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Chapter 1  
Introduction

1.1
Introduction

Machu Picchu, which means ‘old peak’ is a pre-Columbian Inca site in southern Peru and is one of the most familiar symbols of the Inca empire. It is located 2,430 meters above sea level and this sacred place is often referred to as ‘the lost city of the Incas’. In 1981 UNESCO declared Machu Picchu as a World Heritage Site and ever since thousands of people have visited this fascinating and breathtaking cultural heritage site. Each day, several trains depart to the old Inca ruins which are filled with tourists from all over the world who are eager to experience the unforgettable journey that takes place between Cusco and Machu Picchu. Although visiting Machu Picchu is a an experience in itself – one appreciates the wonderful landscapes when travelling by train, gets acquainted with the Peruvian culture and climbs up and down the ancient Inca ruins – some clever Peruvian entrepreneurs came up with the idea of adding a luxurious touch to the trip. They devised a concept of a luxurious travelling package for wealthy people longing for a once in a lifetime experience they will never forget. This experience is offered by the Hiram Bingham train. The train supplies luxurious carriages with elegant blue and gold interiors in the style of the 1920’s Pullman trains (www.perurail.com). When passengers step on board, they step into a world of polished wood, gleaming cutlery and glittering glass. While enjoying the stunning landscape, beautiful Peruvian models show the latest fashion of expensive Alpaca wool while musicians are playing the wonderful sounds of folkloric music Peru has to offer. After exploring the Inca ruins, cocktails and gourmet dinners are awaiting the passengers which make the wealthy tourist’s experience to become an unforgettable one.

The example of the luxurious train experience in Peru is an example of a for-profit organisation applying creative marketing ideas in order to meet the wishes and desires of the demanding consumers of the 21st century. Managers started to adopt these type of strategies at the end of the 20th century to enhance and enrich the experience of consumers. During these times, the economy made a progression from offering services to delivering experiences. This phenomenon is known as the ‘experience economy’, a term first named by Pine and Gilmore at the end of the 1990’s. Experiences have always been at the heart of arts organisations such as theatres staging experiences by means of their programming. Yet a clear change has been noticeable in the delivery of artistic products by arts organisations. The shift from focusing on core products (artistic works) to the enhancement of the experiences of customers and the supply of additional services has already taken place in cultural organisations nowadays. Where people used to experience merely the core program thirty years ago, in the 21st century audiences of art institutions encounter services that are related to the main play or exhibition when visiting a cultural venue. These services add an extra dimension to the core product for they contribute to the entire arts experience. 
This thesis is about the experiences of audiences with regard to the additional services offered by Dutch theatres and concert halls. The focus is on the application of additional services and the engagement of consumers by performing arts organisations, yet the perspective is from the consumer’s view. Although it is of scientific interest how performing arts organisations nowadays deal with engaging their consumers and the application of marketing strategies, it is even more important for theatres to find out whether visitors are satisfied with the additional services and products supplied by performing arts venues in order to provide them an optimal theatre experience. 
1.2
Relevance of research

Studies on demand and audience characteristics in the arts have been manifold. However, there are several reasons why these studies have not been directly helpful to arts organisations which are seeking to understand their audiences (Garber et al., 2000). Firstly, most research conducted by arts organisations has not been published or is unreachable for the reason that it has been kept proprietary. Secondary data on audience profiles on the other hand, provide only general audience characteristics that arts managers already know: mostly persons with high incomes, well-educated and for a greater part women. Unfortunately these characteristics do not provide enough information to be useful for strategic purposes (Garber et al., 2000: pp. 56-57). Furthermore, studies attempting to reveal the behaviour and attitudes of the performing arts audiences have showed several limitations due to the complexity to fully capture the drivers of attendance of arts consumers. 

This research strives to reveal the experiences that performing arts venues with a focus on facilitating and additional services are able to provide to their publics and link these to the drivers of purchase of the performing arts audience and demographic variables. The reason why performing arts organisations are chosen as research subjects in this thesis, is that in general there is not much research done on particularly ‘the experiences’ of audiences in the different disciplines within the performing arts (Vuyk, 2007/2008: pp. 75). Therefore, I decided to focus on audiences’ experiences with ‘auxiliary services’ (including customer satisfaction) in two Dutch theatres and two concerts halls. In this way I was able to reveal the differences between the organisations in general and between two different disciplines in particular in how they make use of (related) services and how they affect the audience. 
Besides the contribution to science in the arts, this research is of great use to arts organisations that want to enhance the (artistic) experience of their customers. In current times, with the increasing competition from other leisure activities, it is essential for art institutions to have a more elaborate image of how consumers evaluate the complete arts offering and how managers can respond to the different types of necessities of their customers. With this information, managers and staff are able to adjust their promotional strategies to reach for new publics or even improve the services supplied. Moreover, with the knowledge obtained from this research the communication with the target segments concerning the services and programming could be customised which leads to more effective direct-marketing activities.

1.3
Research questions

Research 1
1.How do performing arts audiences experience facilitating and related services in Dutch theatres and concert halls?

Sub-questions

1. How are facilitating and related services applied by the performing arts organisations that are examined?
2. How are the experience economy and experiential marketing applied by the organisations examined?
3. How do performing arts audiences experience facilitating and related services offered by performing arts organisations?
Research 2
2.To what extent are facilitating and related  services relevant to customer’s experiences besides the core products offered by performing arts organisations in the Netherlands?

Sub-questions

1. To what extent do facilitating and related services influence the buying decision process of arts consumers?

2. How do visitors evaluate the facilitating and related services offered by the performing arts organisations examined? 

3.To what extent do related services contribute to the performing arts experience of consumers? 

4. How can we describe a correlation between the goals of attendance of the audience and the extent to which related services are relevant to their experiences?
Aim of the research
The aim of this research is revealing the impact that facilitating and related services have on performing arts audiences in order for theatres and concert halls to enhance the experiences of their customers and to improve the communication and the targeting of their promotional campaigns. 

1.4 
Outline of thesis

Chapter 2 and 3 of this thesis serve as the building block of the research. In these chapters, all theories and aspects of importance are discussed. Also, the chapters treat historical developments that have led to the current state of affairs in performing arts marketing and the implementation of service offerings other than the core product. This information is valuable in the sense that it provides the basic information to conduct this research and to generate the appropriate research questions. These are also essential to support my findings and generate conclusions.
The chapters concerning the research methods and research results are divided into two parts, namely chapter 4 which concerns the qualitative study and chapter 5 concerning the quantitative study. These chapters present data that serve to answer the sub-questions that are treated in separate paragraphs. 
Chapter 6 provides a clear conclusion on both the qualitative and quantitative findings. Also, recommendations for future research are discussed besides the limitations of this study. 

1.5
Research methods
The research methods applied in this study are designed to examine two questions: the first question concerns the qualitative study and the second question the quantitative study. The research strategy used in this study is mixed methods since I used both quantitative and qualitative methods to conduct this research. 

The research design of the qualitative study is comparative case-studies since data was collected from more than one organisation and comparisons were made between the outcomes. In the first study (qualitative research) the units of analysis were both the organisations and the audience. In order to answer the first sub-question, I made an inventory of both facilitating and related services supplied by each organisation by conducting interviews with the marketing and communication managers of the organisations. Also, a content analysis was made of the website and brochures. Then, the theory of the ‘experience economy’ and experiential marketing was applied to the situation of the venues (second sub-question). The third sub-question concerned the experience of the audience regarding the entire service offering of the venues. I interviewed frequent visitors in order to gather thick descriptions of their service evaluation and satisfaction. The research method was the use of multiple focus groups. 
After conducting the qualitative research, I focused on generating numbers which involves quantitative research. The unit of analysis of this study is the audience. The research design of this study is a cross-sectional design for I sent out online surveys to the visitors of the organisations. The aim was to obtain approximately 100 questionnaires per organisation. I was particularly interested in the evaluations of visitors with regard to the services and to what extent facilitating and services are relevant to their experience. Also, an examination was made if any correlations exist between different variables. Eventually conclusions were drawn on the base of the results.
The main sources I have used to gain insights into how this research should be conducted are the book of Bryman (2008) and ‘t Hart et al. (2005). For qualitative studies I used the book of Seale et al. (2004) which gives an excellent outline of how to conduct qualitative research. Other literature used for the application of more specific research methods such as conducting focus group research are Burnard (1991) and Edmunds (1999). The literature that was utilised to design the theoretical framework were Pine and Gilmore’s book (1999) on the experience economy and marketing books from Kotler and Scheff (1997), Boorsma et al. (1998), Hill et al. (2003) and Scheff Bernstein (2007). I also gained insights from articles published in the Journal of Cultural Economics and the International Journal of Nonprofit and Voluntary Sector. The articles published by Hume (2006; 2008) served as an example on how to conduct this research. 

Chapter 2
Performing arts and marketing practices
2.1
Introduction

Non-profit arts organisations showing resistance to standard marketing principles are few nowadays. The reason that some still show a resistant attitude towards marketing is because they believe that marketing jeopardises the artistic values with commercial values. However, Colbert (2001) and other arts marketing experts refute this argument for they see marketing as not changing the product itself, but matching consumers with the artists in a way that does not harm the artistic value of the art works. Fortunately, the majority of arts organisations nowadays have become fully aware of the advantages of marketing. Starting with a focus on promotion, arts marketing has broadened its scope to include relationship marketing, experiential marketing, segmentation marketing, visitor motivations and pricing (Rentschler, 2007: pp. 13). Marketing furthermore, is considered to be a valuable tool making organisations healthier and more focused on the needs of consumers. The integration of marketing departments in the 21st century has therefore become indispensable in most arts organisations. Managing arts organisations however has become much more complex as organisations nowadays do not only focus on the supply of a concert or exhibition with high quality art works. Yet, over the last ten years arts organisations have started to focus on auxiliary activities such as operating retail stores (museums in particular), dining facilities, educational programs or workshops, pre-talks and membership tours. As a consequence, today’s art managers must have more knowledge of other fields than managers did a few decades ago (Kotler and Scheff, 1997: pp. 23). 

Within this chapter, the developments that have taken place within arts marketing and performing arts marketing in particular are being discussed. I start with a brief explanation of the historical facts of the Dutch arts policy and its effects on the performing arts (paragraph 2.2). The chapter proceeds with the practices of marketing in the performing arts sector, the strategies and the marketing mix (paragraph 2.4). In paragraph 2.5 the buying decision process is elucidated. The chapter concludes with demand studies (paragraph 2.6) and demand for the performing arts in the Dutch market (paragraph 2.7).

2.2
The Dutch arts policy and its effects on the performing arts
As from the Second World War, the Dutch government started with the reconstruction of the country. The reconstruction was accompanied by economical growth which lasted until the seventies. In the same period, the Dutch government introduced a structural arts policy which’s objective it was to stimulate the artistic production and distribution through the means of particularly subsidies. Cultural dispersion was at the centre of the arts policy during this period. Moreover, the government played a very decisive financial role in the performing arts from the post-war period until the present. 

 The provision of subsidies to the arts stemmed from the political concordance about the belief of the malfunctioning of the arts market and the idea that the arts are of essential interest to society (Boorsma et al., 1998).  Besides the changes in the arts policy after WW II, the government committee for the construction of theatres and concert halls (Rijkscommissie voor de Bouw van Schouwburgen en Concertzalen) encouraged the sector to construct a great amount of concert halls and theatres in the Netherlands (Langeveld, 2009: pp. 19). The performing arts sector cooperated closely with government departments so that in 1967 the geographical dispersion of performing arts centres was accomplished and theatres and troupes were scattered all over the country (Bevers and Hitters, 1990: pp. 149-160). Besides a theatre establishment (theaterbestel) an orchestra foundation was introduced in the post-war period. The orchestra foundation introduced structural subsidies for the improvement of the position of orchestras and musicians. 

The cultural dispersion stayed the central objective of the arts policy in the Netherlands. HHowever, until the 1980’s the accent continually felt on a different point of departure. From approximately the year 1945 until the 1970’s, the traditional dispersion policy predominated the arts scene (Boorsma et al., 1998: pp. 26). This arts policy had the objective to make the arts more accessible to the broad layers of the population and especially focused on the working class and the lower middle class. The aim was to provide these social classes of a cultural education which would in the long run lead to an improved society and higher welfare among citizens. The pluralistic dispersion policy (1970-1980) was integrated as soon as the idea arose that one official arts supply for the entire population could not be accomplished. The diversity of the population needed to be reflected in diverse art forms, but also within the art genres themselves. Room was made for the experimental arts to flourish which caused the innovative and amateur arts to evolve. Nevertheless, the proliferation of new and experimental art forms caused a reaction on the government side, leading to the introduction of a new cultural dispersion model and the four-yearly ‘Cultuurnota’ (a four year subsidy plan for the arts) in 1988. From approximately the 1980’s until the 1990’s, the focus was placed on mainly the artistic quality of the arts. 

Until the 1990’s, the government had assigned itself the task to further the participation of the population in the arts by enlarging the supply through geographical dispersion of arts amenities and by lowering the financial thresholds (Boorsma et al., 1998: pp. 27). As from the 1990’s however, the subsidised artists and arts institutions where assigned to be co-responsible for furthering the participation of the public. Arts suppliers were spurred to take the market developments more into account and to implement more marketing activities in order to increase the participation in the arts. The performing arts furthermore, where confronted with the obligation to generate a minimum of 15% of the exploitation costs. 

At the end of the 1990’s and at the beginning of the new millennium, the performing arts sector had to deal with the arts policy as expounded in ‘Actieplan cultuurbereik’ (2001-2004). This plan focused on cultural participation, the youth and immigrants. The aim of the cultural policy was to attract a larger audience and to focus on groups that were hard to reach. The market view became even more emphasised in this program. Also, Dutch theatres in the smaller cities were required to follow the new millennial trend of becoming a multicultural centre. This has led for many theatres and concert halls nowadays to focus their programs on practically all sections of society. 
2.3
 Marketing the performing arts

2.3.1
The history of arts marketing 

In the Netherlands, the initiative of the government after WO II to stimulate the spread of culture and construction of concert halls and theatres caused a great expansion of the number of cultural venues and the increase of cultural activities and arts attendance among Dutch citizens. Nevertheless, it took a while before arts organisations had fully embraced marketing. Marketing applied to the arts was considered an unethical tool serving materialist ends, a waste of public money and an activity leading to the manipulation of the audience. This point of view has changed considerably since marketing has showed to contribute to the success of arts organisations: marketing contributes to the company’s mission of winning the attendance and engagement of audiences (Hill et al., 2003: pp. 30).

The application of marketing to the arts started by integrating some of the traditional marketing concepts to the arts, like maintaining the relationship with the media (publicity) and with stakeholders like the government, donors and other influential publics. The growing competition from other artistic activities and the popular leisure industries however, made arts organisations to realise that they had to compete for consumer’s attention. The development of marketing within the arts can be characterised by different periods. The ‘Foundation Period’ which took place from 1975 until 1984 is an era in which performing arts organisations and museums realised that an alternative and more strategic approach was needed when applying marketing, instead of focusing on merely audience research (Rentschler, 1998: pp. 87). In the Professionalisation Period (1985-1994) marketing practices were formalised and marketing departments were established within arts organisations. The current period is called the Creative or Discovery Period (1994-present), an era in which arts managers and marketing staff are required to practice creative and entrepreneurial marketing (Fillis, 2004: pp. 9). Although this marketing evolution applies to most arts organisations in the US and Western Europe, some studies have shown that the adoption and use of marketing techniques varies among countries and among performing arts organisations (Cuadrado et al., 2000: pp. 22). 

2.3.2
Traditional versus arts marketing 

When searching through marketing literature, the definition given on ‘marketing’ is: all the activities directed towards the satisfaction of needs and wishes of customers through the means of exchange (Dekker et al., 1995: pp. 19). A definition of arts marketing in arts literature is: an integrated management process which sees mutually satisfying exchange relationships with customers as the route to achieving organisational and artistic objectives (Hill et al., 2003: pp. 1). 

Although commercial marketing and arts marketing have some similarities (working towards the same end of meeting the consumer’s desires and needs) there are some great distinctions to be found. Firstly, in the traditional marketing model the company starts with the fulfilment of an existing need among consumers. In this case, the market is both the starting and ending point when applying marketing. Arts marketing on the contrary considers the artistic product as the most important element in the marketing mix and plays a dominant role in determining the nature of the other marketing variables (Hill et al., 2003: pp. 114). 
The intangibility of the artistic products offered by the performing arts makes the practice of marketing challenging as well. A product such as a theatre play or a ballet performance is an experience good which the consumer first has to experience in order to know whether he likes it or not (Caves, 2000: pp. 173). Last but not least, marketing managers deal with different types of personalities, desires and motivations, time constraints and diverse demographics of audiences. Much audience research has to be carried out to reveal all factors leading towards purchase of tickets. 
Lastly, because of the experiential aspects of consumption (Addis and Holbrook, 2001: pp. 50) mood and motivation play a large role in the satisfaction of the play or concert. Therefore it is difficult for the marketing department to manage and influence peoples’ perceptions and satisfaction. Motivations to visit the arts can range from one person to another, but also for the same person in different situations. Also, the services surrounding the core product have a considerable influence on the audience (Hume, 2007: pp. 143-144). Services such as parking possibilities, personnel treatment, accessibility to the venue and other facilities are evaluated differently by each consumer which makes it more challenging for the arts marketer to fulfil all customer’s wishes and needs. 

2.4
The marketing strategy
There are several positioning strategies an organisation could use to demonstrate its intended place in the market and reflect this through its communications to its (potential) audience. Each strategy requires coordination of all the attributes of the marketing mix (the four P’s) in order to support the chosen position. Given the fact that the product (core product and related services) is of most interest to answering the research questions of this thesis, more focus is placed on the features of products in the performing arts.

2.4.1
The product 

The product is the most fundamental and the most important element of the ‘four P’s’ given the fact that the product is the building block of any marketing strategy. Moreover, the product has a dominant role in determining the nature of the other marketing variables. Since an arts organisation is providing a service and not a physical product, there is a great difference between the marketing perspective of arts organisations and manufacturing enterprises for example. Marketing of arts products brings about special implications for marketers since arts products are different to other products. The former have the characteristics of being intangible (experience goods). They are inseparable of production and consumption which refers to the fact that services are consumed and produced at one and the same time. Moreover, experience goods are perishable since unsold tickets for a performance on a particular date are lost forever as income opportunities ( Hill et al., 2003: pp. 115-117). Consumers who purchase experience goods deal with uncertain expected utilities they can derive from the goods. The uncertain expectations make consumers depend on the views of others having prior consumption experiences (reference groups) or art critics or the peers (Caves, 2000: pp. 189). 

Figure 2.1
The total product concept


[image: image1]
In the marketing literature, products are often unravelled in different categories which make up the entire product as perceived by the consumer (figure 2.1). Kotler and Scheff (1997: pp. 192-193) depict the different layers of a product by using a model designed by Grönroos (1990) which was originally developed for services in the commercial sector. The ‘core product’ is that which is visibly and essentially being offered to the target market for consumption. The core product exists of a collection of core benefits that the consumer obtains when buying the product. The ‘expected product’ involves the expectations of consumers when purchasing the product. This might be the ticket service with the possibility to pay with a credit card, a parking-lot, air-conditioning, high quality acoustics, good personnel treatment, et cetera. The ‘augmented product’ on the other hand consists of attributes and benefits that are beyond the expectations of consumers. Mostly, product augmentations serve to enhance the experience of the audience and thereby building satisfaction and commitment (Kotler and Scheff, 1997: pp. 193). Examples are a built-in restaurant or bar, after parties, pre- and post performance lectures.

2.4.2
Price, place and promotion 

One of the other variables in the marketing mix is ‘price’. The price refers to the price that is charged in terms of money, time, energy and attention. Generating income is an essential function for all arts organisations and there are several sources of income, namely box office sales and entrance fees, sales revenues from related activities (banqueting), public subsidy, sponsorship and donations and trusts and foundations. In marketing, an appropriate pricing strategy is often the key to achieving marketing objectives (Hill et al., 2003: pp. 157). 

Place (distribution) refers to how the product is delivered, presented and accessible to the customer. The main elements are physical distributions, distribution through intermediaries and through a commercial venue (Colbert, 2001). For a performing arts organisation the place of distribution is the venue, but also its website and the off-site programs. Finally, the ‘promotion’ variable involves the way the message is communicated and transmitted to (potential) customers. This variable represents all communications that a marketer uses to get in touch with its target groups. Promotion consists of four distinct components which are advertising, personal selling, sales promotions and public relations (Colbert, 2001: pp. 21).

2.5
The buying decision process 

For many performing arts attendees, the decision to purchase a ticket is stimulated by an attractive announcement of an interesting performance. These people want to see a particular actor or a specific performance in which they are interested. For such people, arts attendance is often routine and familiar and the same applies even more for people who buy series of concerts (subscribers). They renew their subscription every year and are known with the product and its quality and therefore the buying decision has become routine (low-involvement decision). The decision to buy is a relatively simple, low-involvement one which means that people do not need to search though piles of information and evaluate their decision thoroughly (Kotler and Scheff, 1997: pp. 87). 

Yet in the case of high-involvement exchanges, the buying decision process is more complex. 

High personal involvement occurs when the type of product is new to the decision maker since they have no previous experience with the product. This entails that they rely heavily on the traditional decision-making model: gathering information and weighing options rationally (Scheff Bernstein, 2007: pp. 55). The consumer is also highly involved when the product is risky, important or expensive, but also when it reflects the consumer’s self image. 
According to Kotler and Scheff (1997) highly complex decisions consist of:

· Need for recognition: the consumer recognises a problem or need, which is triggered by external (advertisements, word-of-mouth recommendations) or internal (having an enjoyable entertaining evening) stimuli. 

· Information search: what options are available? The time spend on searching depends on the information a person initially has and the ease of obtaining additional information. Consumer information sources are personal (family/friends), commercial (advertisements), public (mass media, experiential c.q. previous experience of events/performances). 

· Evaluation of alternatives: the consumer sees each product with a bundle of attributes. The attributes deliver multiple benefits that are sought by the consumer and they satisfy certain needs. Consumers differ as to which product attributes are seen as relevant or salient. Also, other factors play an important role in the evaluation process like the ease of parking, distance to the venue and ticket prices. 

At last, after purchasing and experiencing a performance, a consumer has a certain level of satisfaction or dissatisfaction. Expectations-performance theory explains that a consumer’s satisfaction is a function of the consumer’s expectation and the perceived outcome. If the outcome matches the expectation, the consumer is satisfied. If the outcome exceeds the expectation, the consumer is highly satisfied. If the outcome falls short, it leads to the dissatisfaction of the consumer. Consumers base their expectations on the basis of messages and claims by the organisation, other communication sources, word-of-mouth and past experience (Kotler and Scheff, 1997: pp. 89). The larger the gap between expectations and the performance, the greater the consumer’s dissatisfaction. 

2.6
Demand studies: literature overview
2.6.1
Introduction

The origins of artistic consumption in the arts lie in the behaviour of individuals which is among others influenced by utility preferences (taste), price, price of substitutes, income and socio-demographic characteristics of consumers. According to Lévy-Garboua and Montmarquette (in ‘Towse’, 2003: pp. 201) the majority of demand studies in the arts have dealt with live performing arts. Since most performing arts organisations in the 21st century have been dealing with competition for leisure time and stagnant or decreasing audience sizes, demand studies have shown to be useful instruments to reveal important information on consumer behaviour and preferences in order to maximise utility or value. Within demand studies, two approaches can be distinguished, namely survey studies and econometric studies (Seaman in ‘Ginsburg’, 2006: pp. 417). Survey studies are applied to characterise the demographics of audiences whereas econometric studies place a focus on quantifying demand and income elasticities. Most interest has been centered on price elasticities but there has also been much research on the influence of income and price of substitutes.
The following paragraphs do not focus on econometric studies, yet their focus is on demand studies where motivations, demographics and psychographics are the point of departure. In paragraph 2.6.2 the determinants of demand and survey studies are briefly discussed. Then, in paragraph 2.6.3 a literary overview is given on motivation studies in the (performing) arts. Paragraph 2.6.4 discusses the studies on the impact of related services and their limitations. 

2.6.2
Determinants of demand and survey studies
Kotler and Scheff (1997) emphasise that most factors affecting a consumer’s arts attendance decisions, interests, needs and satisfaction levels go beyond issues specific to the artistic offering. They present the following factors as affecting the consumption of consumers: 

· Macro environmental trends like social, political, economic or technological forces;

· Cultural factors such as nationality, subcultures and social class; 
· Social factors like reference groups and opinion leaders;

· Psychological factors: personality, beliefs and attitudes and motivation; 
· Personal factors such as occupation, economic circumstances, family and life-cycle stage, 
(Kotler and Scheff, 1997: pp. 69). 

Garbarino and Johnson (1999) place more emphasis on goal orientations of people when it comes to the influence on arts consumption. These are considered to be very important since personal goals have an effect on the attitudes, evaluations and behaviours of individuals. The authors make a distinction between different types of consumers such as the cultural omnivores, the snobs and entertainment seekers with different goals of attendance. Therefore, the mission of the organisation, whether this is to provide cultural enrichment, education, emotional experience, or merely entertainment should match with the target audience they want to attract. 

Survey studies are conducted by either researchers or arts organisations in order to reveal the preferences and consumption choices of consumers. Within survey studies, one can distinguish between several types of research. Researches using demographic characteristics of audiences as factors that influence attendance are manifold. These studies reveal valuable information on for example, how opera productions are attended by individuals within a certain age category and who usually have a high level of education. Factors such as age, gender, education and social class are considered of great importance for performing arts organisations in order to define their publics and to match their programs and services accordingly (Werck and Heyndels, 2007; Willis and Snowball, 2009). 

There are a few studies that have estimated the impact of attributes of live theatre performances on performing arts audiences. Werck and Heyndels for example (2007) examined which output characteristics (and traditional determinants) have an impact on demand for theatre. By breaking quality down into several components or characteristics, they were able to estimate the influence each characteristic had on the audience. Other research on the determinants of demand for the live performing arts was conducted by Willis and Snowball (2009) by means of conjoint analysis or choice experiments. Same as Werck and Heyndels, they take output characteristics into account and their impact on the audience. The attributes studied were cast, director/producer, genre, context, production type and ticket price. Both these studies though have only taken the core program into account when estimating the impact of the attributes on attendees. Lévy-Garboua and Montmarquette (1996) on the other hand, tested variables other than income, price and ‘objective’ quality of performance. They included theatregoing experience and the ‘learning-by-consuming’ theory in their model. The variables that also seemed to be significant for the objective quality of the performances were venues with parking facilities and theatres that offered meals after the performance. Both variables turned out to be positively related to the demand of the theatre performance. Thus, Lévy-Garboua and Montmarquette went beyond measuring the effect of the core experience of the audience by also testing the effect of auxiliary services (the overall consumption experience). 

2.6.3
Motivation studies

A shortcoming of research that estimates the influence of factors such as demographic characteristics besides the factors of price and income (econometric studies) on performing arts attendance is that these neglect the question of why people attend the arts (Bouder-Pailler, 1999; Hume 2007; Swanson et al., 2008). The theorists argue about how important it is for managers of performing arts organisations to find out what makes people to attend performances. With this knowledge, managers can adapt their products to satisfy their customers’ motives (Bouder-Pailler, 1999). Furthermore, the knowledge is also of interest to researchers in the cultural field. An example of a motivation study is conducted by Swanson et al. (2008). Except for focusing solely on demographic characteristics, they focus on the relationship between six identified potential motivations and consumers’ demographics. The motivations tested were the following: aesthetics, education, escape, recreation, self-esteem enhancement and social interaction. Factors such as performance attractiveness and price of tickets were neglected. Other important measurements that were neglected were the perceived value of services provided by the venues or the physical surroundings (venue aesthetics and accessibility). These are found to have a prominent effect on the motivations and experiences of arts consumers (Hume et al., 2006; Hume 2008). 

Other research that is conducted on the motivations of consumers is a study by Bouder-Pailler (1999). In her article she proposes a model for measuring the motives of theatregoers. The study reveals some dimensions of the construct of personal goals which are social hedonism, intellectual enrichment, arousal of emotions and entertainment. The study concludes that having knowledge of audience’s goals of attendance makes it easier for managers to adapt the products to match the expectations of their audiences. For example, theatregoers whose goals are social hedonism (need for social interaction) would place a great value on a venue that offered facilities where one can meet other members of the audience. However, Bouder-Pailler’s research did not include the effect of auxiliary services on audiences. This is a shortcoming of her research if we take Hume’s view into consideration (Hume et al., 2006; 2008). 
2.6.4
Studies on the impact of related services and their limitations
There is a great deal of research that has focused on the determinants of demand. Yet, most of these studies did not integrate peripheral services into their models and the impact that these have on different audience segments (Hume, 2007: pp.136). Furthermore, the studies concerning research on the impact of quality (output characteristics) on attendance have only focused on the quality of the main products, but not on related services (their quality and impact) offered by arts venues. The studies that did focus on both core product and peripheral services are few (Carú and Cova, 2005; Hume et al., 2006; Hume, 2007; Hume, 2008; Meijer and Waning, 2008). One important thing that distinguishes Hume’s studies from other studies is that she pleads for a clear distinction between core products and services, since both make up the entire experience of consumers. This is extensively expounded in her study conducted in 2006, where she portrays the different encounter phases when visiting a theatre performance: pre-arrival, arrival, show, intermission, post-show activities (service transaction analysis, from the perspective of consumers, figure 2.2). 

Figure 2.2  Customer service/process definition
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Source: Hume et al., 2006: pp. 312

The model of Hume et al. (figure 2.2) though excludes some essential phases within the customer’s service transaction. First of all, the phase of information search is absent within the model. This phase is indispensable for customers when buying a ticket: the potential consumer searches information about all available options concerning the program, prices, substitutes and facilities/amenities. Second, the pre- and post-enjoyment phases of consumers (which are also essential features in the service process) are not portrayed in the model either. These, together with the information search are therefore added to the model of Hume (see bold type words in figure 2.2).  
Most performing arts organisations provide additional services during the pre-show and post-show phase, which are part of the overall experience. Meijer and Waning (2008) also take these extra services into account but do not make a clear-cut distinction between core product and peripheral services. They measure the audience’s evaluation of attributes of live classical music concerts in the Netherlands by breaking up the core product and additional services into parts. Also services surrounding the main product were integrated, such as the building, parking facilities, seating comfort and information provided. This is also partly done by Carù and Cova (2005) who explore the experience of classical music concerts. In their study, they estimated the effect of the location and the auditorium’s architecture on the experience of consumers. Nevertheless, this and the previously discussed studies have solely focused on services that are naturally present in each performing arts centre. Yet, with the advent of the experience economy (chapter 3) and the extensive use of relationship marketing within cultural organisations, consumers encounter a great variety of services in arts institutions which are excluded by these studies. This, in my opinion is a considerable limitation of these studies given the fact that that the theatre- or concert hall experience of the audience consists of multiple dimensions. 
2.7
Demand for performing arts in the Netherlands 

The attendance to the subsidised performing arts in the Netherlands has undergone several developments after World War II. Yet, there have been divergent developments in the audience reach within the different disciplines of the performing arts. When looking at the numbers published in ‘Kunst in cijfers’ it shows that the 127 cultural institutes that are subsidised by the Dutch ministry of Education, Culture and Sciences (OCW) attracted almost 10 million visits per year (Kunst in cijfers, 2010: pp. 17). The number of visitors is depicted in figure 2.3. The figure shows exclusively the amount of visits of the performances since these are the main activities of the organisations. 

Figure 2.3
Annual number of  performances and visits, per category
	Categories
	Total performances
	Total visits (X 1.000)

	Festivals (12)
	395
	848

	Museums (29)
	n/a
	5.598

	Development institutions (19)
	250
	447

	Presentation institutions visual arts (9)
	n/a
	186

	Categories performing arts

Dance groups (7)

Youth groups (11)

Opera groups (3)

Orchestras (10)

Production houses (18)

Theatre groups (9)

Total performing arts (58)
	804

1.948

204

752

2.593

2.422

8.723
	394

221

196

813

256

460

2
338

	Total (127)
	9.368
	9.417


       Source: Kunst in cijfers, database OCW
The statistics of OCW (2008) demonstrate that in the period of 1983 until 2007 an increase took place for the attendance of the popular genres like cabaret, music and film. In the same period, more visits have been paid to museums and theatres which belong to the traditional art domains. An exception is the decreasing visits to classical music concerts (Ministry of OCW, 2008: pp. 51). 

The reduction of leisure time among Dutch citizens with a higher education and well-paid jobs has caused this target group to attend less to the performing arts. This target group however happens to be the most important target group for the high arts (Langeveld, 2009; Willis and Snowball, 2009; Werck and Heyndels, 2007). Furthermore, the increased welfare since the 1990’s which was accompanied by the advent of new leisure activities (De Haan et al., 2003: pp. 12-15) and increased amount of high and low arts performances has led to a fierce competition among the different leisure sectors to attract consumers. This has resulted for performing arts consumers to purchase other types of leisure products or services and to visit performing arts venues less frequently. Lastly, education in the arts nowadays is not to be compared with the education in the 1960’s. After the 1960’s, schools have increasingly devoted less time to the arts and children were less stimulated by school to attend the classical arts. Therefore, a great part of the new generation has little or no cultural capital which impedes them to consume these types of art forms. 

Over the last twenty years, the above mentioned factors have caused the cultural sector to change considerably. These have affected both the production of live shows (adaptation of quality and quantity of the programs) but also to professionalise to a higher degree and seek for other ways of generating income. Also, the demand for live performing arts products has been affected as in the increasing popularity of ‘new’ disciplines and the consumption of other goods and services outside the traditional activities (Rentschler,1998; Mencarelli and Puhl, 2006). 
2.8
Conclusion
Marketing has brought many successes to cultural organisations yet it remains a hard task for managers to discover the exact motivations of consumers and other factors that drive consumption. Moreover, it is a difficult to find out what satisfies people. In my opinion, it is therefore essential for performing arts organisations to go beyond consumer’s expectations and satisfaction with regard to the core offerings of a venue. Having an insight into the process of experiencing and giving meaning to things is of crucial importance to organisations and this especially holds true if organisations want to contribute to bring about meaningful experiences for their customers (Boswijk et al., 2007: pp. 19). A strategy to accomplish this is, is not solely to match people’s expectations and psychographics with core products but to also include customer’s experiences with supplementary services. This helps the organisation to make an estimation of the value that consumers place on the overall theatre or concert-hall experience. 
The fact that leisure activities such as the arts have a high level of interest and involvement among people makes consumers of performing arts to be personally engaged in the experiences they encounter in the theatre or concert hall. Emotions, goals of attendance, social aspects and other demographic characteristics play a considerable role in people’s consumption choices. Accordingly, respondents can provide meaningful data on perceptions an preferences concerning the experiential products consumed. Furthermore, individuals make perceptual and affective distinctions among different genres and products consumed which also applies to the supplementary services offered by arts venues. This entails that each individual places a different emphasis on the importance of the different services. It is therefore interesting to explore how consumers value the different aspects of their aggregate consumption experience. This can be achieved by breaking a whole experience (e.g. a night out at the theatre) down in elements. Also, a distinction needs to be made between the theatre production and the products or services surrounding it since both make up the entire experience of individuals (Carù and Cova, 2005; Hume, 2008; Meijer and Waning, 2008). With this knowledge, an organisation is able to enhance its customers’ experiences. Moreover, the information is valuable to adjust promotional activities adequately to each target segment. The different activities that are offered by the venue can be stressed in the communication which can lead to the attention of a specific target group. 

With these views in mind, marketing becomes more than just stimulating, facilitating and completing a transaction to the satisfaction of both organisation and consumer. In the end, the goal of marketing amounts to support people to realise their possibilities but also to contribute to the process of giving meaning to their lives. 

Chapter 3  
The Experience Economy
3.1
Introduction 

When you visit the Library Hotel guest rooms and suites in New York City’s Midtown Manhattan, you encounter a place where you can lay back, relax and grab some books to involve yourself in the world of arts and sciences (http://www.libraryhotel.com). The hotel offers the extraordinary experience of sleeping in a room and not just an ordinary room, but one that is decorated as it were a library containing real live books on all kind of subjects. Besides the library experience in the rooms, the rooms offer additional services that make your stay even more pleasant and comfortable. Attributes like multiple phones, voice mail and high-speed wireless internet access allow you to contact your friend and relatives. A DVD player with a top 100 American film selection will entertain you with the best on American movies available while you are quenching your thirst with drinks from the mini-bar. In the morning, the plush bathrobes, slippers and newspaper you get delivered give a cosy home experience and make your day to start greatly. 
‘It's Manhattan, New York lodging at its finest!’

The core service of the Library Hotel, the rooms with the library atmosphere which are surrounded by supplementary services form an excellent example of the experience economy that can be recognised in the commercial (leisure) sector nowadays. According to Pine and Gilmore (1999), companies staging experiences and providing higher-value offerings have made their entrée at the beginning of the 21st century. This is for the greater part due to the altering nature of the economic value across centuries. The shift from the trade of (core) products to the inclusion of  ‘supplementary  services’ and experiential settings has also taken place in the non-profit sector nowadays, including cultural organisations. Nevertheless, scarce literature is written on the experience economy in the performing arts, though a couple of articles and several theses written on this subject are found with the focus on the museum sector (Pennings, 2004; Jonker, 2008; Vuyk, 2007/2008; Start, 2009). Pine and Gilmore argue that the performing arts and the entertainment industry are the sectors in which the experience economy has originated (  these sectors form the base in which experiences are staged. Nevertheless, there is no particular literature discussing performing arts venues as places where experiences are created outside the realm of theatre plays and concerts themselves (core products). That is, performing arts venues are not being recognised as experience stagers providing supplementary services and amenities surrounding the programming.
Before discussing the experience economy a few paragraphs are devoted to how experiences come about and how experiences give meaning to people’s lives. Then, the experiences that are generated by the arts are discussed. This is essential to answer the research questions in the subsequent chapters of the thesis. This chapter proceeds with expounding the theory of the experience economy as depicted by Pine and Gilmore. Finally, the theory is applied to the situation in the cultural sector with a particular focus on the performing arts sector in the Netherlands. 

3.2
Experiences and their characteristics 

3.2.1
How can experiences be defined?

As from your childhood you are involved with experiences that could have a life changing impact, like the time you travelled to a third world country with your parents and you experienced new sounds, tastes and social values that broadened your perception of the world. Experiences range from the ordinary ones like having breakfast, to the most extraordinary and unique experiences like river rafting in the U.S. canyons which involve absorption, personal control, joy and a newness of perception (Arnould and Price, 1993: pp. 24).

According to Westerink et al. (2008) defining an experience is not an easy thing to do. They define an experience as a perturbation of the normal state of affairs (2008: pp. 5). This implies that there is a time course associated with the experience, in other words: a pattern of consecutive (re)actions. When having an experience, both internal and external experience triggers are possible and a distinction can be made between passive and active experience. The former means that things can be forced upon you (undergoing an experience without undertaking any action). The latter means that experiences are part of your deliberate actions. According to Schmitt, experiences are triggered stimulations to the senses, heart and mind. They provide sensory, emotional, cognitive, behavioural and relational values that replace functional values (Schmitt, 1999: pp. 27).
Boswijk et al. (2007) focus more on experiences from the perspective of individuals. They explain that the process of experiencing starts with the biological process of sensory perception. By this, they mean that individuals accumulate impressions of the world and situations by means of their senses. The theorists argue that meaningful experiences often contain complex emotions that occur simultaneously or successively (Boswijk et al., 2007: pp. 20). In the case of meaningful experiences, these usually have a greater impact on the individual than experiences that are merely memorable. 
An essential characteristic of an experience, is that the experience one has with for example a product, build up over time. This can be explained as followed. The vividness of the experiences with a product and whether these experiences will be retained in memory depends on the novelty of the product and its complexity. For example, if we look at the consumption of art, an individual with low cultural capital and no arts education will not have a full and vivid experience while consuming a complex theatre play. Westerink et al. explain that in the latter case, such memories influence expectations of both the present product consumed and similar products that are consumed in the future. 

3.2.2 
The four realms of experiences 

As Westerink et al. (2008) argue, individuals can have either passive or active experiences. Pine and Gilmore (1999) add two other characteristics of experiences to these dimensions. They stress that with the progression of the economic value (more of this is discussed in the following paragraphs), different types of experiences are staged that may engage consumers in many dimensions. This means that individuals can have both active and passive experiences with one product. The two other dimensions that are added to the total experience with a product are ‘absorption’ and ‘immersion’. These complete the four characteristics (realms) of experiences.  

Figure 3.1  The experience realms
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 Source: Pine and Gilmore (1999: pp. 33)               
As you can see in figure 3.1, at one end of the spectrum lies ‘passive participation’ where customers are not directly affecting or influencing a performance. Pine and Gilmore mention symphony goers as an example of passive participants. The reason is that they experience the events as pure observers and listeners. However, Boorsma and De Leeuw have an other opinion on this matter for they believe in the co-production between the artist(s) and the public (1994: pp. 141). Moreover, they contend that in the case of the high arts the audience needs a certain level of education and knowledge about the products in order to be able to understand and co-produce the experience. 
Pine and Gilmore place ‘active participation’ on the other side of the spectrum. They argue that within this realm, people are personally affecting the performance or event that yields the experience. The passive and active dimensions are the horizontal dimensions. If we look at the vertical dimension of Pine and Gilmore’s model (figure 3.1), it describes the connection or environmental relationship uniting customers with the event. In the upper part of the figure lies absorption and in the part below lies immersion. An example of absorption is when an experience is going into the person’s mind like in the case someone is watching a television program or reading a book. Immersion on the other hand is when a person goes into an experience, like when playing a virtual reality game. 

In general, Pine and Gilmore believe that the richest experiences encompass all aspects of all four realms which are forming a spot around the area where the spectra meet. They call these dimensions the ‘four realms of experience’ and within those realms lie compatible domains that are often combined and forming unique personal encounters (Pine and Gilmore, 1999: pp. 31). Those domains are ‘entertainment’, ‘education’, ‘escapist’ and ‘aestheticism’. 
The authors stress that the kinds of experiences most people think of as ‘entertainment’ (watching television, attending a concert) tend to be those in which people participate more passively than actively and that the connection with the happening is more likely to be one of absorption rather than immersion. However, as discussed before this is not always necessarily the case. Visiting a concert requires people to have a certain amount of cultural capital in order to be actively involved. Furthermore, concert halls offer other experiences outside the realm of concerts. Services offered within the venue such as discussion programmes and dinners require customers to participate and co-produce experiences. 

With regard to the ‘educational’ domain in an experience, Pine and Gilmore refer to educational events in which people have a learning experience. These tend to involve more active participation since the mind of the person is actively engaged. However, people are more outside the event than immersed in the action (Pine and Gilmore, 1998: pp. 102). ‘Escapist’ experiences involve a greater customer immersion. Someone having an escapist experience is completely immersed in the event and actively involved. Pine and Gilmore mention as examples theme parks, virtual reality games or casinos where people become an actor and are able to affect the performance. 

The fourth experiential realm is the ‘aesthetical’ dimension which involves a ‘passive immersion’. When experiencing something aesthetical, individuals are immersed in an activity or an environment, yet people have no or little effect on the situation. An aesthetical experience could be a visit to a gallery or a road trip through Italy with a spectacular view on the mountains and vineyards. In sum, the entertainment dimension involves ‘sensing’, the educational dimension implicates ‘learning’, the escapist dimension involves ‘doing’ and the aesthetic dimension involves ‘being there’ (Petkus Jr, 2002: pp. 51).

3.2.3
Schmitt’s experiential view
According to Schmitt (1999) experiences are private events that occur in response to a certain stimulation which might be internal or external. They are acquired through direct observation and/or participation in events and are usually not self-generated but induced by organisations and their activities. In order to provide the desired customer experiences, Schmitt emphasises that marketers should provide stimuli and the right environment and setting in order for these to emerge in order to involve customers in a unique experience. The experiences that marketers can trigger in consumers having the ‘experiential view’ in mind (the experiential view focuses on the experiences and emotional aspects of individuals contrary to traditional marketing which takes rational decision making as a point of departure) are the following:

· Sense: creating sensory experiences through sight, sound, touch, taste and smell to motivate customers and add values to products. 
· Feel: the organisation appeals to customer’s inner feelings and emotions. The objective is to create affective experiences. 
· Think: appealing to the intellect of consumers in order to create cognitive, problem-solving experiences. Customers are creatively engaged. 
· Act: affecting bodily experiences, lifestyles and interactions. Customer’s lives are enriched by enhancing their physical experiences.  
· Relate: this contains all aspects of sense, feel, think, and act marketing. This strategy, expands beyond the individual’s personal, private feelings, adding to the individual experiences. By mixing all four experiences, the individual becomes related to his/her ideal self, other people or even cultures (Schmitt, 1999: pp. 63-69). 
Schmitt’s view on experiences and his explanation of the way marketers can stimulate them (experiential marketing) is somehow similar to Pine and Gilmore’s ‘four realms of experiences’. His viewpoint distinguishes between different dimensions in customers’ experience which range from passive experiences like emotions/feelings and sensory aspects (the feel and sense experience) which can be caused by aesthetics or entertainment (Pine and Gilmore’s passive realms). On the other side, Schmitt distinguishes between active experiences which are ‘act’ and ‘think’ where consumers are immersed and actively participating in events or activities. One can link these to Pine and Gilmore’s ‘educational’ and ‘escapist’ experiences where people also actively participate. 

3.2.4
Experiences and their effects on individuals

Earlier, we discussed that people can have meaningful experiences but also day to day experiences that have not much impact on their lives. Obviously, companies selling goods and services that bring about experiences and of which the intensity and the vividness of the experience is their trademark, strive to deliver positive experiences. These lead to customer satisfaction (a rating of service quality of customer’s experience with the service outcome). Westerink et al. (2008: pp. 7) argue that the cognitive effort needed should have been reduced beyond user expectations. Since expectations always exist and they are based on the experience with similar products (experiences are accumulated in people’s memories) companies should ‘make things simple’ and avoid negative experiences. This will be effective in counteracting negative experiences from the past and in creating a positive experience in itself (Westerink et al., 2008: pp. 7-8). Similarly, Scheff Bernstein (2007) argues that it is essential for organisations to measure customer’s expectations, as expectations are the basis for their level of satisfaction. When measuring customer satisfaction, one should measure the difference between what a customer expects and what the customer perceives he gets. 
3.2.5
Experiencing the arts
The arts are a subset of a more general set of experiences and these have gained a relatively growing importance compared to other experiences in the 21st century. Because of the scarce leisure time some people have nowadays, people look for exciting and thrilling experiences to fill up their leisure time with. Experiences that the performing arts can generate are aesthetical, intellectual, emotional, entertaining or social experiences. Also, a combination of all these experiences is possible. Scheff Bernstein (2007) stresses that when experiencing the performing arts, the experience is composed of different layers of value. She argues that most consumers of the arts place a great emphasis on the artistic value (e.g. aesthetical and emotional value) yet they can place much value on the educational (cognitive) experience as well. ‘Some people want to fully engage and learn something every time they go out whereas others prefer a more passive, disconnected experience (Scheff Bernstein, 2007: pp. 12)’. 

According to Langeveld (2009: pp. 21) as from the 1960’s, Dutch municipalities became to see the concert hall and theatre as a place where people could socially interact. The venues were not only required to be functional but also representative. The focus on the social function of the venues eventually led to the extension of foyers and the implementation of catering amenities. People experienced more than merely the artistic content and they were provided of the possibility to have a social experience in the theatre. 
Social factors that are involved in the experience of attending an art event can play a significant role in the lives of people. Some people visit performing arts venues for social reasons. Scheff Bernstein quotes Alan Brown (an American arts director) saying: ‘many individuals use arts programs as a means of investing in their personal relationships. What’s needed are new models for customer-centered marketing relationships with the goal of offering consumers a menu of involvement opportunities that fit into their lifestyles and reinforce their self-perceptions’ (Scheff Bernstein, 2007: pp. 59).
In the following paragraphs the factors leading to the advent of the experience economy and the effects this phenomenon has had on the (performing) arts market. The developments in the arts sector that this phenomenon has brought about has been crucial for the altered marketing approaches that arts organisations nowadays apply and has caused cultural organisations to become more customer focused. 
3.3
Growing towards the ‘Experience Economy’
3.3.1
Pine and Gilmore’s ‘Experience Economy’

‘The economy has changed from a service economy to an experience economy. Companies generate experiences to engage their customers, connecting them in a personal and memorable way’.

(Pine and Gilmore, 1999)
According to Boswijk et al. (2007: pp. 1) the experience economy is not new and can be considered to be the world’s oldest profession. The Romans form an example of people staging experiences by organising circus shows. The circus was a building where horses and chariot races were exhibited, shows were performed, battles were staged and trained animals, jugglers and acrobats complemented the audience’s experience (http://en.wikipedia.org/wiki/Circus). 
In their thesis, Pine and Gilmore (1999) explain that experiences have always been at the heart of entertainment. Yet, according to the theorists, experiences do not rely exclusively on entertainment for they consider entertainment as only one aspect of an experience. Rather, companies stage an experience whenever they engage customers and connect them in a personal and memorable way. They do this by for example merging the dining experience with comedy, art, history and entertainment in order to offer it as one product. 
To understand how companies have evolved from being simple suppliers of goods into businesses staging experiences, Pine and Gilmore give a historical overview of the transition from the agrarian economy to eventually the experience economy in the 21st century. The historical developments in the economy are explained in paragraph 3.3.2 and a brief description is given of how the experience economy has come into being and what it exactly entails. The last paragraph treats how the experience economy has penetrated the current Dutch society (paragraph 3.4). The focus is on the Dutch leisure industry and arts sector. A conclusion on this chapter is given in paragraph 3.5.
3.3.2
The transition from the ‘agrarian economy’ to the ‘experience economy’
Agriculture has been the key development leading to the rise of human civilisation. During this period, raw materials such as animals, minerals and vegetables where extracted from the natural world and were sold as commodities during the ‘agrarian economy’. In the first half of the 19th century a gradual change took place in the extraction, processing and distribution of commodities when bigger companies took over the traditional family owned firms. The culprit of this drastic change was the upcoming ‘Industrial Revolution’ which increasingly caused the disappearance of the small farm companies. 
 
In the second half of the 19th century, with the advent of the ‘Industrial Revolution’ and the changing and improved technologies, the production of firms expanded which created mass-production firms. Work became routinised in an efficient and predictable way with the help of machines. The goods were sold to a large amount of anonymous customers who bought them of the shelf or out of the catalogue (Pine and Gilmore, 1999: pp. 6). The ‘Industrial Revolution’ (+/- 1840) caused major changes in agriculture, manufacturing, mining, and transport and had a profound effect on the socioeconomic and cultural conditions of communities. The manufacturing sector had generated a certain wealth among citizens and caused a tremendous accumulation of physical goods. Pine and Gilmore explain how this led to a growing demand for services and as a result businesses starting to supply these services. Eventually, in the 1950’s the U.S. counted for more than 50% of employees working in the services sector and it was in this period that the ‘service economy’ started to overtake the ‘Industrial Economy’.

In the service economy, services are considered to be intangible activities customised to the individual request of known clients (Pine and Gilmore, 1999: pp. 8). In this economy, people try to save on goods in order to spend on purchasing services which they value more highly. However, the commoditisation trap that forced manufacturers to add services to the product mix soon started to attack the services sector. Price wars and competition make it more difficult for service companies to differentiate their products and with the advent of internet, services have become even more commoditised and disposed of their human elements. These developments have led for the service economy to come at its peak. As a consequence, Pine and Gilmore argue that the 21st century would bring a new and emerging economy based on a distinct kind of economic output: goods and services are no longer enough (Pine and Gilmore, 1999: pp. 11).

Experience goods in the experience economy
In the beginning of the 21st century, a new economy based on undiscovered offerings has revealed itself where a new source of value has emerged. Experiences are a fourth economic offering and are different from services in the way services are different from goods. The entertainment sector has always been about experiences, yet in the last decennia the entertainment industry and other leisure sectors offering experiences have grown (and so have the amount of generated experiences). This has resulted for new experiences to emerge. An example is the airline company ‘Garuda Indonesia’ which offers its customers tailored flying services. The airline company provides Asian and Indonesian meals in china and crystal utensils, midnight snacks, an assortment of fine red and white Australian and French wines, newspapers and magazines that fit your interests, tax-free merchandise on board, special music and movie programs, hot towels and much more (www.garuda-indonesia.com). The company does everything to ensure you have a safe and memorable trip: they offer you a unique experience. So, not only does the amusement sector provides experiences to consumers, traditional businesses in developed nations have also made a move to the supply of experiences wrapped around their core products. 
3.4
The experience economy in the Dutch leisure- and arts market
In 2002, Heinsius and Houben published an article in a Dutch arts magazine ‘Kunstenaarswijzer’ referring to Pine and Gilmore’s work about the experience economy. The authors’ focus is on the consequences that the experience economy has for the arts sector and the artists who work in this domain. Different than Pine and Gilmore whose focus is on the commercial sector the writers emphasise that the arts sector (non-profit) is affected by the economic changes as well and that many cultural organisations such as museums and theatres have reacted to these developments. 

The experience economy has had implications for the arts world, the most important being that artists and arts organisations have been forced to acquire a stronger business orientation (Heinsius and Houben, 2002: pp. 4). In order to attract a larger audience and to earn more revenues from ticket sales, arts organisations and artists should focus on creating experiences. Two strategies can be applied. The first strategy is keeping the core activity (e.g. a concert, an exposition or theatre play) untouched and ‘furnish’ these core products with extra’s that convert the products into an event and therefore a total experience. Examples are dinners preceding the concerts or decorated foyers that catch the audiences´ attention and stimulate their senses. Just like Pine and Gilmore, the authors mention that by offering a complete package, it is more attractive for consumers to (re)visit the venue and make multiple purchases. The other strategy that artists or arts organisations can apply according to Heinsius and Houben focuses on the alternation of the core activity itself. The product is transformed in a way that it encompasses an experience in itself. So the product does not merely provide an aesthetical experience, but also an educative, entertaining and active experience in which people participate themselves (same as Pine and Gilmore’s four realms of experience). These form the core of the experience according to the thesis of the experience economy.

3.5
Conclusion
This chapter has served as a valuable tool to get a deeper insight of the effects the experience economy has had on the economy as a whole and of more importance, its effect on the arts market. Also, the theories about the different type of experiences individuals undergo and the experiences the arts in particular generate have been essential in order to answer the research questions posed in the first chapter. Pine and Gilmore’s experience dimensions and Schmitt’s experiential approach form the stepping stones to explore the experiences performing arts venues can provide for their customers. Furthermore, with these theories I have been able to come to a more holistic dimension of the entire performing arts experience, including facilitating and related services such as drink services and pre-performance talks which is mostly neglected by most (survey) studies only taking the core products into account.  
Although Pine and Gilmore’s and Schmitt’s approaches take various aspects of an experience into account, they lack the social dimension of the theatre experience like sharing experiences with others or having a communal feeling. This dimension is of importance since many individuals visit the performing arts or any other leisure activity accompanied by others. For this reason, the social aspect is a dimension to take into account within this research. 
Same as Boorsma and De Leeuw (1994) I believe in the co-production between the audience and the artist(s) and that the final result is commonly influenced by the input of the audience. This contrasts with Pine and Gilmore’s argumentation since they argue that the audience takes a passive attitude when consuming performing arts (individuals are merely observers and listeners). Nevertheless, the extent to which one is required to be actively participating differs per genre. Therefore, auxiliary services can serve to complement this shortcoming by giving customers the opportunity to co-produce their theatre experiences and make them more intense and memorable. 
An important conclusion that can be drawn is that most theatres and concert halls nowadays provide additional activities besides their main offerings. This allows people to have divergent experiences and to be actively participating. Examples such as dinners and workshops have already been mentioned. Performing arts venues are increasingly applying experiential marketing, exploiting and nurturing the experiences of their customers and stimulating all experience dimensions. Yet, this does not mean that all consumers feel the necessity to be fully immersed and to undergo all dimensional experiences the venue offers. Many individuals are merely interested in the artistic product, the quality of the product and how it emotionally affects them. Therefore, this research attempts to gain an insight into the desires of audiences of the performing arts concerning the experiences they want to undergo. 
In the end, all customers care about service and the way they are treated by an organisation though some people care more than others. Managers of performing arts venues should therefore pay attention to all consecutive experiences customers have when attending the theatre or concert hall. They should eliminate negative aspects within their entire service offering and take the different dimensions of experiences into account. This leads for consumers to be more satisfied about their consumption choice which affects their repurchase intention positively (Hume, 2007: pp. 137-138). 
Chapter 4
Research methods and results qualitative study
4.1
Introduction research part 1
This thesis explores the experiences individuals undergo when attending the performing arts, their satisfaction with the services offered and the extent to which services influence consumer’s experiences and the buying decision process. The main research questions in this thesis are: 

1. First study (qualitative research)

How do performing arts audiences experience facilitating and related services in Dutch theatres and concert halls?
2. Second study (quantitative research)

To what extent are facilitating and related services relevant to customer’s experiences besides the core products offered by performing arts organisations in the Netherlands?
This chapter focuses on the first study that was conducted. Within this research data were collected from different units: there are two units of analysis. The first sub-question of the qualitative study focuses on the organisations (theatres and concert halls) and their supply which means the analysis is based on four performing arts venues. The second sub-question deals with the experiences that the organisations generate by supplying (related) services and therefore the units of analysis are the four performing arts organisations as well. This part of the research applies the theory of the ‘experience economy’ and experiential marketing to the experiences that the venues stage. The third sub-question of this study concerns the experiences of the audience hence the units of analysis are the audiences of the venues.

The research design of the qualitative research is ‘comparative case studies’. I made a detailed and intensive analysis of a few cases, that is, an analysis of four different performing arts organisations and their services. Furthermore, an analysis was made on how individual consumers experience the services provided. Both the organisations and the spectators that were interviewed were strategically selected. The methods used were qualitative interviews and content analysis. After obtaining the results, a comparison was made between the service supplies of each organisation but also between the outcomes of the individual interviews. 
In the following paragraphs, the sub-questions are answered and the results are linked to theory (if applicable). Moreover, the research methods used are expounded and the validity and reliability of the research conducted are discussed. 

4.2
Criteria for selecting the organisations

This research focuses on the services of four performing arts organisations, two concert halls and two theatres. Given the fact that the organisations differ in their service offerings makes it interesting to explore whether these have divergent influences on the experience(s) of the audience. 

The organisations chosen for this research are an exemplification of organisations making full use of related services and offering a ‘complete night out’ concept. These are usually mid-sized to large organisations that have the budget to offer such services. In my research I focused on non-profit performing arts organisations for it is important that their mission is:‘To make the arts accessible to the wide public and to focus on artistic quality with the constraint of available financial means.’
The organisations were selected on criteria such as having a diverse programming: conventional and innovative repertory offerings but also popular art forms. In this way I could be certain that the audience would be heterogeneous, namely from entertainment seekers to audiences with a more specific taste (niche markets). Examining an audience with different backgrounds was especially of interest to the quantitative part of the research for it would generate more diverse findings concerning the cross-sectional analysis of the variables. It was also essential to choose organisations making use of relationship marketing, like placing efforts in building long-term relationships with their audiences through educational programs, workshops, courses and pre-talks or discussion sessions.

Criteria for selection: 

· The organisations are non profit organisations and receive subsidy from the government/municipality.

· The organisations are professional organisations (no amateur organisations) which are geographically scattered over the Netherlands.

· The organisation is preferably a large size organisation (up to 200.000 visitors a year)

· The programs offered are diverse: from non-commercial (innovative or classic) to commercial plays/concerts (high- and low arts).

· The organisation makes full use of related services such as workshops, pre-talks, included drinks, theme dinners, theme evenings, catering facilities. The related services are not solely directed to the ‘friends’, business partners or sponsors of the organisation, but to the entire public.

· The organisation targets a diverse audience (different ages, income levels, education, and social classes).  

· The organisation presents no dinner shows.

4.3 
The organisations

4.3.1
Introducing the organisations
In this paragraph, the first research question concerning the qualitative study is answered. The sub-question is the following: 

Sub-question 1:

‘How are facilitating and related services applied by the performing arts organisations that are examined?’

In order to answer the sub-question, a definition of performing arts services had to be generated before making an inventory of both the facilitating and supplementary services offered. However, prior to generating a concrete definition of service offerings and depicting the offerings of the four performing arts venues, a brief introductory text is provided on the background of the organisations, their mission statements and the genres they supply. 

Chassé Theater

Chassé Theater is a theatre and art house film theatre in one and is an important cultural meeting place in the south of the Netherlands where cultural programmes and the audience can meet. The theatre opened in the year 1995 and the organisation has a large and diverse cultural supply which is provided to a large and colourful audience. 

Chassé Theater presents around 500 theatre performances per season. In sum, the theatre serves an average of at least 400.000 visitors with a highlight in the year 2008 with 420.000 visits. Thanks to its advantageous location in the south of the Netherlands, between the Randstad and Flanders, Chassé Theater reaches a broad regional audience and for some performances also a national and sometimes even an international public. 

Mission statement: The Chassé Theater has the goal to serve the arts and to provide a distinguishing experience by means of a large, artistic and high-quality theatre- and film supply, including amusement, which is directed towards a large and diverse audience with hospitable and competent employees in an inspiring, artistic and attractive ambiance. 

Genres: The theatre provides opera/operetta, theatre, dance, music, musical, cabaret and film in all their forms. It also offers children’s and family performances. 
Sources: http://www.chasse.nl (retrieved: 19th of February 2010) and ‘Uitgangspunten Artistiek Plan Chassé Theater 2009-2012’ 

Stadsschouwburg Utrecht

Stadsschouwburg Utrecht is a leading theatre in the mid part of the Netherlands. The theatre presents yearly more than 450 performances in its two halls attracting approximately 200.000 visitors a year. Furthermore, the theatre organises projects on a regular base such as co-productions, theme weekends ands festivals. Stadsschouwburg Utrecht strives to be a dynamic and welcoming place for theatre makers, theatre troupes and diverse audiences. As one of the large platforms in the Netherlands, the theatre plays an essential role in the national performing arts establishment. Also, the organisation maintains tight connections with theatre makers and institutions in Utrecht and stimulates the arts where possible. 

Mission statement: Stadsschouwburg Utrecht strives to be an open, hospitable and adventurous place for the public, for both performers and employees: not internally but rather externally focused. It is a stage with a national charisma and a profile of which artistic quality, cultural and social involvement are the most important features.
Genres: The theatre offers a wide range of genres, such as dance, theatre, music theatre, operetta/opera, popular music, musical, cabaret, circus and show and children’s and family performances.
Sources: http://www.ssbu.nl and http://www.utrecht.nl/smartsite.dws?id=202463 (retrieved, June 4th, 2010)
De Doelen

De Doelen is a well known concert hall, yet also a state-of-the-art congress building situated in Rotterdam. Combining two functions, the venue is one of the largest in the Netherlands. 

De Doelen welcomes around 450.000 visitors per year for its cultural events and organises at least 450 concerts on an annual base. As a concert hall, de Doelen takes the second position regarding audience reach in the Netherlands (after the Concertgebouw in Amsterdam and before Vredenburg in Utrecht). Furthermore, the venue takes the first position among performing arts institutes in Rotterdam with regard to audience reach and stands as the strongest cultural brand for the city. The ambitions of de Doelen are among others to provide an essential contribution to the preservation and development of the music culture, at regional, national and international level, to attract a large and diverse audience and to supply a high-quality service supply in al the facets of its management.

Mission statement: De Doelen is the main stage of the music scene of Rotterdam and the central arena for the transfer of information. De Doelen makes it possible for musicians and the audience to personally meet but also arranges meetings between participants of congresses and symposia and among visitors themselves. De Doelen gives people the opportunity to achieve a high degree of knowledge, to acquire meaningful experiences and to exchange thoughts on the former. 
Genres: The genres that are presented in de Doelen are classical music, world music, jazz, popular music, opera and concerts for children/families.
Source: http://www.dedoelen.nl

Dr Anton Philipszaal/Lucent Danstheater

The Dr Anton Philipszaal/Lucent Danstheater is situated in the Hague and offers a large and varied amount of performances and concerts. The venue welcomes approximately 200.000 visitors yearly and has both a regional and national reach. The Residentie Orkest and Nederlands Dans Theater take a prominent place in the program of the organisation. A part of the classical music program takes place in the Nieuwe Kerk, across the street of the venue.  

The theatre guarantees the supply of concerts and performances of international repute. Besides, the theatre programs diverse festivals (Haagse Muziek 3daagse, Holland Dance Festival, Flamenco La Haya) and theme weekends. The Dr Anton Philipszaal/Lucent Danstheater offers a place to performances of both national and international theatre groups and orchestras, for both professionals and up-and-coming talents. Service and quality are considered of paramount importance and the theatre does its utmost best to offer the guests an optimal theatre experience. 

Mission: The Dr Anton Philipszaal and Lucent Danstheater guarantee the supply of concerts and performances of international repute and feel strongly about quality and service. Furthermore, they strive to offer their guests an optimal theatre experience. 
Genres: The theatre offers music theatre, opera, classical music, jazz, musicals and family performances. 
Source: http://www.ldt.nl

4.3.2
Comparisons between the organisations

When looking at the mission statements of the four organisations, it can be concluded that they all strive to supply high-quality performances and to reach a large and diverse audience. These in general are the main objectives of all non-profit cultural organisations (Boorsma et al., 1998; Hill et al., 2003; Scheff Bernstein, 2007). However, it is striking that some of the venues indicate in their mission statements to also strive for quality outside the realm of the product; they place an emphasis on the provision of service and hospitality though some organisations stress this more than the others. De Doelen for example, places an emphasis on high-quality service supply in al the facets of its services. This includes for instance quality of both facilitating and related services. Chassé Theater emphasises its ability to provide a distinguishing experience, not only by means of high-quality theatre, but by providing hospitable and competent employees in an attractive ambiance. Compared to the other venues, the Dr Anton Philipszaal/Lucent Danstheater emphasises the supply of quality and service (besides core product quality) to an even higher degree. Their goal is to offer their guests an optimal theatre experience. Stadsschouwburg Utrecht on the other hand, is more focused on the artistic quality and audience reach (which is derived from its mission statement) yet the venue does mention to care about hospitality towards its audience. 
Although not all organisations place the same emphasis on the importance of their service and hospitality in their mission statement, it does not mean they do not take this into consideration nor implement this in their management and marketing strategies. As all cultural organisations know nowadays, it is very essential to pay attention to service and quality of service in order to keep consumers satisfied. In the next paragraph the different services supplied by the organisations are depicted, to eventually be able to question people (in both the qualitative and quantitative research) how they experience the services, if they are satisfied and how it contributes to their theatre or concert hall experience.  

4.4 
The dimensions of the artistic product
In order to give a description of what a product consists of,  I used theory regarding performing arts products and the models of Grönroos (1990) and Hill et al. (2003: pp. 120). By applying the information from previous studies and using different models distinguishing between core and supplementary products or services, I was able to generate an adjusted model in which each service is assigned of a place within the total product offering of the venues (figure 4.1). 
First of all, the information on the services supplied by the organisations was acquired by executing a content analysis on the websites and brochures of the venues. The marketing theories concerning the composition of the entire service offering have helped me to distinguish between distinct services and to generate a list of facilitating and related services as described in the brochures and websites. Besides, a list was created with the genres (core offerings) supplied. The interviews with the (marketing/communication) managers of the venues contained practically the same questions for each organisation. The questions were the following: 

· Which facilitating services does the theatre/concert hall offer?

· Which related services does the theatre/concert hall offer?

· What are the annual amount of visitors, public reach and other activities that the organisation organises?

The dimensions of the product

As discussed in the second chapter of this thesis, products can be unravelled in different categories making up the entire product as perceived by the consumer. To give a more elaborated picture of the composition of the product (the total product experience) in the performing arts, I have portrayed the model by Hill et al. (2003: pp. 120) below. However, some additional services and aspects of the theatre experiences are added to the model. 
Figure 4.1  The levels of a product in the arts experience   
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At the centre of the model is the core benefit, which is the theatre play or a concert. In order to make it possible to consume the product or to make the core benefit more optimal, general and technical services or products (facilitating services) are required. These tangible aspects of the arts experience surround the core benefit and mediate the core benefit to the customer in an acceptable and appropriate way. Yet there are intangible aspects that surround the core product as well: the venue ambiance, staff attitude, branding of the venue and the prevailing conventions. These, together with the core product make up the central experience (Hill et al., 2003: pp. 126). Staff attitudes and the systems that manage the flow of customers through an arts event are fundamental to the customer’s experience of the artistic product according to Hill et al. This same counts for the physical environment. A venue for example, can build a reputation among its users through physical attributes of high quality and offering comfort and reliability. 
The extended experience involves products and services that extend the artistic experience (core benefit). These products are directly related to the nature of the artistic product. By enhancing these and other aspects of audience’s experience, the organisation could target different segments and provide appealing activities for those groups. Other examples of the extended experience are performing arts organisations providing catering facilities in the form of a restaurant or bar. Also, the supply of programmes or catalogues complementing the experience is very common. 
The potential experience as depicted by Hill et al. (2003) is excluded from figure 4.1. This experience realm covers a number of forms of deeper involvement, namely affiliation or membership or a customer becoming a donor or volunteer. This dimension though is less contributively to answer the research questions and is therefore neglected in this research.
4.5
An inventory of services supplied by the organisations

In order to examine the different ways consumers can experience the service offering and how they evaluate the latter (sub-question 3), the service supply had to be examined by making an inventory. First, the concepts used in this research need to be defined:
Services: a bundle of explicit and implicit attributes which are perceived differently by customer segments (Hume, 2006: pp. 306).
Facilitating services: are the general and technical services or products that are necessary to support the consumption of core products. These tangible aspects surround the core benefit and mediate it to the customer. Examples are services such as cloak rooms, bar facilities, personnel and ticket service. The intangible aspects that surround the core product are the venue ambiance, staff attitude, branding of the venue and the prevailing conventions. 
Related services: Related services are products and services that extend the artistic experience (core benefit). These products are directly related to the nature of the artistic product and enhance and intensify the artistic experience. Examples are catering facilities, programmes, pre-talks, merchandise, workshops, after parties and art expositions in the foyers.
With the help of the service definitions outlined above, the clear distinctions that have been portrayed between services (figure 4.1) and the place the service offerings occupy within the product offering, I could generate descriptions with the complete service offering of the four venues. In appendix I, the offerings per venue are outlined in separate tables. 

4.5.1
Conclusion
The adapted model of Hill et al. (figure 4.1) has been very useful to make a clear distinction between the core product, the central experience and the extended experience. On the base of this model I could depict the complete supply of products and services which was of great importance to answering the second and third research sub-questions of the qualitative study. 

When comparing the services (both facilitating and related services) between the organisations, it is remarkable that all organisations provide the same facilitating services, such as buffets, cloak rooms and ticket service. However, there are some (minor) differences. Concerning the buffets, Stadsschouwburg Utrecht does not enforce the ‘drinks included’ policy. And Chassé Theater is the only venue where all type of drinks (from refreshments till alcoholic beverages like wine and beer) are included in the ticket price. De Doelen for example, only includes tea and coffee in the entrance ticket yet it provides an extra service namely a luxurious buffet for refreshments and alcoholic drinks. A separate amount of money is charged for this service. The Dapz/Ldt includes all beverages in the ticket price except for alcoholic drinks. 

When we focus on related services though, we find larger differences per organisation. Chassé Theater is the venue with a most extensive amount of related services, from after parties, a separate bar to parking service and pre-talks. Although the theatre has the most diverse range of facilities, there are other venues that provide more elaborated services. De Doelen for example has elaborated its dinner concept considerably but also the workshops and after parties combined with world music concerts. Moreover, in comparison with other organisations, de Doelen offers more variety regarding the pre-performance talks by applying differentiation: they offer a separate pre-talk for classical music, world music and they have a Red Sofa program (pre-talks for contemporary classical music). Furthermore, they organise discussions and interviews after the performances with musicians, specialists in the field and conductors. 

Stadsschouwburg Utrecht and Dr Anton Philipszaal are venues that are relatively less focused on the supply of related services like activities taking place after the performances or concerts (after parties and workshops). However, Stadsschouwburg Utrecht is very much focused on its restaurant activities (Zindering), organising theme dinners and stage performances while the guests are eating. The dinners that they offer have an entertaining character, which distinguishes them from the restaurants in Chassé Theater, de Doelen and the Dr Anton Philipszaal/Lucent Danstheater.  

The Dr Anton Philipszaal/Lucent Danstheater is practically on the same level with other theatres concerning facilitating services, yet as mentioned before it does not organise after parties or workshops on a structural base. However, the theatre distinguishes itself from the other organisations by providing their customers with a transport ticket: the ticket entrance is also a transport ticket so customers can travel for free to the venue by tram or bus. This is an extra service to the spectators. Also, the theatre includes all drinks (except alcoholic drinks) in the ticket price which is not the case in Stadsschouwburg Utrecht and de Doelen (they only include coffee and tea in the entrance ticket). 
Having an overview of the additional service supply of the venues, gives a clear idea of how the application of marketing and operational service management is visible in the organisations. It is evident that all organisations are customer oriented and relying on relationship marketing since they provide their guests service offerings that go beyond core products and standard facilitating services. 

The venues provide services that affect all experience dimensions, though some venues do this in a more extensive way than others. 
4.6
Applying the ‘experience economy’ and experiential marketing to the venues

4.6.1
Introduction

The point of departure of this thesis is Pine and Gilmore’s ‘experience economy’, yet other writings on experiential marketing (Schmitt, 1999) and the experience economy (Heinsius and Houben, 2002; Boswijk et al., 2007) have been taken into consideration. Although the concept of the experience economy is not entirely applicable to the situation of the performing arts (commercial setting versus non-profit sector) the concept provides an adequate starting point for examining the experiences that Dutch theatres and concert halls are able to provide. The reason that the second sub-question is included in this thesis is to give an insight into the experiences that products and services generate. This knowledge is of importance to conduct the qualitative interviews (focus groups) in a later stadium. The sub-question discussed in this paragraph is the following: 
Sub-question 2:
‘How are the experience economy and experiential marketing applied by the organisations examined?’

I found it interesting to examine to what extent  the large and established performing arts venues in the Netherlands provide the same experience dimensions (entertainment, aesthetic, educational and escapist) as Pine and Gilmore (1999) expound in their book (see chapter 2, paragraph 3.2.2). To answer this question it was necessary to apply the theory about the four realms of experience. Also, the experiential view of Schmitt (1999) is applied to come to a more holistic view of the experience setting.

4.6.2
What experiences do the visitors of performing arts venues undergo?

After examining the organisations’ service offerings, I have been able to draw conclusions on the type of experiences the total product offering of performing arts venues can generate. The outcomes are discussed in the sections below.

Entertainment dimension

The entertainment dimension is intrinsic to all performing arts products. People visit the theatre to be entertained and to have a joyful and relaxing pastime (passive participation). However, the degree to which an individual is being entertained differs per genre that is consumed. Light music or ‘lower’ art forms contain a higher entertainment degree than the high arts, such as a complex music composition or an opera production. These art forms are less likely to amuse people or to make them laugh. Nevertheless, if the entertainment element cannot be found in the core product, it can be found in related services offered by theatres. You can think of dance workshops after a music concert, where the audience enjoys a samba demonstration by Brazilian dance teachers (de Doelen) or disco evenings for children and after parties (Chassé Theater). The public is invited to enjoy a party in the foyers after the performance has taken place while being entertained by a band or a DJ. Another example is Stadsschouwburg Utrecht with its Lunchpluz and Dinezpluz concept, providing their guests with entertainment during dinner.   

The entertainment dimension can be linked to Schmitt’s ‘sense’, ‘feel’ and ‘act’ experiences. Entertaining the audience by means of the core product or ancillary services, performing arts organisations can create sensory experiences through sound and sight (passive participation). An organisation can appeal to the emotions of the audience which is the ‘feel’ experience. The entertainment dimension is also linked to Schmitt’s ‘act’ experience. Different than with core products, organisations are able to provide their customers the possibility to participate more actively (co-production). 
Aesthetic dimension

The aesthetic dimension involves a passive immersion, where the spectators are experiencing the beauty of the theatre scenery, the costumes, the lighting, et cetera. This dimension however can be linked to both core products and (related) services. The theatres and concert halls examined provide their customers with appealing decoration, art works and other visual elements (the central experience). Also, some of the venues exhibit design objects and have glamorous interiors which in general are present in many performing arts venues. These can affect the aesthetic experience of the visitors. Auxiliary services such as restaurants and bars in the venues contain visually stimulating experiences in the sense that they are nicely decorated with paintings or design furniture. 

The aesthetic dimension can be connected to Schmitt’s sensory experiences (sight). All aesthetic aspects of both core products and services, cannot be influenced by consumers. This means that the aesthetic dimension involves a mere passive participation of the audience: individuals just behold the beauty. 

Educational dimension

Contrary to the aesthetic dimension, the educational dimension requires a amore active participation of the audience. This dimension is linked to both the core product and related services. During a classical music concert, the public is required to listen attentively to the melodies and having an understanding of tonal and harmonic principles. Furthermore, it is essential to have a familiarity with the style or musical idiom of the composer. As Schmitt (1999) argues, the ‘think’ experience appeals to the intellect of art consumers in order to create cognitive and problem-solving experiences. Individuals are thus creatively engaged with the core product. In the case of related services, the educational experience is generated by activities such as workshops, courses, pre-performance talks and discussions which are provided by practically all examined organisations. 
Escapist dimension

The escapist experience is less likely to be generated by a core product in the performing arts. An individual cannot be completely immersed in the event and be actively involved since he or she cannot influence or affect the play or concert (although people can have some influence on the performance since they are part of the audience). Nevertheless, the core product provides an experience of escapism in a certain way. For example, when consuming a theatre play the audience undergoes an experience of being in another world, being submerged in the world of the arts. Yet, the escapist experience is more likely to take place when consuming services such as dinners, attending workshops or experiencing after parties (related services). People are given the opportunity to affect the happening. The activities provided by the venues affect the bodily experiences of participants (‘act’ experience): the customer’s night out is enriched by giving the individual the control about the course his or her actions will take. 

Social dimension 

As I discussed earlier, the theoretical models of Pine and Gilmore and Schmitt lack a very important experiential dimension. Because of the social aspects of the theatre experience, the social dimension is included to the ‘experience realms’. 


The social dimension comprises all experience dimensions as expounded by Pine and Gilmore. Social aspects can be linked to the entertainment dimension, given the fact that people share their experiences and consume entertainment products collectively very often. Also, individuals can share an aesthetic moment and discuss the feelings and emotions that aesthetic objects bring about. The educational dimension comprises a social element as well, since some people share cognitive thoughts and might learn from one another during a night out at a concert hall (discussing music compositions). Moreover, when attending a workshop, people mostly do this in the company of others so this includes the social element as well. Finally, the escapist dimension is full of social aspects. One can think of having dinner with friends or relatives, or enjoying an after party with a group of people (Schmitt’s ‘act’ experience). 
4.6.3
Conclusion
In the previous paragraph I have attempted to explore whether Dutch performing arts organisations are capable of delivering multi-dimensional experiences. The answer to the second sub-question is that the examined venues do provide their customers of all experience dimensions as depicted by Pine and Gilmore. The venues give the possibility to passively and actively participate and to be absorbed and immersed into the different activities supplied. Nevertheless, each organisation differs in its service design which causes some organisations to deliver a more extensive and elaborated service experience than other organisations. 
The fact that these large sized organisations have the capacity and the means to offer a complete experience to their customers, makes is probable that other large performing arts organisations in the Netherlands are focused on experiential marketing as well. People are searching for new and memorable experiences which is increasingly stimulated by the economy and society and it is obvious that theatres and concert halls react to these trends. By implementing product enhancing services and supplying high quality core and related services, cultural organisations try to compete with other entertainment and leisure companies. 

4.7
The customer’s experience with the service offering

4.7.1
Introduction

The last part of the qualitative research concerns obtaining information from the visitors of the venues which means the units of analysis are not the organisations (as with sub-questions 1 and 2). I conducted group interviews (focus groups) to obtain rich information about the experiences of individuals with the service offering. The sampling was purposive in order to gather information from a specific group of people: frequent visitors (the buffs) who are familiar with the theatre or concert hall.  The sub-question discussed in this paragraph is the following: 

Sub-question 3:

‘How do performing arts audiences experience the facilitating and related services offered by performing arts organisations?’

The focus group sessions were conducted by me being a moderator. The participants received a topic list in advance to get acquainted with the topics discussed. This list consisted of standard questions derived from the literature and the inventory of service offerings (appendix I). Nevertheless, during the sessions new themes emerged and new questions were therefore integrated in the topic lists of the subsequent focus group sessions. Furthermore, it is self-evident that each topic list was adjusted to the service offering of the venue, which caused a slight difference between the discussion guides and consequently the answers. 

The next sections discuss the research method, the sampling- and transcription process and data analysis. Furthermore, a separate paragraph is devoted to the usefulness, validity and reliability of the research. In paragraph 4.7.5 the outcomes of the focus groups are presented. The chapter ends with a short conclusion of the findings. The final conclusion is to be found in chapter 6 where the results of both the qualitative and quantitative research are discussed and evaluated. 
4.7.2
Research method and sampling 
After obtaining information with regard to the service offering of the venues, I was able to conduct qualitative interviews with frequent visitors of the four venues. A purposive sampling was carried out from the organisations’ database in order to recruit individuals for the ‘focus groups’. Focus groups are often used in an exploratory way, when researchers are not entirely sure what categories and perspectives are relevant (Seale et al., 2004: pp. 65). Given the character of my research, the research method served as a valuable tool to explore a new area (there is not much research conducted on the entire service offering experience in the performing arts) and orientate on the experiences of the audience with the service offering. Moreover, the method served to explore the evaluation of loyal customers concerning the services. Generalisation was not the goal of this research (like with quantitative research) but rather to explore motivations and experiences of consumers.
For research topics where scarce literature is to be found and where exploration in needed on that specific topic, it is very helpful to use a less structured approach to data collection (De Vaus, 1996:  pp. 53). Because of the unstructured character of the questions (semi-structured interviews), I was able to vary the sequence of questions or ask further questions that emerged from the discussions (Bryman, 2008: pp. 196).  I could also go deeper into the subject or get more relevant information for the research if necessary. The results of the interviews were extremely helpful in developing relevant and appropriately worded questions for survey questions which regards the second part of this study. Focus groups in particular cover general issues on a topic and the comments of respondents often help to identify pertinent issues that might otherwise be left out of a survey (Edmunds, 1999).  

The reason for choosing to conduct group interviews over individual interviews was mainly the time constraint. In order to explore the subject and get a considerable good overview of the potential service experiences of customers, I had at least to conduct twenty to thirty individual interviews of an hour (six persons per organisation) to obtain a somehow valid result. Therefore, the choice for focus groups instead of individual interviews was a better option since the former can be coordinated, conducted and analysed within a relatively short time period (Edmunds, 1999). Other advantages of focus groups are that they provide prompts to talk, where people correct or respond to others. The method also allows participants to complement each other on the different themes discussed and for new themes to emerge (Seale et al., 2004: pp. 65). The disadvantages of focus groups are that recruiting can be difficult and participant’s responses are not independent. The answers also depend on the context of a group’s conversation: personalities of people and whether there are individuals dominating the conversation. Nevertheless, since my objective was to explore the subject and not to generalise to a specific population, focus groups were in my opinion the most adequate method to execute this research. 
The subjects chosen for the focus groups were selected according to specific characteristics (purposive sampling). The recruiting profile consisted of the following characteristics:

· The subjects are frequent visitors of the venue (> 8 visits a year); 

· preferably differ in age (though it was not always possible to select by this criterion since some databases did not contain this information);

· consumers of different genres (to add diversity to the goals of attendance);

· consumers of different genders;

· living near the theatre or concert hall regarding travelling time and transport costs (since there was no budget to cover these). 

Although all selected participants were frequent visitors of the venue there were some differences for not all visitors had experienced the same service offerings (related services in particular). Services that all customers were familiar with were facilitating services such as cloak room services, ticket service and buffets. 
By selecting participants with different characteristics I was able to obtain a variety of views and descriptions on their experience with (related) services but also to get broad and diverse responses when interviewing them. The focus groups consisted of seven to ten persons per organisation (some participants cancelled last-minute) which is a commonly used amount for this type of research (Edmunds, 1999). The subjects were invited by letter and were subsequently contacted by phone to confirm their participation. The interviews were conducted in the meeting halls or conference rooms of the venues. As an incentive, the participants were offered free tickets for a concert or performance (of their choice) provided by the venues.
4.7.3
Analysis of transcripts

Each focus group session was recorded with a voice recorder. The aim of the focus group was to produce a detailed and systematic recording of the themes and issues addressed in the interviews and to link the themes together under an exhaustive category system (Burnard, 1991: pp. 462). The entire interview was recorded and the whole of each recording was transcribed. As soon as the transcripts were typed out, they were read multiple times and notes were made on general themes within the transcript (a first attempt to categorise the preliminary subjects: open coding). I excluded unusable issues that were not related to the topic and made sure that the categories covered all aspects of the interviews. Lastly, each transcript was worked out through the list of categories and sub-headings and was coded according to the list of category headings. Each coded section of the interviews was ‘cut’ out of the transcript and all items with the same subject were collected together. I ended up with summarising the outcomes per organisation. All organisations received a report with the transcripts and a summary of the outcomes of the focus groups. 
4.7.4
 Validity and reliability 
The aim of a research is to answer a formulated research question. Whether the research concerns an experiment, a questionnaire or a qualitative interview, the results of the research are based on the observations in the empiricism (‘t Hart et al., 2005: pp. 161). The extent to which the results are correct, depends on how good the observations are. Reliability and validity are important criteria in establishing and assessing the quality of research. However, there have been some discussions among qualitative researchers concerning the relevance of both validity and reliability of qualitative research (Bryman, 2008: pp. 376). 
Validity refers to whether you are observing, identifying or measuring what you say you are (‘Matson’ in Bryman, 2008: pp. 24). The fact that the participants were instructed beforehand about the meanings and distinctions between services and the issues to be discussed, contributes to the validity of the study. However, the use of focus groups to explore the experiences of audiences has a particular consequence for the validity of the outcomes of interviews. Since the individuals were interviewed in a group composition, so some participants might have felt reluctant to speak out their opinions. Also, all groups had a few dominant speakers, preventing the other participants from revealing their views. This means not all motivations and opinions were captured. Nevertheless, the interview highlighted the most important aspects of the experiences of performing arts audiences. Furthermore, when approaching the last interview to be conducted, saturation set in and practically no new themes emerged. 

In case of the data analysis, the validity might be questioned since I was the only person assigning categories to the content of the transcripts. No other persons were assigned to re-making categories independently. This entails that there might be some researcher bias (Burnard, 1991: pp. 464-465). 
The reliability of a research can be determined by repeating a measurement of the same objects under the same circumstances thus, the degree to which a study can be replicated. However, this is a difficult criterion to meet in qualitative research (Bryman, 2008: pp. 376). Yet, it is possible to replicate this study to some extent given the fact that the process of research (including the focus group topic list) is accurately documented. Furthermore, the interviews are taped with a voice recorder which means other researchers could trace back the interview process. 
4.7.5
Results

This study focused on the experiential nature of the performing arts and the personal motives of consumers for attendance. An important feature of this study is that it addresses the entire service encounter, from arrival to departure. The sub-question examined in this section is how performing arts audiences experience related services offered by four performing arts organisations. 

Results general questions

The interview initiated with addressing general questions such as goals of attendance, social aspects of consumption and things that visitors take into consideration when buying a ticket or a subscription. The first interview question directed to the participants regarded the motives of their theatre attendance. The main motivation to attend the theatre for all respondents was experiencing the cultural product: attending a concert or performance of their interest. This corresponds with the results of previous conducted studies (Bouder-Pailler, 1999; Hill et al. 2003; Bernstein, 2007; Swanson et. al 2008). ‘I visit the theatre particularly because of the program. I check the brochure, decide what interests me, the piece, the director or the theatre troupe. Then I make a choice’. Some interviewees added to this motive that they would choose to attend the theatre when their favourite actor, director or orchestra is performing. 

Other important goals of attendance mentioned by the respondents, coincided with motivations discussed in literature. That is, factors such intellectual enrichment (educational aspects), to be inspired or to be entertained. However, not all participants had the same goals of attendance. A very important motivation named by practically all participants is the opportunity to socialise with their acquaintances, friends or family and to share experiences and pleasant moments with them. Only a few respondents declared to visit the theatre on their own. Some respondents though argued to visit a performing arts venue to meet new people. One of the respondents reported that some venues provide facilities to meet and ‘socialise’ with others: ‘With regard to the social aspect, I have the idea that people arrive earlier at the concert hall because of the supply of coffee and tea which are included in the ticket price. People take more time to meet with others compared to the past when no such service was available’. From this quote we could state that the interviewee considers the venue as a meeting place for the visitors. 

Besides the main goals of attendance, other questions were addressed to the participants concerning things that have an influence on their consumption choices (the buying decision process). Important aspects that were taken into account in the evaluation process diverged. The factors are portrayed below. Matters being of most importance to the interviewees are listed on top.* 

Table 4.1  Factors influencing the consumption choice

	The programming: genres that are of interest to the consumer, the quality of the product and favourite actors/directors or orchestras/theatre troupes.

	Evaluation of alternatives: what other options are available?

	The seats one can get (the view on the stage). Many interviewees argued that they appreciate the option to select their own seats (website).

	Time schedule and agenda: matching the time schedules with those of friends or family and spreading the performances/concerts over time (avoiding having two concerts in one week/month).

	The ease of buying a ticket (ticket service). The interviewees emphasised that they prefer to choose to buy their tickets through a channel that is consumer friendly and efficient (booking office, booking form or website).

	Distance, parking and accessibility. Distance to the venue, access to the venue (with focus on amenities for the disabled), ease of parking and other transport services in the neighbourhood (sub-way, tram or bus).

	General things that concern the comfort of the customer’s visit: comfort of seats, air regulation, flow management in the venues, reception at the entrance and escort to the halls.

	The price of tickets and discounts: these did not have much influence on the participant’s buying decision process. However, the price/quality ratio was highly valued by the respondents: the majority is willing to pay a considerable amount for a concert/performance of good quality.


* Note that there might be a (slight) difference in the order of factors influencing individuals.
It can be concluded that the programme (performances/concerts) is the most essential aspect of consumption to the interviewees: ‘Well, 90 % of the experience is about the performance and if something goes wrong you complaint. In case the performance is bad, it does not matter if all drinks and all other services are well organised, they just cannot compensate your disappointment’. The factors influencing the consumption choice of the participants were practically the same in al focus group sessions, however some participants placed more emphasis on one issue than the other. This is why the buying decision process is so hard to map, especially when it comes to a group of people making the consumption decision (Kotler and Scheff, 1997). 

Although the interviewees place most interest on the programming and other aspects mentioned earlier, both facilitating and related services are important to people’s experiences as well: ‘The services that surround the concerts like drink facilities contribute to my experience. If it is all smoothly organised, everything goes faster’. Facilitating services however, are in general more important to the interviewees than related services are. The reason is that the former mediate the core benefit to the customer and make it possible to consume the product (Hill et al., 2003: pp. 126-127). Yet, the interviewees argued that when their goal of attendance is (partly) intellectual enrichment or social hedonism, they take auxiliary services into consideration as well. This matches with Bouder-Pailler’s statement: ‘Theatregoers whose goals of attendance are social place a great value on a venue that offers facilities where one can meet other members of the audience (1999: pp. 12).’
Results concerning the experience of services 

In their article, Hume et al. (2006) quote one of the consumers of a performing arts venue who was interviewed: ‘The show is the basis of the offering, however…we pay for more than just that…only the true dedicates will put up with poor service and no facilities to see a show’ (2006: pp. 312). Same as Hume’s research results, the participants of the focus groups considered the entire theatre experience as consisting of the show and all amenities surrounding it. Furthermore, if the quality of service offerings were not satisfactory, it affected their level of satisfaction and perception of the venue. 

The experience of the interviewees with the services is depicted in the section below. Given the fact that the interview results of the organisations are confidential, the results are reduced to general conclusions. All organisations received a separate report on the specific findings and conclusions particular to their service offering.

Facilitating services
Ticket service (booking office, website or form/brochure)
The interviewees have different preferences when it comes to ordering tickets or buying subscriptions. Some prefer to buy tickets at the booking office while others prefer to order them on the website or via a form/brochure. Their preference for a particular option depends on the ease of ordering and the options that each distribution channel provides. 

In general, many respondents indicated to have bad experiences with website orders during their initial stage. However, with the passage of time, the websites of the venues and their functions have improved: ‘I order my tickets on the website and in the beginning there were teething troubles. I had to start all over again for several times and I had to call the booking office for help. But I believe that in the third year the organisation implemented a new program… as from then everything improved’. The websites of the organisations have increasingly become more efficient and consumer friendly according to the respondents. Moreover, many interviewees indicated that they are becoming more familiar with the website functions. Individuals who order on the website also appreciate the function to choose their own seats and the ‘Ideal’ payment option. Nevertheless, some interviewees argue that there is still improvement to be achieved, especially concerning the selection of seats, ease of payment and payment options and an overcrowded website during the launch of the new season. Yet, it is to be stated that the experiences of customers with a website can only indicate their individual experience at a given moment in time. For example, a customer ordering tickets on a day that the website is not working properly affects his or her satisfaction level negatively.    

Ordering via the booking office (cash desk or by telephone) is mostly appreciated by elderly who have difficulties ordering on the internet but also by individuals who care about the personal touch, who live close by or people avoiding administration costs. Some respondents stated that they are unsatisfied with the theatres that have abrogated the booking forms/brochures. Elderly in particular have complaints. They appreciate this booking option since they lack computer skills. 


The interviewees have good experiences with the organisations in case a concert or performance is cancelled: tickets are refunded or good alternatives are provided to compensate for the inconvenience. Also, in case someone has a complaint about the seats or the view the venues act correctly. Lastly, the majority of the respondents appreciate it if the venue is flexible when it comes to returning or exchanging tickets for a different date. This specially counts for individuals who have busy lives and have difficulties with planning a fixed activity. Most interviewees argue they do not mind to pay an additional fee for this service. 

To conclude, most respondents care about the efficiency and functioning of the ticket service. In case the service is not working properly, the customer’s level of satisfaction is likely to be influenced in a negative way. The question arises whether the ease of booking a ticket/subscription at a certain venue affects the buying decision process of customers. This is an important issue for arts organisations to take into consideration, for a bad service might cost customers. This question is therefore integrated in the survey of the quantitative study (chapter 5). 

Buffets 

The majority of the interviewees is satisfied with the venues providing the service ‘drinks included in ticket price’. Also, the fact that visitors have the possibility to consume drinks before or after the performance is appreciated by most respondents. One of the theatres does not provide this service and the greater part of the focus group interviewees of this theatre complained about long lines and the lack of this service. Other aspects that are important to the experience of consumers with regard to the buffets are the presence of sufficient personnel (for faster service), good quality and diverse supply of beverages (especially good quality coffee) and an efficient distribution system/good routing. If these matters are not working properly, they can affect the experience of customers negatively: ‘I think the service of the buffets has been improved but still, I am not quite fond of how things go. As soon as the guests arrive at the buffets they don’t know which employee belongs to which section and you are just standing there being confused...’. 

With respect to the luxurious buffets offered by one of the venues, the respondents making use of them think this is a high value-added service. It makes their stay to be more pleasant and it contributes to their satisfaction. Some respondents added to this that in case a venue is providing such a service, it should at all times be of good quality and efficiently organised.  

Cloak rooms

All the interviewees have a positive experience with the cloak rooms in all venues. They are especially positive about the fact that the service is included in the entrance fee and no separate amount is charged. Also, they are satisfied with the efficiency of the systems: ‘What I think is important is that since a couple of years the service has improved…you don’t have any issues with changing coins or whatsoever. You get rid of your coat very quickly’. Also, the flow management is considered very important: visitors do not want to stand in the line too long. 

Personnel

The employees of the venues play an important role within the service aspect of performing arts organisations given the fact that they are the face of the organisation and take care of the operation of services. All interviewees had a positive experience with the personnel of all venues. They consider the theatres to be hospitable, helpful and efficient. With regard to the booking office, the respondents find it essential to receive a good service by box-office employees which is positively evaluated by the interviewees of all organisations examined. A few complaints though were the lack of personnel in some occasions, such as at the buffets or with regard to the escort to the halls.

Parking facilities
Although most venues lack the control or the authority to make parking places available to visitors, the interviewees argue that these are essential to their evaluation of the venue. Trouble with parking (garages being full or too expensive) annoys customers and affects their night out negatively. Here, the question arises whether bad parking facilities affect the consumption decision of customers. Performing arts venues could conduct a study among their visitors to find out whether parking facilities have an influence on the decisions of individuals to choose for a venue with the most convenient parking amenities. 

Related services
Restaurants 

Less than half of the interviewees make use of the restaurants of the performing arts venues. The respondents who visit the restaurants argue that this is a value-added service to their entire theatre experience. They can share a nice moment with their relatives or friends, have a good dinner and extend their night out. The fact that they are inside the venue and not have to worry about being on time for their concert, appeals to them as well. 
The aspects that are of influence to the satisfaction with the restaurant service are: 

· A good price/quality ratio with regard to the food and beverages; 

· hospitality of personnel; 

· efficient and good service;
· a good ambiance (nice decoration, art, lighting).
Customers making use of restaurant facilities placed an even greater emphasis on the quality and service. The reason is that they have to pay an additional amount to consume the service. The respondents not consuming restaurant facilities had several reasons to do so. Some argued that the possibility to dine at the restaurant does not contribute to their arts experience, they visit the concert hall or theatre for the core product and not for other purposes: ‘I don’t need a full-service concept, the theatre is a theatre and if I want to go out for dinner I do that in a restaurant’. Other motives for not consuming dinners is that there are plenty of alternative options in the area (cheaper or of better quality), budget constraints or previous bad experiences with the restaurant which negatively affected the consideration of future consumption.  
Pre-performance talks

Not all interviewees attend the pre-talks. For the ones who are not interested, their goal of attendance is not intellectual or they simply do not have the time or patience to attend the pre-talks. The respondents who do attend, argue that these are value-added to the concert- or theatre experience: ‘I like the pre-talks so much. There is this great speaker who I like…I really think the pre-talks are useful’. The interviewees argue that the background information that is given on the performances makes them to be more alert during the show. Furthermore, it supports the consumption process positively. The respondents also state that they experience the play more intensely and enjoy it to a greater extent. Some interviewees mentioned to have a preference for certain speakers. According to them, a good speaker adds more value to the service and consequently to the experience of the core product. Respondents consuming the pre-talks expect that if an organisation provides such a service, it should be of good quality and provided by experts. 

The program booklets give additional information about the actors or musicians, the composition of a piece of music or the story of an opera. A few respondents mentioned to make use of the program booklets/sheets and they stated that the prices of the booklets are relatively good. The interviewees stressed that the information enriches the experience of the core product and that it allows understanding and appreciating a play or concert than without such a booklet. 

After parties, get-togethers and workshops

Some of the venues examined provide activities that take place within the venue. These support the social aspects of the theatre experience besides facilities such as restaurants or bars. After parties, get-togethers and interactive workshops form a good example of these services. Although some interviewees are solely interested in consuming the core benefit, the majority of the respondents declared to make use of these supplementary services. Many like the fact that the after parties or workshops match the theme of the core product and that the activities extend the experience of their night out. Also, some respondents argue that they attend these activities even though they do not attend the concert to which the activity belongs. The parties or workshops give an extra dimension to the experience, especially if one gets involved and has the possibility to actively participate (tango workshops for example).  


With regard to concert halls, people do not have the custom to stay in the venue after the concert has ended. The answer to the question whether consumers of classical music concerts were interested to attend a get-together or an after party, was mainly positive. Some respondents mentioned they would like to attend such events but only if the music and the ambiance matched the core product. Also, the respondents find it important that the hall where the event takes place has a nice and attractive atmosphere. 

Art, design and decoration

Practically all interviewees agreed that the art and interior of the buildings affected their theatre experience in a positive way: it is contributively to their night out. They argued that the decoration of the interior has an enhancing function of the entire theatre or concert experience. The design and decoration of the foyers in particular are considered to add considerably to the ambiance. Some respondents however reported that some foyers of certain venues lacked a nice atmosphere. They believe that the venues should pay more attention to this for they are simply not attractive for visitors to stay and hang out. 

Chapter 5
Research methods and results quantitative study
5.1
Introduction research part 2
After conducting a qualitative study concerning the experiences of performing arts audiences, I focused on complementing the findings with data derived from a broader section of theatre and concert hall visitors. Numbers and quantities were generated which involves quantitative research. In this chapter, the methods and results of the quantitative investigation are discussed. The aim of this study is to examine the evaluation of services by audiences of four performing arts venues and to what extent the service offering is relevant to the theatre experiences of audiences. This data is obtained through the collection of approximately 400 questionnaires to generate extensive results and to generalise (to a certain extent) the findings to the population. Furthermore, in this study the question is addressed whether any correlations exist between the goals of attendance of the audience and the relevance of related services to their experiences. The main research question in this chapter is the following: 

‘To what extent are facilitating and related services relevant to customer’s experiences besides the core products offered by performing arts organisations in the Netherlands?’

I have been able to formulate two hypotheses that are derived from the results of the qualitative research (chapter 4) and the literature. These can be tested with the results of the quantitative research. The hypotheses are depicted below. 
Hypothesis 1: Visitors whose goals of attendance are satisfaction by means of not solely the consumption of performances/concerts place more importance on the presence of related services and the experiences they generate. 
Hypothesis 2: The type of services provided by performing arts organisations and their quality has a considerable influence on the buying decision process of audiences. 
In the following sections, the research method and sampling procedure are outlined. Also a separate paragraph is dedicated to the validity and reliability of this research. Then, in the subsequent paragraphs, the sub-questions are answered and the research results are discussed. 
5.2
Research methods and sampling
The aim of this study is to find out about the audiences’ demographics, goals of attendance, preferences for genres, their experience with services and their evaluations of the service offerings. The research method used in this study is a self-completion questionnaire and a simple random sampling has been applied in order to assemble data. This method of sampling is the most basic form of probability sample and it entails that each unit of the population has an equal chance to be included in the sample (Bryman, 2008: pp. 171). The advantage of probability sampling is that findings can be generalised from a sample to a population. In this investigation, the population consisted of the audiences of the four performing arts venues. The sampling frame was the database of the organisations which contained email addresses from all units in the population. The questionnaires where accompanied by an introductory text in the email with a link to the survey. The amount of emails that were send differed per organisation. The reason is that some organisations had a low response so a new set of emails had to be send. 

By reaching different target segments I attempted to reveal to what extent related services are relevant to the experiences of individuals and whether these influence their consumption choices. The research design of the quantitative research is a cross-sectional design. A cross-sectional design implies that data is collected on more than one case at a single point in time. This method serves too collect an amount of quantitative and quantifiable data which can be connected with two or more variables (Bryman, 2008). These are eventually examined to detect patterns of association. 

This research focuses on more than one case and strives to highlight the variations between organisations and the audience. Therefore, more than one case is examined. To generalise the findings (per organisation) it is essential to obtain a considerable large amount of survey responses. This has been feasible to a certain extent. The initial amount of emails sent was approximately 700 to eventually obtain around one hundred responses. The amount of surveys that were eventually analysed (response) in this research are: Chassé Theater (98), Stadsschouwburg Utrecht (72*), De Doelen (100), Dr Anton Philipszaal/Lucent Danstheater (100).
* The reason that Stadsschouwburg Utrecht has a smaller amount of surveys is because of the low response rate. Several new sets of emails were send to the respondents however no large amounts of responses could be obtained. 
The data was integrated in the statistical program SPSS in order to make calculations, generate graphs/tables and draw conclusions. The requirements of the sampling procedure are likely to need a large numbers of respondents however this has been possible to a certain extent due to time restrictions. Nevertheless, the total amount of response (approximately 370 questionnaires) provides sufficient information to generate conclusions on how the audiences evaluate the services and to what extent these are relevant to their experiences. 
5.3
Making the research question operational
In order to measure the sub-questions, the theoretical concepts used in the research needed to be accurately defined to make them researchable. The operationalisation of customer’s experiences in theatres and concert halls is quite a difficult task though given the fact that an experience is a concept with a high level of abstraction: one cannot directly observe or measure the concept. In this thesis, the ‘experience’ concept has a place in the theory of the experience economy: the experiences that are generated by venues as described in the experience economy. The four realms of experiences play an important role. 
It is crucial for measures to be reliable and for them to be valid representations of the concepts they are supposed to tap. In order to measure the concepts of this study properly, concrete definitions of the theoretical concepts are provided. In this way, unambiguous formulations and misunderstandings concerning the concepts are avoided. The definition of services and the distinction of related and facilitating services have already been formulated in chapter 4 (paragraph 4.5). The concepts to be operationalised are:  

Experience: the aggregate and cumulative customer perception created during the process of using a product or service (Carbone and Haeckel, 1994). In this study, the focus is on the experiences that the service offerings generate for customers of performing arts venues, which are entertainment, aestheticism, educational, escapist (Pine and Gilmore, 1999) but also Schmitt’s experiential elements: sense, feel think and act (1999).
Satisfaction: the feeling of pleasure or disappointment by a customer which he/she attains from comparing a product’s perceived performance (outcome) in relation to the customer’s expectations. Meeting or exceeding the expectations causes a customer to be satisfied. If the performance falls short, the customer is dissatisfied. In this study, satisfaction is measured by evaluations of customers with regard to the services and their quality. Statements are given to examine people’s evaluations concerning the entire service offering.  
In case of researching people’s experiences and evaluations of services (satisfaction), an indirect measure had to be conducted. In order to provide a measure of a concept (the operational definition) it was necessary to have multiple indicators that stand for the concept. Indicators were devised through a series of questions that were part of the self-completion questionnaire. The survey contained a wider set of questions to reveal satisfaction, service experiences and the influence of these on the buying decision process. The survey was therefore classified into general questions which concerned the respondents’ reports on goals of attendance, genre preferences and demographics. The main focus though was on questions regarding the evaluation of the services (also quality) and the effect of services on people’s experiences. 
In order to measure to what extent services have an impact on the experience of individuals and the buying decision process, statements were presented to respondents. They were asked to indicate the level of agreement or disagreement on a 5-point scale (Likert scale). The goal of a Likert scale is to measure the intensity of feelings about the area in question (Bryman, 2008). The questions in the survey contained a middle position of ‘neither agree nor disagree’ indicating neutrality. The scores are aggregated to form an overall score. The questions in the surveys represent the variables that are examined in this study. These are displayed below.
Demographics: age – gender – education - income - place of residence

Frequency of visits, genres consumed, goals of attendance
Influence of ease of payment and the quality of facilitating and related services on the buying decision process.
Evaluation of/satisfaction with services and general evaluation of theatre/concert hall

Interest in supply of other related services

Self-completion questionnaires
With the self-administered questionnaire respondents where able to answer questions by completing the questionnaire themselves. The program used for the online-questionnaire is thesistools.com. This website allows students to create free online questionnaires. There are several advantages of conducting research with online-questionnaires. First of all, by using this survey method I could gather a great amount of information from a large group of people. It is evident researchers are ought to have a considerable foreknowledge to design a survey. This has been the case in this study since knowledge on the subject was obtained through the outcomes of the qualitative study and literature. Other advantages of surveys are that they are cheap to administer. Also, closed questions are easier to answer by respondents and to process by researchers. Furthermore, the easy-to-follow design of the survey and the forced-choice answers minimised the risk that respondents would omit a question (avoid missing values). The disadvantages of such a method are among other things that the response rates are lower than with telephone interviews for example. As soon as people receive the online-survey in their inbox, people can easily forget to fill out the survey, delete the file and they are less eager to participate because there is no individual persuading the respondent to co-operate. 

Because there was no interviewer involved in filling out of the questionnaire, the research instrument has to be easy to follow and the questions posed had to be easy to answer. The survey contained approximately 26 to 29 questions, depending on the service offering of each organisation. All the questions were multiple choice except for a few open questions regarding the place of residence, age and a space where individuals could provide further suggestions or give remarks. The survey contained an open space to provide people the opportunity to express their feelings and give their opinions. These are not included in this thesis but were presented in a separate document to the organisations. An example of the questionnaire can be found in appendix III.
5.4
Validity and reliability

A valid measure is one which measures what it is intended to measure (De Vaus, 1996). The reliability of a measurement on the other hand is fundamentally concerned with issues of consistency of measures. A problem with surveys is that they yield less reliable and sometimes even invalid information than with observations. When a respondent is asked to answer whether he or she is satisfied with a certain situation, the answer depends on the current situation in which the individual is involved and how the respondent feels. In case of this research, respondents might have been influenced by a recent experience with a venue which influences the reliability of this research. 
Concerning the reliability of the sampling, if the selection of the units of the populations has been done randomly, this means that there is a great chance that the divisions of the variables in the sample form a good reflection of those of the population (‘t Hart et al., 2005: pp. 232). The advantage of probability sampling is thus that findings can be generalised from a sample to a population. However, with regard to this research the generalisation might be restricted given the fact that a relatively small amount of data was used to generalise the findings. A disadvantage of conducting a random sample from the database of visitors and reaching them by email is that not all email addresses are available and that some units in the population are excluded from this research. The same counts for people that have entirely dropped back because of dissatisfaction with a venue (programming and/or its services). It is hard to discover the identity and email addresses of these individuals. However, this research has been able to portray the experiences and service evaluations of the greater part of visitors of the performing arts which is of great use to the venues examined. 
Regarding the evaluation of services by respondents through the surveys, there were only a few respondents who made use of certain services, restaurants in particular. This implies that the amount of respondents using related services and their evaluations are not enough to generalise to the entire population. This is a limitation of this study and it does not contribute to the validity of this research. In order to get more clear-cut data on respondent’s evaluations concerning these services that can be generalised, future researchers should sample more respondents to estimate the service evaluation. Also, to get a deeper understanding of the way people experience the services, researchers or marketing managers could opt for individual interviews or focus group sessions when an exploration on the subject is needed. Also, no simple random sample should be applied yet individuals should be selected (if possible from database) who are familiar with the facilities and services. In case of this research, a random sample was used which means a small response was obtained from people who have experienced particular services.
5.5
Results

This research attempts to go beyond the qualitative study conducted (chapter 4) which has only been able to capture the experiences and service evaluation of a small group of audiences in the performing arts. Although the first study gathered more extensive descriptions of people’s opinions and experiences, this study strives to explore whether the outcomes of a few individuals can be generalised to a larger and more diversified group. The following sections present the results of the questionnaires, each paragraph answering a sub-question. Given the fact that the data was analysed by the statistical program SPSS, graphs and tables could be generated in order to come to conclusions. The majority of these tables/graphs can be found in the appendix. 
5.5.1 
General results
In order to obtain data on the respondent’s demographics and the frequency of their visits to the venues, the surveys contained questions to reveal this data. This information is valuable to give a clear overview of the background of the respondents. Appendix IV presents all graphs concerning the demographic characteristics and the amount of visits paid to the venues during the last season (2009-2010). Below, brief summaries are given on these data.  
Frequencies
A conclusion that can be drawn regarding the frequency of visits is that the non-frequent visitors (between 1 and 2 times) are the largest group that have co-operated with this research. This is something you would not expect given the fact that sporadic attendees are more likely to be less attached to a venue and perhaps do not feel the need to give their opinion. However, the fact that they have visited the venue only a few times during the last season might be caused by a certain degree of dissatisfaction. The loyal/frequent consumers of the venues form a small part of the respondents which is also something not to be expected. A loyal person is more likely to be attached to the venue and therefore might have the need to express his or her satisfaction or dissatisfaction. Also, because of the frequency of visits and multiple encounters with a venue, he or she has more chance to stumble across negative aspects within the service offering. 

The genders of the respondents of Chassé Theater are unequally divided. Merely 28,6 % are men and as much as 71,4% are woman. This is a conspicuous result compared to the other venues which showed a more equal distribution. The respondents of Stadsschouwburg Utrecht are also for the greater part woman (59,7%) and 40,3% are men. De Doelen has an opposite result compared to the three other venues, namely 60% of the respondents are men who are the majority and 40% are women. The Dr Anton Philipszaal/Lucent Danstheater obtained a response from 63% who were women and 37% who were men.  

With regard to the age distribution of the venues, as much as 48% of the respondents of Chassé Theater are between 31 and 50 years old. 39,8% of the total amount of respondents is in the age group older than 50. Merely 12,2% of the interviewees were in the age category of  30 and below. Stadsschouwburg Utrecht shows a similar distribution although the majority of the respondents are above 50 years old (50%). The smallest group consists of people younger than 30 (12,5%) and the second largest group (37,5%) is between the age of 31-50.  

De Doelen obtained a response of 69% from people who are older than 50 years. However, contrary to Chassé Theater which had a response of 12,2% from young people, a large amount of the respondents of de Doelen are younger than 30 years old (40%) and 27% of the people are between 31 and 50 years. The Dr Anton Philipszaal/Lucent Danstheater obtained a response of 54% of people older than 50. Respondents in the age category between 31 and 50 make up 34% of the total and merely 12% of the respondents are younger than 30 which somehow coincides with the numbers of Chassé Theater. 

With regard to the income of the respondents a conclusion can be drawn that the majority of the visitors have an average income or higher (the average income of Dutch citizens is € 32.500, source: http://www.gemiddeld-inkomen.nl/modaal-inkomen.php, retrieved June 15, 2010). Only a slight amount of visitors (15% or less) has an income less than € 20.000. Concerning the educational level, the respondents have a middle and high educational level. Respondents with a low educational degree are few. This is in concordance with the literature where it is stated that the visitors of the performing arts are highly educated.

From all data obtained through the surveys, a brief and general conclusion can be drawn that characteristics of the majority of the respondents coincide with the audience characteristics of previous conducted studies: the greater part of the performing arts audiences (especially the high/classical arts) are highly educated, with more than average incomes and people older than 50. Nevertheless, respondents belonging to the low-earning categories with a low educational level were among the respondents as well.
Genres consumed

The respondents were asked to tick the boxes which coincided with the genres they consume when attending the performing arts. The tables are depicted in appendix V. 

The interviewees of Chassé Theater visit the genres musical (17,8%) and cabaret (16,4%) the most. Popular music takes the third place, which is consumed by 14,2% of the interviewees. Theatre and music theatre are preferred by 11,4%. The genres world music, youth performances and classical music are the least attended genres. The genres most consumed by the respondents of Stadsschouwburg Utrecht are music(theatre) (25%) and cabaret (20,9%). The genre dance is consumed by 16,9% of the respondents. Opera and popular music are less frequently attended (both 10,1%) together with musicals (9,5%). However the least attended genres are circus/show and family performances. 

The results of de Doelen demonstrate that as much as 58,2% of the respondents attend classical music. World music is preferred by 17% and classical contemporary music is consumed by 12,3% of the respondents. Less popular genres are jazz (11,6%), popular music and youth concerts. 

The visitors of the Dapz/Ldt consume dance (30,1%) and classical music (26,9%) most. Opera is preferred by 13,9% of the respondents. The genre music theatre, jazz, musical and youth performances are less consumed. Popular music is the least attended genre, only 4% of the respondents attend this music form. 

Company of respondents when visiting the venues

When visiting a performing arts centre, individuals are mostly accompanied by their friends, relatives or acquaintances. The tables in appendix VI portray the findings on this subject. 
From the results it can be concluded that individuals are mostly accompanied by their partners, followed by friends or families. This entails that people like to spend their time with other people which involves a social aspect in the consumption of the performances or concerts. A conspicuous result is that only a small percentage of people attend the theatre or concert hall for business purposes. Only a small group declares to attend alone. So, one can conclude that the majority of visitors of performing arts organisations have social interaction as a motive to attend the arts. Later in this chapter, correlations are made to examine whether any relations exist between social goals of attendance and the relevance of services for attendees. This concerns the 4th sub-question of this study.  
Goals of attendance

The respondents were required to indicate their goals of attendance when visiting performing arts venues. The questions were presented in the form of statements where people could indicate their levels of agreement or disagreement. A short summary is presented per organisation. The outcomes are depicted in the tables of appendix VII. 
The results demonstrate that in general the most important motivation to attend the performing arts is the consumption of the artistic product. This is consistent with the results of the qualitative study and the literature. Relaxation or entertainment is for most people an important goal to attend the arts, followed by social interaction which is highly valued by the majority of respondents. Educational enrichment on the other side is considered of less importance in comparison with the other goals of attendance, nevertheless it is a factor that drives people to attend the performing arts.  

5.5.2 
The effects of services and their quality on the buying decision process

As discussed in paragraph 2.5 the buying decision process is hard to map for target groups, not to mention for individual customers. Kotler and Scheff (1997) contend that during the evaluation process, customers take several factors into account such as ease of parking, the distance to the venue and product attributes. In other words, the moment an individual evaluates the decision to buy a ticket for a performance he takes multiple things into account that can influence his consumption choice. An interesting matter to examine in this study is whether particular factors have an influence on the buying decision process of consumers. The sub-question to be answered in this paragraph is therefore: 
Sub-question 1: 
‘To what extent do facilitating and related services influence the buying decision process of arts consumers?’
Given the fact that there is a great amount of factors that influence the buying decision process (Kotler and Scheff, 1997; Bernstein, 2007) the sub-question of this paragraph focuses solely on two factors of influence; the ease of ordering tickets through the different distribution channels and the quality of related services.

Results
The tables in appendix VIII portray the level of agreement with two statements that were included in the questionnaires. The statements run as follows:

1. The ease of ordering through the different distribution channels (website, form, booking office) has much influence on my decision to buy a ticket/subscription at this theatre. 
2. The quality of (related) services has much influence on my decision to buy a ticket/subscription at this theatre. 
On the base of the latter statement, valuable results could be obtained to what extent customers are influenced by the quality of services in their buying decision process. The results are valuable in the sense that performing arts centres that solely focus on the quality of their programming might be interested to know if the quality of their amenities has any kind of influence on the audience’s consumption decisions as well. If the quality of the service offering affects the consumption choice of consumers positively, performing arts venues might be inclined to improve their service quality. The tables in appendix VIII demonstrate that service quality is considered to be important for a large group of respondents; however, the numbers show that these are of less importance compared the ease of ordering through the ticket service. 
Conclusion

The results show (appendix VIII 1.1 till 1.4) that in general the consumption choice of the majority of individuals is influenced by the efficiency of the ticket service (website, booking office, et cetera). The buying decision process of the respondents of Chassé Theater is most affected by the ease of ordering (70,5%) compared to the other venues. Nevertheless, the other venues show high numbers as well: an average of more than 50% agrees with the statement and think their decision to buy a ticket at a particular venue is influenced by the ticket service facilities. Only 15 to 25% of the respondents of all venues stated not to be influenced by the ease of ordering when buying a ticket. The results demonstrate that a poor functioning of for example the theatre website could have a bad influence on the buying decision process of customers and the other way around. This is an important aspect for performing arts venues to keep in mind. 
Although the quality of services are of less importance to the respondents compared to the efficiency of the ticket service, the aggregate outcomes (appendix VIII, tables 1.5 till 1.8) show that an average of 40% of the respondents think the quality of services influences their buying decision process, though the numbers differ slightly per organisation. Therefore, quality is an important factor to take into consideration for performing arts venues. The provision of good quality services is likely to positively affect the consumption choices of individuals which consequently stimulate the increase of numbers of attendance and box-office revenues. 

5.5.3
Evaluation of services by consumers

Earlier in this thesis, it was discussed that the delivery of positive experiences by organisations leads to customer satisfaction. For customers to be satisfied, service quality should be on the same level or even be beyond the expectations of individuals (Westerink et. al, 2008). Negative experiences should therefore be avoided. In this paragraph, an investigation is presented concerning the evaluations of the entire service offering of the audiences of the four performing arts organisations. The sub-question answered in this paragraph is:
Sub-question 2: 
‘How do visitors evaluate the services offered by the performing arts organisations examined?’ 
Given the fact that the data are too extensive to discuss thoroughly, a short summary is presented on the service evaluation of the respondents of each venue. Since not every respondent makes use of a all services, the questionnaire provided the option to indicate that one is not making use of the particular service. For this reason the evaluations of some services contain missing values. However, this did not affect the average scores. In order to create a total evaluation score per service item, all scores for each case had to be added up to give a total. A new variable was generated which was called ‘totalev’. This was executed with the ‘Compute’ function of SPSS. In appendix IX the tables with the exact evaluation scores are depicted. Below you can find the mean scores which correspond to the separate service offerings. The scores stand for: 1= bad 2= mediocre 3=good 4=very good 5=excellent.
Chassé Theater
The Chassé Theater receives positive scores (above ‘good’) as we can see in table 5.1. The average evaluation score of the theatre is a 3,57 which is the highest score compared to the other venues. The score for all facilitating services is a 3,65 which is a considerable high score. When we look at the separate services (related and facilitating services) the conclusion can be drawn that the pre-performance talks receive no negative ratings and that the employees are positively evaluated. The restaurant (Brasserie) and FRONT (bar/restaurant) have quite high scores, except for a few lower scores. The services which obtained more negative evaluations compared to the other services are the buffets (14,9% of respondents gives a low  evaluation) and the parking facilities (13,2% of respondents give a mediocre score). Nevertheless, the numbers demonstrate that the majority of the visitors of this theatre are more than satisfied with the service quality offered. 
Table 5.1 Mean evaluation services Chassé Theater
	
	N
	Mean

	Beoordeling dienstverlening 
	97
	3,65

	Beoordeling inleidingen 
	57
	3,30

	Beoordeling personeel 
	98
	3,54

	Beoordeling drankservice 
	94
	3,19

	Beoordeling brasserie 
	32
	3,34

	Beoordeling eten front 
	28
	3,54

	Beoordeling front 
	48
	3,21

	Beoordeling parkeergelegenheid 
	76
	3,12

	Beoordeling theater 
	98
	3,57


5=excellent 4=very good 3=good 2=mediocre 1=bad
Stadsschouwburg Utrecht

Table 5.2 shows that contrary to Chassé Theater, some services of Stadsschouwburg Utrecht obtain a less than ‘good’ score. These concern the scores for the buffets and the parking facilities. The average evaluation score of the theatre though is a 3,54 which lies between ‘good’ and ‘very good’. The mean score the respondents give to the facilitating services is a 3,49 which is good. When we look at the separate services (related and facilitating services) it can be stated that the majority of people give high ratings for the quality of the pre-performance talks. Only 4,5% give a mediocre score to this service. The employees are positively evaluated as well with no negative ratings. Restaurant Zindering obtained good scores as well, more than 60% of respondents think the quality is good. However, 20,8% gives a mediocre evaluation. Yet, one needs to bear in mind that only 24 respondents of 72 indicated to make use of this service, which is quite a low amount to formulate a valid conclusion. The overall rating of the theatre is considerably high, only 1,4%  of respondents give the theatre a negative evaluation, 59,7% rate it as ‘good’, 34,7% ‘very good’ and 4,2% rate it as ‘excellent’. Same as with the Chassé Theater, the majority of the visitors of Stadsschouwburg Utrecht rate the theatre as ‘good’.  

Table 5.2 - Mean evaluation services Stadsschouwburg Utrecht
	
	N
	Mean

	Beoordeling dienstverlening
	72
	3,49

	Beoordeling inleidingen
	22
	3,36

	Beoordeling personeel
	72
	3,53

	Beoordeling drankservice
	66
	2,94

	Beoordeling restaurant
	24
	3,04

	Beoordeling parkeergelegenheid
	32
	1,78

	Theaterbeoordeling
	72
	3,42


5=excellent 4=very good 3=good 2=mediocre 1=bad
De Doelen
When we look at the service evaluation of the de Doelen, table 5.3 depicts a positive average service evaluation by the respondents, except for the parking facilities and dinner concerts. The mean score for the evaluation of the concert hall is a 3,51 which is a good score. The mean score for the facilitating services is a 3,62 which is a higher score than Stadsschouwburg Utrecht has. With regard to the evaluations of the services (related and facilitating services) it can be concluded that the pre-performance talks get high ratings (65,5% of respondents rate them as ‘good’ and 27,6% as ‘very good’) as well as the evaluations of employees (kindness and helpfulness). The bulk of the respondents are satisfied with the buffet services (more than 70% gives a good evaluation). In total, 56 respondents make use of the parking facilities. The majority is satisfied with the facilities, yet a percentage of 30,4% thinks the facilities are not very good (mediocre). Only 1,8%% gives a bad rate. To summarise, more than 88% of the respondent gives a positive evaluation with regard to the entire service offering of de Doelen, only 4% rates the concert hall as mediocre. 
Table 5.3 - Mean evaluation services de Doelen
	
	N
	Mean

	Beoordeling dienstverlening
	100
	3,62

	Beoordeling inleidingen
	29
	3,31

	Beoordeling personeel
	100
	3,59

	Beoordeling drankservice
	96
	3,11

	Beoordeling concertdiner
	12
	2,67

	Beoordeling parkeergelegenheid
	56
	2,95

	Beoordeling concertgebouw
	100
	3,51


5=excellent 4=very good 3=good 2=mediocre 1=bad
Dr Anton Philipszaal/Lucent Danstheater

The average service evaluation of the Dapz/Ldt (see table 5.4) is considerably good 3,46. Furthermore, the table shows no negative average evaluations. The mean score for the facilitating services is a 3,69 which is higher than the three other venues. When we look at the evaluations of the services, the pre-performance talks have received no negative ratings (more than 90% is positive about this service). Also, no negative scores are assigned to the personnel of the theatre. In general, the interviewees satisfied with the buffets (56,1% think it is ‘good’ and 26,5% think it is ‘very good’). With regard to the restaurant, only 7 people have indicated to have paid a visit to the restaurant so no valuable conclusions can be drawn from this. The majority of respondents though indicated to make use of the theatre café: the greater part is positive about this service. Only 5,9% gives a mediocre rate. The parking facilities are rated as ‘good’ by most of the respondents, though a total of 10% is not satisfied. The service evaluation the theatre gets from the audiences are good (44%), very good (41%) and excellent (7%). A total of 8% gives a negative score. 
Table 5.4 – Total evaluation services Dr Anton Philipszaal/ Lucent Danstheater
	
	N
	Mean

	Beoordeling dienstverlening
	100
	3,69

	Beoordeling inleiding
	44
	3,52

	Beoordeling personeel
	100
	3,65

	Beoordeling drankservice
	98
	3,43

	Beoordeling restaurant
	7
	3,29

	Beoordeling theatercafe
	63
	3,29

	Beoordeling parkeergelegenheid
	50
	3,38

	Theaterbeoordeling
	100
	3,46


5=excellent 4=very good 3=good 2=mediocre 1=bad
Conclusion
The outcomes of the evaluations of respondents concerning both the facilitating and related services are positive for all organisations, except for a few services of two organisations. When we look at the mean scores of Chassé Theater and the Dr Anton Philipszaal/Lucent Dansttheater, it can be stated that the respondents are in general satisfied with all services. Nevertheless, the percentages in the tables of appendix IX demonstrate that there are a few respondents who evaluate the services of both these organisations negatively. In case of Stadsschouwburg Utrecht and de Doelen, the average outcomes show that the service offerings are evaluated positively except for the concert dinners and parking facilities of de Doelen and the buffets and parking facilities by Stadsschouwburg Utrecht. Nevertheless, with regard to the dinners (and the same counts for other venues) only a small amount of respondents has experienced the dinners which means no valid conclusions can be drawn. For more clear-cut and valid conclusions, it is necessary to interview a larger amount of respondents who have experienced these services. Services that are highly rated by respondents are the pre-performance talks and the friendliness and helpfulness of the employees of all the organisations. Also, the facilitating services get positive evaluations. 
5.5.4
The relevance of services for customer’s experiences
If we look at the inventories of the service offering of the four organisations (appendix I) it can be stated that not all venues provide the same service offering. A clear distinction that can be drawn is one between organisations that offer activities before or after the performances or concerts have taken place. This is the case for Chassé Theater and de Doelen (though the types of activities differ per organisation). The Dr Anton Philipszaal/Lucent Danstheater and Stadsschouwburg Utrecht on the other hand lack this service offering for their customers. It is therefore interesting to examine whether the customers of venues not providing these activities would be interested in the supply of these services/events. By integrating questions asking for people’s interests in these services I have been able to examine whether people feel the necessity to undergo these experiences (the experience of act) during their night out. On the other hand, it is essential to explore whether the customers of organisations that already supply these types of services (after parties, workshops, get-togethers) believe these create an added value to their theatre or concert hall experience. 

From the literature and the qualitative studies it can also be stated that the venue surroundings such as decoration and interior design but also artistic works (art expositions) are mostly of positive influence to the experiences of audiences. Therefore, the survey contained a question regarding the influence that these aspects have on the aggregate theatre experience. The sub-question of this paragraph is:
Sub-question 3: 
‘To what extent do related services contribute to the performing arts experience of consumers?’ 
The statements in the surveys concerning the influence of activities on the arts experience differed per organisation depending on the supply of these services. Chassé Theater for example, organises after parties and get-togethers outside their regular programming. For this theatre it is interesting to examine whether these activities are considered to be experience-enhancing. Although de Doelen organises workshops and after parties which are mostly linked to World Music concerts, it does not provide these services with classical music concerts. For this concert hall, same as with the other two venues, an examination was made whether the public is interested in such activities. The statements are portrayed in the following sections with the corresponding opinions of the respondents (see appendix X for the tables). 
Chassé Theater 
Statement 1:‘The after parties/get-togethers are a nice extension of the evening and contribute to my aggregate theatre experience’. 
About half of the respondents indicate not to attend to the activities that take place after the performances or concerts. The other half of the respondents declare the following about the organised activities: a total of 29,6% thinks this service offering is a nice extension of the evening, 16,3% has no strong opinion and only 4% disagrees with the statement. This means that the greater part of the audience making use of this extra service thinks it is relevant to the enhancement of their entire theatre experience. 
Statement 2:‘The art/decoration has a positive contribution to my theatre experience’.
The bulk of respondents (71,5%) declares to (totally) agree with the statement that the art or decoration of the venue contributes positively to their arts experience. Only 4,1% does not agree with the statement and 24,5% has a neutral opinion. 
De Doelen
Statement 1: ‘The after parties/workshops are a nice extension of the evening and contribute to my aggregate concert hall experience’. 
Only 22 respondents state to attend the after parties or workshops offered by de Doelen, 78 respondent have no experience with these activities. From the total amount of interviewees, 11% indicates to agree with the statement, 8% has a neutral opinion and only 3% declares the activities are of no contribution to their concert hall experience. 
Statement 2:‘I would be interested in a get-together or an after party afterwards the classical music concerts’.
The bulk of respondents (42%) have no interest in an activity after the classical music concerts. A total of 18% indicates to be interested in such activities and 40% states to have no strong opinion on this matter. 
Statement 3: ‘The art/decoration has a positive contribution to my concert hall experience’.
The respondents of de Doelen have a positive attitude concerning the statement: 8% declares the art has a very positive influence on their concert hall experience, as much as 56% agree with the statement and 24% have no clear-cut opinion. Only 12% states to not be influenced by the interior of the building. 

Stadsschouwburg Utrecht: 
Statement 1:‘I would be interested in a get-together or an after party afterwards the performance’.  The majority of the respondents (53,1%) declares not to be interested in an activity afterwards the performance, however 36,2% state they would like to experience such activities in the theatre. About 20,8% has no strong opinion. 
Statement 2: ‘The art/decoration has a positive contribution to my theatre experience’.
Same as with the other theatres, the majority of the interviewees (51,2%) indicated to be positively affected by the artistic works and interior design of the venue. 29,2% declares to have no opinion and merely 8,7% states the artistic works/interior is not of influence to their theatre experience. 
Dr Anton Philipszaal/Lucent Danstheater:
Statement 1: ‘I would be interested in a get-together or an after party afterwards the performance/classical music concert’. 
The majority of the respondents (38%) is impartial concerning the statement. People who have an interest in activities afterwards the performances/concerts make up 29% of the total. On the other hand, 33% states no to be interested in such a service. 
Statement 2:‘The art/decoration gives a positive contribution to my theatre experience’.
Again, the greater part of respondents (54%) declares to be positively affected by the art and decoration in the venue. A total of 35% has no strong opinion and only 11% does not agree with the statement. 
Conclusion
The third sub-question of this chapter concerned to what extent related services contribute to the performing arts experience of consumers. In case of Chassé Theater more than half of the respondents who attend the after parties or get-togethers, indicate that these services are a nice extension of the evening and contribute to their aggregate theatre experience. With regard to the Doelen, only 22% declares to make use of these services. The majority of this group indicates that the services are value-adding to the theatre experience and only a small percentage argues the activities have no added-value to their concert hall experience. From these results it can be concluded that for the greater part of the respondents attending these activities, these additional services contribute to their performing arts experience. 
On the other side, there is a relevant group of respondents of Stadsschouwburg Utrecht (36,2%) who are interested in the organisation of post-performance activities. 29% of the audience of the Dapz/Ldt  declares to be interested in such activities as well, which is also something the theatre has to take into consideration. The respondents of de Doelen though, have less interest in the provision of such services afterwards the classical music concerts (only 18%). 

With regard to the contribution of art and decoration in all venues, the majority of respondents stated their theatre or concert hall experience to be considerably influenced by these. Only a small group of respondents of each organisation indicated to not be affected. 
5.5.5
Relations between variables
Until now, this research has been able to reveal several important aspects of respondents such as their demographic characteristics, the genres they consume and with whom they visit the performing arts venues. Furthermore, this research has been able to discover to what extent the efficiency of the ticket service and the quality of the service offering of an organisation affects the consumer’s buying decision process. The former two paragraphs concerned the evaluations that customers assigned to the entire service offering of the venues and the extent to which related services contribute to the aggregate theatre experience of individuals. In this paragraph however, a more complete view is generated by exploring relations between variables. The last sub-question of this research runs as follows:

Sub-question 4:

‘How can we describe a correlation between the goals of attendance of the audience and the extent to which related services are relevant to their experiences?’
By analysing data in SPSS I have been able to find out whether a correlation exists between particular goals of attendance of the respondents and other variables. These correlations are measured with ‘Gamma’, a measure of association suitable for use with ordinal variables. The measure provides an indication of the strength and direction of the association between variables. With gamma, the order of pairs of cases are predicted (it verifies to what extent the arrangement of values of one variable coincides with the arrangement of values of another variable). In this paragraph, social interaction is the most essential goal of attendance to be correlated with other variables since the majority people considers the theatre to be a place where one can socially interact. For this reason, it is interesting to examine whether social motivations to attend a performing arts venue can be correlated with the extent to which related services (restaurants, bars, after parties, get-togethers) are of interest to customers.
Correlation ‘social goal of attendance’ and importance of supply related services to respondents
The outcomes of the correlations between the variables are demonstrated in the following sections (appendix XI, table 1.1 till 1.4) which are subdivided to the results of the performing arts organisations. First, a correlation is executed between the variables ‘social goals of attendance’ and the ‘importance of related services to the respondents’. The outcomes are valuable in the sense that they can provide information whether people who attend the arts for social reasons are also interested in the supply of related services. 
Chassé Theater
In case of Chassé Theater, a Gamma of 0,08 indicates that there is a weak positive association between the social goal of attendance and the importance of the presence of related services to an individual. This entails that there is a small chance that when someone’s goal of attendance is social, the person is interested in the supply of related services and the other way around.   
Stadsschouwburg Utrecht
The outcome of Gamma for this theatre is 0,42 which means there is a moderate positive correlation between the variables. From this it can be concluded that using information on respondents’ goals of attendance (in this case a social motivation) helps us improve the prediction of their interest in related services. However, when making predictions for each of the pairs, chances are not very big that the predictions are right. 

De Doelen
Same as with Stadsschouwburg Utrecht, the Gamma predicts a moderate positive correlation of 0,40 for de Doelen. That is, using information on respondents’ goal of attendance which in this case is a social one, helps us to improve the prediction of their interest in related services.   
Dr Anton Philipszaal/Lucent Danstheater
Here again, the Gamma for the measurement of correlation for the Dapz/Ldt is 0,46 which is a moderate positive correlation. 

Correlation ‘social goal of attendance’ and the importance of the supply of eating facilities to respondents
The second correlation that is executed is one between the variables ‘social goal of attendance’ and the relevance to respondents of the supply of eating facilities by the performing arts venues. Same as with the previous correlation, an examination is executed whether people who attend the arts for social reasons are likely to be interested in the supply of banqueting facilities and the other way around (appendix XI, table 1.5 till 1.8). 
Chassé Theater

In case of Chassé Theater, Gamma indicates a 0,46 correlation outcome: there is a moderate positive association between the two variables. This entails that there is a chance that when someone’s goal of attendance is social, that person is interest in the supply of a restaurant and the other way around.    

Stadsschouwburg Utrecht
The Gamma measure of association shows that there is a weak correlation between someone’s goal of attendance being social and their interest in banqueting facilities (0,04). This means that there is only a small chance that when someone’s goal of attendance is social, the person is interested in the supply of a restaurant and the other way around.   
De Doelen
The Gamma of the correlation for the case of de Doelen demonstrates that there is a weak positive correlation between the two variables (0,34). The respondents de Doelen are likely to find it important for a venue to provide restaurant facilities when his or her goal of attendance is social.  
Dr Anton Philipszaal/Lucent Danstheater
A moderate positive correlation is indicated by Gamma for this theatre (0,32). This coincides with the outcomes of Chassé Theater and de Doelen where the correlation between the two variables is a moderate positive one. Also for this theatre it applies that there is a chance to predict the interest of banqueting facilities of respondents by the extent to which the goal of attendance of a consumer is social.   
Conclusion

With the help of cross- tabulations and the association measure ‘Gamma’ I have been able to examine relationships between variables. There was no time ordering to the variables since the data were collected more or less simultaneously. Also, there was no manipulation of any of the variables. Yet, this causes ambiguity about the direction of causal influence (Bryman, 2008: pp. 144). All that can be said is that the variables are related. In the previous paragraph, an emphasis was placed on the ‘social’ goal of attendance which was correlated with the extent to which related services and restaurant facilities are relevant to consumers. From the outcomes of the correlations we can deduce that in case an individual likes to attend the performing arts for social reasons, this influences his or her need to make use of related services which provide a environment and an adequate atmosphere to socialise and to be with friends or relatives. 

The results of the correlations show that there is a moderate positive correlation between the variables examined which apply to most of the organisations. This means that there is a relatively good chance that the respondents whose goals of attendance are social are likely to find it important for supplementary services to be available within performing arts venues. Thus, it can be concluded that related services are not a decisive factor for people to attend a certain venue, but rather give a boost to people in their decision for a certain performing arts centre. However, the fact that the correlations are weak or moderate positive (and not strong) means that there are respondents who for example do attend the arts for social purposes, but are not interested in additional services 
Chapter 6
Conclusion 

6.1
Discussion mixed methods and theories
This thesis explored the experiences individuals undergo when attending the performing arts, their satisfaction with the services offered and the extent to which services influence consumer’s experiences and their buying decision process. The main research questions that were answered are: 

1. How do performing arts audiences experience facilitating and related services in Dutch theatres and concert halls (first study)?
2. To what extent are facilitating and related services relevant to customer’s experiences besides the core products offered by performing arts organisations in the Netherlands (second study)?
Bernstein (2007) argues that through deductive reasoning (quantitative research) researchers can get specific answers to well-defined questions and that this type of research validates insight. With qualitative research on the other hand one can gain valuable insights and descriptions, yet the insights are not validated. In order to obtain a complete insight into the experiences and satisfaction of performing arts audiences concerning auxiliary services, it has been essential to conduct both types of research (mixed methods) where the one complements the other. Although the disadvantage of questionnaires is that there is a loss of spontaneity in respondent’s answers this has been counterbalanced by the qualitative research, where interviewees were able to provide richer descriptions of how they experience the service offerings and the reasons behind their motivations and level of satisfaction.  

Audience surveys that have previously been conducted have shown that nowadays, increasingly more members of the performing arts audiences consume genres of both the high- and low arts: the cultural omnivores. This entails that performing arts attendees have divergent motivations to consume the arts to an even greater extent than they did previously. Consumers nowadays not only want to experience something for its own sake, but also want to satisfy a specific aim that lies beyond the core product that is consumed. Entrepreneurs in the commercial field and in the current prevailing experience economy have taken advantage of this trend, which has eventually been noticed and applied by the cultural field.

The theories expounded in chapter 2 and 3 have been very useful to answer the research question of both the qualitative and the quantitative study. Firstly, the paragraphs on the definitions of experiences and their characteristics have been very helpful to understand the way people think and process the consumption of a product. Also, the realms of experiences of Pine and Gilmore have been crucial to map the different experience dimensions people can undergo. The most essential theories to answer my research questions though were the ones concerning experiential marketing in the ‘experience economy’ (Pine and Gilmore, 1999; Schmitt, 1999).

6.2
Conclusion qualitative study
The central question of the qualitative study was ‘how performing arts audiences experience related services in the theatres and concert halls’ examined. The conclusion that can be drawn from the findings of the first study is that consumers have divergent experiences with the service offerings of performing arts venues and that these depend on the spectator’s goals of attendance. Furthermore, the experiences of customers depend on their expectations concerning the quality of the services provided. The results of the focus group interviews have demonstrated that individuals whose goals of attendance are merely the satisfaction of consumption of the core product are less likely to consume related services (especially individuals who attend complex art forms lacking an entertainment factor). For them, additional services are less valuable to their theatre experience. Nevertheless, this does not mean that consumers of high arts are not interested in attending a dinner concert or a get-together. If their goal of attendance includes social interaction as well, they might appreciate the additional amenities that performing arts venues provide. 
Individuals, whose motivations for attendance are for example entertainment or social, are more likely to attend related events such as after parties or workshops. They experience these services positively since it adds an extra dimension to their entire theatre experience. Moreover, the core product which is embedded in a joyful and entertaining sphere and is extended by means of related services, is of additional value to the social aspect of their experience. The fact that the consumption choices of arts consumers are affected by their goals of attendance means that performing arts organisations have the possibility to match an auxiliary service to a specific motivation of an individual. Promotional activities (direct mailings for example) could highlight those aspects of the service offering that match the goal(s) of attendance of the target group. In this way the experiences of arts consumers can be enhanced which leads to customer satisfaction and eventually could result in customer loyalty. 

An important question that can be addressed with regard to the results of this study is whether performing arts venues can score with the services they offer. In other words, do people choose for a particular theatre or concert hall if they supply better and more versatile services? The responses of the interviewees of the focus group have shown that with regard to facilitating services, it barely influences their consumption choice. ‘Nobody goes to a theatre because of the excellence of the cloak room service’ . However, that does not mean that their satisfaction is not affected. Related services on the contrary are more likely to influence people to choose for a particular venue. A few respondents argued to visit a certain theatre if they provided good pre-performance talks. The same applies to theatres providing a good restaurant, entertaining workshops and after parties. Venues that provide additional services to the core product (and this counts even more if they are free of charge) might make a difference to the consumption choice of individuals to visit the venue. However, the quality of those services should be taken into consideration: it should meet or exceed the expectations of customers for them to be satisfied. Furthermore, it is essential to remove negative aspects that affect the experience in a negative way. Organisations should therefore carefully listen to their customers and take their opinions and complaints into account. 

Lastly, it can be stated that there is a main difference between the experiences consumers of theatres and concert halls undergo: each provide a different experience with regard to the different disciplines and programmes they supply. The question is whether theatres and concert halls (if compared) differ in the provision of experiences outside the realm of their programming. The results of the content analysis and interviews have shown that the organisations indeed differ in the related services they offer, namely each organisation provides a distinct type of restaurant, concept of after parties or workshops, more or less elaborated forms of pre-talks and other additional activities. This means they provide different experiences to their customers and that each time a customer visits a venue, different realms of experiences are affected. According to Pine and Gilmore the most encompassing experiences involve a stimulation of all experience realms. These are in this case provided by practically all examined organisations. Nevertheless, some venues supply more elaborated or extra services that other venues lack. Venues not providing such services could take the example of organisations that do supply these services and examine whether customers are interested in this type of amenities. 

6.3
Conclusion quantitative study

The qualitative study served as an exploration concerning the service encounter with which insights could be obtained regarding the experiences of theatre and concert hall audiences. As stated before, the second study has been helpful to validate insights that were revealed in the first study and to conduct measurements that apply to a broader market. The research question of the second study was ‘to what extent (related) services are relevant to the experiences of customers’. By answering multiple sub-questions I was able to answer the main research question of this study. 
The outcomes of the first study have shown that people are affected by the functioning of the website: bugs, over crowded, no seat selection, et cetera. This coincides with the outcomes of the surveys (the second research) namely the ease of ordering does have an influence on people’s buying decision process. This is especially the case with regard to the respondents of Chassé Theater but also with the interviewees of the other venues where more than 50% argues to be influenced by the ease of ordering in their buying decision process. 

With regard to the evaluations of the service offering by the respondents, there were a few cases where poor scores where given. All in all, it can be concluded that the majority of the respondents are satisfied with the service offering of the performing arts venues. Nevertheless, the negative evaluations given by consumers need to be taken into account and more research is needed to find out about what can be improved. The issues can be revealed through surveys, yet more elaborated descriptions of visitor’s experiences with the services should be explored through qualitative research: with individual interviews or focus group sessions. Qualitative findings are essential in revealing essential information on this topic that surveys can not elucidate. 

The results of both the quantitative and qualitative findings demonstrate that the environment of the venue has considerable influence on the theatre experience of customers: the art, design, decoration and lighting. Another crucial thing is to eliminate aspects within the service offering that are of negative influence to the experience of audiences and the importance for arts organisations to provide the most meaningful and memorable experiences. Not only by means of the core product, but also by means of smooth working facilitating services and experience enriching related services. Facilitating services such as cloak rooms and buffets are also essential to customer’s experiences and should contain a high level of quality. This leads to the satisfaction of customers and a positive evaluation of the venue: customer satisfaction leads to customer loyalty and repurchase intentions. 

To summarise the findings of this research:

When attending a performing arts venue, consumers choose primarily for the programme and secondary for the additional services. These are in most cases of additional value to the experiences of consumers. It is therefore important that performing arts venues keep investing in their entire service offering. These provide an extra boost to customer’s consumption choices and influence their buying decision process positively.

Advice:

On the base of the outcomes of this restricted research, an advise could be given that besides the attention to their programming, performing arts venues should pay extra attention to the quantity, the quality and type of auxiliary services. The results of this study demonstrate that the service offering is not a decisive factor yet there is an evident relation between the evaluation of additional services and the decision to visit a performance or concert.

· In view of the increasing mobility and the globalisation, it is inevitable that performing arts venues distinguish themselves from other venues with regard to the increasing competition within the leisure industry.

· In order to attract (more) audiences, the programming remains the most important aspect for the consumer. However, in order to preserve the market position in a global environment, it is of great interest of performing arts venues to invest in the quality of both facilitating and ancillary services.

6.4
Limitations and further research
This study has focused on researching the experience of consumers in the area of non-profit performing arts. Furthermore, it has contributed to the identification of what experiences performing arts venues can provide on the basis of their entire service offering. This research however, was limited to investigation of large performing arts organisations, which offer a diversified genre and service supply. Small, specialist performing arts venues with a limited service area were excluded. Research of these specialist and niche organisations would be useful, to determine whether the target segments of these venues react in a similar way to the service offering of larger organisations (Hume, 2006: pp. 322). In addition, only frequent visitors of the venues where examined in this research which entails I only captured the opinions of theatre buffs and loyal customers. Future research should include occasional spectators and absentees as well to get a more elaborated picture of the experience of these type consumers. 

The disadvantage of using focus groups to explore customer’s experiences and opinions is that because of the group setting, it is hard to get the exact and detailed answers of interviewees. One can only capture a few responses and less in-depth and thick descriptions for people tend interrupt the conversations. In case future researchers want to obtain more elaborated answers, individual interviews should be executed. However, due to time constraints I was not able to apply this method. 

Regarding the results of both the qualitative and quantitative research, these can be generalised to a certain extent and are therefore very useful to the performing arts organisations examined. In order to get more clear-cut data on respondent’s evaluations concerning these services, future research concerning this subject should focus on sampling a larger group of respondents to estimate the service evaluation of consumers and portray their experiences. This would contribute to even more valuable and extensive results. Also, to get a deeper understanding of the way people experience the services, researchers or marketing managers could opt for individual interviews or focus group sessions when an exploration on the subject is needed. In case performing arts venues art interested in the experiences of individuals with particular service offerings, people should be selected (if possible from database) who are familiar with these facilities or services. 
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Appendix I – Tables service offerings per venue

Table 1.1 - Chassé Theater service offerings

	Facilitating services
	Related Services




	
	Brasserie (restaurant)

De Brasserie is a restaurant situated in the monumental Kloosterkazerne. De Brasserie serves a varying three course menu and offers the visitors to dine and drink in a theatrical atmosphere. There is also the possibility to arrange a complete night out with colleagues, friends, family or business relations. The Brasserie is opened only during evenings when performances take place.

Bar FRONT

FRONT is an outlined, white bar at the front of the Chassé Theater. The bar contains an open kitchen in the middle where small world dishes are prepared. The dishes have a friendly price and on Friday and Saturday night there is regularly a DJ. 

Internationale nazit (informal gathering after the performance has taken place)
Afterwards each performance from the International Selection, there is an informal gathering in FRONT. The theatre offers amusements and special international wines. 

Also, during some performances, the theatre provides tapas or amuses. 

Parking Service

As an extra service, the theatre offers the possibility to park the car of the visitors. One drives to the main entrance, delivers the car key and the theatre employees will park the visitor’s car. After the performance, the personnel will pick up the car and hand it over to the owner. 

Chassé Gallery

The gallery offers a space to established artists in the different foyers and in the bar of the theatre, FRONT. The theatre tries to find work of artists that has a relation with the theatre.The expositions change every 4 to 5 months.

Pre-talks and sub-sequent discussions

The theatre offers the possibility to attend and introduction into the content of the performances and sub-sequent discussions. Both activities are free and take place in the Euretko Foyer. The capacity of the hall is 80 persons and no reservations can be made.

Courses and readings

In cooperation with the Volksuniversiteit (adult education centre) ‘de Brede AA’, Chassé Theatre offers courses in classical music, dance and theatre. People can subscribe for the courses and they get a discount on the ticket price, a drink and the service of cloak room are included. 

Readings in Chassé Theatre don’t take place very often and are not that much developed yet. 

After parties
The theatre organises special after parties in combination with some performances, especially musicals. People can enjoy a drink with matching theme music, sometimes performed by a band or a DJ playing. There are also evenings with tango and salsa workshops. Chassé Theater also provides disco evenings for children.


Table 1.2 - Stadsschouwburg Utrecht service offerings
	Facilitating services
	Related Services



	Buffets
In the different foyers, visitors can find several refreshment bars. Depending on the performances and the guests, the theatre managers can decide to open the champagne bar which is situated in the Zochenfoyer. Drinks are not included in the ticket price. 

Cloak rooms

The cloak room is free of charge and is situated in the main entrance hall. There is one large cloakroom which is divided in sections. There are 2 persons per section who take care of the coats and bags. All employees wear a professional outfit supplied by the theatre. 

Ticket Service

Booking office: 

The opening hours of the booking office are from Monday till Saturday 12.00-19.00 hours. Booking tickets by telephone is also possible from Monday - Saturday from 12.00 -17.00 hours  
The payment can be done by credit card, pin card or chipknip, Theatre & Concert voucher, Irischecheque, CKV-voucher or cash. Shipping costs are €1,50 per ticket.


Internet reservation (website)

Visitors can buy their tickets 24 hours a day which means there are no cues on the telephone or at the booking desk. The ticket service system displays the best available seats. Tickets are send to the customer’s home address within a few days – 6 days before the performance takes place. Payment of the tickets can be done by credit card (Master card/Visa) or debit payment un till 7 days before the performance. Transaction costs are € 2,50 euro per reservation. 

	Theatercafé and restaurant Zindering

The theatre café offers dinners preceding the performances. During dinner, one can enjoy the activities around the intimate stage which is situated in the restaurants itself. The guests have several options on menu’s and arrangements to choose from. 

Not only can you have a delightful dinner, you can also find a small stage where you encounter non-commonplace music, renowned and obscure stage performers and surprising views. 

The chef cook is Remco Vellinga and he uses fresh and biological products for the meals. Each month a new and surprising menu is composed which consists of seasonal products. Also, exclusive and tasteful wines are offered. 

Lunchpluz

Lunchpluz is a culinary and cultural three course menu on the Sunday afternoons. Between the courses, one can listen to a variety of exceptional music that matches the intimate sphere of the restaurant and artists that accompany the music performances. 

Dinezpluz

During these diners which match with a performance, the visitors are carried along by singing waiters and scenes from famous movies. Dinezpluz is limited and does not frequently take place. 

Art expositions

Every three to four months, the theatre organises an art exposition in the different foyers of the building. Some of the art works are permanent. A professional curator is assigned for selecting the works and arranging the exposition programs. In the Dudokfoyer on can find sculptures and ceramics that are displayed in glass cases. 
In the theatre restaurant Zindering art projects are presented with the theme commedia dell’ arte. The producers of these works want to create a pleasant sphere for the guests of the restaurant and with this project they place an extra accent on the link between the restaurant and the theatre.  
Pre-performance talks
Most of the opera performances and a few theatre plays have pre-talks which are given in the Hekman Foyer. The pre-talks start at 19.00 hours and the price is € 2. Seats are limited and need to be reserved beforehand. 


Table 1.3 - de Doelen service offerings

	Facilitating services
	Related Services



	Buffets
Coffee and tea included in the ticket price (surcharge). The reason for implementing the included drinks is to avoid lines during intermissions. One can get as many tea/coffee as desired. There are seven buffets for tea and coffee spread all over the venue.

Luxurious Buffets

There are two luxurious buffets which offer refreshments and a selection of fine and good quality wines, champagne and beer. The guests can choose between different wines (red, rosé and white) from different origins (prices vary). 

Cloak rooms

There are several cloakrooms which correspond to the different halls. The two main cloak rooms are in the large entrance hall. The use of cloakrooms is free.

Ticket service

Booking office

Series or single tickets can be booked at the cash desk of de Doelen. Payment: bank card, cash money, credit card and with the Theatre & Concert voucher. 

One can also book by phone. The cask desk hours are from 10.00 to 18.00 hours on a daily basis. 

Reserved tickets should be picked up within two weeks after the reservation is made. 

Internet reservation (website)

The website contains an agenda with all concerts. 

By selecting the concert you want to attend, you get in the menu where you can choose your own seats and the amount of tickets. You can pay either by credit card or with iDeal (€ 3 administration costs).

Booking a series (form or website)
For the reservation of series, one can order the brochure (for free) or see the brochure online. The brochure contains all the concert series which are nicely ordered by theme and series.


	Concert dinners (by Ron Blaauw Culinary Entertainment)
As from season 2009-2010, de Doelen offers the concept ‘a complete night out’ by offering dinners previous to the concerts. The concert dinners are only in combination with specific programs such as World Famous Orchestras, Baroque International, et cetera.

The culinary director is chef cook Ron Blaauw and the cooperation with the team of ‘Blaauw Culinair Entertainment’ guarantees a high quality and creative dinner for a friendly price. A welcome drink is included in the fixed price. The employees of the restaurant make sure that the guests arrive on time at the concert.  

Pre-performance talks 

Talks and interviews previous to various concerts pre-talks take place in de Doelen. By using music fragments, short interviews or by telling anecdotes, the connoisseur highlights the structure and background information of the music that will be performed.  

Red Sofa (Modern-music programming). 

To get more in-depth information on contemporary classical music and world music and for participating in the contemporary music scene, de Doelen provides Red Sofa talks. A great amount of concerts offer a free pre-talk with a specialist who explains on the works. This makes the audience to experience the concerts more intensely and diminishes the threshold to attend difficult contemporary music concerts. There are also subsequent discussions that take place on the Red Sofa. Musicians, composers and music specialists discuss the performed compositions and the hot items which are prevalent in the contemporary music world. The audience is invited to participate in these conversations.   

Program explanations
For all classical music concerts and world music concerts program explanations are available. In these programme booklets you will find some expert’s explanations on the concerts and you can read about the performing musicians. The programs can be bought at the program desk in the main entrance hall or in the other halls.  

Courses 

The courses offered at de Doelen, are arranged by theme. The courses are offered in co-operation with the ‘Rotterdamse Volksuniversiteit’. 

The lectures (ranging from 6 to 12, depending on the theme) are in combination with concerts on the same theme. 

After parties and workshops
De Doelen organises special after parties in combination with World Music performances or festivals. The audience can enjoy having an exotic drink or food while participating in a (dance) workshop and having the opportunity to dance or enjoy the music of a band.




Table 1.4 - Dr Anton Philipszaal/Lucent Danstheater service offerings

	Facilitating services
	Related Services



	Buffets
As a service, drinks are included in the ticket price (surcharge) which helps the venue to keep the queues at the counters down to a minimum and serve the guests as quickly as possible. The counters can be found in the different foyers. Coffee and tea are offered previous to the concert and a drink is offered during the intermission (refreshments, coffee or tea, light alcoholic drinks) and after the performances/concerts take place. If there is no intermission, the drinks are offered after the concert/play. 

Cloak rooms

There are two cloakrooms in the venue, one which is more frequently used by the concert audiences (the cloakroom is next to the hall) and one for the theatre audience. The cloakroom is also included in the price (surcharge). 

Ticket Service

Booking office 

It is possible to make a phone reservation or visit the cash desk in the building. One can choose between single ticket sales or series. Payment options are automatic debit (+ 3,50 administration costs) or credit card payment (+ 3,50 administration costs). The tickets are send to the customer’s home address. 

Internet reservation (website)

The website is 24 hours a week available to make ticket reservations (€ 3,50 per transaction). 

A new feature introduced is the possibility to pay with iDeal besides credit card payment and the possibility to choose your own seats. Prospects have the possibility of selecting their own seats. 

Reservation form (subscriptions and single tickets)

The option exists to order tickets by using the reservation form which one can find in the program brochure. The tickets are send to the customer’s home address. Both single tickets and series can be ordered, until three weeks before the performance/concert. The form is to be filled out and send by mail, a stamp is not needed. The form can also be delivered at the booking office of the venue. 

Payment methods:

Automatic debit (+ 3,50 euro administration costs)

Credit card (+ 3,50 euro administration costs)


	Theatre restaurant Piccolo Mondo

The restaurant serves à la carte dishes and a varying theatre menu with a view on the Spui Square.

Icollo Mondo is outsourced to the current owners of the place, Marcel Borsboom and Diederik Sissingh. For this reason the theatre/concert hall does not have an influence on what is offered in the restaurant. Yet, the restaurant makes part of the experience of the spectator (although this is optional) and influences the assessment of a night out. 

The restaurant owners and the organisation have the agreement to serve dinner on time in order for guests to arrive in time for their performances. The restaurant is opened only on evenings that performances are programmed.

The menu changes every six weeks.

Theatre café

The Dapz/Ldt has its own theatre café next to the main entrance. The theatre and concert hall guests come together in this café to have a drink before the concerts, during the intermezzo’s and after the performances/concerts have taken place.

The café offers drinks, among coffee and tea, but also refreshments and small appetizers. 

Pre-talks
Pre-talks are offered in combination with a ticket and reservation is compulsory. The pre-talks are meant for giving background information on the pieces performed and to gain a better understanding of the context and story behind the performances. They are offered for opera performances, but also for dance and classical music concerts. The prices of the pre-talks range from € 2 euro’s to free entrance. 

Program explanations
For all classical music concerts program explanations are available at the service desk. In these programme booklets you will find some expert’s explanations on the concerts and you can read about the performing musicians. 

Courses

The theatre offers opera courses for people that want to know more about opera. 

However, there are no courses offered for classical music. 

HTM - transport included

The ticket entrance is also your transport ticket. You can travel to the venue by HTM tram or bus, an extra service offered to the spectators.




Appendix II – Focus group topic list

Focus group topic list* 
(Semi-structured interview)

- Greeting and welcome (10 minutes introduction)

Introducing myself and the research

Purpose of focus group

Ground rules and instructions

· My role of moderator

· Recording equipment

· Confidentiality of comments/responses

· Individual opinions (no right or wrong answers)

· Speak one at a time and as clearly as possible 

- Introduction of participants

- Topics (an average of 1.15 hours of discussion)

General questions:

· Issues that one takes into consideration when buying a ticket for a performance/concert;

· Motivation for visiting the performing arts venue;

· Social aspects of consumption;

· Factors influencing satisfaction.

Questions related to the services:

· The role supplementary services play within consumption.

· The influence the services have on the satisfaction with the total service offering.

· How are the services (both facilitating and supplementary services) experienced?

- Closing comments

Final suggestions/comments

Remind participants to get free tickets for a performance. 

* The lay-out and part of the content was acquired from Edmunds (1999: pp. 50-58)

Appendix III – Questionnaire example

Enquête theaterbelevenis 2010 - 
Algemene vragen bezoek

1) Hoe vaak bent u het afgelopen seizoen in … geweest?

( 
0 keer (ik ben het afgelopen seizoen niet in het theater geweest)

(
1-2 keer 

(
3-10 keer 

(
11 keer of meer

2) Welke genres bezoekt u zoal in het theater/concertgebouw? (meerdere antwoorden mogelijk)
(
Opera/operette


(
Toneel/muziektheater

(
Klassieke muziek

(
Dans





(
Musical/Show






(
Cabaret


(
Jeugd/familie

(
Lichte muziek (populair)

3) Met wie bezoekt u zoal het theater/concertgebouw? (meerdere antwoorden mogelijk)

(
Met vrienden/kennissen

(
Met collega’s/zakenrelaties

(
Partner 

(
Familie

(
Alleen

(
Soms alleen, soms met anderen

In het volgende onderdeel treft u een aantal uitspraken Vink het antwoord aan dat het beste bij uw mening past. 

4) ‘Ik bezoek het theater/ concertgebouw vooral vanwege de inhoud van de voorstellingen.’

(
Helemaal mee eens   

(
Eens    

(
Niet eens, niet oneens   

(
Oneens   

(
Helemaal mee oneens

5) ‘Ik bezoek het theater/concertgebouw om te ontspannen en er even tussenuit te zijn.’

(
Helemaal mee eens   

(
Eens    

(
Niet eens, niet oneens   

(
Oneens   

(
Helemaal mee oneens

6) ‘Ik vind het belangrijk dat het theater/ concertgebouw voorbesprekingen organiseert (educatieve aspecten).’

(
Helemaal mee eens   

(
Eens    

(
Niet eens, niet oneens   

(
Oneens   

(
Helemaal mee oneens

7) ‘Naast de voorstelling/het concert, bezoek ik het theater om met mijn familie/vrienden te kunnen zijn en met hen een leuke avond te beleven.’

(
Helemaal mee eens   

(
Eens    

(
Niet eens, niet oneens   

(
Oneens   

(
Helemaal mee oneens

In het volgende onderdeel treft u een aantal uitspraken. Dit onderdeel betreft vragen over de zaken die u voor ogen houdt en van invloed zijn op uw aankoopbeslissing op het moment dat u losse kaartjes koopt of abonnementen bestelt voor een serie voorstellingen Vink het antwoord aan dat het beste bij uw mening past. 

8) ‘Het gemak waarmee ik kaarten/abonnementen kan bestellen via de website/kassa/formulier heeft veel invloed op mijn besluit om kaarten/series te bestellen bij dit theater/ concertgebouw.’

(
Helemaal mee eens   

(
Eens    

(
Niet eens, niet oneens   

(
Oneens   

(
Helemaal mee oneens

9) ‘De kwaliteit van de diensten (facilitaire diensten en overige diensten) hebben invloed op mijn beslissing om een kaartje/serie voorstellingen te kopen.’ 

Onder facilitaire diensten vallen diensten zoals garderobe, de drankservice en kassaservice, de overige diensten zijn bijvoorbeeld inleidingen, diners, workshops en nabesprekingen.

(
Helemaal mee eens   

(
Eens    

(
Niet eens, niet oneens   

(
Oneens   

(
Helemaal mee oneens

10) ‘Het theater/ concertgebouw moet mij de gelegenheid bieden iets te kunnen eten in een inpandig restaurant.’

(
Uitermate belangrijk  

(
Heel belangrijk  

(
Enigszins belangrijk  

(
Niet erg belangrijk 

(
Helemaal niet belangrijk 

De volgende vragen hebben enkel betrekking op de diensten en uw tevredenheid daarover.

11) Hoe beoordeelt u de dienstverlening in het algemeen?

(diensten zoals garderobe, drankservice, bediening/behulpzaamheid personeel, et cetera).

(
Uitstekend

(
Zeer goed

(
Goed

(
Matig 

(
Slecht

12) Hoe beoordeelt u de inleidingen in het algemeen?

(
Uitstekend

(
Zeer goed

(
Goed

(
Matig 

(
Slecht

(
Ik maak geen gebruik van de inleidingen. 

13) Hoe beoordeelt u de service van het theaterpersoneel in het algemeen? (vriendelijkheid en behulpzaamheid)

(
Uitstekend

(
Zeer goed

(
Goed

(
Matig 

(
Slecht

14) Hoe beoordeelt u de drankservice (buffetten)?

(
Uitstekend

(
Zeer goed

(
Goed

(
Matig 

(
Slecht

(
Ik maak geen gebruik van de buffetten.

15) Hoe beoordeelt u de diners in het restaurant?
(
Uitstekend

(
Zeer goed

(
Goed

(
Matig 

(
Slecht

(
Ik maak geen gebruik van het restaurant.

 18) ‘De afterparties of borrels na de voorstellingen/concerten zijn een leuke verlenging van de avond en dragen bij aan mijn totaalbeleving.’ 

(
Helemaal mee eens   

(
Eens    

(
Niet eens, niet oneens   

(
Oneens   

(
Helemaal mee oneens

(
Ik maak hier nooit gebruik van

19) ‘Om samen te zijn met familieleden/vrienden vind ik het belangrijk dat er in het theater/ concertgebouw diensten zijn zoals een inpandig restaurant/bar of afterparties/borrels.’ * 

(
Helemaal mee eens   

(
Eens    

(
Niet eens, niet oneens   

(
Oneens   

(
Helemaal mee oneens

20) ‘De kunst en decoratie/inrichting van het gebouw leveren een positieve bijdrage aan mijn theaterbeleving.’

(
Helemaal mee eens   

(
Eens    

(
Niet eens, niet oneens   

(
Oneens   

(
Helemaal mee oneens

22) Hoe beoordeelt u de parkeergelegenheid?

(
Uitstekend

(
Zeer goed

(
Goed

(
Matig 

(
Slecht

23) Hoe beoordeelt u dit theater/ concertgebouw? Het gaat bij deze vraag om een algeheel oordeel: denk bij de beantwoording aan medewerkers, service, inrichting, faciliteiten, extra diensten, et cetera. 

(
Uitstekend

(
Zeer goed

(
Goed

(
Matig 

(
Slecht

24) Heeft u nog suggesties of opmerkingen wat betreft de diensten in het theater/ concertgebouw? 

Graag uw mening in enkele zinnen verwoorden.

………………………….

Vragen met betrekking tot de achtergrond van de bezoekers

25) Wat is uw geslacht?

(
Man

(
Vrouw

26) Wat is uw woonplaats?
…………..

27) Wat is uw leeftijd?

………….

28) Wat is uw jaarlijkse inkomen?

(
< 15.000 per jaar

(
15.000 - 20.000 per jaar

(
20.000 - 40.000 per jaar

(
40.000 - 60.000 per jaar

(
60.000 - 80.000 per jaar

(
> 80.000 per jaar

29) Wat is de hoogste door u voltooide opleiding?

(
Alleen lager onderwijs

(
Lager beroepsonderwijs

(
Mavo of ulo/mulo

(
Middelbaar beroepsonderwijs

(
Havo/VWO of mms/hbs

(
Hoger beroepsonderwijs (HBO)

(
Wetenschappelijk onderwijs (WO)

Appendix IV – Frequency tables
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Appendix V – Consumed genres per organisation
Table 1.1

Genre consumed - Chassé Theater

	 
	Responses
	Percent of Cases

	 
	N
	Percent
	N

	Genre consumed
	Genre opera/operette
	21
	9,6%
	21,4%

	 
	Genre toneel/muziektheater
	25
	11,4%
	25,5%

	 
	Genre klassiek
	17
	7,8%
	17,3%

	 
	Genre dans
	21
	9,6%
	21,4%

	 
	Genre musical/show
	39
	17,8%
	39,8%

	 
	Genre cabaret
	36
	16,4%
	36,7%

	 
	Genre jeugd/familie
	15
	6,8%
	15,3%

	 
	Genre populaire muziek (licht)
	31
	14,2%
	31,6%

	 
	Genre wereldmuziek
	14
	6,4%
	14,3%

	Total
	219
	100,0%
	223,5%


Table 1.2

Genre consumed - Stadsschouwburg Utrecht

	 
	Responses
	Percent of Cases

	 
	N
	Percent
	N

	Consumed genre
	Genre dans
	25
	16,9%
	34,7%

	 
	Genre toneel/muziektheater
	37
	25,0%
	51,4%

	 
	Genre opera
	15
	10,1%
	20,8%

	 
	Genre populaire muziek
	15
	10,1%
	20,8%

	 
	Genre musical
	14
	9,5%
	19,4%

	 
	Genre cabaret
	31
	20,9%
	43,1%

	 
	Genre circus/show
	4
	2,7%
	5,6%

	 
	Genre familie
	7
	4,7%
	9,7%

	Total
	148
	100,0%
	205,6%


Table 1.3

Genre consumed - De Doelen

	 
	Responses
	Percent of Cases

	 
	N
	Percent
	N

	Genre consumed
	Genre klassieke muziek
	85
	58,2%
	85,9%

	 
	Genre klassieke hedendaagse muziek
	18
	12,3%
	18,2%

	 
	Genre wereldmuziek
	17
	11,6%
	17,2%

	 
	Genre jazz
	11
	7,5%
	11,1%

	 
	Genre populaire muziek
	9
	6,2%
	9,1%

	 
	Genre jeugd/familie
	6
	4,1%
	6,1%

	Total
	146
	100,0%
	147,5%


Table 1.4

Genre consumed- Dapz/Ldt

	 
	Responses
	Percent of Cases

	 
	N
	Percent
	N

	Genre consumed
	Genre muziektheater
	20
	9,3%
	20,0%

	 
	Genre opera
	30
	13,9%
	30,0%

	 
	Genre klassieke muziek
	58
	26,9%
	58,0%

	 
	Genre jazz
	11
	5,1%
	11,0%

	 
	Genre musical
	16
	7,4%
	16,0%

	 
	Genre dans
	65
	30,1%
	65,0%

	 
	Genre jeugd/familie
	12
	5,6%
	12,0%

	 
	Genre populaire muziek
	4
	1,9%
	4,0%

	Total
	216
	100,0%
	216,0%


Appendix VI – Company respondents when visiting the venues

Table 1.1 - Company of respondents - Chassé Theater
	 
	Responses
	Percent of Cases

	 
	N
	Percent
	N

	Gezelschap bezoek(a)
	Gezelschap vrienden/kennissen
	47
	31,8%
	48,0%

	 
	Gezelschap collega's/zakenrelaties
	3
	2,0%
	3,1%

	 
	Gezelschap partner
	48
	32,4%
	49,0%

	 
	Gezelschap familie
	40
	27,0%
	40,8%

	 
	Geen gezelschap (alleen)
	5
	3,4%
	5,1%

	 
	Soms alleen, soms met anderen
	5
	3,4%
	5,1%

	Total
	148
	100,0%
	151,0%


Table 1.2 - Company of respondents – Stadsschouwburg Utrecht
	 
	Responses
	Percent of Cases

	 
	N
	Percent
	N

	Gezelschap bezoek(a)
	Gezelschap vrienden/kennissen
	23
	25,3%
	31,9%

	 
	Gezelschap collega's/zakenrelaties
	1
	1,1%
	1,4%

	 
	Gezelschap partner
	39
	42,9%
	54,2%

	 
	Gezelschap familie
	19
	20,9%
	26,4%

	 
	Geen gezelschap (alleen)
	2
	2,2%
	2,8%

	 
	Soms alleen, soms met anderen
	7
	7,7%
	9,7%

	Total
	91
	100,0%
	126,4%


Table 1.3 - Company of respondents - de Doelen
	 
	Responses
	Percent of Cases

	 
	N
	Percent
	N

	Gezelschap bezoek(a)
	Gezelschap vrienden/kennissen
	40
	25,8%
	40,0%

	 
	Gezelschap collega's/zakenrelaties
	3
	1,9%
	3,0%

	 
	Gezelschap partner
	61
	39,4%
	61,0%

	 
	Gezelschap familie
	28
	18,1%
	28,0%

	 
	Geen gezelschap (alleen)
	12
	7,7%
	12,0%

	 
	Soms alleen, soms met anderen
	11
	7,1%
	11,0%

	Total
	155
	100,0%
	155,0%


Table 1.4 - Company of respondents - Dapz/Ldt
	 
	Responses
	Percent of Cases

	 
	N
	Percent
	N

	Gezelschap bezoek(a)
	Gezelschap vrienden/kennissen
	39
	25,5%
	39,4%

	 
	Gezelschap collega's/zakenrelaties
	1
	,7%
	1,0%

	 
	Gezelschap partner
	52
	34,0%
	52,5%

	 
	Gezelschap familie
	35
	22,9%
	35,4%

	 
	Geen gezelschap (alleen)
	13
	8,5%
	13,1%

	 
	Soms alleen, soms met anderen
	13
	8,5%
	13,1%

	Total
	153
	100,0%
	154,5%


Appendix VII – Goals of attendance

Chassé Theater

Graph 1.1

Statement: ‘I visit the theatre/concert hall especially because of the content of the performances/concerts’.
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Graph 1.2
Statement: ‘I visit the theatre/concert hall to relax and to be out’.
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Graph 1.3
Statement: ‘I find it important that the theatre/concert hall actively organises pre-performance talks (educative aspects of visit)’. 
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Graph 1.4
Statement: ‘Besides visiting the performances/concerts, I visit the theatre to spend a good time with my family/friends’. 
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Stadsschouwburg Utrecht

Graph 2.1
Statement: ‘I visit the theatre/concert hall especially because of the content of the performances/concerts’.
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Graph 2.2
Statement: ‘I visit the theatre/concert hall to relax and to be out’.
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Graph 2.3
Statement: ‘I find it important that the theatre/concert hall actively organises pre-performance talks (educative aspects of visit)’. 
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Graph 2.4
Statement: ‘Besides visiting the performances/concerts, I visit the theatre to spend a good time with my family/friends’. 
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De Doelen

Graph 3.1
Statement: ‘I visit the theatre/concert hall especially because of the content of the performances/concerts’.
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Graph 3.2
Statement: ‘I visit the theatre/concert hall to relax and to be out’.
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Graph 3.3
Statement: ‘I find it important that the theatre/concert hall actively organises pre-performance talks (educative aspects of visit)’. 
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Graph 3.4
Statement: ‘Besides visiting the performances/concerts, I visit the theatre to spend a good time with my family/friends’. 
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Dapz/Ldt

Graph 4.1
Statement: ‘I visit the theatre/concert hall especially because of the content of the performances/concerts’.
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Graph 4.2
Statement: ‘I visit the theatre/concert hall to relax and to be out’.
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Graph 4.3
Statement: ‘I find it important that the theatre/concert hall actively organises pre-performance talks (educative aspects of visit)’. 
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Graph 4.4
Statement: ‘Besides visiting the performances/concerts, I visit the theatre to spend a good time with my family/friends’. 
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Appendix VIII – Influence of (related) services on the buying decision process
Statement 1: The ease of ordering through the different distribution channels (website, form, booking office) has much influence on my decision to buy a ticket/subscription at this theatre. 
Table 1.1  Chassé Theater

	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	27
	27,6

	 
	Eens
	42
	42,9

	 
	Niet eens, niet oneens
	10
	10,2

	 
	Oneens
	15
	15,3

	 
	Helemaal mee oneens
	4
	4,1

	 
	Total
	98
	100,0


Table 1.2  Stadsschouwburg Utrecht
	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	17
	23,6

	 
	Eens
	26
	36,1

	 
	Niet eens, niet oneens
	13
	18,1

	 
	Oneens
	13
	18,1

	 
	Helemaal mee oneens
	3
	4,2

	 
	Total
	72
	100,0


Table 1.3  De Doelen
	
	Frequency
	Percent

	Valid
	Helemaal mee eens
	9
	9,0

	 
	Eens
	52
	52,0

	 
	Niet eens, niet oneens
	25
	25,0

	 
	Oneens
	11
	11,0

	 
	Helemaal mee oneens
	3
	3,0

	 
	Total
	100
	100,0


Table 1.4  Dr Anton Philipszaal/Lucent Danstheater
	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	14
	14,0

	 
	Eens
	42
	42,0

	 
	Niet eens, niet oneens
	29
	29,0

	 
	Oneens
	12
	12,0

	 
	Helemaal mee oneens
	3
	3,0

	 
	Total
	100
	100,0


Statement 2: The quality of (related) services has much influence on my decision to buy a ticket/subscription at this theatre. 

Table 1.5 Chassé Theater

	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	16
	16,3

	 
	Eens
	36
	36,7

	 
	Niet eens, niet oneens
	22
	22,4

	 
	Oneens
	18
	18,4

	 
	Helemaal mee oneens
	6
	6,1

	 
	Total
	98
	100,0


Table 1.6  Stadsschouwburg Utrecht

	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	3
	4,2

	 
	Eens
	29
	40,3

	 
	Niet eens, niet oneens
	18
	25,0

	 
	Oneens
	19
	26,4

	 
	Helemaal mee oneens
	3
	4,2

	 
	Total
	72
	100,0


Table 1.7  De Doelen

	
	Frequency
	Percent

	Valid
	Helemaal mee eens
	4
	4,0

	 
	Eens
	39
	39,0

	 
	Niet eens, niet oneens
	29
	29,0

	 
	Oneens
	23
	23,0

	 
	Helemaal mee oneens
	5
	5,0

	 
	Total
	100
	100,0


Table 1.8.  Dr Anton Philipszaal/Lucent Dantheater

	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	12
	12,0

	 
	Eens
	36
	36,0

	 
	Niet eens, niet oneens
	27
	27,0

	 
	Oneens
	22
	22,0

	 
	Helemaal mee oneens
	3
	3,0

	 
	Total
	100
	100,0


Appendix IX - Evaluation of services per venue
[image: image41.emf][image: image42.emf]Table 1.1  Evaluation services Chassé Theater

 Table 1.2 - Evaluation services Stadsschouwburg Utrecht
	
	Count
	Col %

	Beoordeling dienstverlening
	Matig
	2
	2,8%

	 
	Goed
	39
	54,2%

	 
	Zeer goed
	25
	34,7%

	 
	Uitstekend
	6
	8,3%

	Group Total
	72
	100,0%

	Beoordeling inleidingen
	Matig
	1
	4,5%

	 
	Goed
	13
	59,1%

	 
	Zeer goed
	7
	31,8%

	 
	Uitstekend
	1
	4,5%

	Group Total
	22
	100,0%

	Beoordeling personeel
	Matig
	1
	1,4%

	 
	Goed
	40
	55,6%

	 
	Zeer goed
	23
	31,9%

	 
	Uitstekend
	8
	11,1%

	Group Total
	72
	100,0%

	Beoordeling drankservice
	Matig
	16
	24,2%

	 
	Goed
	41
	62,1%

	 
	Zeer goed
	6
	9,1%

	 
	Uitstekend
	3
	4,5%

	Group Total
	66
	100,0%

	Beoordeling restaurant
	Matig
	5
	20,8%

	 
	Goed
	14
	58,3%

	 
	Zeer goed
	4
	16,7%

	 
	Uitstekend
	1
	4,2%

	Group Total
	24
	100,0%

	Beoordeling parkeergelegenheid
	Slecht
	14
	43,8%

	 
	Matig
	11
	34,4%

	 
	Goed
	7
	21,9%

	Group Total
	32
	100,0%

	Theaterbeoordeling
	Matig
	1
	1,4%

	 
	Goed
	43
	59,7%

	 
	Zeer goed
	25
	34,7%

	 
	Uitstekend
	3
	4,2%

	Group Total
	72
	100,0%


	
	Count
	Col %

	Beoordeling dienstverlening
	Matig
	3
	3,0%

	 
	Goed
	48
	48,0%

	 
	Zeer goed
	33
	33,0%

	 
	Uitstekend
	16
	16,0%

	Group Total
	100
	100,0%

	Beoordeling inleidingen
	Matig
	1
	3,4%

	 
	Goed
	19
	65,5%

	 
	Zeer goed
	8
	27,6%

	 
	Uitstekend
	1
	3,4%

	Group Total
	29
	100,0%

	Beoordeling personeel
	Matig
	1
	1,0%

	 
	Goed
	52
	52,0%

	 
	Zeer goed
	34
	34,0%

	 
	Uitstekend
	13
	13,0%

	Group Total
	100
	100,0%

	Beoordeling drankservice
	Slecht
	5
	5,2%

	 
	Matig
	11
	11,5%

	 
	Goed
	53
	55,2%

	 
	Zeer goed
	22
	22,9%

	 
	Uitstekend
	5
	5,2%

	Group Total
	96
	100,0%

	Beoordeling concertdiners
	Slecht
	1
	8,3%

	 
	Matig
	3
	25,0%

	 
	Goed
	7
	58,3%

	 
	Zeer goed
	1
	8,3%

	Group Total
	12
	100,0%

	Beoordeling parkeergelegenheid
	Slecht
	1
	1,8%

	 
	Matig
	17
	30,4%

	 
	Goed
	24
	42,9%

	 
	Zeer goed
	12
	21,4%

	 
	Uitstekend
	2
	3,6%

	Group Total
	56
	100,0%

	Beoordeling concertgebouw
	Matig
	4
	4,0%

	 
	Goed
	49
	49,0%

	 
	Zeer goed
	39
	39,0%

	 
	Uitstekend
	8
	8,0%

	Group Total
	100
	100,0%


Table 1.3 - Evaluation services de Doelen 
Table 1.4 - Evaluation services Dr Anton Philipszaal/Lucent Danstheater


	
	Count
	Col %

	Beoordeling dienstverlening
	Matig
	2
	2,0%

	 
	Goed
	42
	42,0%

	 
	Zeer goed
	41
	41,0%

	 
	Uitstekend
	15
	15,0%

	Group Total
	100
	100,0%

	Beoordeling inleiding
	Goed
	24
	54,5%

	 
	Zeer goed
	17
	38,6%

	 
	Uitstekend
	3
	6,8%

	Group Total
	44
	100,0%

	Beoordeling personeel
	Goed
	49
	49,0%

	 
	Zeer goed
	37
	37,0%

	 
	Uitstekend
	14
	14,0%

	Group Total
	100
	100,0%

	Beoordeling drankservice
	Matig
	6
	6,1%

	 
	Goed
	55
	56,1%

	 
	Zeer goed
	26
	26,5%

	 
	Uitstekend
	11
	11,2%

	Group Total
	98
	100,0%

	Beoordeling restaurant
	Matig
	1
	14,3%

	 
	Goed
	3
	42,9%

	 
	Zeer goed
	3
	42,9%

	Group Total
	7
	100,0%

	Beoordeling theatercafé
	Matig
	5
	7,9%

	 
	Goed
	39
	61,9%

	 
	Zeer goed
	15
	23,8%

	 
	Uitstekend
	4
	6,3%

	Group Total
	63
	100,0%

	Beoordeling parkeergelegenheid
	Slecht
	1
	2,0%

	 
	Matig
	4
	8,0%

	 
	Goed
	24
	48,0%

	 
	Zeer goed
	17
	34,0%

	 
	Uitstekend
	4
	8,0%

	Group Total
	50
	100,0%

	Theaterbeoordeling
	Slecht
	1
	1,0%

	 
	Matig
	7
	7,0%

	 
	Goed
	44
	44,0%

	 
	Zeer goed
	41
	41,0%

	 
	Uitstekend
	7
	7,0%

	Group Total
	100
	100,0%


Appendix X – Influence of related services on the theatre/concert hall experience of audiences

Chassé Theater
Table 1.1  Contribution of services to the total experience

Statement: ‘The after parties/get-togethers/workshops are a nice extension of the evening and contribute to my aggregate theatre experience’. 

	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	4
	4,1

	 
	Eens
	25
	25,5

	 
	Niet eens, niet oneens
	16
	16,3

	 
	Oneens
	2
	2,0

	 
	Helemaal mee oneens
	2
	2,0

	 
	Ik maak hier geen gebruik van
	49
	50,0

	 
	Total
	98
	100,0


Table 1.2  Contribution of art/decoration to the total experience

Statement: ‘The art/decoration gives a positive contribution to my theatre/concert hall experience’.
	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	13
	13,3

	 
	Eens
	57
	58,2

	 
	Niet eens, niet oneens
	24
	24,5

	 
	Oneens
	4
	4,1

	 
	Total
	98
	100,0


De Doelen

Table 2.1 Contribution of services to the total experience
Statement: ‘The after parties/get-togethers/workshops are a nice extension of the evening and contribute to my aggregate theatre experience’. 

	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	2
	2,0

	 
	Eens
	9
	9,0

	 
	Niet eens, niet oneens
	8
	8,0

	 
	Oneens
	3
	3,0

	 
	Ik maak hier nooit gebruik van
	78
	78,0

	 
	Total
	100
	100,0


Table 2.2 Interest in after party/get-together
Statement: ‘I would be interested in a get-together or an after party afterwards the performance/classical music concert’. 

	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	1
	1,0

	 
	Eens
	17
	17,0

	 
	Niet eens, niet oneens
	40
	40,0

	 
	Oneens
	25
	25,0

	 
	Helemaal mee oneens
	17
	17,0

	 
	Total
	100
	100,0


Table 2.3 Contribution art/decoration to arts experience

Statement: ‘The art/decoration gives a positive contribution to my theatre/concert hall experience’.

	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	8
	8,0

	 
	Eens
	56
	56,0

	 
	Niet eens, niet oneens
	24
	24,0

	 
	Oneens
	11
	11,0

	 
	Helemaal mee oneens
	1
	1,0

	 
	Total
	100
	100,0


Stadsschouwburg Utrecht
Table 3.1 Interest in after party/get-together

Statement: ‘I would be interested in a get-together or an after party afterwards the performance/classical music concert’. 

	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	4
	5,6

	 
	Eens
	22
	30,6

	 
	Niet eens, niet oneens
	15
	20,8

	 
	Oneens
	19
	26,4

	 
	Helemaal mee oneens
	12
	16,7

	 
	Total
	72
	100,0


Table 3.2  Contribution art/decoration to arts experience
Statement: ‘The art/decoration gives a positive contribution to my theatre/concert hall experience’.
	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	13
	18,1

	 
	Eens
	31
	43,1

	 
	Niet eens, niet oneens
	21
	29,2

	 
	Oneens
	5
	6,9

	 
	Helemaal mee oneens
	2
	2,8

	 
	Total
	72
	100,0


Dr Anton Philipszaal/Lucent Danstheater

Table 4.1  Interest after party/get together
Statement: ‘I would be interested in a get-together or an after party afterwards the performance/classical music concert’. 

	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	4
	4,0

	 
	Eens
	25
	25,0

	 
	Niet eens, niet oneens
	38
	38,0

	 
	Oneens
	29
	29,0

	 
	Helemaal mee oneens
	4
	4,0

	 
	Total
	100
	100,0


Table 4.2 Contribution art/decoration to arts experience
Statement: ‘The art/decoration gives a positive contribution to my theatre/concert hall experience’.

	 
	Frequency
	Percent

	Valid
	Helemaal mee eens
	8
	8,0

	 
	Eens
	46
	46,0

	 
	Niet eens, niet oneens
	35
	35,0

	 
	Oneens
	9
	9,0

	 
	Helemaal mee oneens
	2
	2,0

	 
	Total
	100
	100,0


Appendix XI – Correlations between variables
Table 1.1 Symmetric Measures – Chassé Theater 

Correlation social goals of attendance and relevance related services

	 
	Value
	Asymp. Std. Error(a)
	Approx. T(b)
	Approx. Sig.

	Ordinal by Ordinal
	Gamma
	,079
	,131
	,600
	,548

	N of Valid Cases
	98
	 
	 
	 


Table 1.2  Symmetric Measures - Stadsschouwburg Utrecht 

Correlation social goals of attendance and relevance related services
	 
	Value
	Asymp. Std. Error(a)
	Approx. T(b)
	Approx. Sig.

	Ordinal by Ordinal
	Gamma
	,420
	,122
	3,342
	,001

	N of Valid Cases
	72
	 
	 
	 


Table 1.3  Symmetric Measures – De Doelen
Correlation social goals of attendance and relevance related services
	 
	Value
	Asymp. Std. Error(a)
	Approx. T(b)
	Approx. Sig.

	Ordinal by Ordinal
	Gamma
	,399
	,118
	3,188
	,001

	N of Valid Cases
	100
	 
	 
	 


Table 1.4  Symmetric Measures – Dapz/Ldt 

Correlation social goals of attendance and relevance related services
	 
	Value
	Asymp. Std. Error(a)
	Approx. T(b)
	Approx. Sig.

	Ordinal by Ordinal
	Gamma
	,456
	,109
	3,915
	,000

	N of Valid Cases
	100
	 
	 
	 


Table 1.5  Symmetric Measures – Chassé Theater

Correlation social goals of attendance and interest banqueting facilities
	 
	Value
	Asymp. Std. Error(a)
	Approx. T(b)
	Approx. Sig.

	Ordinal by Ordinal
	Gamma
	,463
	,105
	4,091
	,000

	N of Valid Cases
	98
	 
	 
	 


Table 1.6  Symmetric Measures - Stadsschouwburg Utrecht 

Correlation social goals of attendance and interest banqueting facilities
	 
	Value
	Asymp. Std. Error(a)
	Approx. T(b)
	Approx. Sig.

	Ordinal by Ordinal
	Gamma
	,039
	,138
	,283
	,777

	N of Valid Cases
	72
	 
	 
	 


Table 1.7  Symmetric Measures – de Doelen 

Correlation social goals of attendance and interest banqueting facilities
	 
	Value
	Asymp. Std. Error(a)
	Approx. T(b)
	Approx. Sig.

	Ordinal by Ordinal
	Gamma
	,339
	,119
	2,742
	,006

	N of Valid Cases
	100
	 
	 
	 


Table 1.8  Symmetric Measures – Dapz/Ldt 

Correlation social goals of attendance and interest banqueting facilities
	 
	Value
	Asymp. Std. Error(a)
	Approx. T(b)
	Approx. Sig.

	Ordinal by Ordinal
	Gamma
	,317
	,112
	2,720
	,007

	N of Valid Cases
	100
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