; and when researchers were
involved on a sustained basis in staff
deliberations. Studies failed to make an
impact in these cases: when there was
high staff turnover: when organizations
lacked the resources to uge the findinge;

acxer 1 p% 81454 404

" when influential individuals were hostile

or indifferent %o the research: when
results were reported in a confusing
manner ! and when report contents were
perceived as trivial or inconclusive.

Those factors which promoted use of the
research can be grouped as three types:
attributes of the study, features of the
arte orgenization applying the results,
and the political environment.

Study attributes

The most freguently mentioned of the three
was study attributes. It was cited as
contributing to research use in twelve of
the twenty-five studies (Table 12). The
siggle most important aspect here ggas
vhether the research findings fit with
the preconceptions of the organization
managers {mentioned in eight studies).

Use was high when the research served to
reinforce attitudes. One study director
reported that the trustees of a performing
arts festival were initially skeptical
about his study because of the relatively
small sample. but nonethrcless accepted

the findings because they were expected.

another attribute of a study which
enhanced its use was the authority of the

-
.

outside researcher (cited in four studies).
High authority was derived from affili-
ation with a prestigious university or
reputable marketing or public-opinion
firm. In a few instances individuals

also benefitted from congiderable
reputations of their own. Authoritative
directorship of the research ensured that
technical challenges to the research
findings would not be raised and in
general provided an air of legitimacy to
the research. Thus, one study aimed at
local public officials gained credibility
from the firm's long-standing track
record: "There was no skepticism over
the methods of the study. Most politi-
cians were savvy about survey research,
since they use it in polling all the time.
2nd the people involved in the study,
including myself. were already well
known.... We were already highly visible
peopPle when we came in to do the study."
In ancother instance. a museum adminis-
trator turned to a well-established
marketing firm for a visitor study after
a previous study had floundered from lack
of credibility: "You have to have a
professional prepare the study. both
because only a professional. an outsider,
can prepare unbiased guestions, and only
a professional knows the techniques for
daoing thoss kinde of studies. Pogple
working in museums will prepare hiased
questions and don't know how to conduct the
study." Experienced outside researchers
bring not only. the needed technical skills
but alse the capacity te effectively
interpret the results based on statistical
procedures. One performing arts manager
in a university town turned to the busi-
ness schgel for assistance because "they
have much more expertise in designing
survey instruments (and they could explain
to me what a cross-tabulation is, how to
understand a chi-square.”

Tramey 1 -

The third attribute was the presence of
unexpected results. Surprise findings,
while neither confirming nor refuting
strong preconceptions, were important

in a few instances because they drew
attention to new problems (cited in two
studies). One study designed to provide
ammunition for a struggle over admission
charges found that the museum had a
preponderance of first-time visitors and
drew from a broader public than had been
believed. The surprising nature of these
incidental findings led the museum to
alter its scheduling. In a study of
nonvisitors done by another museum, the
surprise was that nonattenders were
indifferent rather than hostile to
miseums. The unexpected lack of public
antagonism had the effect of increasing
managerial optimism about the value of
broader marketing.




Table 12 ) Frequency of Factors Cited Affecting Uge of
Audience Research Resultls

Number of Studies
for Which Factor
Was Cited

Factor Affecting Use Number of Studies Factor Affecting Uge™
for Which Factor
Was Cited

o

Facilitating Factors

Study attributeg--total

Fit preconceptions
Authority of outside researchers
Surprising results

Organizational factors--total 11

Support of influential individuals 9
Pesearcher involved in staff deliberations 4
Small institution provided flexibility

for inovation 3
Autonomy of department 1

External political factors--tofal 4
)

Politicians needed position 1egﬁzimization 2

Interest groups needed results for

lobbying 2_

Inhibiting Factors

Organizational factors=-total

Staff turnover broke momentum
Lack of resources for implementation
Other problemsg preempted attention

Lack of interest or hostility
Low priority, uninterested
Researcher viewed as outsider
Hostility to public input
Planning

Lack of goals

No intention to use results
Unfortunate timing of research‘

Inhibiting Factors (Continued) .

Communication and dissemination--~total

Results delivered without follow-
through

Report confusing, too long

Researchers unavailable for follow-
through as time passed

Report recipients lacking technical
competence

Report did not reach right people ]

Conflict between researchers and admini-
strators

Report never delivered

Report content—-total

Findings obvious or trivial

No study of nonattenders

Organization interests changed during
time of study ’

FPindings outdated

Too few questions addressed

Lack of neyative feedback

Study execution—-total

Inadequate funds

Inadequate time

Lack of opportunity for managerial input
Technical features of study--total

Low response rate

Small sample
Lack of in-house expertise
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. - studies they were npot.
. T ;

- Although in only two studies were unex-

pected resulte explicitly cited as a
reamson for the study's utility, othex
--eyidence suggests that the element ofl

sirprise may increase the likelihood That —

a study will be applied. In thirteen
studies, the resulte were unexpected by
the researchers and managers; in eleven
Bll of the former
dies had impact on some policy area,
while four of the latter were deemed to
héye virtually no impact.

Perdonal commitment

The second major set of factors contribut-
ing study utility had to do with
certair features of the organization
(identified as important in eleven
studies). - The most critical organiza-~
tional\aspect was the commitment of an
administrator in the arts organization
to the research (cited in nine studies).
Without 8uch a commitment, research was
often ignored.4 One sdministrator., who
served a advocate for an in-house report
told us: ' "The only way for these studies
to get used is if someone is personally
involived d committed to the data. You
have to cﬁze enough. to really push some-
thing or 1 just won't get used. This is
true of 3u about everything in the
museum world.”

Another museum administrator explained

- his role in promoting application of a

visitor study: "There i& a mandate to
implement the report at all levels. (The
study direct%r) has the license to roam
around the place and complain whenever
she sees something being done that goes
against the findings of the study. She
tries persuasion and happens to be very
persvasive, and I stand behind her with
a big stick." .

Administrative \backing of research use
was especially critical in small insti-
tutions... One manager of a theatrical
organization. asked if he faced difficulty
in implementing the findings of an in-
house study, puty the matter succinctly:
"No. By virtue of the fact that I was

. manager of the companies, I could do

whatever I wanted to do."

In large institutions, even when key
administratore favor use, bureaucratic
conflicts and resistance can hamper imple-
mentation. In one case the relative
autonomy of a research-oriented department
was an aid to application. The marketing
director explained: "The way the market.
ing department works, it's pretty self

we Prepared to make.

contained in this area. We do the
research and then we disseminate the
information to the areas that would be
involved in the relevant {nonmarketing)
“decifions." More typically, however,
supportive managers faced considerable
registance. In several cases sympathetic
head administrators disassociated them—
selves from research in order to avoid
further polarizing divided institutions.
Since studies are rarely designed to
provide immediate information for specific
decisions, their use de ds on familiar-
ity and a2 cumulative proagss of acceptance
and learning. This is ikely to
occur if an in-house reazearcher is
involved in staff deliberations on a day-
to~day basis. One study director. for
instance, repeatedly discussed data at
staff meetings. For many months no final
report was written: "I purbosely didn't
want to write a final Teport or have a
final report floating around because that
would have created closure on the project.
I wanted people to feel that there was a
data bank’ there to be used and possibly
added to if there were more questions
that needed answers." In another maseum,
the key administrator placed the office
of the research director next to that of
the girecior of education, o ensure they
would frequently encounter one another in
the halls.

External factors

The third set of considerations contrib-
uting to the wuse of audience studies
involved external political factors
(cited as important in four of the
twenty-five cases). A regeptive polit-
ical climate significantly helped the use
of study results. In two cases, local
government officials wanted some further
rationale for decisions they were already
In one, for example.
an economic impact study of performing
arts inetitutions in a city was done as
part of a public relations campaign to
justify improved lighting and police
protection in the theatre district. City
leaders were sympathetic-~-an important
city official had, in fact. been mugged
in one institution'e lobby~-and welcam:zd
a study with entirely predictable find-~
ings which bolstered their position. In
two other cases, lobbying grdupe quickly
tapitalized on results useful to their
campaigna. One study director described
the use of his study: "The communicataion
was largely personal. We talked to key
people, particularly on the (lobbying)
conmittee and they talked to the

£
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legislature. The financial people would
talk to the politicians one by one. The
research was never formally presented.
The report was very limited in distribu-
tion: never presented as a main support,
only drawn on when it was useful."

FAQTORS PREVENTING RESEARCH UTILITY

While many studies were applied exten-
sively, .others were not. The list of
inhibifing factors was a long one. It
can be divided into the following areas:
organizational factors; lack of interest,
planning., commnication., and follow- .
through; report content: study execution:
an? technical features of study (Table
12).

Staff turnoger and lack of resources

The problem most frequently cit:d as
preventing use had less to do with the
stutlies themselves than with the organi-
zations that conwissioned them {identi- -
fied as important for thirteen studies).
Of all the organizational factors
hamparing implementation. staff turnover.
endemic to arts organizations, was the
prime culprit. The use of research, as
we have seen, involves building and main-
taining commitment, and arts institutions.
rerhaps because they are understaffed,
geem to rely more on memory and less on

memoranda thqn;other organizations. Staff

turnover poses serious problems for
research use. In the case of studies of
two performing arts organizations and

one museum., administrators most involved
with reasearch projects left their ’
institutions and, while the findings were
useful to them in their new positions., °
the studies h
tions for whichH they were designed. In
the case of two other museum studies, the
administrators who commissioned the
rasearch took jobs elsewhere, leaving ..
study directors to face an indifferent or
antagonistic staff. One museum went
through several directors within three
years of a study's conception. In two
inatances, the reluctance of caretaker
staff to make Major decisions during
extensive search periods for new directors
meant a reluctance to use the visitor
studies.

[N

’Qnother problem was that organizations

no impact on the institul‘

simply lacked resources to implement
recommendations. One mnseum study was
opposed by that institution's education
department because, in the study diréc-
tor's words: "It was the attitude that we
know what is right and .good to do but we
can't do it .anyway- because resources are
scarce. so why spend money on this kind -

‘of research?" Several arts council

administrators felt that studies they had
spongsored were inadequately puhlicizedf .
due to lack of staff time. Less directly,
low salary levels contributed to the /-
departures of some staff members who nnght
have been instrumental in using stud y
results. But perhaps the most critical
scarcity was that of funds to try
programs. A performing arts instrputlon
administrator explained: "One of, 'th
Festrainke on the implementation 6f new
poliey~as that (the institution} i¥s just
8o poo¥. It was clear that a iroad adver~
tising campaign should be developed to
attract tourists, but (the institution)
didn't have money or staff to do this.

Our hands were tied." In several cases,
management or financial ¢rises intervened
to the extent that research results were
lost in the shuffle. °*

Hostility and lack of interest

A second set of factors involved indif-
ference or hostility towards research on
the part of staff and management (cited
for ten studies). “In some cases the
research director was distrusted as an
inexperienced outsider. One director of
a visitor stugy was perceived, according
to a sympathetic governing hoard member,
as "an outsider brought in by the
trustees. If the staff had their way.
all outsiders would be dropped, even the
ocutside auditors:; they think they know
all they nedl to know." Similarly, a
museun. <.reltor who hag attempted.to
disseminate the findings of a study of
his institution reported: “There are
some senior people in the museum world
who literally won't read the report, even
in a very short version. I'm friendly
with some of these people and they have
ankly told me tHat it is useless and
hey won't look at it. If you want to
remain on friendly terms you just have to
laugh it off." Hostility to social sci-
ence research also exists. - = moseum
administrator told us: *I t..nk wdience
studies are absolutely hopeless-~they are
a waste of time and the work force. We
tried here to use the questiqnhg;re-type
for three dififerent¥seasons. We would
sit spmebody down like,a stooge to ask
them questipns. and we \used observation,.
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‘are afraid.”
that some curators even refused to allow

—

and it was ridiculous. They are nc good
for anything at all. I'm just predisposed
against questionnaires, they're silly. I
get ten a week across my desk. They are
like macaroni and cheese, you can get it
anyWhere, and the only question is whose '
is better." Distrust of outsiders and of
aocial science methods in general is not
exclusive to museums. It was cited by
persons invelved in theatre and symphony
audienge research as well.
In some cases.fparticularly art museums,
ff doubted the relevance of public
Administrators contended that a

have fto*be balanced against its duties in
the drea of acholaxship. This position
was a source of complaint by one research-
er: "“There are people in established
positions who feel that it is entirely
their prerogative to run the museum on
the basis of connoisseurship and that the
public’'s desires nouldn't be leas rele-
vant. They are vely sensitive to art-
historical standards: connoisseurship is
the religi~u of curators. They have had
a lot of experience with people wanting
circuses for the hoi polloi and they see
that as very threatening to their posi-
tions. Even a few who are sympathetic
One museulm official noted

chairs or belches in their galleries
after a visitor survey indicated a demand
for seating to combat museum fatique
because "they felt that tacky modern fur-
iture would distract the visitors from
beauty of” their....masterpieces."”

The presenceﬂpf such aﬁtztudes did not
render’ all art museum studies useless by
any means. FPor one thing, resistance to
public input is not universal. Most
institutions studied had several staff
members or administrators sympathetzc to
research and the balance of opinion varied
widely from place to place. A number of
respondents reported that. financial hard-
shipgs were making museum administrators
1ncrea31ngly responsive to public desires.
AS an administrator explained. interaest
in planning is increasing as a result of
two pressures: "“The first is financizal
and all the rest can be tied back to this.
Financial pressures are facing all ‘cul-
tural organizations. Donors and support-
ers are demanding a more businesslike
approach; you are getting greater sophis-
tication from everyone from trustees to
staff.... Also the public is becoming

. more aware that the museum is a public
Lnstltutlon. Pressure comes from the
public to make gervices more readily
available and indirect pressures ate per-
ceived by the trustees and others.... It
comes in the form of pressures from

L]
.

people. verbal dlscu531ohs, with articles,
changes in priorities. Cultural institu-
tions are becoming more important in
people’s lives, there is more Concern

with people's rzghts. maybe leisure i

more important: It is not like the.sjx-
ties when black groups applied pres e

to museums by direct action: that 15 not
going on now. But it's more like a .
groundswell--the impetus is internal, it
comes from®the trustees and manadement.:®
but that is just a reflection of the
present-day world.”

Researchers and sponsors managed to create
some enthusiasm for research--or at least
tolerance of it--bhy avoiding questions
threatening to-particular staff members, '
by presenting findings withaut recopmen-
dations, and by including rmuseum staff in
research design through soliciting quea~
tions and feedback on study plans. :

Perhaps more distressing to study direc-
tors than hostility was the fregquent
indifference to their work. One research-
er who carried out a-visitor study in a
museum {after the director who hired him
had left) complained: ‘“Working in (tire-
museum) was like working in a _vacuum.
Nobody cared. There.were ﬁsﬁsﬁﬁgacles,
everybody was friendly and nominally
cooperative, but they were very worried
about the new exhibits and this was
taking up their time and energy.... I
have no way of knowing if any of the
reaults were surprising. since the report
was not read." A director of an in~house.
museum study complained, "If I hadn't
followed through, the resulls would have
been buri~d immediately. I had to work
hard to get people to even read their
report.” While such lack of interest
seemed particularly characteristic of
rmuseum admin ations, it was by no means
restricted tH them. The director of a
performing drts audience study said: "I
don't know ekactly what use was made of
the research.,... The report wag sent to
the (membersHip group) but I never got
any feedback from the board. I also gave

"it to {administrators and board members)

and said I would like to talk to them
about it, and that was the last I ever
heard from them, X den't even know if
they have ever read the whole report." A
performing arts organization staff member
committed to audience research resigned
when he called a meeting to present the
findings of a study he had commissioned
and only one person came. The director
of another performing arts study was
actually unable to f£ind someone in the
arts organization, whioh had undergone
extensive staff turaover, willing to re-
ceive the're 2rt.




-Reésearch Planning

A third set of factors dektracting from
s:#dy use is related to planning {cited
ten studies). Several researc'

and users complained about the abse. e of
".clear research goals. A university-based
director of a performing arts audience
study commented that one "factor in |
explaining its lack of utility is that
(the study) was not aimed at any specific
probiem." Similarly, a musewnm officiai.
discussing a visitor study in effect ,
"donated” to his institution. 8aid, "There
was a problem in fixing the objectives of
the study. {The study director) wanted,
ug to state our objectives, but we found
this difficult to do. The questions he
finally worked out seemed trivial to us."
An academic investigator who directed a
cross-sectional study for a local arts
council noted: "There was a fair amount
of interest in doing a survey. The prob-
lem was a lack of understanding of vwhat a
survey couid do, a lack of proper expec-
tationg--and this was probably our fault,
because it's important in market research
to establish this first. People didn't
really know what to expect--they thought
it was a good idea to do a survey and
find out something about the audience.

but they have no clear idea about what to
use the results for." In a few cases,
studies were planned for intermal pcli-
tical reasons rather than for the use of
results. As mentioned previously. some
studiez were performed to placate member-
ship committees, and one study was
reportedly undertaken because of a per-
gonal £xiendahip between on 22minisirator
and a member of the research firm invol-
ved. Finally, two studies suffered from
bad timing, unavoidahle because of the
availability of funds or personnel. A
performing arts institution was surveyed
{as pert of a larger effort) just before
moving into a Dermanent facility, render-
ing some of he data irrelevant. The
presence of .uajor construction and its
attendant problems complicated the admin-
istration of one museum study, pushing
staff onergies to the limit and. those
involved speculated, inflating the number
of respondants who expressed disappoint-
ment in their visits.

Comminication and follgw-through

Difficulties in commnicating and dissem~
inating the 2tudy information made up a
founsth set of factors which dimini hed
research use {reported to be significant
in ten stndies!. Several study weports
were considered too long or confusing by

both their authors and recipients (in only
one case was a report not prepared). One
university-affiliated researcher said:
"The analyses were done by a graduate
student working under me.... The student
wrote a long report that was really not
that well written., and then he and a
couple of people at (the arts council.
sponsoring the research) sent out a
pamphiet.... For market research to be
really effective, it has to be presented
to small groups who have the opportunity
to ask questions and really go over the
thing. I sort of have the feeling that
that never happened in this case.® The
directox of another arts council thac had
commissioned an audlence study felt that
the findings would havé been more power-
ful if the report had been condensed. with
fewer statistics. A museum administrator
who received one rather technical report
of a visitor study confessed that, although

he was interested in research and carried

the regults around for a while, he found
the report so boring that he never read
it. Two study directors complained about
lack of sophistication in their reade.s.
"It was apparent that most people {ir the
maseum) didn't have any appreciation for
social science research: of the most basic
elements of experimental procedures,"
observed one researcher. In general,
however, researcher« with specialized
training appeared + .ling and akle to
write their reports for an audience of
intelligent laypersons. .,
The key commnication problems had ta.de
with an absence of follow-through once
the finzl report was delivered. In each
of the three cases in which an arts
council or umbrella group sponsored
research on a local cross section or set
of audiences, inadequate communication
with member arts organizations was
identified as a critical defect of the
research policy process. One in~house
study director recommended that such
studies be se¢en a. two-stage endeavors,
the first involving research. the second
consisting of workshops ard informal
comminications with specific arts insti-
tutions. Another felt that, while a
one~-day workshop helped to make member
institutions more conscious of research,
further efforts would have been valiable.
In a third case, the director of a per-
forming arts 'organization whuse audience
was surveyed as part of a larger effort
compiained: "Quite frankly, I have yet
to have (the study) on my desk. I looked
at it briefly in ¥the study director's)
office, but it was such a cumberscme
thing.... We are absolutely not influ-
enced by it because we have no knowledge
at all of what the data did show. That's
an lmportant point: make sure that the
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cooperating institutions get to see the
results. That seems siwple." This was
not a case of malicious neglect. In fact,
the study director, who headed a local
umbrella arts group, urged us to speak to
this arts administrator as someong who
had used the report's findings to good
effect. Yet the arts administrator had
not been given a copy of the study--"I've
asked for the results about four or five
times and I'm noti going to ask anymore, I
have other th;ngq to do"--and was quite
indignant.5 Lo

Lack of follow-through was also cited by
one study director and one research user
as a danger inherent in the use of student
labor. A performing arts manager said of
a study undertaken with the help of a
business school student: "I have & strong
senge that there was other data we had not
dragged out, that there was more there
than we were able to make use of. The
hazard of using a student is that once
her second yeéar got underway, like us,

she got busier and busier and less able
to work with us--that was a liability.

If we do it again and cannot afford to
hire a profdssional group who will do it
in an elaborate fashion, if we do use
students again, I am pretty sure that we
will assign it to someone and make it
part of a course load for a full year.

not simply a means of sunmer support.”

Our interviews., as well as the experience
of many studles not considered here, indi-
cate that graduate students and, in some
cases undergraduates, represent an impor-
tant resource to organizations that cannot
2”7 «od t& hire profcssionals.  But when

s- ent lab'r is used it is essential to
man. Sure jat students have sufficient
expertis , that they receive adequate
supervisior, that they will hold them-
selves accountable for high-quality work.
and that they will be available +o par-
ticipate in follow-through researgh,
interpretation, or dissenmination.

Report content
[

A fifth difficulty had to do with the
content of the reports themselves (iden-
tified s important for nine studies).

In two cases findings were perceived as
outdated due to changes in the audience.
In two other instances, research users
stated that results were inconclusive or
obviocus., in another case that results
were unexpected but of trivia' importance.
and in yet another that findi. ys were "not
dramatic" enough to make a difference. To
some extent, these responses reflect
initial hostility to research or, con-

\

versely. inflated';xpes.

In several other cases the report's con-
tent was unsatisfactory for relatively
specific reasons. In the case of one
multi-institutional analysis., by the time
the report was delzvequ the spéonsoring
art council changed its! interest to
studies tailored to the needs of specific
member institutions. (The study had
already served itsg pri purpoese of
publicizing the council before its find-
ings were ava;lable Y In} another case, a
museum abandoned § major annzng effort,
and the visitor study condacted in con-
junction with that effort was not immed-
iately usable. Users of three studies,
one of several performing arts events and
two of museums, rpgretted that the studies
they had sponsored were not af wider
scope. They were interested in the
characteristics and attitudes'of non-
attenders\ who had been left &pt of the
study, as well as c” those who'used their
institutions. Te some extent, 'this may
have reflected the fact that as' managers
become involved in the research'process,
their questions g¥ow more sophisticated
and become better defined. Finally,
in-house directors of <wo museum!studies
regretted the relative paucity of negative
evaluation from visitors, since §pecific
critism was considered particularly use-
ful to management.

Study execution

Study execution {czted for eight studzes)
was also a factor in study utility.)
Directors or users of four studies %aid
that study funding was inadequate. One
art council staff member felt a stronger
study could have been conducted had'
money been available to survey nonatiten-
ders. An in-house museum researcher
reported that his survey had not been
fully used in part due to the 2bsence of
funds for computerized data analyszs.
Another study director, who had volun-~
teered his services, acknowledged that his
commitment to the project was undermined
by the lack of compensation: "I was|too
busy to pay much attention to (the data
analysis) ard I was involved in a nunber
of other projects. Frankly, if I ha
been paid it would have been dszerent "
Two study directors regarded the 1»ve} of
eéxpenditure on audience studies as an
important index of an institution's com-
mitment to the research process, which
affected the inclination of the institu-
tion to uge the results. An in-house,
study director for a performing arts
festival observed that "if the projecﬁ had
|
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been given more money (by the board) the
study would have had more impact because
the trustees would have expected more
from it,." Similarly. an ocutside director
of a study of a major performing arts
institution, with much experience in
market research, reported: "The study
was viewed as cheap by {the institution),
which had the effect of lowering the
commitment as well. When organizations
are not paying for the product, they are
less committed to using it." In general,
however, few of the directors or managers
interviewed felt that more money would
have noticeably improved their studies

.or made their use more frequent. As we

showed in thz previous chapter, funding
was the major determinant of audience
study technical quality. but had no
impact on utility.

T™wo of the arts managers stated that re-
=warch on their audiences had little
impact because they lacked an opportunity
to affect the study's design. _In most
cases: however, both in-house and outside
study directors reported soliciting user
involvement in the design of the study.
Usually. outside researchers consulted
closely with key administraters, and in-
house research advocates tried to draw

as many staff and administrators as
possible into survey plr g. As cne
researcher put it, such consultation was
necessary "to establish & political envi-
ronment in which I could proceed.”

Pechnical quality

In contrast to the extensive attention
given such matters as organizational
problems, administrative and staff atti-
tudes, comnmunication and dissemination,
and planning, references to technical
quality were almost entirely missing from
our interviews. Low quality was mentioned
as a problem in only three of the twenty-
five studies, What is more. references
to such factors as sample size., low
response rate, and lack of in-house re-
search expertisze in these three instances
involved ceasual, offhand observations.
Although the studies varied widely in
quality and many were poar by convention-
al social research standards. in no case
was low technical gquality cited as a
major reason for disuse, In fact. all
three who mentioned defects in technical
quality were among those who found their
studies useful for specific managerial
decisions. Furthermore., in cases of
those reporting the greatest amount of
hostility or indifiterence to research, no
objections were based on methodology.

As one study director put it: "I was
anxious to be challenged on the mcthodo-
logical quality of the work., Whenever
someone said something slighting in a
staff meeting. I would call him on it,
but they invariably withdrew.”

If hostility towards research findings
was never expressed on methodological
grounds. neither were such deficiencies
much cause for distress when they were
noted, An in-house researcher reéferred
to a first study as "stabbing in the
dark," "a first feeble attempt at re-
search,” and stated that he was currently
working with university researchers to
develop a more sophisticated program.
Honetheless, he used the earlier study to
suggest marketing changes that were imple-
mented. He believed only those results
that were very strongly reported and that
he himself found plausible. In another
case, a board of trustees overlaoocked the
small sample surveyed in a performing
arts audience study because "“the findings
pretty much were expected.”

CONCLUSION AND RECOMMENDATIONS

The willingness of arts managers to accept
findings of research that does not meet
regular technical standards is in large
part a rational response to the environ-
ment in which their organizations function,
Most art organizations have fsaciie Liwme,
money . or experience and could not strive
to undertake high quality research even

if they wanted to. Also, most have had
virtually no systematic information about
the composition., attitudes. or habits of
their audiences. Any increment in know-
ledge can be valusble, and finally. lack
of concern with technical quality reflects
a recognition of the way in which research
£indings actually enter into the decision
process in arts organizations--as marginal,
ind. rect, reinforqQing. suggestive, ex-
pressive, or symbolic inputs that depend
little on the precise technizal methods
employed,

Seen in this way. the absence of a cotrre-
lation between study technical quality

and study utility is neither mysterious
nor cause for great dismay. Nonetheless,
if poor research is useful. gooed research
can be even more useful, especially if

it is applied in a rational manner to
specific policy problems. We think such
use of good research can become typical,
and we offer the following recommendations.
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First, arts manager2 have to be committed
to using high guality audience research

as a regular part of policy deliberations
and planning. This depends, in turn, on
their receiving the resources necessary
for systematic planning and it means
reaching szome concensus as to the role
audience information snould play in arts
planning. Second, an information infra-
structure mist be created in which both
basic and applied research is conducted
and widely disseminated throughout the
art world. Until arts managers can easily
draw on a poel of information and cuwm-
lative knowledge about the nature and
habit of American arts consumers, each
will continue to reinvent the wheel.
Because of high staff turnover a profes-
aionzl research memory must serve in place
of many transient individual ones. Thirxd,
an arrangement must be. made that will
permit those arts organizations unable to
afford thelr own high quality research to
get the information they need. Local avxts
research congsortia, much like cooperative
fund-raising drives for the arts, should
be established and their limits and pos-
sibilities tested. Finally, as part of
this effort, managers must increase thelr
avmaintance with social reswarch methods

1. Only post-1973 studies were included
to eénsure that respondent recollectlons
were relatively fresh: the regional
restriction was imposcd to minimize data
collection costs. However. the time
restriction resulted in the exclusion of
all examples of sgeveral major types of
studies, and the yeogvaphic restriction
was therefore relaxed to include five
midwestern studies so that all types of
audience studies were represented afmong
our interviews.

2. 'The ldea of research as discourse is
developed by Cohen and Garet (1975) in
an essay on social science research a.d
federal educational policy.

3., For a discussion of the contribution
of research to problem-setting at the
federal level, see Rein and White (1977).

through short tutorials or other neans.
The services of individuals literste in
research methods should be made available
to institutions that are without accesas
to them.

Certainly, there is some cause for opti-
mism. Qur formal intexviews and informsl
conversations convince us that budget
pressures along with a general change in
attitude mean that planning and research
in arts management is increasingly impor-
tant, The research activities of the
National Endowment for the Arts and other
agencies may in time prowide the infra-
atructure needed to miniimize redundant
research and reduce the ¢'oud of uncer-
taints under which ai'ts ma.aagers operate.
And the development of nrograms in arts
administration and the appeal of arts
management to individuals with other
kinds of business and accial science
training promises to raise the level of
technical knowledge upon which arts organ-—
izations can profitably draw. Therxe is,
then. reason to bhelieve that if 2 study
similar to this one is carried out in ten
vears, its findings with regard to re-
search guality and use will be different.

4. On the importance of leadership in

. -, I | T -
che uctiity ©f fedeial hoalinl proigrem

evaluations, gee Patton et al. {1977}).
5. Althcugh coopgrative audience
research efforts hold the promise of
rigourous and comparabls studies for
organizations that lack the time ot
expertise to undertaka them alone, their
potential has yet to be realized. One
reason is that such studies are usually
carried out for hroadly pelitical
purposes. Also, local councils or other
consortium organizations lack.the staff
and resclrces to provide an adequate
account of research findings and to help
member organizations make use of them.

6. On the positive value of research
alliances with university faculty and
students., see Wainwright (1973).
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CHAPTER 4

AN AGENDA FOR ARTS AUDIENCE RESEARCH

Perhaps Ehe first priority for audience
research ghould be the routine gathering
of descriptive statistics about the
audi#nce over time. Such statistics
could ke gathered through a regular
national 3ervey of audiences for a
stratified random sample of arts insti-~
tutions. Thusg far, the population of
arts institutions has not been fully
specified. However, improvements may
mzke systematic sampling possible in the
near future. The Cenzus of Business,
which had already included data on
performing arts institutions, in 1977
added data on museums for the first time:
and an eceromic 'data series is under
consideration by the National Endowment
for the Arts. Institutions included in
the survey should be stratified by such
variables as art type, region. degree of
urbanization, programming policy, amateur
versug professional status, and ticket
price. Community-based and predominaintly
minority institutions, as well as free
and outdoor events. should be included.

Studies performed by individual institu-
tions must be designed locally to address
the specific needs of the organizations
sponsoring them. But questions can be
written so as to make a survev comparable
to previous research. Tne ber fits are
MUCUal: Oiliees wihil be abke ¢+ v - une
results and those who under’ . Sur-
vey will be able to cont: 4€¥ ¢ own
audiences with exis’’ siine data.

In general, demeog: . categories can
be patterned after .ensus categorization
schemes, with additional categories added
as needed. When conventional categori-
zation schemes are not used, then the
use of many categories for such variables
as education and cccupation is preferable
gince it ‘= often possible to merge
response sups for purposes of compar-~
ison.

In sampling audience members, it is
imporrant to stress that forms should be
completed by those who actually receive
them, and not other members of their
party or family. Such a practice. for
example, would minimize any biasing
ffocts, of tendencies for older men (or

, @
.women) to take on thestask of completing
© \¢uestionnaires for othef family members.

esti~na on educational attainment -
sheuld differentiate between high school
and nen-high school graduates, between

1

individuals with aome college., graduates
of two-year colleges. graduates of four~
year colleges, and those with graduzte
training or degrees. Occupational
categories are difficult at best. ‘The
use of standard census categories in
pre-coded questionnaires, or requests
for precise occupational descriptions to
be coded by investigatoys with reference
to census listings, wouid minimize
gonfusion in this area. Researchers may
also reduce response error hy specifying ..
that the respondent be currently employed
at least one-half time in the occupation
reported. Where income information is
requested, family income should be
specified. Where racial or ethnic
information is requested, categories
should be made specific and clear. The
category “nonwhite." for example, may
invite ambiguous responses and miss
important differences.

Local organizations can also greatly.
increase the informdtion gained from
surveys by making use of cross-
talbulations--thet is, joint freguency
distributions in which audience members
are placed in cells formed by cross-
classifying two or more variabies. Cross-
tabulations require little statistical
training, only marginal added effort, and
Anuswer o wide rahge of manageilal aud
other guestions.' For example, if one
wants to see if those audience menbers
raporting lower educational attainment
are primarily young people continuing
their education. one can do a cross-
tabulation of age and education. If one
wants to assess an audience’'s occupational
level independent of gender, one can
cross-tabulate gender and occupaticn. 2
manager who wishes to predict the effect
on andience composition of an across the
board increase in ticket prices can gain
some insight by crosa-tabulating ticket
price and education (or occupation or
income) -and gomparing those in the mosh
expensive seats to those in the least
expensive. A garKeting specialist aiming
at a particular income ¢roup can cross-
tabulate income and source of information
to see if different kinds of advertising
reaches different kinds of visitors or
attenders.

In addition to using cross-tabulations,
researchers can inexpengively increase
the Information yielded by survevs in two




other ways: demographic frequencies gan
be compared to census freguencies fox
metropolitan residents as a whele: and
visits and visitors can be distinguished
by asking respondents to note how many
times they have attended an institution
over a suitable time period (such as the
previous twelve months).

Local organizations should be urged to
publicize their own research findings
and to make them available to other arts

v o organizations. In general, arts institu-

' tions do not appear to be competing for

the same dollars. Individuals who
frequently attend one art form or
institution seem frequently to attend

- others as well. Promotional energies

may more profitably go towards expanding
the total arts market for an area than
towards dividing up the existing public. -
At any rate, audience studies rarely e
" contain enough surprising, embarrassing.
2 _ or definitive information to give an
C institution a competitive edge.

: Although we offered to maintain audience
studies collected for this study on a
confidential basis, we had few requests

(i to do so, and such requests were almost
always relatad to a specific and unusual
—_— institutional consideration. In most
cases, then, those who undertase studies
seem willing to disseminate their results.

What is needed is a clearinghouse for

such research in whic¢h organizations can

share information to their mutual benefit.

In addition to the need for comparable
descriptive data on audiences over time,
other critical dquestions about arts
audiences reduire more foCuped scudies.
Many of the arts managers we spoke with
wanted information about nonattenders,
the people whom direct audience surveys
can never reach (though cross-sectioual
studies, of course. do so). Do individ-
uals fail to attend museums and the
performing arts because of lack of )
interest, antipathy-. inconvenience, or
prices? Such information is critical to
attempts to enlarge the market for the
‘ : arts and to meet the public’'s desire for
greater accessibility to the arva. To
uhderstand nonattendance, in-depth inter-
views may be necessary to get beyond
initial responses to questionnaires and
to reach deeper motivations. Depending
upon the targets of a market development
plan, such studies could ke focused on
individuals demographically similar to
: attendera (for example, their next-door
oo neighbors) or on individuals from
socioeconomic groups wath low attendance
rates.

: Researsh on the rela.ionship of attend-
o ance at one art form to attehdance at
W .
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others indicates that., with the possible

exception of theatregoers., aficionados of

one art form also attend others. Such

research, however, is at a rudimentary :
stage. Is there one arts audience or

many? Do conditions vary from city to

city with, say major arts centers like

New York having multiple publics and

amaller cities having a single cultural

publie? Furthermore. what is the respon-

siveness of arts attendance not only to

price but also to content? If the opera

raises its ticket prices or alters its

programming, will audiences go to the

theatre? Will they stay hcme and watch

television? If an art museum changes its

exhibits policies or raises its admission

fee, will visitors go to science museuns

or to the aquarium or to a football game

instead? It has been observed that tele-

vision viewers watch televigion rather .
than tuning in specific grograms. Is the

situation similar in the arts? To what

extent -~an institutions use program

changes io draw larger or new audiences,

or to experiment with new offerings with-

out fear of losing the existing audience? X
We know little about the answers to these |
questions.

Many people in the arts have stressed a

need to expand audiences to include those

not already reached. The audiences -
analyzed in this study tended to share

such characteristics as high ~ducational

attainment, high incomes, lirge percent-

ages of professionals. and small

percentages of blue-collar workers and

minorities. Yet there were some strixking

exceptions. Intensive analysis of rad
ansiitutinvnsd that draw on unasuallly
audiences may provide insights that other
organizations can use.

veidm
g Kol

2An often useful but neglected methodology

18 the quasi-experimental design. If an

institutiop is contemplating some change

in admission price, time of performance, -
or other program policy and wants to 5
assess its effect on audience composition,

controlled studies of audiences before and

after limited changes can be of great

value. In such research it is important

to consider alternative explanations for

any change found. If this is done. pre-
tegt/post-test studies can be a powerful

management tool.

another issue about which little is known

and much curiosity exists is the process

of gocialization into arts attendance: !
how early dces it begin, how important is B
the family. and how important is the

school? One easy way to begin to assess

the importance of family background is to

ask respondents guestions about their

parents. We know nothing about the
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relationship between the educational
attainment or occupation of the parents
and a person's attendance. If the habit
is acquired early in life. family back-
ground may be almost as important as
one's own education or occupatian.

A more thorough examination of sociali-
zation into the arts must go beyond
surveys to more focused interviews and
studies of children and teenagers. We
know that a person's educational attain-~
ment is the best predictor of his or

her attendance at museums and performing
arts events. But why is this so? 1Is it
because people who ‘stay in schoel a

long time come from families where the
arts are cultivated from an early age?

Is it because formal training in the arts
in high schools and colleges creates an
appetite? Is it because’ colleges provide
students with a culturally oriented peer
group and large quantities of free time?
Or is it some combination of these and
other factors?

If there are many serious gaps in our
knowledge about the public for museums
and for the live performing arts, we

_know'even leas abont the public for the

arts in other forms. How many people
enjoy theatre. dance, opera. and
clasgical music on televizion and radio?
Are these the same people who attend
live performances or is it an entirely
different group? Do media presentations
serve as a substitute for live perfor-
mances and exhibita. or do they only
whet consumers' appetites? (The inter-
ested reader should consult Arts and

- R LT T -p..1...,4 4.-
\-u—tu*u— abwrmu—o [ S LS it ‘.‘;3 e Y ———nr

by Natan Katzman and Kenneth Wirt {1977) )
What about art books and phonograph
records? Are such mechanical reproduc-
tions a supplement to or substitute for
visits to art museums and nights at the
opera? Until we learn more about those
who consume the arts in their media

forms, we can only specriate about the
size and breadth of ths arts audience as
a whole. .

The kind of research to be conducted and
the extent of research carried out is

ultimately a matter to be decided on the
basis of values and priorities. For
exanple, while research has usually
revealed that the arts attenders are
wealthier, better educated, and employed
in more prestigious occupations than the
public at large. audience Fesearch cannot
indicate whether this situation is gocd,

Jbad., or indifferent. Some institutions

are committed to broadening the social
composition of the audience, and it seems
clear that such efforts can bear frumit.
Among the studies we assembled were a few
of audiences containing quite diverse
cross-gsections of the American public.
2nd in the midst of the Depression,
audiences for the Federal Theater Project
included many employed blue-collar workers.
Other institutions have found it easier,
and financially critical, to develop
further those segments of the public
already attending. Different priorities
for expansion dictate differing research
designs, Such priorities must be made
explicit in order to make the best use of.
research.

Especzally at the local level, research
is paft of a process of plannlng and
administration: and planning is scme-
thing relatively new to the arts, about
which there is some disagreement.
Planning and research bcth cost money.

e best development and use of arts
audience research will regquire money for
a research infrastructure, money for
staff time to execute and follow through
the implications of research., and money
to permit institutions now living from
crigis to crisis t¢ become involved in

T i Hlannlpﬁ Bvee ingkitutioneg

e mamn AR e -

have some capacity to improVe research

by sh..fting their own priorities. But.
ultima“ely, Systematic use of research on
a wide scale, after the fashion of many
government agencies and private industry,
may be prohibitively expensive. The level
of resources allocated to the arts .‘rom
among competing national priorities is, .
of course, a product of the political
pracess, and the constraints of this
prodess will, indirectly critically shape
the role that such research car play.
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T ) . : » 81 p. (clearinghouse for Federal
New York--survey of all counﬁid Scientific and Technical Information,
arts events £8r 1970 season. PID~22703/General Miscellaneous, and
.. ' <. Progress Reports (PID-4500}.))

. N ]
\ ) = ? Shettel, Harris H. “Exhibits: art
11 {Leo Burnett Company., Inc.) "The . Form or-Educational Medium?" Museum
: "Impact of Chicago's Museum Visitors - News 52(1): 32-41 {Sept. 1973).
on the City's Econouy." Prepared
% for Council of- Mudeunm Directors. . Responses to effectiveness of U.S.
{Chicago: Leo Burnett Company, Atomic Energy Commission's Atoms
. *Inc.). Janp 1977, 18p. . in Action exhibit (designed in
, b, American Musew: of Atomic Energy,
See also #'s 13%,. 136, 1%9-182, 236, gak Ridge, Tennessee;.
- 242| 2430‘.‘3 f "
P *

{ . .o Johnson, David A. "Museum Attendance
wgah‘aurne. Randel G. apd . Alan in the New York Metropolitan Region,"
wigar. "Evaluating Vititor Response curator 12(3): 201-230 (Sept. 1969).
to Bxhibit Content," dr 15(3):

248-254 (Sept. 1972). . Interviews of visitors to six
, museums .
See also #'s 232, 233

decudy fn four patk visitor centecs

" *in the Pacific Northwest. O'Hare., Michael. "The Audience of

' the Museum of Fine Arts," Curator
.. 17(2): 126-159 {(June 1974).

Langlgy, Stephen. \"ch'apten- Thirteen: « "The Public's Use of Art--

Commupity Rdlations.” -In Stephen - <+ Visitor -Behavior in an Art Museum."

Langley, Thdatré® Managemédnt in Am- .curatck 17(4): 309-320 {Dec. 1974)..

erica: Principle-and Practice. New - .

York: Dr BooK gﬁec';alistEVPubli—- ) ( . "Why Do People GO to

shers. 1974 ’pp.—275-288. “Musepms: The Effect of Prices and
L e . Hours on Museum Utilization." Work-~
Condugted Theatre Division of ing Paper. . cambridge: Labgratory
Drooklyn €ollege on six peyform- o%chitecture and Planning, School
ance nights of awmajor profiuction. oftArchitecture and Plamning, MIT,
A T * N r aug. 1974, 22p.

F i by

fa S See also #224
Cerami, Josdph M. ‘''Chapter VI _ Au- t 3
dience Profileq for’' Selected Musit<« . Boston Museum of Fine Arts.
3 Per fprmancesiat . ¥« :

ngiIsland [Col\ledes L969-1970%"
' N




Kaiser, Michael.: Letter to C. &
Richardson, Skylight Theatre, Mil-
waukee, Wisconsin, dated Jan. 12,
1975, 3p. .
Includee copy of profile comparing
Skylight Theatre audience with
aggregate data for other regidnal

and major opera c¢ompanies. ,

C)

Permaloff, Anne et al. "A_Survey of
pPatrons of the Montgomery Museum of
Fine Arts." Paper submitted to Mont-
gomary Museum of Fine Arts, aApril 15,
1976, Hontgomery: Avburn Universi-
ty, 1976, 29p. . .

b
]
]
Ballet West. "Statistics of Ballet-

West Asper Poll." Computer print-
out. Salt Lake City: Ballet West,

nod9 r

gv
Trumpet i ﬁ%he Land. "An Analysis
of AudienceiQuestionnaires From the
1975 Seagon of Trumpet in the Land."
Mimeographed. Dover, ¢Chio: Trumpet
in the Land, (1975), 3p.

Sea also #221

Dourdounas, George (John R. Bayless
and william E. Crocken, project di-
rectors). "Initial Pilot Survey of
Rural Central Pounsylraania.” Uni-
versity park, Pa.: Pennsylvania
State University, 1975, lop.

"Survey Results.” Univer-
gity Park, Pa.: Pennsylvania State
University, 1975, 10R.

Sea also s#'s 74,150
Mail survey for ééﬁﬂg;ivania State
Festival Theatre.

-
Billings Symphony Orchestra. Cooy
of questionnaire and summary of
results of audience survey taken
apr. 27, 1975. Billings, Mont.:
Billinga Sywmphcny Orchestra, 1975,
3Po s '

——
’

22

Ellis, John W. ‘"American Shakespeare
Theatre Audience Questionnaire, 1975
Season: Response Analysis, Intro-
ductory Material." Stratford, Conn.:
american Shakespeare Theatre, 1975,
9p. (No data.)

— . "The Ecoptmic Impact of

the Asierican Shakespeare Theatre on _
Stratford, Connecticut." Stratford,
Conn.: American-Shakespeare Theatre,
1975, 7p.

E‘:i.fe’,/;hla. *Indiana Repertory

Theatre Auvdience Survey, 1975-76

Season." Report. Indianapolis:

Indiana Repertory Theatre,” 1976, 24p.
!

New Jersey Shakespear Festival.
"New Jersey Shakespeare Festival -

- audience Questionnai¥e Responses,

July 5th through August 19, 1972."
Madison, N.J.: HNeW Jersey Shake-
speare Festival, 1972, 4p.

See also #27

Rodgers, F. L. Memorandum from F. L.
Rodgers to BExecutive Committee Re.
*palephone Survey," dated Jan. 22,
1974 and "Summary of Telephone Inter-
views." Madison, N.J.: New Jersey
Shakespeare Festival, 1974, S5p. + 3p.

See also”#26

Interviews with renewed and non--
renewed subscribers and individual
Play attenders.

——

(Foran and Greer, Inc.) "“Blossom
Survey, 1974." Results. Cuyahoga
Falls, Ohio: Blossom Music Center,
1974, 2p. :

Cleveland Symphony Orchestra.

Byrhe, June.F. Letter to Richard
Thomas of the Milwauvkes Sywphony, .
dated Aug. 10, 1976. Attachments are
a gsummary table and questionnaire.
Madison, Wisc.: Graduate School of
Business, Center for Arts Administra-
tion, University of Wisconsin, 1976,
3p.
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Byrne, June F. et al. Highlighting
the Economics ©f Not-for-profit Arts
Orgqanizations. Madison, Wisc.:
Wisconsin Arts Council, Inc.. 1976,

8p.

Respondents were 140 nonprofit

arts organizations in Wisconsin
{includes survey form used for

fourteen audiences to document

econcmic impact of the arts}.

Deluca, Barbara and Car¢ol Bullard.
Arts and Arts=-Related Ordanizations

in the Capital pistrict: The Struc-—
ture and Function ©f the Crganiza-
tions Themselves: The Nature and

Needs ¢f the Audiences They Serve:
The Pattern, Impact. and Potential
of Their Fundind. Albany: Albany
League of Arts, 1976, 90p.

Rochester Museum and Science Center.
1973-74 visitors Swrvey. Repore.
Rochester, N.Y.: Rochester Museum
and Science Center, 1974, 26p.

CONFIDENTTIAL

Shettel, Harris H. "Exhibits: Art
Form or EBducational Medium?” use
Mews 52(1): 32-41 (Sept. 1973).

Effectivenass study of Vision of
Man traveling exhibit.

Prague, Rochelle H. "The University
Museum Visitor Survey Project.”
Curator 17(3): 207-212 (Sept. 1974}.

Interviews, behavioral ¢bservation,
and questionraires of visitors

te University Museum in Philadel-
phia.

deBerhegyis Stephan F. "Testing of
Audience Reaction t© Museum Exhi-
bits," Curator 8(l): 86-93 (Dec.
1965), Als¢ in Stephan F. deBorhegyi

and Irene A. Hanson, eds., The Museum

Visitor: Selected Essays and Surveys

of Visitor Reaction to Exhibits in
the Milwaukee Public Museum. Milwau-
kee: Milwaukee Public Museum, 1968.

pPp. 75-80.

Parsons, Lee A. "Systematic Testing
of Display Techniques for am Anthro-

pological Exhibit."” 1In Stephan F. .. .

deBorhegyi and Irene A. Hanson., eds.,

The Museum Vigsitor: Selected Essays

and Surveys of visitor Reactieon to
Exnibits in the Milwaukee Public
Museum. Milwaukee: Milwaukee Public
Museum, 1968. pp. B81-98.

See also #'s 47, 106-10%

Nielsen, Richard. Questicnnaire for
Krannert Center for the Performing
Arts Audience Survey. Urbana, Ill.:
University of Illine¢is, n.d., 19p.

N{ie)lsen, Richard P. "Types of
Theatre Information and Marketing-
Audience Development »mong the Ali-

enated,* Zerforming Arts Review
14{1-2): 44-57 (1973},

Nielsen, Richard P. and Charles
McQueen. “"Attendance Types of

Per forming Arts Events and Explana-
tions for Attendance and Non-Atten-
dance at the Krannert Center f£or the
Pexforming Arts.” Paper. Urbana.
Ill.: University ¢f Illineis, n.d.,
18p.

Nielsen, Richard P. and Charles
McQueen. "Audience Segments of the
Krannert Center for the Performing
Arts.” Paper. Urbana, Ill.: Uni-
versity of Illineis, n.d.., l4p.

. "Performing Arts Consumer
Behavior: An Exploratory Study."
paper. Urbana, Ill.: University of
IllinOiS: nod. r 199.

Mielsen, Richard P., Charles McQueen,
and Angela B. Nialsen. “Public
Policy and Attitudes on Tax Suppert
f:g Live Artistic CommunicaEiOns
Media." American Journal ©f Econo-
mics and Socieology., April 1976,

Pp. 149-160.

Nielsen, Richard P., Angela B.
Nielsen, and Charles McQueen. “"At-
tendance Types of Performing Arts
Bvents and Explanations for Atten-
dance and Non-attendance.” Perform-
ing Arts Review 6(1}: 43-69 (1975},

"Explanations for Public's
willingness to Pay Additional Taxes

for Support ©f the Arxts.," Performing

Arts Review 5(3~4): 199=209 (1974)}.
. "Pexforming Arts Audience

Segments: A Case Study." Performing

¥
L]
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Arts Review 6(2): 301-312 (1975-76). 40

Champaign and Urhana, Ill. home
survey. .

“oore, Thomas Gale. "V: The Audi-
ence.” In Thomas Gale Moore, The

onomics of the American Theater.

urham, M.C,: 0Duke University Press, 41
1968. ¢t.p. 59-89,

See alsc #98

Description of 1960 Playbill-
sponscored survey ¢f Broadway
theat ergoers.

Mocre, Thomas Gale. "W¥: The Audi-

ence." In Themas Gale Mocre, The
Economics ©f the American Theater.

Burham, N.C.: Duke University Press,
1968, pp. 69-89. 42

. "New Audience Survey Iden-
tifies Playgcers." In Alvin H.
Reiss, Arts Management Handbo-k. -
New York: Lrwehrts ‘Publishers, 1974.""
pp. 142-144.

"Non-Newspaper Advertising
Brings Few Theatregoers to Breadway
Plays." In Alvin H. Reiss, Arts
Management Handbe¢ck. New York: Law-
Arts Publishers, 1974. pp. 146-149,

1962 survey of audiences in seven
Broadway theaters.

Farrell, Joseph. Letts~ to Janet
Gracey and Richard Kir.oner, dated
apr. 17, 1973, 1In Theatre Develop-~
ment Fund, An American Dance Theatre.
New York: Theatre Development Fund,
HAda 7po

National Research Center of the Arts,
Inc. Arts and the PecPle: A Survey
of Public Attitudes and Participation
in the Arts and Culture 1n New York
State. New York: National Research
Center of the Arts, Inc., 1973, 225p.

Reiss, Alvin H. "Key Study Shows
Public Receptive t¢ Arts.” In Alvin
H. Reliss, Arts Management Handboock.
New York: Law-Arts Publishers, 1974.
pp. 122-126.

(Prieve, E. Arthur.) Questicnnaire
for Wisconsin Union Theater Survey.
Madison, Wisc." iCentexr for Arts
Administration, 1976}, 5p.

Study of university theater audi-
ence to bhe completec in 1977.

Guthrie Theatre. ."Guthrie Theatre
1974 Audience Survey" quastionnaire.
Minneapolis: Guthrie Theatre, 1974,
2p.

Namakkal/Eringer Marketing, Inc. Re-
port ¢n compésition of the audience
¢f the Guthrie Theatre £f£¢r the 1974-
75 season. Minneapolis: Namakkal/
Eringer Marketing, Inc., n.d., 33p.

See aliso #'s 104, 117, 122, 125, 199

HNational Research Center ©f the Arts,
Inc., Californians and the Arts: A
Survey ¢f Public Attitudes Toward and
Pariticipation in the Arts and Cul-
ture in the State ©f California. New
York: Hational Research Center of
the Arts, Inc., 1575 (%), 230p.

Nati¢nal Research Center ©f the Arts.
Californians and the Arts: Summary
Repert. Sacramento: California Arts
Commission, 1975, 13p.

Richardson, Raymond J, ausd John F,
Maxwell. "Lake Placid Center for
Music, Dramd and Art: Its Economic
Impact: A Study for the New York
State Council ¢n the Brts." Platts-
ourgh, N,Y.: Technical Assistance
Center, Dec. 1973, 30p.

Report of resident and tourist
survey.

Arts Development Services, Inc. ADS
Market Study 1975: A Summary Report.
Buffalo: Arts Development Services,

"Inc., (1975), lép.

{(Gettstein, James .} Peotential

Markets fnr the Arts in Western New
York. Bu.falo: Arts Development Ser-—

vices, Inc., (1975}, 72p.

Ma1l survey of Buffalo area.




J. R. Taft Corporation. An Evalu- Theatre, 1975, 2p.

ation of the Impact and Effective-

neéss of Affillate artists, Inc.

Washington, p.C.: J. R. Taft Cor=- - ’
poration, Comlab, Inc., Oct. 1971, Metropolitan Opera. "Met Sampler--

61p. Survey Findings." New York: Metro-
politan opera, 1976, 5p.

Evaluation of school arts program.
See also #'s 50, 51

Telephone survey of participants
Nash, George. "Art Museums as Per- . in special Sampler program.
ceived by the Public,” Curator
18(1): 55-87 (1975). -

. Art Museums as Perceived Metropolitan Opera. Introduction to

by the Public. HNew York: New York the Met in the Parks Survey. New
State Council on the Arts, 1974, York: Metropolitan Opera, n.d.. 40p.
3lp.

See also #'s 49, 51
See also $#'s 238, 239
Interviews with attenders of out-
Survey of individuals in downtown door concert programs; includes
Manhattan and Rochester, visitors tables and graphs of responses.
to the Whitney Museum of Art, and
study of outreach programs of the
Memorial Art Gallery at the Uni- .
versity of Rochester. (Veitch, Patrick.) "Cancelled Sub-
scribers—-Survey Findings." New
York: Metropolitan Opera, (1976},
Sp.
Screven, C. G. "The Application of
Programed Learning and Teaching Sys- See also #'s 49, 50
tems pProcedures for Instruction in a . ,
Museum Environment.” In Stephan F. Mail survey by Metropolitan Opera's
deBorhegyi and Irene A. Hanson,- eds., Marketing Department. N
The Museum Visitor: Selected Essays
and Surveys of 7isitor Reaction to

Exhibits in the Milwaukee Public , .
Museum. Milwaukee: Milwaukee Public (Rothman, Steve.) "Stage/West Audi-
Museum, 1968. pp. 167-174. ence Survey - 1975: Survey Questions

and Sample Response: Schedule C.”
. The Application of Prodgram- Springfield, Mass.: Stage/West,

ed Learninq and Peachlnq Systens 1975, 3p.

Proceduras for Instruction in a Mu=

seum Environment: Final Report.

Wasﬁington, D.C.: U.S. Office of - . . .

Education, Bureav of Research (ED New Hampshire Music Festival. "1975

048 745), Dec. 1967, 96p. New Hampshire Music Festival Audience
Questionnaire.” Tally sheet and

. The Measurement and Facili- copy of survey. Center Harbor, N.H.:
tation of Learning in the Museum New Hampshire Music Festival, 1975,
BEnvironment: An Experimental Analy- lp.

sis. Washington. D.C.: Smithsonian
Institution Press, 1974, 9lp.

il

See also #'s 35, 106-109 CONFIDENTIAL

Study of use of self-teaching
machines at Milwaukee Public ] ]
Museum. Homans, Richard. “Saint Louis Sym-
phony Orchestra Survey.” St. Louls:
University of Missouri, Marketing
Department, June 1976, 7p.
Barter Theatre. "Audience Survev:
Barter Theatre, 1975." Questionnaire Telephone survey of subscribers
with results. Abingdon, Va.: Barter and their non-subscribing neighbors.
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{Carver, James.) "Results of the
Questionnaire." Copy of guestion-
naire and tally sheets. Kalamazoo:
Civic Players, n.d., 4p.

Oregon Shakespearean Festival Asso-
ciation.-~ "Survey for the Institute
of Outdoor brama: King John, Aug.
27, 196S," and "Survey for the Insti-
tute of Outdoor Drama: King John,
August 31, 1969." Ashland, Oregon:
Oregon Shakespearean Festival Asso-
ciation, 1969, 12p. (Pabulation
sheets only.)

See also #'s 208-221

Holth, Henry. Memorandum £o Members
of the Executive Committee, dated
July 1, 1976. Attachments: “Houston
Ballet Auaience Questionnaire” with
tabulations and "Some NHotes on the
Audience Survey Results.” Houston:
Houston Ballet, 1976, 6p.

See also 59

Houston Ballet. “Houston Ballet
Telephone Survey." Questionnaire
with tabulations. Houston: Houston
Ballet, 19%4, 3p.

See also #58

Brookgreen Gardens. "Brookgraen
Gardens: 1570 Survey." Brief report
on results. Murrells Inlet, S.C.:
Brookgreen Gardens, (1970}, 4p.

See also #61

Brookgreen Gardens. "Brookgreen
Gardens: 1973 Survey." Brief report
on results. Murrells Inlet, S.C.:
Brookgreen Gardens, (1972), 3p.

See also #60

Becker Research Corporaticn.‘ Atti-
tudes of the Boston Public Toward

*Summerthing." Boston: Becker Re-
search Corporation, Oct. 1970, 50p.

Telgphone gurvey sa@pljng Boston
residents.

66

National Research Center of the Arts,
Inc. A Study of Washingtonians' At-
tendance at Performing Arts Bvents
and Museums. New York: HNational
Research Center of the Arts, Inc.,
1976, 1l1l9p.

For Washington State Arts Commis-
sion.

Beldo, Les. A Report of Three Sur-
veys: A State-Wide Survey Conducted
by The Minnesota Poll, Minneapolis
Star and Tribune! An In-Concert Sur-
vey and A Personal Interview Survey
Both Conducted by Mid-Continent Sur-
veys, Minneapolis, Minnesota. (Min-
aeapolis): Campbell-Mithun, Inc.,
Mar. 12, 1956, 89p.

See also #65

For Minnesota Symphony Orchestra
Association.

BEarl Craig Associates, Inc. Thsg
Constituencies (Actual and Potential)
of the Minnesota Orchestra: A Reporc
to the Minnesota Orchestral Associ- |
ation. n.p.: Earl Craig Assoclates,
Inc., 1975, 43p.

See also #64

Audience, community leader, and so-
cial institution representatives
were interviewed.

Geltner, Frank J. and Tim Wason.
Articulture and the Bugene-Springfield
Area: Surveys ¢f Public OPinion and
Arts Organlzations. Report. (Salem,
Oregon): Oregon Arts Commigsion,
Sept. 1, 1976, 50p.

Oregon Arts Commission. “Summary of
Results: 1976 Eugene-Springfield
Arts Impact Study” and summary of
data tabulations. Salem, Oregon:
Oregon Arts Commission, 1976, 5o, +
3p.

Telephone interviews.

Phoenix Sywphony. "Phoenix Symphony

1971 Questionpaire” with tabulations

and surmary sheet. Phoenix: phoenix
Symphony, (1572}, S5p.

1Go




Free Public Theatre Foundaticn. Statewide survey of audience for
Questionnaires with response tabula- performing arts and museums.
tions for Romeo and Juliet, Aug. 18-
31, 1975 and Shakespeare and _His
Peoble, Barg. 25-31, 1975. Los Ange-
les: Free Public Theatre Foundation, Cober, Rodney L. A Psychographic
1975, 2p. Life Stvle Analysis of Interdenera-
tional Continuity in the Development
m%u&m- Thesis,
Buginess Administration. University
Music Theatre of Wichita. "Enter- Park, Pa.: Pennsylvania State Uni-
tainment Survey" questionnaire, versity, Graauate School, Department
“Entertainment Survey Results,” and of Marketing, May 1977, 220p.
“Telephonée Survey Results." Wichita:
Music Theatre of Wichita, (1973), 3p. Seelalso #'s 22, 150

rd

American Ballet Theatre. “"American Becker Research Corporation. The
Ballet Theatre Audience Survey" ques- Boston Symphony Orchestra: AN Appraj-
tionnaire and guestionnaire with gal by Subscribers, Former Subscribers,
data tabulations. New York: Ameri- and Potential Subscribers. Boston:
can Balle. Theatre, n.d., 4p. + 6p. Becker Research Corporation, June

1972, S2p.

(Weissenberq, Peter, Mary Frances

Gordon and Josepoh p. Yacura.) Report Arts Developme. t Associates, Inc.

on audience characteristics for the A Report on Dialoque on the Arts: A

performing arts in Binghamton, New Public_Planning Project of the Nebras-

York. (Endicott, N.Y.: Joseph A. ka Arts Counzil. Minneapolis: Arts

Yacura, 1978), 32p. Development Associates, Inc., Aug.
1976, 73p.

See also #10
Statewide dialogue program included
citizen questionnaire distributed
at meetings and printed in news-—
Mittler, Elliott and walter Wallner. papers. '
2 Membership Study of the Los Angeles
County Museum of Art, Jume 1967. Los
angeles: Log Angeles County Museum
of Art, 1967, 35p. Gourd, William. Information Proces—
sindg in the Theatre: Sex Differences
Repcrt of telephone survey of mem- in Responge to ‘'The Homecoming’ and
bers and survey of meémbership prac- ‘Private Lives.’ Washington, D.C.:
tices of 27 other other u.s3. U.8. Department of Health, Educnation,
Mmus eums . and welfare, National Institute of
Education (ED 098 622), Apr. 1974,
17p.

National Research Center of the Arts,

Inc. The New York Cultural Consumer.

New York: National Research Center Baltimore Museum of Art. "InstTuc-

of the Arts, Inc., May 1974, 264p. tions to Survey Volunteers." Falti-
. more: Baltimore Museum of Art, 1974,

National Research Center of the Arts, 2p.

Inc. The New York Cultural Consumer.

New York: New York Foundation for

the Arts, 1976, 264p.

Albany Institute of History and Art.
Hational Research Center of the Arts, *a Comprehensive Membership Survey
Inc. Questionnaire for study The by the Albany Institute of History
Mew York Cultural Consumer. New and Art" questionnaire and “"Results
York: National Research Center of of a Comprehensive Membership Survey
the Arts, inc., n.d., 8p. (Sent by by the A.I.H.A." summary. Albany:
Munson-williams~Proctor Institute, Albany Institute of History and Art,
Utica, N.Y.) n.d. brochure + Sp.
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80 Smithsonian Institution. Feasibility 87 Huntington Library. “Impressions of
Study of an Aerospace Museum in the the visitors." Includes data tables.
Western United States. Prepared for San Marino, Calif.: Huntington
the committee on Science and Astro- Library, June-~July 1972, S5p.°
nautics, U.S, House of Representa-
tives, 92nd Congress, 2nd Session, See also #88
and the National Aeronautics and
Space Administration by the Emith-~
sonian Institution, Hational Air and .

Space Museum. Washington, D.C.: Huntington Library. "A Survey of

Government Printing Office, 1972. Vigitors." Brief report and data

pp. IT. III, 1690-237, 362-363. tables. San Marino, Calif.: Hunting-
ton Library, 1973, 3p.

Potential audience survey of public
in area near Ames Research Center. See also #87

CONFIDENTIAL CONFIDENTIAL

Walker Art Center. Questionnaire. Denver Symphony Orchestra. “Denver
Minneapolis: walker Art Center, Symphony Questionnaire - January.
(1976), 1p. 1972: 'Results - June, 1972.* penver:
Denver Symphony Orchestra., 1972, 8p.
In current use,

Arts Development Associates, Inc.
{(Barton, Genevieve.) Questionnaire 20 “Flagship” Communities of Hew
for Roberson Center for the Arts & York State: A Report _on Research
Sciences audience survey. Bingham- Conducted on Needs, Potential Spon-
ton, H.Y.: (Genevieve Barton, 1976}, sors, and Facilities for a Possible
brochure. Touring Prodgram by the New York State
Council on the Arts. Minneapoliss
Results in process of compilation. Arts Development Associates, Inc.,
May 1974, S55p.

See also #92
Oklahoma Theater Center. "Results
of Informal Survey cf Audience Taken
During Performances of U.S,A, During
January 1976" and “"The Oklahoma Poster~Peqgq, F. Peredrine and Joseph
Theater Center Audience Profile 1976" Wesley Zeigler. The 1975 New York
guestionnaire with tabulations. Okla- State Medallion Tour: A RebOrt on
homa City: Oklahoma Theater Center, the Background and Findings of the
1976, 2p, 4+ 4p. MNew York State Ccouncil on the Arts
Demonstration Tour ¢f Theatre. Min-
neapolis: Arts Development Associ-
ates, Inc., June 1975, 75p.

Garden Theatre Festival. “Analysis

and Evaluation of the Autumn Garden See also #91

‘Theatre Festival 73 (project #four).,*

Los Angeles: Garden Theatre Festi-

val, n.d., 13p.
National Research Center of the Arts.

See also #174 Anchorage, Alaska: Public Perspec-

: tive On the Arts and Culture; Report
of a Survey Conducted for Anchorade
Arts Council. HNew York: Hational
86 Theatre Tulsa. Membership question- Research Center of the Arts, Jan.
naire. Tulsa: Theatre Tulsa, Mar. - 1975, 221p.
29, 1976, 4p.
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National Research Center of the Arts,
InCG. The Joffrey Ballet Audience:

A Survey of the Spring 1%76 Seagon
at the City Center Theater. New
York: HNational Research Center of
the Arts, Inc., June 1976, 133p.

See also #138

Taylor, James B, et al. Science on
Display: A Study of the United
States Science Exhibit, Seattle
World’s Fair, 1962. Seattle: Insti-

tute for Sociological Research, Mar.
1943, 184p.

Interviews of visitors,

Milton, Pauvla Mae. Flocida State p
Universgity; A Descriptive idy Oh
Auvdience Attitudes: A Survey of
Selected Audiences in Proféssional

—_—1

Educational and Community Theatres
in Dade, Broward, and Palm Beach
Counties in the State of Florida.
Dissertation, Florida State Univer-
sity, Aug. 1967, 73p.

Molette, Carlton W., II. Concepts
About Theatreé: A Survey of Some

College Students in the Florida Coun-
ties of Broward, Dade, and Palm Beach
Comparing Those Who Have Had a The-
atre and Drama Appreciation Course
with Those Who Have Hot. Disserta-
tion, Florida State Uriversity, Aug.
1968, 115p. .

Romano, Albert. October 1971 In-
Theatre Survey. HNew York: Metro-
media, Inc,, 1971, 103p.

See alsoc #37

Playbill guestionnaire survey of
audiences of sixteen shows in New
York City.

Cherry, Kathleen Ann, Patricia Ann
Mitchell, and Bradley . Morison.
Bridges: A Report on an Exploration
of the Possibilities in a Heritage

and Cultural Bridge Concept for Fargo/
Moorhead, Minneapolis: Arts Devel-

opment Associates, Inc., Oct, 1976,
138p.

102

103

Includes survey of performing arts
attendexs.

Newgren, Ponald A. & Standardized
Mugseum Survey: B Methodology for
Museums to Gather Deécision-Oriented
Information. Dissertation, Syracuse
University, 1972. Ann Arbeor: Uni-
versity Microfilms. 1973, 282p.

-Includes surveys of museums in
Syracuse and Grand Rapids. ]

Arkansas Arts Center. Arkansas Arts
Center: Public Opinion Study, Jan-
uwary 27, 1971, Project #PS <40-121RP.
Little Rock: Arkansas Arts Center,

1571, 53p.

Telephone survey.

Community Service Bureau, Inc. Re-
port and Recomméndations: Arkansas
Arts Centér, Little Rock, Arkansas.
Dalias: Community Service Bureau,
Septo 1' 1971’ 48p.

Leading citizen interviews.

McKee, Dawid T. Profiles and Pre-
ferences: \An Audience Survey of Sub-
scrihers, OCcasional Patrons and the
General Public for Regional Theatre
in Seattle. Dissertation, University
of Washington, 1972. ‘Ann Arbor: Uni-
versity Microfilms, 1972, 184p.

/

Morison, Bradley g~nand Kay Fliehr.
In Search of an Audiknce: How an
Audience Was Found fdr the Tyrone
Guthrie Theatre. Includes survey
gquestionnaire and report. MNew York:
Pitman Publishing Corp., 1968, 230p.

See also #'s 41, 117, 122, 126, 199

Arts Development Associates, Inc.

An Evaluation Report on the Illinois
Arts Council Bicentennial Theater
Pour and a ComParative Analysis of
Four Major Theater Tour Projects.
Mirneapolis: Arts Development Assc-
ciates, Inc., Sept. 15. 1976, 122p.
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106 HNiehoff, Arthur.

110

"Audience Reaction
in the Milwaukge Public Museum: The
Winter Visitors." In Stephan F.
deBorhegyi, and Irene A. Hanson, eds.,
The Musegg Vigitor: Selected Essays
and Surveys of Visitor Reaction toO
Exhibits in the Milwaukee Public

Museum. Milwaukee: Milwaukee Public
Museum, *1968. pp. 21-31.

See also #'s 35, 47, l07-109

Niehoff, Arthur. “Characteristics

of Audience Reaction in the Milwau-
Kee Public Museum." In' Stephan F.
deBorhegyi and Irene A. Hanson, eds.,
The Museum Visitor: Selected Essays
and Surveys of Visltor Reactlon to
Exhibits in the Milwaukee Public
Mugeum. Milwaukee: #ilwaukee Public
Museum, 1968. pp. 9-16.

See also #'s 35, 47, 106, 108, 109

Cooley, william and Terrence Piper.

“Study of the West African Art Exhi-
bit of the Milwaukee Public Museum
and Its visgitors." In Stephan F.
deBorhegyi and Irene A. Hanson, eds.,
The Museum Visitor: Selected Essays
and Surveyvs of Visitor Reaction to
Exhibits in the Milwaukee Public
Museum. Milwaukee: Milwaukee Public
Museum, 196B. pp. 143-165.

See also #'s 35, 47, 106, 107, 109

Abler, Thomas. “Traffic Pattern and
Exhibit Design: A Study of Learning
in the Museum." In Stephan F.
deBorhegyi and Irene A. Hanson, eds.,
The Museum Visitor: Selected Essays
and Survevs of Visitor Reaction to
Exhibits in the Milwaukee Public
Museum. Milwaukee: Milwaukee Public
Museum, 1968. pp. 103-141.

See also #'s 35;\#Q¢ 106-108

Krasnegor, Rebecca. Smithsonian
Audience Survey: Summary of BSSR
Pretest Experience and Recommenda-—
tions for the Conduct of an Audience
Survey., Washington, D.C.: Bureau
of Soclal Science Research, Inc.,
Oct. 1967, 50p.

See also #'s 128, 264

.

Interviews of visitors to the
National Museum Of Natural History
and the National Museum of Hisgtory
and Technology.

111 Colvin, Claire. A Membership Study

of the Fine Arts Museums of San
Francisco and the Asian Art Museum,
July 1976, ©San Francisco: Fine Arts
Museums of San Francisco, 1976, 94p.

See also #'s 192-195

Arts Development Associates, Inc.
Y...FOor a Town of Any Size!" A Plan
for Developing and Enriching the
Cultural Life of the Sioux City Area.
Minneapolis: Arts Development Asso-
ciates, Inc., Aug. 1975, 155p.

Interviews with community leaders
and audience survey questionnaire
used at 29 different cultural

© events.

Arts Development Associates, Inc.

A Report and Recommendations on the
Quad Cities Cultural Survey. Minne-
apo.is: Arts Development Assoclates.
Inc., {May 1975}, 99p.

Audience s&rvey of 19 cultural
events in Davenport, Iowa-Moline,
Illinois area.

Zeigler, Joseph Wesley. A Report on
the Marketability of a Center Stage
Tour in_the Maddle Atlantic States.
Winneapolis: Arts Development Asso-
ciates, June 1974, 1l88p.

Zeigler, Joseph Wesley. Steerind the
Center Stage Study: A RepPort on

MethodologY¥. Minneapolis: Arts
Development Associates, Inc., Aug.
1974, 35p.

See also #'s 198, 202

Communities studied were Dover,
pel.; Frederick, Rockville, and
Salisbury, Md.; Long Branch and
vineland, N.J.:; Allentown-Bethlehem,
Hershey, and Scranton-Wilkes Barre-
Hazelton, Pa.: Charlottesville,
Norfolk, and Newport News-Hampton,
Va.: and Clarksburg, W. Va.
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115 Forfl Foundation. The Finances of
@ Performing Arts. VvVolume I: &
Survey of 166 Professional Nonprofit
.Resident Theaters, Operas, Sympho-
‘nies, Ballets, and Modern Dance Com-
panies. volume II: & Survey of the
Characteristics and Attitudes of
dudiences for Thez er, Opera, Sym-
phony, and Ballet .n 12 0J.S. Cities.
New York: Ford Foundation, 1974.

Reiss, Alvin H. "Lowry Discusses
New Ford Foundation Survey." 1In
Alvin H. Reiss, Arts Management
Handbook. HNew Yor..: Law-Arts Pub-
lishers, 1974. pp. 34-38.

American Conservatory Theatre. Re-
port of 1976 audience survey. San
Francisco: American Conservatory
Theatre, 1976, 73p.

Subscriber survey.

arts Development aAssociates, Inc.
A Decade Later: A Report and Anal-

ysis of the Guthrie Theatre Audience
of 1973 and How Tt Compares With the

First Season. Minneapolis: Arts
Development Associates, Inc., Apr.
1974, 57p.

Arts Development Assocliates, Inc.

Ten Years later: & Report and Anal-
ysis of the Guthrie Theatre Audience
of 1973 and How It Compares With the

First Season. Draft I. Minneapolis:
Arts Development Associates, Inc.,

apr. 1974, '57p.

See also #'s 41, 104, 122, 126, 199

Zeigler, Joseph Wesley. The Artpark
Audience: A ReDpOrt on Research Done
by Qur Company in Season 1976. In-
clrdes materials from "Artpark -
Evaluation II: 1976 Season, Hov. 9
& 10, 1976, Rensselaerville, Hew
York" meeting. Minneapolis: arts
Develnpment Associates, Inc., Oct.
1976, 54p. + meeting materials.

dudience at Artpark and public in
western Hew York and Wiagara Fron-
tier were studied.

Nicol, Elizabeth H. The Development

of validated Museum Exhibits. Final

Report. Washington, pD.C.: U.S.

Dept. ©of Health, Education, and
Welfare, Office of Education, Burgau
of Research {CoOntract No. OECI-6-
050245-1015), May 1969, 1l4p.

Children's Museum, of Boston.

Ed

120 Morison/Fliehr Associates. Project
Future: A Ten Year Plan for the Dev-
elopme it oftaudience, Funds and
Facilities for the Prinity Square
Repertory company, Providence, Rhode
Island. Minneapelis: Morison/Fliehr
Assoclates, Mar. 19, 1968, l18p.

-

121 New York State Education Department
and Janus Museums Consultants, Ltd.
The 1966 audience of the New York
State Museum: An Evaluation of the
“Museum's Visitors Program. Albany:
University of the State of New York,
State Education Department, Division
of BEyaluation (U.S. Dept. of Health,
Edu¢ation, and Welfare, ED 044 621),
Jan. 1968, &0p.

122 @Guthrie Theatre. "Interim Results:
1976 Guthrie Audience Survey." Min-
neapolis: Guthrie Theatre, 1976, 5p.

See also #'s 41, 104, 117, 126, 199

123 Walker Research, Inc. Children's
Museum Imaqe Study. Prepared for
the Children's Museum Of Indianapeolis.
Indianapelis: Walker Research, Inc.,
1975, 77p. '

Telephone survey of adult residents
of metropolitan Indianapolis.

v

1. . ‘ss, Robert S. and Serge
Bowtourline, Jr. “The CoOmmunication
value of Exbibits," Museum News,
Nov. 1963, pp. 23-27.

See also #246
Observation of and interviews with

vigitors tO the Boston Museum of
Science.




-

125 Klinzing, Dennis. Determining Audi-

-  enece Profile and Effectiveness of
Publicity. Washington, D.C.: U.5.
Dept. of Health, Education, and Wel~
fare, National Institute of Education
{ED 083 649), Aug. 1973, 13p.

Two audience surveys done at the
University of .Delaware Theatre.

126 PBatten, Barton, Durstine and Osborn,
Inc. Preliminary Report: An Analy-
sis of Those Attending the Guthrie
Theatre puring 1962-1963. MinDea~
polis: Twin Cities Marketing &
Research Dept., Batten, Barton,
purstine and Osborn, Ing., 1963, 18p.

Reiss, aAlvin H. "survey Shows When
Budiences for Different Arts Formg
Overlap."” In Alvin H. Reiss, Arts
Management Handbook. HNew York: Law-
Arts Publishers, 1974. pp. 133-135.

See also #'s 41, 104, 117, 122, 199

127 stack, Christopher D. An Examination

of Lawrence University Audiences.
n.p., n.d.. 3Cp.

.

128 Danquist, Gerald A. et al. A Market-

ing Study of the Smithsonian National

Associates. Cambridge: Harvard Uni-
versity, Graduate School of Business
Administration, Apr. 28, 1971, 109p.

See also #'s 110, 264
129 CONFIDENTIAL

130 Hopkins Center, Dartmouth College.
Questionnaire and “Summer 1974 Sta-
tistics" compiled “y Ellen Feldman.
Hanover, N.H.: Huopkins Center,

---Dartmouth College, 1974. 2p. + 6p.

See also # 151

131 Dpowling, Wwilliam D. Characteristics
of Adult Education Participants,
Green Bay, Wisconsin. Green Bay:
Green Bay Center, University of Wis-
congin, {Mar. 1962), 48p.

Green Bay Adult Education Council.

"Adult Education Participant Study."
Questionnairs. Green Bay: Green
Bay Adult Education Council, n.d.,
4p.

Actors Theatre of Louisville.
"Actors Theatre of Louisville Audi-

ence Survey" questionnaire with sub-
scriber and single ticket buyer
response rates. Louisville, Ky.}?

gctors Theatre of Louisville, n.d.,
po

Research and Educational Planning‘
Center. Status*of the Arts and Cre-
ative Activities in the State of
Nevada: A Statewide Survey. Reno:
Research and Educational Planning
Center, College of Education, Uni-
versity of Nevada, (1976}, 37p.

-

Long Wharf Theatre. Data tabulations
of Long Wharf Theatre subsc:iption
audience survey. HNew Haven. Conn.:
Long Warf Theatre, (1976), llp.

Leo Burnett U.S.A. The Art Institute
Survey, Prepared for the Art Insti-

tute of Chicago. Chicago: Research.
Department, Leo Burnett U.S.A., Nov.

5, 1975, 62p.

See also #'s 11, 136, 179-182

Questionnaire survey conducted
over one year for one week periods
each season.

Leo Burnett U.S.A. The Art Institute
General Visitor Survey and Focus
Group Research. Prepared for the
Board of Trustees of the Art Insti-
tute of Chicago. Chicago: Research
Department, Leo Burnett U.S.A., Oct.
18, 1976, 17p.

See also #'s 11, 135, 179-182

National Research Center of the Arts,
America an Artes A Survey of

the Attitudes Toward and Particiba-
tion in the Arts and Culture of the

United States Public. HNew York:
Associated Councils of the Arts, 1976,
60p.

108
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-—4 also #7

138 HNational Research Center of the arts,

Inc. The Joffrey Ballet Audience on
Tour. MNeWw York: Na%ional Resgarch
Center of the Arts, Inc,., July 1976,
60p. .

Sea also #94

Repoxt of suxveys done on tour )
audiences in San Antonio, Houston,
and New Orleans.

Joint .Committee on Cultural Resources.
In Search of a Regional Policy .or
the Arts: Phase II. Baltimore:
Johns Hopkins University Center for
Metropolitan Planning and Reésearch
and Regional Planning Council,
{1975?), S2p.

See also #202

Zeigler, Joseph Wesley. A Report on
the Pittsburdh Audience for Theatre
Yes. New York: Arts Development
Associates, May 1975, 37p.

Leader interviews and mail guestion-
naire of Pittsburgh area residents.

-~

Century Research Coxrporation. The
Arts in Arlington: 1974 Survey of
tke Public. Prepared fcr the County
Board, Arlington County. Arlingtdn,
Va.: Century Research Corporation,
July 1974, &lp.

Interviews of county residents.

Arts Development Associates, Inc.
Building an Audience for OPERA/OMAHA:
& Report and Recommendations for the
19076-77 Season. Minneapolis: Arts
Development Associates, Inc., June
1976, 24p.

Audience questionnaire used at two
parformances.

Shreveport Symphony. “Shreveport
Symphqny Audience Survey" gqueéstion-
naire. Shreveport, La.: Shreveport
Symphony, n.d., lp.

145

-

Lucaralli, Anthdﬁy &, Memorandum to
Dr. Albert S." Miles, re “Final Re-
sults: Student Preference Survey-
March 1, 1974," dated Mar. 16, 1974.
Tabulation sheets attached. River-
g:i.cleb Calif.: PaRfiorming Arts Pre- w,,
seritations, University of California,
1974, 3p. .

Lucarelli, Anthony A. Questionnaire
for proposed 1977 c¢ity resident sur-
vey. Riverside, Calif.: Performing

Arts Presentations, University of

California, (1976), 4p.

,
Zeigler, Jeseph Wesley. YAn Analysis
of tHe Albany Symphony Orchestra
Questionnaires -_Spring, 1976."
{Analysis, gueéstionmaires, and data
charts included.) New York: Arts
Development Associates, Inc., 1976,
1lp.

Comparisor of audiences at symphony
performances in Albany, Schenectady,
and Troy, New York, and general
public on Albany League of Arts
mailing list.

Country Music Hall of Fame and Museum.
"Survey 1976." Results of Survey

Bug. 6-23; 1975, (Nashville: Country
Music Hall of Pame and Museum, 1976},
5p.

See also #'s 147, 148

Country Music Hall of Fame and Mugeum.
“Survey." Results of survey Nov. 12~
14, 1976. (rashville: Country Music
Hall of Fame and Museum, 1976), 6p#

See also #'s 146, 148

Country Music Hall of Fame and Museum.
"Survey Comparigon 1973-1975." (Nash-
ville: Country Music Hall of Fame

and Museum), n.d., 7p.

See also #'s 146, 147

(George Eastman House.) “Visitor
Survey” gquestionnaire. (Rochester,
N.Y.: George Bastman House), n.d.,
2p.

Ongoing-survey of visitor residences.




150 Heitman, G. and W. E. Crocken.

‘ ~-ment? Review.

"Some
Observations on Thedtre Audiencea
Composition, Preferences and Percep-

: tions.” Paper for California Manage-

University Park, Ta.:

“Pennsylvania State University, n.d.,
17p.
il -

Heitman, George and W, E. <rocken.

"Theatre Audisnce Composition, Pre-

fedences, and Perceptions,” Cali-

fornia Manddement Review, 19(2):

85-90 (Winter 1976}.

See also $#'s 22, 74

hudience surveys done at Pennsyl-*
vania State University (both the

Festival Th.atre and University °.
Theatre) in 1973. -

HopKins Center. Questionnaire.
Hanover, N.H.: Hopkins Center,
Dartmoutk College, June 1, 1976, 10p.

See also #130

»
.

QuestiOnnairé for Dartmouth seniors.

v

{California Museum Of Science &
Industry.} "Patronage." Results of
attendance survey. (Los Angeles:
California Museum ©f Science & Indus-
try)p nndo, lp. .

See also #'s 251, 262

Y Q!'/
(Bureau of Government Affairs.)
Regults of survey for Horth Dakota
Council on the Arts & Humanities.
Grand Forks, ¥.D.: Burean of Govern-
ment Affairs, (1974}, 3p.

Morison/Fliehr Associates, “Prelimi-
nary Report—-l: Ceénter Opera Company
Audience Research.” (Minneapolis):
Morison,/Fliehr Associates, Dec. 30,
1968, 40p.

- -

See also #155 .
Intexrview survay of Twin Cities'
women Jjudged representative of ¢ .
potential audience.

.

Colburn, D. "Center Opera Company:
Summary of Attendance Review and

Audience~Member Interviews.” (Min-
neapolis}: Arts Developmeni Asso-
ciates, July 26, 19?9, 12p.

See also #154

2

TeléphOne interviews.

Zeigler, Joseph. "The Future of Jazz
at St. Peter's.” Excerpts from
Joseph Zeigler, "The Common: . An
Extraordinary Place.” New-York: Arts
Development Associates, Apr. 23, 1976.
pPp- 1-4, 21-22.

Theatre Davelopment Fund. “Survey

of Times Square Theatre Centre."
Includes "Comments on tha Prealiminary
TKTS Survey” by William J. Baumol.
New York: Theatre Development Fund,
Sept. 1973, 20p.

See also #'s 158, 159

Surveyed patrons cof day-of-
performance half-price ticket
program.

Baumol, William and Hilda Baupol.
Last Minu*+ Discounts on Unsold - °*
Tickets: 2 Study of TKTS. Report 1.
New York: Theatre Development Fund,
1974, S53p.

-

Theatre Development Find. "EkFigures
from the Baumol's published survey..."
In Theatre Development Fund, Theatre
Davelopment Fund: 2 Prodgress RePort.
1974-75. New York: Theatre Davelop-
ment Fund, n.d., p. 15.

See also $#'s 157, 159

Baumeol, William., “Survey of Users
of the Lower Manhattan Theatre Centre.*
Mew York: Theatre Development Fund,
Feb.. 1, 1975, 14p.

See also #'s 157, 158

160 COJVIDENTIAL

.
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v 162 Mormouth County Arts Council.

161 ‘Bureau of Business Researeh».West
Texas State University. An Awareness

and Attitude Study to Determine

Characteristics Leading to Attendance

+ and Participation in Selected Fine
- Arts Ain Amarillo. Prepared for Fine

Arts Council of the Amarillo Chamber
of Commerce. Amarillo: Bureau of
Business Research, West Texas State
University, Feb., 1971, 37p.

ence Survey” gquestionnaire and
"Results of Showcase II Question-
naires." Red Bank. N.J.: Monmouth
County Arts Council, n.d., 5p.

163 Green Mountain Guild. Two gquestion-
naires; one with tabulations. (White
River Junction, Vt.): Green Mountain

Guild, n.d., 2p.

164 New Hampshire Performing Arts Center.

"Audience Survey for the New Hamp-
shire Performing Arts Center" gues-
tionnaire and letters from E.P.
Jancewicz, Sept. 23, 1976, and
Timothy ¢. Jones, Nov. 3, 1976, ana-
lyzing data. Manchester, N.H.: HNew
Hampshire Performing Arts Center.
1976, 2p + 1p. + 2p.

165 Rivas, Frank W. An Assessment of

Attitudes Toward Music. Prepared
for Natlional Assessment of Educa-
tional Progress. a Project of the
Education Commission of the States.
washington, D.C.: U.S. Government
Printing Office, Sept. 1974, 31lp.

On-going national student survey
designed to ,evaluate music edu-
cation ip the U.S.

166 Grossman., Carol. "Report on Feasi-

bility of Music Voycher." New York:
Theatre Development Fund., June 22,
1976, 1l1p. . .

Includes interviews with theater-~
voucher users.

167 Raywond, Thomas C., Stephen A,

" Greyser, and Douglas Schwalbe.
"St. John Perrell’'s Music Circus”

"Audi-

and "§t. John Terrell’s Music Circus:
Audience Research Study." In Thomas
C. Raymond et al., cases in Arts
Administration. Cambridge: Insti-
tute of Arts Administration, July
1571. pp. 1-21, 1-28.

Lambertville, New Jersey, musical
tent theatre, 1959.

Rankin, Senath. The Wilmington Area
Artist Series: A Study of the 1974-
75 Season. Washington C.H., Ohio:
Senath Rankin, June 1977, 33p.

cincinnati Symphony Orchestra.

Virginia Museum. “Members' Surveys."
{questionnaire only) Virginia Museum
Bulletin 33(9): 10-l1 (May 1973).

hY
See also #'s 170, 253

{Virginia Museum.) “Council Hostess
Information Sheet on Visitors to
Museum" questionnaire. (Richmond:
virginia Museum of Fine Arts, 1975),
lpo

See also #'s 169, 253

Lob, Diana Friedel et al. Market
Research Survey: How People Consume
Chicago Theater at the Ordanic The-
ater, Second City Theater, and St.
Nichoias Theater. Chicago: Univer-
sity of Chicago, Graduate School of
Business, June 1, 1976, 120p.

See also #'s 172, 175-177

Alsberg, Erlic et al. Tne Development
of a Subscription Plan for the Ordgan-—

ic Theater. Chicago: University of
Chicago, Graduate School ©f Business,
June 1976, 54p.

See also #'s 171, 175-177

Focus group interviews. .




Connecticut Theatre Foundation. @
Survey of Audience Opinion: Monday,
19 August Through Saturday. 24 Au-
quat, 1974. Compiled by Rita Merlet
Bari1ows. Westport, Conn.: Connec—
ticut Theatre Foundation, Inc., 37p.

Report of audience survey at West-
port Country Playhouse.

chernack, Peter A. pDeport on- the
Garden Theatre Festival (4th_innual
L.A. Performing Arts Festivall,
Barnsdale Park, July 2-25, 1976.
Los Angeles: Garden Theatre Festi-
val, Nov. 1976, 179p. .

Garden Theatre Festival. Copies of
completed survey forms. (Los Ange-—
les: Garden Theatre Festival, 1976),
87p. :

See also #85

Goonasekera, A. et al. "A Study of
the Sources of Information of the
Organic Theater Audience." Paper
prepared for the Marketing Communi-
.1on Program. Chicago: University
Phicago, Graduate School of Busi-
's, Spring 1976, 33p.

Sea also #'s 171, 172, 176, 177

Wasgso, Louise et al. “Near North
Side Film Audiences as a Market for
the Organic Theatre." Paper prepared
for Business 353, Advertising Manage-
ment, (Chicago: University of Chi-
cago, Graduate School of Business),
June 10, 1976, 27p.

See also #'s 171, 172, 175, 177

Edison, Marcia et al. ‘“The 9rganic
Theater Marketing Study." Paper
prepared for Business 353. (Chicago:
University of Chicago, Graduate
School of Business), Spring 1976,
33p.

See also $#'s 171, 172, 175, 176

Davis, Harry L. The Chicago Sym-—
phony and Its Audience: A Summar
University OF

Report, Chilcago:
Chicago, Graduate School of Business,

Feb. 11, 1975, 79p.

Chilson, Barby et al. "I Think I
Went....Backwards": A Marketing
Regsearch Project for the Art Insti-
tute of Chicago and Marketing 353.
(Chicayo: University of Chicago,
Graduate School'of Business, 1975),
15p.

Sea also #'gﬂll, 135, 136, 180-182

Chesterfield, Jim et al. Focus
Group Interview Study.of Members
and Non-Members of the Art Institute
of Chicago. (Chicago: University
of Chicajyo, Marketing Class), 10
June 1975, 51p.

See also #'s 11, 135, 136, 179, 181,
182

Louer, Robert, Brian Copp, and Jay
Rodrian. The Art Institute Member-
ship: Profile, Attitudes, Tastes:
Group VI - Report - The Mailed Survey.
{chicago: University of Chicago,
g;aduate School of Business, 1975},

=

See alsoc $#'s 11, 135, 136, 179, 180,
182

Art Institute of Chicago.

. A

Art Institute of Chicago. "“Prelim-
inary Review of the Findings of the
University of Chicago Marketing Class
Survey of the Art Institute - June
1975." Chicago: Art Institute of
Chicago, July 25, 1975, 2p.

(David, Hanry.) Art Institute Mem-
bership: General Profile: 4-Cluster
Solution. -{Chicago: University of
Chicago), Dec. 15, 1975, 17p.

Sae also #'s 11, 135, 136, 179-181

Reports further analyses of data
from studies #181 and #135

Balling, Robert.- "Tht Springfield
Art Center: 1Its Relationship to

our COmmunity." Springfield, Ohio:
{(Springfield Art Center), 1973, 9p.
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Residence distribution of members
and students.

Temple, Robert E. Excerpts from
"Report to the Board. Oct. 18, 1976."
profiles from 1976 season parking
lot survey, and audience question-
naire. {(Maryville, Tenn.): Smoky
Mountain Passion Play Association.
1976, 5p.

Story. Janet. “Questionnaire Summary,
July-October, 1976," “Questionnaire
Responses Mentioned More Than Once.,"
and "Questionnaire." (Portsmouth.
g;ﬂ.: strawberY Bankef Inc-l 1976)!
P.

Music Theatre of Wichita. Inc.
Questionnaire with tabulations.
Wichita: Music Theatre of Wichita.
Inc., 1975, 3p.

Season ticket holders.

Gisler. John F. The People and the
Arts. Prepared by the University

of Utah, Bureau of Economic and
Business Research and Rocky Mountain
Prts Research Group. Salt Lake City:
Salt Lake Council for the Arts, dct.
1976, 171p.

Interviews of Salt Lake area resi-
dents.

Sidney Hollander Associates. Geo-
draphic Origins of Attendance at the
Baltimore Museum of Art, Mid-January
Through Mid-June, 1971. Baltimore:
Sidney Hollander Associates., 1971,

5p.

{Oklahoma Arts and Humanities Coun-
cil.) "Section G: Orgdanizations,
Spare Time" Juestionnaire and com-
puter print-cut of tabulations.
{Oklahoma City: Oklahoma Arts and
Humanities Council, 1976), 26p.

National Research Center of the Arts,
Inc. The Arts in the Borcugh of
Queeng: A Survey of the residents

195

of the Borough of Queens and Their
vViews on and Participation in the
Arts and Culture. New York: Nation-
al Research Center of the Arts. Inc..
June 1975, 194p. '

{Andreasen. Alan R.) Questionnaires
for in-progress sarvey of symphony
and theatre attendance. Urhana, Ill.:
University of Illincis, 1977, 37p.

Consumer demand for the arks in
the Souath.

Cavala, John. “"Media Enhancement of
a Museum Gallery." (San Francisco:
Finé Arts Museums of San Francisco
(M.H. de ¥Ypung Museum) ), n.d., 16p.

See also #'s 111, 193-195

Interviews of M.fd. de Young Mauseum
attenders.

McElroy. Guy and Cleveland Bellow. .
Madedm didience survey,.1974-75, ;
San Francisco: M.H. de Young Memo-
rial Mgseum. 1975, 25p.

See also #'s 111, 192, 194, 195

M.H. de Youndg Memorial Museum.
*"acoustiguide Survey Final Tally."
{Questionnaires with tabulations)
Sar, Francisco: M.H. de Young Memo-~
rial Museum. n.d.. 9p.

See also #'s 111, 192, 193:. 185

M.H. de Yoang Memorial Museum.
*american Art: An Exhibition from
the Collection of Mr., & Mrs. John D.
Rockefeller 3rd." Questionnaires
with tabulations and summary. San
Francisco: M.H. de Young Memorial
Museum, n.d.. 14p.

See also #'s 111. 192-19%4

Miller, William P, "Staying Away:
Cost. Not Crime, Spoils Attraction
of Night Life Here for Suburbanites.,”

newsclip from ghg Cleveland Plain
Dealer. {fall 1976%7).

113




™

PAFullToxt Provided by ERIC

Playhouse SBquale Foundation. "Play-
House Square Pree Theater Study.”
{Cleveland, Ohio: Playhouse Square
Foundation)}, n.d.. 3p.

survey of audienc~ .r free theatre.

"Presno Philharmonic Audience Survey,"
American Symphony League Newsletter
13(2): 11 (Jan.. Feb. 1962).

Questionnaires distributed to con-
cert audiences.

Arts Development Associates., Inc.
Excerpts on Center Stage from The
1973 Regional Tours of the Center
Stage of Baltimore, MD and the
Guthrie Theatre of Minneaplis, MN:

A Documentary Evaluation. Minneapo-
lis: Arts Development Associat~s,

Inc., July 31, 1973, 105p.

_ - See also #'s 114, 202

199 Arts Development Associates, Inc.

Excerpts on Guthrie Theatre from
The 1973 Redgional Tours of the Cen-
ter Stage of Baltimore, MD and the
Guthrie Theatre of Minneaplis, MN.
Minneapolis: Arts Development Asso-
ciates, Inc., July 31, 1973, 59%.
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