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Introduction

Purpose

Deemed a national treasure by the United States
Congress, jazz is a unique American art form, and its
musicians, the keepers and producers of this
treasure, are recognized the world over as America’s
cultural ambassadors. Yet artists who make a living
as jazz musicians face numerous challenges. Despite
high-profile projects and activities, such as Jazz at
Lincoln Center’s Essentially Ellington high school
band competition, the Monterey and other jazz
festivals, or the Jazz documentary by Ken Burns, jazz
music does not reach as vast an audience as other
music forms, making it challenging to maintain and
continue this treasure.

Recognizing the importance of jazz and its
artists, the National Endowment for the Arts (NEA)
in 2000 commissioned a study of jazz musicians in
four U.S. metropolitan areas—Detroit, New Orleans,
New York, and San Francisco. The statistical
information gathered in the study will be used to
help devise strategic ways to further the work of jazz
artists. These four cities were chosen for their
geographic diversity and their historical and current
relationships with jazz. The NEA had two purposes:

+ To understand the environment for jazz in
each of the study cities by documenting both the
jazz artists and their resources and support systems.

« To develop a detailed needs assessment from
jazz artists themselves by collecting data
documenting their professional lives and most
pressing needs.

This study provided an opportunity to examine
the working lives of jazz musicians in a systematic
way and to produce quantitative and qualitative
information about the jazz community, the
professional lives of jazz musicians, and jazz’s place
in the music industry.

Jazz musician and educator Dr. Billy Taylor
formed and chaired an advisory board to guide the
project as it developed. The study also created a
focus group of artists, managers, and educators, and
numerous jazz practitioners generously gave their
time to help advise this project. The study was
conducted in two parts: a survey of musicians
belonging to the American Federation of Musicians
(AFM) and a Respondent-Driven Sampling (RDS)

survey of jazz musicians. This volume focuses on the
RDS survey of jazz musicians in three cities. The
results of the AFM survey can be found in Volume
I1, which focuses on jazz musicians in all four study
cities.

This study aims to support the continuing
growth and development of jazz and the musicians
who create it. Jazz musicians as a group, however, do
not constitute an easy subject for formal study.
Indeed, the word “jazz” itself proves difficult to
define. “It cannot safely be categorized as folk,
popular or art music,” states the New Grove
Dictionary of Jazz, “though it shares aspects of all
three.” This study relied on the musicians themselves
to indicate that they played jazz music.

To study jazz musicians, it is important to
understand the idiosyncratic nature of the music. As
A.B. Spellman indicated in his introduction to the
NEA publication, American Jazz Masters Fellowships
1982-2002, jazz was “built on the discipline of
collective improvisation...which allowed for
maximum expression of the individual within the
context of the group.” The group, however, is often
an ever-changing one. Unlike classical music, with
orchestral members staying together for decades, or
even rock, where more often than not musicians
make their music as a group, jazz musicians often
look for jams or gigs as individuals rather than in
groups. Indeed, a jazz group like the Modern Jazz
Quartet is remarkable for its longevity as much as its
music.

Working as an individual musician can be more
trying financially, in many ways, than working as a
group. This seems especially true in a musical form
that, while critically acclaimed as a national treasure,
does not sell many tickets or CDs. In fact, jazz
accounts for only four percent of annual recording
sales in the United States. It can be even more
difficult for emerging jazz artists to make a living
with their music; reissues of classic jazz recordings
have consistently outsold all but the most popular
contemporary jazz artists. Even that amount is
somewhat inflated by the inclusion of pop artists in
the jazz category.

Institutional support for jazz exists but is small.
A few state and regional arts agencies and some




nonprofit foundations offer grants to individual
musicians, but often at low amounts; in this study,
of the musicians who received grants, more than 90
percent received $5,000 or less. The Lila Wallace-
Readers Digest Fund and the Doris Duke Charitable
Foundation have shored up institutions and
endowments of jazz presenters, created networks in
the jazz community, and provided venues for jazz
performance. The National Endowment for the Arts
has assisted these organizations with some of their
programs—such as the joint program with the Doris
Duke Charitable Foundation called JazzNet, which
furthers jazz creation, presentation, and education
with 14 regional jazz presenters. This program
ended in 1996, when Congress prohibited awarding
direct grants to individual artists, except for creative
writing and honorary awards in the folk and
traditional arts and jazz. The honorary award in
jazz, the American Jazz Masters Fellowship,
specifically sponsors jazz musicians who are
established and have achieved mastery of their art.
Emerging artists have little access to such support.
The data obtained through this study are crucial

to a better understanding of the environment in
which jazz musicians operate. By presenting a clearer
picture of the working life of the jazz artist, this
study will help the NEA develop and fund programs
that address the concerns and challenges jazz
musicians face in creating and playing their music.

Musicians’ Response

The total of 733 responses yielded 300 in San
Francisco, 264 in New York, 110 in New Orleans and
59 in Detroit. The Detroit figures were too small to
analyze here, but a companion volume (Volume II)
reports on a parallel survey of 1,963 jazz musicians
in the musicians union in all four metro areas. Also,
in Volume I, the Executive Summary, only three
cities are analyzed: New Orleans, New York and San
Francisco.

Findings

= The top instruments played by jazz musicians are piano/keyboard, drums, bass and voice.

= 51.5 percent of the respondents earned their major income as musicians in the last 12 months and
for 70 percent, this income came from work as a jazz musician in 2000.

= While 92.1 percent of the respondents played jazz for money during the last 12 months, 91.2 of the
respondents earned $40,000 or less as a musician in 2001. No one earned over $100,000.
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63 percent have more than one job, 24 percent of those as music teachers.
79.5 percent play 10 different musical jobs per month and 41.2 percent play with more than four

37.5 percent have a college degree and another 18.3 percent have a graduate degree.
27.7 percent like the exposure from people downloading their music from the Internet; 24 percent

69.9 percent of these respondents do not belong to the AFM; 19.4 percent of this group belonged at
80.8 percent received music-related training in the city or region where they now reside. The highest
63.3 percent have health or medical coverage; this is lower than the national average of 87 percent.
33.3 percent have life insurance with a high of 43.9 percent in New York.

43 percent have retirement plans with a high of 47.6 percent in New Orleans.

73.1 percent are satisfied or very satisfied with their music at this point, but only 52.5 percent feel

80.2 percent are male; 59.8 percent are white; 27.8 percent are black.




SURVEY BACKGROUND AND
METHOD

How to identify jazz musicians?

There are a wide variety of interpretations as to
what constitutes a jazz artist. Stanley Crouch in
“Blues to Be Constitutional” defined jazz artists this
way:

No matter what class or sex or religion or race or
shape or height, if you can cut the mustard you should
be up there playing or singing or having your
compositions performed. (In O’Meally, R., The Jazz
Cadence of American Culture, 164-5.)

Researchers who study artists, as much as they
might enjoy it, would be hard pressed to locate and
identify them by the criterion of cutting the
mustard. And indeed, as Paul Berliner tells us in
Thinking in Jazz:

Art worlds consist not only of their most seasoned
and single-minded members, but of a large support
system made up of individuals with different interests
and varying degrees of talent and knowledge.(p. 7)

Normally, independent studies of artists rely on
information from the U.S.Census or organizational
lists. The census, while it provides systematic
information over time, has limitations on the ways it
defines artists and, thus, is often not useful for the
arts community. Neither the census nor the Current
Population Survey (Bureau of Labor Statistics) can
provide any breakdown of the broad category of
“musicians and composers.”

Organizational lists were seen as unrealistic for
the most part, since large numbers of jazz musicians
do not tend to join organizations. Additionally, jazz
musicians perform substantial work in the for-profit
sector, perhaps more than the non-profit sector, for
organizations not often willing or able to generate
lists of artists.

With the help of a focus group of jazz artists,
educators and managers, we created this set of
definitional criteria:

Do you consider yourself a jazz musician?

Did you earn more than 50 percent of your
personal income in the last six months as a jazz
musician or in jazz-related activities?

Have you been engaged in your art/jazz more
than 50 percent of the time during the last year?

Have you performed in/with a jazz band at least
10 times in the last year?

Have you performed with or without a jazz
band for pay at least 10 times during the last year?

Have you produced a documented body of work
(documented output = performances, compositions,
collaborations, arrangements, recordings) that is
considered (self or externally) jazz?

We also asked several different definitional
questions in the body of the survey.

We used a method called respondent-driven
sampling (RDS), which was created by sociologist
Douglas Heckathorn from Cornell University to
identify hard-to-find populations. Our study sample
was composed of 733 musicians in Detroit, New
Orleans, New York and San Francisco. This method
requires a high contact pattern among participants,
and offered a modest financial incentive for jazz
musicians to recruit each other for personal, one-to-
one interviews. City coordinators and their staff in
the four study cities spent eight months interviewing
jazz musicians, recording their answers onto
questionnaires, and entering the data into a
specially-created computer program. Both the
questions and the survey design allowed us to learn
about the network patterns of jazz musicians and
answer questions about their social relationships
with each other.

Respondent Driven Sampling

Respondent driven Sampling (RDS) is a new
form of chain-referral sampling developed to
overcome the biases traditionally associated with
this method. It has also served as the recruitment
mechanism for an intervention that targets active
injection drug users for HIV prevention and
services, and has been adapted to a variety of other
populations including young gay Latinos in Chicago
and Vietnam draft dodgers in Canada. This is the
first time it has been used for artists. Perhaps the
greatest benefit of this method is that instead of
reaching only the most visible, vocal, loudest artists,
RDS gets deep into the community, like the
spreading roots of a tree.

Also, RDS, by following the pattern of coupon
redemption, can discover the networking aspects of
jazz musicians—who hangs out with whom, and
whether they do so by musical type, geography,




training, family dynasties, etc. Finally, for the first
time in artist surveys, using the capture-recapture
statistical analysis, we have been able to answer the
question “How many artists?” in three of the four
study cities. (See Appendix for the capture-recapture
method used to achieve this.)

RDS is a method based on peer recruitment. In
each of the four metropolitan areas. (See Appendix
for metro areas), a city coordinator began the study
by inviting six to eight jazz musicians to help start
the project. These musicians were well-connected in
the community, not necessarily famous or very
visible, but with many contacts since RDS depends
on a high contact pattern of the subjects studied.
Each of these musicians was interviewed in person
with questions on an identification sheet which
included the selection criteria mentioned above,
followed by a 116-question questionnaire. The
interviews took place in a friendly environment
sometimes donated by a jazz venue (in New York,
interviews were held at Sam Ash Music; in San
Francisco at SF JAZZ; in Detroit and New Orleans,
at university facilities). Following the interview, each
of these six to eight “seeds” was given four coupons
with which to recruit additional jazz musicians.
Three coupons (colored green) could be used for
any jazz musician; one of the four coupons (pink)
was to be used only for a female jazz musician. (We
took this approach because we were concerned that
too few women would be represented in the study.
Any skewing was accounted for in statistical
weighting when the data were analyzed.
Interestingly, in New York, an organization called
International Women in Jazz took advantage of this
opportunity and championed the study and its
recruitment efforts.)

We paid the initial “seeds” a modest $10 and for
each coupon the seed gave out, another $15 each
time one of the four coupons was redeemed. Any
single jazz musician had the possibility to earn a
total of $70. This limit on both coupons and
payment incentives was to avoid over-representing
one particular group of musicians to the exclusion
of others. This incentive had two purposes: first, to
recruit other musicians and, second, as an
indication to the subjects that their time and their

stories were valued.

Traditionally in RDS studies, it takes only four
“waves” of coupons to reach deep into the
community. In this study, we found some behavior
unique to jazz musicians and to each community.
First, our assumption that jazz musicians have a
high contact pattern because they “hang out
together” is only partially true—they DO hang out
together, but as the data show, it is often by musical
style that they do so. This pattern was also revealed
in a study from the mid-1990s in France called, Les
Musiciens de Jazz en France by Philippe Coulangeon
(PHarmattan), which showed that both geography
and differences in style tended to separate French
jazz musicians.

Second, the “lone wolf” syndrome often adopted
by jazz musicians makes them somewhat leery of
collaboration since it is such a hard scramble for
their next gig. Some of our city coordinators were
extremely inventive in this regard—-going to jazz
clubs, festivals and events, speaking about the study
at jazz gatherings, instrument and record stores, at
jazz schools and programs—and were vigilant at
reminding subjects about interview appointments,
rescheduling people who had out-of-town gigs, etc.
Third, some reacted negatively to the small payment
incentives. Fourth, coupons were sometimes lost or
forgotten, often despite the best intentions of the
musicians. But perhaps the most interesting finding
was the musicians’ deep desire to tell their stories
and to be heard.

Organization of Report

The report is organized in five sections,
presenting findings on demographics, employment
and income, a variety of professional issues, and
social networks. It also contains a summary, with
conclusions and recommendations. Appendices
include definitions and contexts for each metro area
studied, a distribution of responses, the respondent
identification form, an explanation of the method
used to estimate the number of jazz musicians and a
directory of resources for jazz musicians in each
metro area.




Chapter 1. Demographics*

Gender, Age, Race

Eighty percent of jazz musicians are male and
20 percent are female. The m4ean total age is 43; the
median is 42. New York musicians are a little older:
46 is the mean and 47 the median. Surprisingly, in
New Orleans 73 percent of the jazz musicians are
white.

The racial breakdown for jazz musicians in the
three cities is 60 percent white, 28 percent black, 3
percent Latino and 3 percent Asian. In New Orleans,
the findings are a bit surprising with 73 percent
white, 23 percent black, 3 percent Asian and no
Latino jazz musicians in this study. In New York, 55
percent are white, 33 percent are black, 3 percent
Latino and 1 percent Asian; and in San Francisco, 59
percent are white, 25 percent are black, 3 percent are
Latino and 4 percent are Asian.

When age is broken out by groups, both the 25-
34 age group and the 45-54 age group seem to
account for about half the musicians in total,
corresponding mostly to Gen-X-ers and Baby

Where did you first get inspired by music?

Boomers.

Forty-two percent are single; 26 percent are
married. In San Francisco over half (51 percent) are
single.

Education

To help us follow the early musical development
of survey respondents, a number of questions
regarding their early education and training were
asked. When asked where they were first inspired by
music, 37 percent of total musicians said they
received their initial inspiration at home. This
reached a high of 47 percent for New York
musicians. Forty-one percent of the total
respondents received most of their encouragement
from their families. This was true of 35 percent in
New York, possibly indicating the commonality of
extended families. While 38 percent of the total
respondents received encouragement from other
musicians, 50 percent of New Orleans area
musicians did.

Total New Orleans | New York | San Francisco
Church Percent 106% 182% 54% 124%
Number 7 20 14 37
Community center Percent 03% 00% 00% 0.7%
Nurmber 2 0 0 2
Festival Percent 16% 27% 08% 20%
Number 1l 3 2 6
Fim Percent 0% 27% 00% 10%
Number 6 3 0 3
Friends Percent 97% 118% 38% 141%
Nurmber 65 13 10 42
Home Percent 371% 291% 471% 312%

*The confidence level for this survey is 95 percent with a 5 percent margin of error. Figures do not necessarily add up to 100
percent due to multiple answers and don’t know/refused. In the New Orleans metro area, the majority of respondents resided
in Orleans Parish; in Detroit in Wayne and Oakland Counties does this apply to this volume?; in San Francisco, San Francisco
and Alameda counties, followed by San Mateo, Contra Costa and San Mateo Counties; and in the New York Metro area, New
York County (includes Manhattan) and Kings County (includes Brooklyn). (See Appendix C)

**Please refer to Appendix C for the distribution of responses in New Orleans, New York and San Francisco.




Nurmber 248 3R 123 B

Intemet Percent 00% 00% 00% 00%

Nurber 0 0 0 0

Live performance Percent 61% 64% 61% 60%

Number 41 7 16 18

Private music teacher Percent 21% 18% 11% 30%

Number 14 2 3 9

Radio Percent 7% 7.3% 7.3% 8.7%

Nurber 53 8 19 26

Recordings Percent 75% 64% 92% 64%

Number 50 7 24 9

Relatives Percent 30% 36% 08% 4.7%

Nurmber 20 4 2 14

School Percent 7.3% 82% 7.7% 6./%

Nurber 49 9 20 20

Television Percent 0% 00% 15% 0.7%

Number 6 0 4 2

Workshop Percent 01% 00% 04% 00%

Number 1 0 1 0

Other Percent 4.8% 18% 88% 23%

Number 32 2 23 7

Missing 5 0 3 2

total # of respondents who answered the question 669 110 261 298

What experiences provided you with early encouragement for your music?

Total | New Orleans New York | San Francisco

apprenticeship/internship Percent 31% 27% 08% 53%

Number 2 3 2 1S

Award Percent 56% 127% 1%% 63%

Number 38 14 5 1)

critical review Percent 3%% 55% 11% 5.7%

Number 26 6 3 7

family attention Percent HN1% 455% 34.8% 45.0%

Number 277 50 R 135

financial support Percent 33% 36% 04% 57%

Number 2 4 1 17

influence of other musicians' work Percent 375% 500% 216% 47.0%

Number 253 55 57 141

my music was recorded Percent 31% 55% 04% 4.7%

Number 2 6 1 14




Mentor Percent 123% 182% 30% 183%
Number 83 20 8 55
peer approval Percent 270% 291% 14.8% 370%
Number 18 32 39 M
playing in the streets Percent 8%% 73% 38% 140%
Nurmber 60 8 10 42
public performance Percent 28% 355% 27% 360%
Number 154 39 7 108
sale of my music Percent 25% 4.5% 00% 4.0%
Number 17 5 0 2
teacher(s) Percent 309% 42.7% 121% 43.0%
Nurmber 208 47 32 129
winning competitions(s) Percent 71% 155% 08% 97%
Number 48 17 2 29
Other Percent 175% 91% 261% 130%
Number 118 10 69 39
total # of respondents who answered the question 674 110 264 300
Teaching and mentoring are different aspects of passing on their knowledge and experiences. Fifty
a musician’s education. The major motivation for percent of artists recognized that mentoring is very
aggregate musicians who teach or have taught music important to their own artistic development.

over the course of their career is the importance of

If you taught music or currently teach music during your career, what was your major motivation for
teaching?

New New San
Total Orleans York Francisco

eaming money Percent 24.8% 32.7% 186% 27.3%
Number 167 36 49 82
lovetoteach Percent 208% 191% 12%% 283%
Number 140 2 A 85

importance of passing on my knowledge and
experiences Percent 252% 21% 24.2% 24.7%
Number 170 32 64 74
importance of leaving a legacy Percent 34% 36% 00% 63%
Number 23 4 0 9
benefits (health insurance, etc.) Percent 15% 27% 08% 1%
Number 10 3 2 5
faciliies for making music Percent 18% 27% 08% 23%
Number 2 3 2 7
staying in touch with people and ideas Percent 8%% 173% 42% 100%
Number 60 9 1l 30
Other Percent 148% 55% 303% 4.7%




100 6 80 14

total # of respondents who answered the question

674 110 264 300

If you have been a mentor to another musician or artist, how important is mentoring to your ongoing

artistic development?

Total New Orleans New York | San Francisco

very important Percent 49.7% 524% 47.3% 514%
Number 245 44 107 A

somewhat important Percent 112% 190% 71% 126%
Nurmber 55 16 6 23

Important Percent 201% 155% 252% 158%
Nurmber 9 3 57 29

not important Percent 28% 4.8% 22% 27%
Number 14 4 5 5

Meaningess Percent 08% 12%% 04% 11%
Nurmber 4 1 1 2

| have never been a mentor Percent 154% 7% 17.7% 164%
Number 76 6 40 30

Missing 181 % 3 17
total # of respondents who answered the question 493 84 226 183

Respondents from the three cities combined and
the New Orleans area showed a good amount of
differentiation in the experiences that helped
prepare them for their work in the arts. New
Orleans-area artists had more community-based arts
experience than total musicians (22 percent to 18
percent) and included more musicians who were
self-taught (55 percent to 38 percent).

A large percentage of artists learned from
listening to music (75 percent total) and performing

(69 percent total).

Respondents from the three cities combined
showed a good amount of differentiation in the
experiences that helped prepare them for their work
in the arts. San Francisco area artists had more
community-based arts experience than aggregate
musicians (29 percent to 18 percent) and included
more musicians who were self-taught (51 percent to
38 percent).

What other experiences have you had in preparation for your work in the arts?

Total New Orleans New York | San Francisco
altemative schooling experience Percent 120% 191% 53% 153%
Nurmber 8l 2 14 46
attending performances Percent 61.1% 72.7% 47.0% 69.3%
Number 412 80 124 208
community-based arts experience Percent 17.7% 218% 27% 29.3%
Number 119 24 7 88
experience as a mentor Percent 123% 209% 38% 16.7%
Number 83 233 10 50




experience as an apprentice Percent 28% 255% 205% 24.0%

Number 154 28 54 72

jazz workshop, clinic, master dlass Percent 41.5% 52.7% 273% 500%
Nurmber 280 58 72 180

listening to music Percent 751% 891% 66.3% 77.7%

Number 506 B 175 233

Performing Percent 68.7% 882% 48.9% 790%

Number 463 97 129 237

rehearsal band Percent 33.7% 42.7% 1% 49.7%

Number 227 47 31 149

self-taught Percent 380% 54.5% 163% 510%

Number 256 60 43 153

Other Percent 168% 55% 360% 4.0%

Number 113 6 %5 2

total # of respondents who answered the question 674 110 264 300

Formal Education some college; 38 percent have a college degree; an

additional 18 percent of the total respondents have a

Thirty-four percent of total musicians have graduate degree.

Please indicate your highest level of formal education

New San
Total Orleans New York Francisco

elementary school, through grade 8 Percent 00% 00% 00% 00%
Number 0 0 0 0

some high schoal Percent 24% 18% 1F% 31%
Number 16 2 5 9

12th grade, but did not graduate Percent 06% 00% 04% 10%
Number 4 0 1 3

12th grade, got GED Percent 14% 4.6% 04% 10%
Number 9 5 1 3

12th grade, graduated from high school Percent 53% 46% 4.2% 64%
Nurmber 35 5 1l 19

some colege Percent 335% 39.4% 302% 34.2%
Number 223 43 79 101

college degree Percent 375% 266% 420% 376%
Number 250 29 110 M

graduate degree Percent 183% 2% 210% 142%
Number 12 25 55 42
Missing 8 1 2 5
total # of respondents who answered this question 666 109 262 295




Additional Educational Experiences degree. This was very high in New York at 29
percent. Sixty-two percent of all jazz musicians

Nineteen percent of the musicians from the studied with private teachers, again highest in New
three cities combined had conservatory or York at 73 percent.

professional school training that did not grant a

Did you receive technical or professional training in the arts?

New New San
Total Orleans York Francisco
in conservatory or professional school not granting a
Percent 194% 127% 292% 133%
Nurmber 131 14 77 40
certificate program in the arts Percent 68% 145% 38% 6.7%
Number 46 6 10 20
private teachers Percent 620% 618% 731% 523%
Number 418 68 193 157
did not receive technical or professional training in
the arts Percent 165% A% 72% 27.3%
Number 111 10 9 82
other Percent 104% 7.3% 102% 1.7%
Number 70 8 27 35
total # of respondents who answered this question 674 110 264 300

10



Chapter I1. Employment and Income

EMPLOYMENT

To assess the employment situation of jazz
musicians, a number of questions were asked to
clarify the nature of their working habits. At present,
28 percent of all musicians are employed full-time in
the music business, 27 percent are employed full-
time as freelancers in the music business, and 13

At present, what is your employment situation?

percent are part-time freelancers in the music
business. For New Orleans-area musicians, 66
percent are employed full-time in the music
business, and only 17 percent are employed full time
in New York.

Respondents play a mean of 10 different musical
jobs a month; in San Francisco the mean is seven
jobs a month.

New New San
Total Orleans York Francisco
| am employed full ime in the music business Percent 280% 655% 170% 24.0%
Number 189 72 45 72
| am employed ful-ime NOT in the music business Percent 131% 45% 68% 21.7%
Nurmber 88 5 8 65
| am employed part-ime in the music business Percent 62% 27% 15% 1.7%
Number 42 3 4 35
I'am employed fullime as a freelancer in the music
i Percent 21.3% 300% 49.6% 6.7%
Nurmber 184 33 131 20
I'am employed part-ime as a freelancer in the music
busness Percent 128% 36% 12%% 160%
Number 86 4 A 48
|amunemployed Percent 52% 00% 19% 100%
Number 35 0 5 30
| am retired Percent 33% 18% 23% 4.7%
Number 2 2 6 14
other (other) Percent 110% 27% 106% 14.3%
Number 74 3 28 43
Missng
total # of respondents who answered this question
(including refusals & don't knows) 674 110 264 300

|
Note: These percentages add up to more than 100 percent, indicating that some respondents gave multiple
answers, possibly selecting “other” as well as a defined category.

Sixty-three percent of the total musicians have
more than one job. For New York musicians, the
figure is 80 percent; for San Francisco, 54 percent.
For the majority of musicians, music teacher was the
most cited secondary job (24 percent in New
Orleans, 35 percent in New York and only 15 percent

in San Francisco).

There seems to be a greater synergy between
music and outside employment in New Orleans and
New York. Of the total musicians who are currently
working more than one job, 55 percent believe that
their alternate employment and their music

11



reinforce each other. In comparison, 73 percent of their music. Forty-four percent of San Francisco
New Orleans-area musicians, and 66 percent of New musicians, 30 percent of New Yorkers and only 18
York musicians and only 37 percent of San Francisco percent in New Orleans feel that their other
musicians feel that their employment reinforces

employment pays to support their music.

If you have other employment, which one of the following statements best describes your feelings about
the relationship between your music and your other employment at this point in your career?

New San
Total Orleans New York | Francisco
My other employment pays to support my music Percent 34.1% 182% 301% 43.7%
. Number 129 8 55 66
My other employment and my music reinforce each
other Percent 56.3% 72.7% 661% 371%
. Nurmber 209 32 121 56
My other employment and my music have no relaton
to each other Percent 106% 1% 38% 192%
Number 40 4 7 29
Missing 296 66 8l 149
total # of respondents who answered this question 378 44 183 151
Thirty-three percent of all musicians and 48 activities. Thirty-nine percent of the total musicians
percent of New York-area musicians spend over 40 spend between 10 or fewer hours per week on their

hours a week on their music or music-related

supplementary employment.

Approximately how many hours per week do you spend on your music or music-related activities
(including performing, looking for work, marketing etc.)

Total New Orleans | New York | San Francisco

0-10 hours per week Percent 109% 75% 34% 184%
Number 67 8 8 51

11-20 hours perweek Percent 160% 178% 86% 21.7%
Number RN 19 20 60

21-30 hours per week Percent 182% 15%% 133% 2B1%
Number 112 17 3l 64

31-40 hours per week Percent 21.7% 234% 270% 166%
Nurmber 134 25 63 46

over 40 hours per week Percent 3B2% 355% 47.6% 202%
Number 205 38 M 56

Missing 57 3 3l 23
total # of respondents who answered this question 617 107 233 277

INCOME

Fifty-two percent of all jazz musician

percent of the New Orleans-area musicians earned
their major income in the last 12 months as
musicians. Fifty-six percent of the New York-area

respondents earned their major income in the last musicians earned their major income in the last 12
12 months as musmans, 24 percent in non—mu§1c months as musicians, 19 percent in non-music
related occupations, another 11 percent as fnuSIC related occupations, 8 percent as music teachers, and
teachers and 7 percent as jazz teachers. A high of 83 7 percent as jazz teachers.
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Thirty-six percent of the San Francisco-area
musicians earned their major income in the last 12
months as musicians, 36 percent in non-music
related occupations, 13 percent as music teachers,
and 7 percent as jazz teachers.

In a late-1990s study of 400 jazz musicians in
the Netherlands (a place often invoked for its
government subsidy of artists) researcher Teunis
IJdens found the main sources of income were
performing (35 percent) and teaching (25 percent).
Other work as a musician, including composing,

made up almost 10 percent of total income, and
other non-musical work accounted for 15 percent.

Only one out of ten jazz musicians can make a
living out of performing, teaching, and composing jazz
and improvised music. Almost half of them can make
a living as a musician (jazz and other music) while
other (non-musical) sources of income are required by
well over 50 percent of the musicians.( “Scattered and
Skewed, Artistic Work Between Market and
Organization,” p. 225).

From which occupation did you earn your major income in the last 12 months?

Total | New Orleans New York San Francisco
Musican Percent 515% 82.7% 56.4% 35.7%
Nurmber 347 9l 149 107
music teacher Percent 111% 136% 80% 130%
Number 75 15 21 39
jazz teacher Percent 65% 45% 68% 70%
Nurmber 44 5 18 2
arts manager or administrator Percent 10% 00% 08% 1%
Nurmber 7 0 2 5
other music-related occupation Percent 7%% 45% 8.7% 83%
Number 53 5 23 25
non-music related occupation Percent 24.2% 36% 18%% 363%
Number 163 4 50 109
Other Percent 107% 6.4% 53% 170%
Number 72 7 14 51
Missing
total # of respondents who answered this question 674 110 264 300

The extremes of income from music are evident:
as noted above, 52 percent of all musicians and 56
percent of New York-area musicians earned their
major income in the last 12 months as musicians.
Nine percent of all jazz musicians and 11

percent of New York-area jazz musicians earned over
$40,000 from their work as musicians in 2000.
Fourteen percent of all musicians and 8 percent of
New York-area jazz musicians earned $500 or less as
musicians in 2000.

I am going to read a list of income ranges. Please let me know when I get to the category that describes your
total income as an individual from all sources in 2000 before taxes, including your work as a musician.

Total New Orleans | New York ?:ncisco
$0- $500 Percent 7.1% 20% 4.9% 125%
Number 46 2 2 32
$501- $3000 Percent 11.7% 50% 123% 137%
Number 70 5 30 35
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$3001- $7000 Percent 252% 290% 234% 255%
Nurmber 151 29 57 65

$7001- $12,000 Percent 200% 260% 2095% 169%
Nurmber 120 2% 51 43

$12,001- $20,000 Percent 127% 170% 164% 75%
Nurmber 76 17 40 19

$20,001- $40,000 Percent 95% 110% 94% 90%
Nurmber 57 1 23 23

$40,001- $60,000 Percent 62% 60% 53% 71%
Nurmber 37 6 13 8

$60,001- $80,000 Percent 70% 40% 74% 78%
Nurmber 42 4 8 2

$80,001- $100,000 Percent 00% 00% 00% 00%
Nurmber 0 0 0 0

more than $100,000 Percent 00% 00% 00% 00%
Nurmber 0 0 0 0

Men $16,269 $15,833 $16,660 $16,066
Meden $9,501 $9,501 $9,501 $5,001
Mising 75 0 20 45
total # of respondents who answered this question 599 100 244 255

Only nine percent of all jazz artists earned over six percent in San Francisco.

$40,000 in total income as musicians, with a low of

I am going to read a list of income ranges. Please let me know when I get to the category that describes your
total income from work as a musician from all sources for 2000 before taxes.

Total New Orleans | New York San Francisco
$0- $500 Percent 138% 1% 79% 24.1%
Number 85 2 20 63
$501- $3000 Percent 160% 58% 123% 238%
Nurrboer 9 6 3l 62
$3001- $7000 Percent 13%% 2%% 142% 180%
Number 86 3 36 47
$7001- $12,000 Percent 130% 136% 150% 107%
Number 80 14 38 28
$12,001- $20,000 Percent 14.7% 252% 174% 80%
Nurmber a % 44 2
$20,001- $40,000 Percent 198% 40.8% 225% 88%
Nurmboer 12 42 57 23
$40,001- $60,000 Percent 55% 78% 71% 31%
Number 34 8 18 8
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$60,001- $80,000 Percent 32% 1% 36% 34%

Nunber 20 2 9 9

$80,001- $100,000 Percent 00% 00% 00% 00%

Number 0 0 0 0

more than $100,000 Percent 00% 00% 00% 00%

Number 0 0 0 0

Men $15,560 $23,059 $17,962 $10,273
Meden $9,501 $30,001 $16,001 $5,001
Missing 57 7 1 39
fotal # of respondents who answered this question 617 108 253 261

For 70 percent of all and 81 percent of New
York-area musicians, musician income came from
work AS jazz musicians, in other words, not playing
weddings, bar mitzvahs and all the other musical

jobs jazz musicians do to survive.
This was true of 78 percent of New Orleans-area
musicians, 56 percent of San Francisco musicians.

What percentage of this income came from your work as a jazz musician in 2000?

Total New Orleans | New York San Francisco
men 70 78 8l 56
Meden 0 B 100 50
std. dev. 35 30 30 38
Mook 100 100 100 100
valid cases 587 104 247 236
Missing & 6 17 64

Respondents play a mean of 10 different musical
jobs a month; in New Orleans the mean is 17 jobs a
month.

Just over half of the RDS and union musicians
earned their major income in the last 12
months as musicians (see Volume II). Forty-
three percent of union jazz musicians and 28
percent of RDS musicians are employed full-
time in the music business. And 5 percent or
less of both groups are unemployed.

For 63 percent of all musicians and 89 percent
of New Orleans area musicians, the income earned
from their work as jazz musicians covered their
music-related costs. For over three-quarters of all
musicians, costs of music-related supplies,
equipment, capital improvements, publicity and
marketing, travel and cartage, recording and
management costs, and instrument insurance are
under $2,500.

The information below includes findings from
our union survey (AFM) on jazz and non-jazz
musicians, our RDS survey, and the NEA’s 1990
census figures for musicians and composers (the
census does not separate these or distinguish
between types of music.)
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In the RDS study, the mean total household gross income in 2000 before taxes for
aggregate jazz musicians is $24,504, the median is $9,501. For New Orleans-area
musicians the mean is $23,589 and the median is $16,001.

The mean total income as an individual from ALL sources including work as a musician
in 2000 before taxes for aggregate musicians is $16,269, the median is $9,501. For New
Orleans-area musicians the mean is $15,833, the median is $9,501.

In the AFM study, the mean total household gross income in 2000 before taxes for jazz
musicians is $63,496; the median is $70,000. For non-jazz musicians the mean is
$70,493 and the median is $70,000.

The mean total income as an individual from ALL sources including work as a musician
in 2000 before taxes for jazz musicians is $49,847; the median is $50,000. For non-jazz
musicians the mean is $50,894 and the median is $50,000.

According to the 1990 census as reported by the National Endowment for the Arts, the
median earnings for all musicians and composers was $22,988 for men and $18,653 for
women. Median household income was $36,653.

In the RDS study the mean income as an individual from work AS A MUSICIAN in
2000 before taxes for aggregate jazz musicians is $15,560; the median is $9,501. For New
Orleans area musicians the mean is $23,059; the median is $17,692.

The mean AFM income as an individual from work AS A MUSICIAN in 2000 before
taxes for jazz musicians is $33,486; the median is $30,000. For non-jazz musicians the
mean is $36,516 and the median is $30,000.

Eighteen percent of aggregate and only 10 Conversely, 4 percent of aggregate musicians and 2
percent of New Orleans-area musicians earned over percent of New Orleans area musicians earned $500
$60,000 in total gross household income in 2000; no or less.

musicians from any group earned over $100,000.

I am going to read a list of income ranges. Please let me know when I get to the category that describes your
total household gross income in 2000 before taxes.

Total New Orleans | New York g?a]ncisco
$0- $500 Percent 4.3% 21% 50% 4.6%
Number 25 2 2 1l
$501- $3000 Percent 83% 21% 88% 104%
Number 48 2 2 25
$3001- $7000 Percent 25% 21F% 21.3% 241%
Number 130 2l 51 58
$7001- $12,000 Percent 151% 177% 133% 158%
Number 87 17 32 38
$12,001- $20,000 Percent 133% 198% 146% 95%
Number 77 9 35 23
$20,001- $40,000 Percent 106% 135% 88% 112%
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Nurmber 61 13 2 27
$40,001- $60,000 Percent 80% 125% 75% 66%
Nurmber 46 2 8 6
$60,001- $80,000 Percent 17S% 104% 208% 178%
Nurmber 103 10 50 43
$80,001- $100,000 Percent 00% 00% 00% 00%
Nurmber 0 0 0 0
more than $100,000 Percent 00% 00% 00% 00%
Number 0 0 0 0
Men $24,504 $23,589 $25,787 $23,592
Meden $9,501 $16,001 $16,001 $9,501
Missing 97 14 24 59
total # of respondents who answered this question 577 % 240 241
Thirty-two percent of total area respondents the Arts. Forty-six of these artists came from the
applied for a grant as a jazz or aspiring musician; the New York metro area. None received foundation
highest percentage of applicants came from New grants and 2 percent received state agency grants in
York with 57 percent. Nine percent or 62 jazz artists 2000.

received grants from the National Endowment for

If you received grants or fellowships as a jazz or aspiring musician, from what sources did you receive them?

New San
Total Orleans New York Francisco

| never received Percent 365% 41.8% 201% 49.0%
Number 246 46 53 147
National Endowment for the Arts Percent 92% 18% 174% 4.7%
Number 62 2 46 14
other federal agency (specify agency) Percent 10% 00% 15% 10%
Nurmber 7 0 4 3
regional agency (specify agency) Percent 10% 00% 11% 13%
Number 7 0 3 4
state agency (specify agency) Percent 4.3% 18% 61% 37%
Number 29 2 16 1l
local agency (specify agency) Percent 27% 0% 45% 1%
Number 18 1 14 5
foundation (specify foundation) Percent 33% 00% 53% 27%
_ Number 2 0 14 8

educational institution (specify
institution) Percent 7.7% 7.3% 11.7% 4.3%
Number 52 8 3l 13
corporate sponsor (specify sponsor) Percent 10% 00% 1P% 0.7%
Number 7 0 5 2
Other Percent 73% 0% 16.7% 13%
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Number 49 1 44 4
Missing 428 64 211 153
fotal # of respondents who answered this
question (including refusals & don't knows) 674 110 264 300

Almost all jazz musicians received under $5,000

from music-related grants or fellowships, royalties or
residuals, public assistance (welfare) and/or

unemployment benefits in the year 2000. Of those

who applied for grants or fellowships, 3 percent

received between $25,001 and $50,000. Almost all
jazz musicians received under $5,000 from music
royalties or residuals, public assistance (welfare)
and/or unemployment benefits in the year 2000.

How much did you receive in 2000 before taxes in each of the following areas?

New San
Total Orleans New York Francisco
music-related grants
a $0- $5,000 Percent 94.8% B2% B7% 9%62%
Number 452 55 12 205
b $5,001- $10,000 Percent 15% 00% 20% 14%
Nunber 7 0 4 3
¢ $10,001- $25,000 Percent 21% 34% 2%% 0%
Number 10 2 6 2
d $25,001- $50,000 Percent 15% 34% 15% 0%
Number 7 2 3 2
e $50,001- $75,000 Percent 00% 00% 00% 00%
Nurmber 0 0 0 0
f over $75,000 Percent 02% 00% 00% 05%
Number 1 0 0 1
men 3412 4,195 3,549 3,063
meden 2500 2,500 2,500 2,500
music-related fellowships
a $0- $5,000 Percent 96.7% 94.5% 5% B1%
Number 441 52 187 202
b $5,001- $10,000 Percent 11% 00% 26% 00%
Nurmber 5 0 5 0
¢ $10,001- $25,000 Percent 15% 36% 10% 15%
Number 7 2 2 3
d $25,001- $50,000 Percent 07% 18% 05% 05%
Number 3 1 1 1
e $50,001- $75,000 Percent 00% 00% 00% 00%
Nurmber 0 0 0 0
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f over $75,000 Percent 00% 00% 00% 00%
Nunber 0 0 0 0
men 3015 3,682 2,962 2,388
meden 2,500 2,500 2,500 2,500
music royalties/residuals
a $0- $5,000 Percent 9%6.0% 94.0% 5% %6.6%
Number 453 189 201
b $5,001- $10,000 Percent 28% 60% 20% 24%
Number 13 4 4 5
¢ $10,001- $25,000 Percent 11% 00% 15% 10%
Nurmber 5 0 3 2
d $25,001- $50,000 Percent 02% 00% 05% 00%
Number 1 0 1 0
e $50,001- $75,000 Percent 00% 00% 00% 00%
Nurber 0 0 0 0
f over $75,000 Percent 00% 00% 00% 00%
Nunber 0 0 0 0
men 2871 2,79 3,008 2,764
meden 2,500 2,500 2,500 2,500
public assistance (welfare)
a $0- $5,000 Percent 9B0% 1000% 974% 980%
Number 437 53 186 198
b $5,001- $10,000 Percent 18% 00% 21% 20%
Nurmber 8 0 4 4
¢ $10,001- $25,000 Percent 02% 00% 05% 00%
Nunber 1 0 1 0
d $25,001- $50,000 Percent 00% 00% 00% 00%
Number 0 0 0 0
e $50,001- $75,000 Percent 00% 00% 00% 00%
Nurber 0 0 0 0
f over $75,000 Percent 00% 00% 00% 00%
Nunber 0 0 0 0
men 2623 2500 2,683 259
meden 2,500 2,500 2,500 2,500
unemployment benefits
a $0- $5,000 Percent 03% B1% 95% 95%
Number 446 53 191 202
b $5,001- $10,000 Percent 04% 19% 05% 05%
Nurmber 2 1 1 1
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¢ $10,001- $25,000 Percent 02% 00% 00% 00%
Nurrber 1 0 0 0
d $25,001- $50,000 Percent 00% 00% 00% 00%
Number 0 0 0 0
e $50,001- $75,000 Percent 00% 00% 00% 00%
Nurber 0 0 0 0
f over $75,000 Percent 00% 00% 00% 00%
Nurber 0 0 0 0
men 2,556 2533 2526 2525
meden 2,500 2,500 2,500 2,500

total # of respondents who answered this
question (including refusals & don't knows) 674 110 264 300
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Chapter III. Other Issues

PROFESSIONALISM 5. Have you performed with or without a jazz

band for pay at least 10 times during the last
: .. year?

Selection Criteria 6. Have you produced a documented body of
work that is considered (self or externally)
jazz? (documented output = performances,
compositions, collaborations, arrangements,
recordings)

As is well known in the field itself, there are
musicians who are uncomfortable with calling
themselves “professional,” musicians who do not
play or define themselves solely by jazz, musicians
who refuse to acknowledge the term “jazz.” And
some musicians were uncomfortable being asked to
refer to themselves in these ways.

In a review of a book called Academic Instincts
(Times Literary Supplement, May 25, 2001, p. 24).
Author Marjorie Garber is quoted as saying,

Not only are (the terms “amateur” and

“professional”) mutually interconnected. Part of

their power comes from the disavowal of the close

affinity between them.... If, at the beginning of
any discipline’s self-definition, it undertakes to

As described earlier, the musicians interviewed
for this study were asked to select one or more of the
following criteria to define their status as jazz
musicians. These include self-definition, a
marketplace definition (getting paid), the extent of
jazz work performed, engagement with jazz, and the
production of a documented body of work. The
criteria were determined from work with a focus
group of jazz representatives.

1. Do you consider yourself a jazz musician?

2. Did you earn more than 50 percent of your
personal income in the last six months as a
jazz musician or in jazz-related activities?

3. Have you been engaged in your art/jazz more
than 50 percent of the time during the last
year?

4. Have you performed in/with a jazz band at
least 10 times during the last year?

Ninety-nine percent of all jazz artists play or sing jazz music.

Ninety-five percent of aggregate respondents and 92 percent in San Francisco, consider
themselves jazz musicians.

Fifty-three percent of the total jazz artists earned more than 50 percent of their personal
income in the last six months as jazz musicians or in jazz-related activities. There was a
low of 35 percent in San Francisco and a high of 92 percent in New Orleans.

Forty-eight percent of all respondents, 92 percent of New Orleans musicians and only 19
percent of New York jazz musicians were engaged in their art/jazz more than 50 percent
of the time during the last year.

Fifty-three percent of all musicians— and 98 percent of New Orleans, 17 percent of New
York and 67 percent of San Francisco musicians performed in/with a jazz band at least
10 times during the last year.

Forty-two percent of aggregate respondents; 95 percent of New Orleans and only 2
percent of New York and 58 percent of San Francisco musicians performed with or
without a jazz band for pay at least 10 times during the last year.

Forty-six percent all and 98 percent of New Orleans musicians, but only 10 percent of
New York and 57 percent of San Francisco musicians have produced a documented body
of work that is considered jazz.
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distinguish itself from another, “false,” version of

itself, that difference is always going to come back

to haunt it....

The changing, sometimes multi-layered,
meaning of the word “professional” gives us no
common definition for the arts. Indeed, the root of
the word amateur is “to love” and most jazz
musicians would probably agree they play jazz, first
and foremost, because they love it.

Whether jazz musicians consider themselves
professional or not, they are included in this study

Do you ever play or sing jazz music?

since 99.2 percent of them play or sing jazz music.
Using the selection criteria listed above, the
following statistics help characterize the professional
lives of jazz musicians.

Due to the targeted nature of the RDS study,
most of the musicians surveyed have established a
history of performing jazz music. While 99 percent
of all musicians play or sing jazz music, of the
musicians who have never played or sung jazz

music, 37 percent play classical music and 63
percent play or sing other kinds of music.

Total New Orleans | New York g?aqncisco
Yes Percent P92% 1000% 1000% 98.3%
Number 638 109 243 286
No Percent 08% 00% 00% 1.%%
Nurmboer 5 0 0 5
Missing 31 1 21 9
total # of respondents who answered this question 643 109 243 291
If no, do you play or sing any other kind of music?
New San
Total Orleans New York Francisco
Classical Percent 370% 333% 46.2% 333%
Nurmber 17 4 6 7
other (please specify) Percent 630% 66.7% 538% 66.7%
Nurmber 29 8 7 14
Mssing 628 98 251 279
total # of respondents who answered the question 46 2 13 2
In fact, only 81 percent consider themselves percent in New York.
professional jazz musicians, with a high of 96
Do you consider yourself a professional jazz musician?
Total New Orleans New York San Francisco
yes Percent 814% 9B6% 9B5.7% 655%
Number 513 103 220 10
no Percent 186% 6.4% 4.3% 34.5%
Number 117 7 10 100
missig 44 0 3% 10
total # of respondents who answered the
question 630 110 230 290
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top choice; in San Francisco it was inner drive. In
New Orleans, making a living was also the second
choice, while New York and San Francisco focused
on peer recognition, which also became the highest
third choice for all.

In addition to the selection criteria, we asked the
musicians which were the top three reasons they
considered themselves professional jazz musicians.
Among all first choices, in New York and New
Orleans, making a living as a jazz musician was the

If yes, of these statements, which do you consider the three most important reasons as they apply to you?

New New San
Choice 1 Total Orleans | York Francisco
| make my iving as a musician Percent 32.3% 40.8% 399% 208%
Number 172 40 87 45
| receive some income from my work as a musician Percent 122% 00% 101% 199%
Nurmber 65 0 2 43
lintend to make my living as a musician Percent 60% 41% 18% 11%
Nurrber 2 4 4 24
| belong to a musicians’ association Percent 00% 00% 00% 00%
Number 0 0 0 0
| belong to a musicians’ union or guild Percent 00% 00% 00% 00%
Nurmber 0 0 0 0
| have been formally educated in music Percent 26% 20% 18% 37%
Number 14 2 4 8
| am recognized by my peers as an musician Percent 111% 14.3% 87% 120%
Number 59 14 9 26
| consider myself to be a musician Percent 66% 92% 78% 4.2%
Nurmber 35 9 7 9
I'spend a considerable amount of ime working as a
musicen Percent 17% 10% 28% 0%
Number 9 1 6 2
| have a special talent Percent 45% 61% 32% 51%
Number 24 6 7 1l
| have aninner drive to make music Percent 160% 214% 83% 21.3%
Number 85 21 18 46
| receive some public recognition for my music Percent 23% 00% 55% 00%
Number 2 0 2 0
Other Percent 4.7% 10% 101% 0%
Number 25 1 2 2
Mssing 142 ? 46 84
total # of respondents who answered the question 532 B 218 216
New New San
Choice 2 Total Orleans York Francisco
| make my living asamusician Percent 105% 188% 111% 62%
Nurmber 54 18 23 13
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| receive some income from my work as amusican Percent 72% 115% 4.3% 81%
Nurmber 37 1l 9 17
lintend to make my living as a musician Percent 53% 52% 34% 7%
Number 27 5 7 5
| belong to a musicians’ association Percent 12% 31% 00% 14%
Nurmboer 6 3 0 3
| belong to a musicians’ union or guild Percent 20% 63% 10% 10%
Nurrboer 10 6 2 2
| have been formally educated in music Percent 82% 104% 4.8% 105%
Number 42 10 10 2
| am recognized by my peers as an musician Percent 252% 125% 285% 278%
Nurrber 129 2 59 58
| consider myself to be a musician Percent 1% 52% 58% 211%
Nurmber 6l 5 2 44
I'spend a considerable amount of ime working as a
musican Percent 45% 52% 34% 53%
Number 23 5 7 1l
I have a special talent Percent 55% 83% 63% 33%
Nurmber 28 8 13 7
| have an inner drive to make music Percent 86% 135% 97% 53%
Number 44 13 20 1
| receive some public recognition for my music Percent 4.7% 00% 97% 19%
Number 24 0 20 4
Other Percent 53% 00% 121% 10%
Nurrboer 27 0 25 2
Missing 162 14 57 9l
total # of respondents who answered the question 512 % 207 209
New New San
Choice 3 Total Orleans York Francisco
| make my living as amusician Percent 64% 93% 62% 54%
Number 32 9 2 1
I receive some income from my work as amusician Percent 36% 21% 21% 5%%
Number 18 2 4 2
lintend fo make my living as a musician Percent 52% 52% 31% 73%
Nurmber 26 5 6 5
| belong to a musicians’ association Percent 06% 00% 00% 15%
Number 3 0 0 3
| belong to a musicians’ union or guild Percent 32% 72% 15% 2%
Nurrber 16 7 3 6
| have been formally educated in music Percent 8.7% 103% 56% 107%
Nurmber 43 10 1 2
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| am recognized by my peers as an musican Percent 215% 268% 241% 166%
Nurmber 107 26 47 34
| consider myself to be a musician Percent 80% 72% 82% 83%
Number 40 7 6 17

I'spend a considerable amount of ime working as a
musidan Percent 56% 82% 51% 49%
Nurmber 28 8 10 10
| have a special talent Percent 48% 62% 46% 44%
Nurmber 24 6 9 9
| have an inner drive to make music Percent 14.7% 52% 103% 234%
Nurmber 73 5 20 48
| receive some public recognition for my music Percent 9%% 72% 164% 4.9%
Nurmber 49 7 32 10
Other Percent 76% 52% 128% 3%
Nurmber 38 5 25 8
Missing 177 13 69 %5
total # of respondents who answered the question 497 97 1% 205

month. Of these musicians, 41 percent of the artists
from the three test cities combined and 64 percent
of the New Orleans-area musicians play with four or
more different groups. Eighty percent of all
respondents regularly play with a specific group of
musicians.

Ninety-two percent of the aggregate jazz
respondents and 100 percent of the New Orleans
respondents played jazz for money in the six months
prior to the survey. The average number of jobs per
month for New Orleans musicians totaled 17, which
was higher than the aggregate average of 10 jobs a

Have you played jazz for money during the last 12 months?

New San
Total Orleans New York Francisco
Mae Percent 802% 836% 73.7% 84.5%
Number 534 R 191 251
Female Percent 198% 164% 263% 155%
Number 132 18 638 46
Missing 8 0 5 3
total # of respondents who answered this question 666 110 259 297
If you currently play with a group, how many different groups do you play with?
New San
Total Orleans New York Francisco
None Percent 8.7% 64% 84% 9%
Number 53 7 20 26
Ore Percent 116% 3.7% 134% 133%
Nurmber 7 4 32 35
Two Percent 160% 64% 176% 186%
Number B 7 42 49
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Three Percent 22.4% 193% 255% 209%
Number 137 21 61 55
four or more Percent 412% 64.2% H1% 37.3%
Number 252 70 84 B
missing &3 1 25 37
total # of respondents who answered this question 611 109 239 263
Do you work regularly with a specific group of musicians?
New San
Total Orleans New York Francisco
yes Percent 795% 891% 768% 783%
Number 524 98 19 227
no Percent 205% 109% 232% 21.7%
Number 135 2 60 63
missing 5 0 5 0
total # of respondents who answered the question 659 110 259 290
Approximately how many different musical jobs do you play a month?
Total New Orleans New York San Francisco
e 10 17 9 7
meden 8 16 7 5
std. dev. 8 9 7 6
agess] 20 20 4 2
valid cases 620 109 250 261
missing 54 1 14 39

Thirty-three percent (and 48 percent in New
York) spend over 40 hours a week on music or
music-related activities, including performing,
looking for work, and marketing. Seventy-three

percent (and 88 percent in New York) spend over 20

hours a week on this.

Jazz musicians spend an average of three hours

same time.

Over a third of jazz musicians spend over 40
hours per week on music-related activities.
Almost half of New York musicians spend this

a week practicing and five hours a week writing

music.

About how many hours per day do you spend practicing music?

Total New Orleans New York San Francisco
men 3 3 3 3
meden 2 2 2 2
std. dev. 4 3 4 5
ok 2 2 2 2
valid cases 590 108 209 278
missing 84 7 55 2
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How many hours per week do you spend writing music?

Total New Orleans New York San Francisco
men 5 6 6 4
medkn 3 3 4 2
std. dev. 7 10 7 6
o 0 0 2 0
valid cases 503 89 159 255
missing 171 2 105 45

music was an inner drive to make music. Twenty-
nine percent of musicians chose this as their most
important factor.

The study queried musicians on what guided
their decision to make music. The most popular
factor that prompted respondents from the three
cities combined and the New Orleans area to pursue

If you were to isolate the one most important factor prompting you to pursue music, what would it be?

New San
Total Orleans New York [ Francisco

diversion from daily routine Percent 1.7% 1%% 16% 18%
Number 1l 2 4 5

family tradition Percent 4.7% 84% 40% 3%%
Nurmber 30 9 10 1l

higher calling/sense of purpose Percent 151% 15%% 7% 214%
Nurmber 97 17 20 60

inner drive to make music Percent 28%% 383% 190% 34.2%
Number 185 4 48 %

lifestyle Percent 16% 0% 32% 04%
Number 10 1 8 1

love of the process Percent 64% 4.7% 40% 93%
Nurmber 4 5 10 26

personal expression Percent 84% 103% 7% 82%
Nurmber 54 1 20 23

problem solving Percent 05% 00% 12% 00%
Nurmber 3 0 3 0

recognition of my special talent Percent 4.8% 37% 6.7% 36%
Nurmber 3 4 17 10

source of great personal safisfaction Percent 12%% 12% 154% 114%
Nurmber 83 2 39 32

source ofincome Percent 05% 00% 12% 00%
Nurmber 3 0 3 0

other Percent 137% 4.7% 281% 4.3%
Nurmber 83 5 71 14

missing 33 3 1l 19
total # of respondents who answered the question 641 107 253 281
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Recognition and Grants and
Fellowships

For 43 percent of all jazz musicians, their first
professional recognition was their first paid job. This
was considerably lower in New York (32 percent).
Seventeen percent chose to fill in the blank for
“other” to this question and responses varied from “I
passed an audition” to high school and community
recognition, festivals, writing a song for a major

artist, scholarships, recommendations from teachers,
joining the musicians union, to “just playing.”

The percentages of respondents in New Orleans
and San Francisco feel generally that their talent has
been recognized locally (46 percent total; 67 percent
in New Orleans, 57 percent in San Francisco), while
those in New Orleans and New York feel their talent
has been recognized internationally (35 percent
aggregate; 52 percent in New Orleans and 50 percent
in New York).

Through what venue did your first professional recognition occur?

New San
Total Orleans New York Francisco
award or honor Percent 75% 120% 32% 96%
Number 46 13 8 25
feature article Percent 58% 65% 7% 38%
Nurrber 36 7 19 10
first paid job Percent 42.7% 54.6% 315% 48.5%
Nurrboer 263 59 78 126
grant Percent 05% 00% 04% 08%
Number 3 0 1 2
job with a known band Percent 130% 130% 97% 162%
Number 80 14 24 42
played with a major artist Percent 109% 56% 17.7% 65%
Number 67 6 44 7
winning a competition Percent 24% 28% 08% 38%
Number 15 3 2 10
other (please specify) Percent 172% 56% 200% 108%
Nurrber 106 6 72 28
missing 5 2 % 40
total # of respondents who answered this question 616 108 248 260
Has your talent been recognized. . .
New San
Total Orleans New York Francisco
locally Percent 46.3% 67.3% 250% 57.3%
Nurmber 312 74 66 172
nationally Percent 191% 418% 178% 120%
Nurrber 129 46 47 36
internationally Percent 353% 518% 49.6% 16.7%
Number 238 57 131 50
talent not recognized Percent 98% 27% 61% 157%
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Nurmber 66 3 16 47
other (please specify) Percent 55% 00% 114% 23%
Nurmber 37 0 30 7
total # of respondents who answered this question 674 110 264 300
Almost three quarters of all jazz musicians are point.
satisfied or very satisfied with their music at this
How satisfied are you with your music at this point?
New San
Total Orleans New York Francisco
very satisfied Percent 161% 194% 163% 148%
Nurmber 102 21 39 42
satisfied Percent 570% 59.3% 56.7% 56.3%
Number 360 64 136 160
dissatisfied Percent 24.2% 194% 24.2% 261%
Nurmber 153 2 58 74
very dissatisfied Percent 27% 19% 2%% 28%
Number 17 2 7 8
missng 42 2 24 1)
total # of respondents who answered this question 632 108 240 284

Copyright Protection and Airplay

Questions about protecting one’s work through
copyright, having adequate representation, and
being affiliated with a union, a performing rights
society, or a jazz-related organization elicited mixed
responses.

Sixty-two percent of the respondents hold
copyright in some artistic work of their own
creation (compositions, books, etc) and 22 percent

of them have given their copyright to a recording
company. Thirty percent of all the musicians have
had their work recorded by a professional recording
company (27 percent for New Orleans area
musicians and 43 for New York musicians), but New
Orleans musicians show a greater propensity to
record their own work. Sixty-four percent of New
Orleans-area musicians have recorded their own
work, a full 8 percentage points more than aggregate
musicians, 56 percent of whom have done so.

Do you hold a copyright in some artistic work of your own creation?

Total New Orleans | New York ??:ncisco
yes Percent 602% 60.7% 730% 47.6%
Nurmber 388 65 1P 131
no Percent 375% 37.4% 24.7% 49.8%
Number 242 40 65 137
don't know Percent 23% 1%% 23% 25%
5 2 6 7
missing 29 3 1 25
total # of respondents who answered this question 645 107 263 275
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Have you ever given your copyright to a recording company?

New San
Total Orleans New York Francisco
yes Percent 21% 24.1% 259% 17.3%
Nurmber 114 21 57 36
no Percent 74.0% 755% 682% 793%
Nurmber 381 66 150 165
don'tknow Percent 3%% 00% 5%% 34%
Number 20 0 13 7
missng 159 23 44 2
fotal # of respondents who answered this question 515 87 220 208
Has your work ever been recorded?
New San
Total Orleans New York Francisco
yes,by me Percent 56.4% 64.2% 46.3% 629%
Nurmber 359 68 118 173
yes, by a professional recording company | Percent 29.7% 274% 42.7% 185%
Nurmber 189 29 109 51
no Percent 102% 75% 63% 1495%
Nurmber 65 8 16 41
other (please specify) Percent 36% 09% 4.7% 36%
Nurmber 23 1 2 10
missig 38 4 9 2%
total # of respondents who answered this
question (including refusals & don't knows) 636 106 255 275
For 70 percent of aggregate jazz musicians and + radio stations featuring local artists, some of
82 percent of New Orleans-area jazz musicians, their which contact the artists
music has received airplay. Almost no one paid to + college radio stations
get airplay and 19 percent of all musicians had help « work with orchestras, chamber music groups
from a promotional person. The musicians’ + playing on different artists’ records, in movies,
comments offered us insight into this, explaining commercials, theater companies
many different routes to airplay including: * record companies, advertising agencies
+ live performance broadcasts
Has your music received airplay?
Total New Orleans | New York | San Francisco
yes Percent 70.4% 82.4% 822% 550%
Nurmber 450 89 208 153
no Percent 296% 176% 178% 45.0%
Nurmber 189 19 45 125
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missing 35 2 1 2
total # of respondents who answered this question 639 108 253 278
If yes, how did you get this airplay?
New San
Total Orleans New York Francisco
had help from a promotional person Percent 194% 34.5% 114% 210%
Number 131 38 30 63
sent recordings out myself Percent 197% 27.3% 18%% 17.7%
Nurrboer 133 30 50 53
paid to get airplay Percent 24% 4.5% 15% 23%
Number 16 5 4 7
knew some of the disc jockeys Percent 181% 3B6% 136% 163%
Number 12 37 36 49
knew producer Percent 85% 145% 42% 100%
Nurrboer 57 16 1 30
other Percent 27.3% 164% 47.3% 137%
Number 184 18 125 4
total # of respondents who answered this
question (including refusals & don't knows) 674 110 264 300

Forty-seven percent of all jazz musicians and a

high of 64 percent of New Orleans-area jazz

musicians have played music that was broadcast over

the Internet. Sixteen percent of the total and 10
percent New Orleans-area jazz musicians object

when their music is downloaded without payment—

much lower than the 53 percent of union jazz

musicians—and 24 percent of all respondents think
they should be paid for this. Twenty-eight percent of
all respondents say they do not mind their music
being downloaded and 28 percent like the exposure.

Have you played music that was broadcast over the Internet?

New San
Total Orleans New York Francisco

yes Percent 47.2% 636% 54.2% 34.2%
Number 296 68 136 R

no Percent 40.2% 187% 34.7% 539%
Nurmber 252 20 87 145

don't know Percent 126% 178% 112% 1%
Number 79 19 28 32

missing 47 3 13 3
total # of respondents who answered this question 627 107 51 269
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If yes, how do you feel about people downloading this music without paying for your work?

New San
Total Orleans New York Francisco
| do not mind Percent 181% 250% 98% 27%
Nurmber 75 2 16 37
like the exposure Percent 27.7% 27.3% 238% 31%%
Number 115 24 39 52
object Percent 166% 102% 23% 74%
Number 69 9 48 14
think | should be paid Percent 241% 2.7% 323% 166%
Nurmber 100 20 53 27
no opinion Percent 135% 148% 49% 215%
Nurmber 56 3 8 35
missing 259 2 100 137
total # of respondents who answered
this question (including refusals & don't
knows) 415 83 164 163

Only 24 percent of jazz musicians and 13
percent of the San Francisco-area respondents have
steady managers, agents or representatives for their

work. Of those who stated that they had
representation, half identified themselves as their
primary representatives.

Do you currently have a steady manager, agent or representative for your work?

Total New Orleans New York Is=?:ncisco
yes Percent 235% 3B0% 31.0% 12%%
Number 152 36 80 36
no Percent 765% 67.0% 69.0% 871%
Nunber 494 73 178 243
missing 8 1 6 21
total # of respondents who answered this question 646 109 258 279

Thirty percent of aggregate and 51 percent of
New Orleans, 40 percent of New York, and 13
percent of San Francisco-area respondents belong to
the American Federation of Musicians. (Louisiana is
a right-to-work state.) Of the respondents who are
not currently AFM members, 29 percent of all and
43 percent of New Orleans-area jazz musicians
previously belonged to the union. Reasons for not
joining the AFM varied: 15 percent of total
respondents believe that belonging to the union will

not increase their work opportunities, while 17
percent feel that the AFM does not represent the
interests of jazz musicians. Additionally, 89 percent
do not belong to any other union.

Forty-three percent of all jazz musicians are
members of a performing rights society (ASCAP,
BMI, SESAC). Seventeen percent of the respondents
from the three cities combined are members of a
jazz-related organization such as the International
Association of Jazz Education.
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Do you belong to the American Federation of Musicians (AFM) union?

Total New Orleans New York San Francisco
yes Percent 301% 51.4% 39% 130%
Number 197 55 106 37
no Percent 69.95% 48.6% 601% 87.0%
Nunber 458 52 158 248
missing 9 3 1 5
total # of respondents who answered this
question 655 107 263 285
If no, did you belong at a previous time?
San
Total New Orleans New York Francisco
yes Percent 294% 42.6% 40.4% 193%
Number 121 20 59 42
no Percent 706% 57.4% 596% 80.7%
Nurrboer 290 27 87 176
missing 263 63 118 82
total # of respondents who answered this question 411 47 146 218
If you do not belong to the AFM, why not?
New San
Total Orleans New York Francisco
does not represent the interests of jazz
musidans vaid % 174% 155% 28%% 123%
frequency 117 7 63 37
does not provide enough benefits vaid %o 122% 127% 155% 90%
frequency 82 14 4 27
00 expensive vaid %o A% 82% A% 93%
frequency 61 9 24 28
too difficult to join vaid % 16% 09% 04% 30%
frequency 1l 1 1 9
will not help me get work valid % 14.5% 2095% 76% 183%
frequency B 23 20 55
will prevent me from getting work vaid %o 21% 36% 11% 23%
frequency 14 4 3 7
all of the above valid % 64% 1% 08% 103%
frequency 43 10 2 3
other vaid %o 24.3% 91% 254% 290%
frequency 164 10 67 87
total # of respondents who answered the question 674 110 264 300
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percent use the Internet, with 33 percent using the
Internet to do research, and 27 percent using it to
promote their music.

Forty-six percent of all musicians use electronic
media in the creation of their music, 49 percent use
this media in the production of their music and 64

Do you use electronic media in the creation of your music?

Total New Orleans New York g?:ncisco
yes Percent 45.7% 44.9% 44.2% 47.3%
Nurmber 295 48 115 132
no Percent 54.3% 56.1% 558% 52.7%
Number 351 59 145 147
missing 2 3 4 21
total # of respondents who answered this question 646 107 260 279
Do you use electronic media in the production of your music?
San
Total New Orleans New York Francisco
yes Percent 494% 538% B% 615%
Number 307 56 83 168
no Percent 40.4% 42.3% 518% 29.3%
Number 51 44 127 80
missing 5 6 0 27
total # of respondents who answered this question 622 104 245 273
Do you use the Internet for your music?
San
Total New Orleans New York Francisco
yes Percent 63.7% 552% 869% 46.6%
Nurmber 362 53 1P 117
o Percent 36.3% 44.8% 131% 53.4%
Number 206 43 29 134
missing 106 14 43 49
total # of respondents who answered this question 568 % 221 51
How do you use it?
New San
Total Orleans New York Francisco
to communicate with people in the industry Percent 49.0% P1% 76% 280%
Number 330 43 203 84
0 compose music Percent 6.7% 82% 4.5% 80%
Nurmber 45 9 14 24
to copy music Percent 95% 173% 30% 123%
Number 64 9 8 37
to disseminate music Percent 74% 100% 45% 90%
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Number 50 1l 2 27
to listen to music Percent 20% 236% 197% 210%
Number 141 26 52 63
to promote music Percent 27.3% 255% 41.3% 15.7%
Number 184 28 109 47
to do research Percent 326% 32.7% 36.4% 293%
Number 220 36 %6 88
to sell music Percent 15%% 236% 205% 90%
Number 107 26 54 27

total # of respondents who answered this
question (including refusals & don't knows) 674 110 264 300

Retirement, Life and Health Coverage to an HMO. Roughly one-third of all respondents

have received injuries from occupational hazards in
their music-related work (for example, carpal tunnel
syndrome, hearing problems, etc.).

For routine health care 23 percent of the total
respondents go to private physicians, 33 percent go

Where do you go to obtain routine health care?

New San
Total Orleans New York Francisco

private physician Percent 230% 255% 2.3% 2.7%
Nunber 155 28 59 68

HMO (health maintenance organization) or PPO | Percent 3B1% 264% 280% 40.0%
Number 223 29 74 120

clinic Percent 7% 155% 57% 70%
Number 53 17 15 2

hospital outpatient department Percent 36% 18% 34% 4.3%
Number 24 2 9 13

emergency room Percent 22% 27% 04% 37%
Number 15 3 1 1

| do not obtain routine health care Percent 252% 209% 271.3% 250%
Number 170 23 72 75

arts-related medical facility (please specify) Percent 4.2% 155% 23% 1.7%%
Nurmber 28 7 6 5

other Percent 73% 45% 91% 6.7%
Number 49 5 24 20

total # of respondents who answered this

question (including refusals & don't knows) 674 110 264 300
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Have occupational hazards in your music-related work caused you any injuries?

Total New Orleans New York | San Francisco
yes valid % 315% 374% 36.4% 24.8%
frequency 200 40 9 69
no vaid % 685% 626% 636% 752%
Frequency 435 67 159 209
missing 39 3 14 2
total # of respondents who answered this question 635 107 250 278

Sixty-three percent of the musicians have some
health or medical coverage, 43 percent of them
receive insurance from an HMO, 16 percent from a
PPO, 13 percent from a personal policy through a
private insurance company (some respondents have
more than one type of coverage). This compares to
1999 figures cited by the New York Times on
September 29, 2000 (p. A16) citing 84.5 percent of
Americans with health insurance (The change in the

Do you have health or medical coverage?

economy has undoubtedly brought this figure,
which was climbing, down again).

Nine percent of all jazz musicians have disability
coverage for loss of income; 11 percent have some
other group insurance policy and 13 percent have
some other kind of health insurance. These include:
Medicare, the military, national health care from
other countries, and the American Association of
Retired Persons.

New San
Total Orleans New York Francisco
yes Percent 633% 583% 58.7% 692%
Number 398 63 142 108
no Percent 36.7% M.7% 41.3% 308%
Nunber 231 45 100 86
missing 45 2 2 21
total # of respondents who answered this question 629 108 242 279
If yes, which type do you have?
New San
Total Orleans New York | Francisco

HVIO Percent 43.1% 42.9% 35.3% 49.2%
Nurrboer 175 27 53 %5

PPO Percent 160% 175% 8.7% 21 2%
Number 65 1l 13 4

personal policy through private insurance company Percent 131% 127% 16.7% 104%
Number 53 8 25 20

disability coverage for loss of income Percent 00% 00% 00% 00%
Nurrboer 0 0 0 0

group insurance policy through arts/arts service

organization Percent 44% 7% 4.0% 36%
Number 18 5 6 7

other group insurance policy Percent 76% 7% 80% 73%
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other Percent 158% 11% 27.3% 83%
Nurmboer 64 7 4 6
Tissing 268 47 114 107

total # of respondents who answered this question

(including refusals & don't knows) 406 63 150 108
Forty percent of the respondents obtained their coverage through their employers. Only 4 percent
health coverage themselves. Nine percent coverage obtained their coverage through their musicians’
through their mates. Thirty-six percent obtained this union.

How was this health coverage obtained?

New San
Total Orleans New York Francisco
self Percent 40.3% 1% 42.7% 1%
Number 145 33 50 62
mate Percent 8%% 82% 60% 10%
Number 32 5 7 20
employer Percent B1% 262% 34.2% 40.7%
Number 130 16 40 74
my musicians' union Percent 4.2% 16% 60% 38%
Number 15) 1 7 7
mate's union or employer Percent 64% 66% 111% 33%
Number 23 4 13 6
private company Percent 4.2% 33% 00% 7%
Number 15) 2 0 13
- 314 49 147 118
total # of respondents who answered this
question (including refusals & don't knows) frequency 360 61 117 182
The chart below represents the answers to the is obviously a combination of payment sources,
questions, “Who pays for this insurance and what figures do not always add up to 100 percent.
percentage do they pay?” Please note that since there
WHO PAYS
Total New Orleans New York San Francisco
Self 25% 28% 24% 26%
Mate 3% 5% 2% 4%
Employer 16% 11% 14% 19%
Musicians' union 2% 1% 4% 1%
Mate’s union or employer 3% 1% 6% 1%
Private company 1% 0% 4% 1%
Arts/arts service 0% 0% 0% 1%
organization
Other 6% 5% 10% 4%
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PERCENTAGE THEY PAY

Total New Orleans New York San Francisco
Self 78% 80% 83% 74%
Mate 65% 54% 54% 73%
Employer 86% 81% 90% 85%
Musician’s union 74% 80% 73% 75%
Mate’s union or employer 96% 100% 100% 73%
Private company 97% 0% 100% 96%
Arts/arts service 100% 0% 0% 100%
organization
Other 95% 100% 96% 93%

These charts tell us that approximately a quarter
of all jazz musicians pay for their health insurance
mostly themselves with under one-fifth getting
payments from their employers. Fewer than two
percent receive payment for health insurance by the
musicians’ union. For the small percentage for
whom the union does pay, it covers about three-
quarters of the cost. By contrast, in the Research
Center for Arts and Culture study Information on
Artists, actors received some payment for health
insurance from the Actors’ Equity Association.

A September 2001 report by the Urban Institute
(http://www.urbaninstitute.org/) ,”Workers Without
Health Insurance: Who Are They and How Can

Do you have life insurance?

Policy Reach Them?,” reports that, of the 16 million
uninsured workers in the United States, those most
likely to lack health insurance include workers in
small firms, low-wage earners, part-time workers
and those employed for a short tenure. Many
musicians fit into these categories.

Thirty-three percent of all respondents have life
insurance. Sixty-one percent obtained it themselves;
for 25 percent, life insurance was obtained through
employers and for 3 percent, they obtained it
through their musicians’ union. Seventy percent pay
for this life insurance themselves; for 21 percent,
employers help pay for this, and, for 2 percent, of

their musicians’ union does.

Total New Orleans | New York San Francisco
yes Percent 33.3% 43.9% 318% 306%
Nurmboer 213 47 83 83
no Percent 66.7% %1% 682% 69.4%
Number 426 60 178 188
missing 35 3 3 29
How was this insurance obtained?
New San
Total Orleans New York Francisco
seff Percent 61.3% 813% 672% 46.0%
Number 12 39 43 40
mate Percent 4.0% 21% 00% 80%
Nurmber 8 1 0 7
employer Percent 51% 63% 234% %68%
Number 50 3 15 32
my musicians' union Percent 25% 00% 4.7% 23%
Number 5 0 3 2
mate's union or employer Percent 30% 4.2% 4.7% 11%
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Nurmber 6 2 3 1
private company Percent 40% 63% 00% 57%
Nurmber 8 3 0 5
missig 475 62 200 213
total # of respondents who answered this question 19 48 64 87
Forty-three percent of aggregate have at least musicians’ union; an employer pays for 23 percent;
one retirement plan. Twenty-two percent obtained it and the musicians’ union pays for 8 percent.

themselves; 8 percent obtained this through the

Do you have at least one retirement plan?

Total New Orleans | New York g?:ncisco
yes Percent 430% 47.6% 44.0% 404%
Number 272 49 113 110
no Percent 570% 524% 56.0% 596%
Number 360 54 144 162
missing 4 7 7 28
total # of respondents who answered this question 632 108 257 272
If yes, how was the retirement plan obtained?
New San
Total Orleans New York Francisco

self Percent 215% 2.7% 265% 167%
Number 145 25 70 50
employer Percent 15F% 145% 98% 21.7%
Number 107 16 26 65
my musidans' union Percent 7% 164% 95% 33%
Number 53 18 25 10

arts/arts service organization (specify
organization) Percent 06% 00% 04% 10%
Number 4 0 1 3
other Percent 25% 27% 27% 23%
Number 17 3 7 7
total # of respondents who answered this question 674 110 264 300

Who pays for this retirement plan?
New San
Total Orleans New York | Francisco

seff Percent 636% 792% 634% 569%
Number 171 38 7 62
mate Percent 26% 21% 09% 4.6%
Number 7 1 1 5
employer Percent 23.4% 104% 17%% 34.9%
Number 63 5 20 38
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my musidans' union Percent 78% 83% 152% 00%
Nurmber 2 4 7 0

arts service organization (specify organization) Percent 00% 00% 00% 00%
Nurmber 0 0 0 0

other Percent 26% 00% 27% 37%
Number 7 0 3 4

missing 405 62 152 191
total # of respondents who answered this question 269 48 112 109

Migration and Touring

As in all other studies of the Research Center,
artists seem to have a greater allegiance to their
homesites, especially in relation to training. With an

even higher response than the RCAC’s other studies,
81 percent of the jazz survey respondents (compared
to 62 percent in our other studies) received music-
related training in the area or region.

How many years have you lived in the country of your current residence?

New San
Total Orleans New York Francisco

under 1 year Percent 00% 00% 00% 00%
Number 0 0 0 0

2-3years Percent 12% 18% 12% 10%
Number 8 2 3 3

4-5years Percent 14% 18% 08% 17%
Number 9 2 2 5

6-10 years Percent 24% 37% 23% 21%
Number 16 4 6 6

more than 10 years Percent 94.2% 89.9% 958% 94.4%
Number 616 B 248 270

men 3 17 5 73
meden 2 16 5 100
missing 20 1 5 14
total # of respondents who answered this question 654 109 259 286

Did you receive any music-related training in this city or region?

Total New Orleans New York g?:ncisco
yes Percent 80.8% 738% 8B1% 814%
Nurmber 514 79 207 228
no Percent 192% 262% 16F% 186%
Nurmber 12 28 42 52
missing 38 3 15 20
total # of respondents who answered this question 636 107 249 280
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Musicians are famous for touring, and these
respondents are no exception, with almost a third
(33 percent) working or performing away from their

main residences between one and five times in the
previous 12 months.

Approximately how many times during the last 12 months did you work or perform away from home?

New San
Total Orleans New York Francisco

Z€10 Percent 146% 75% 76% 256%
Number 79 8 17 4

1-51times Percent 328% 358% 23.3% M12%
Nurmber 177 38 52 87

6-15times Percent 2% 208% 265% 175%
Number 118 2 59 37

16-30 imes Percent 146% 132% 215% 81%
Number 79 14 48 17

over 30times Percent 161% 26% 211% 76%
Number 87 24 47 16

missing 134 4 41 89
total # of respondents who answered this question 540 106 223 21

Jazz Styles and Instruments

While the piano and the drums are the
instruments of choice for the aggregate respondents,
the bass and the guitar are most popular in the New
Orleans area. In New York, piano, voice and
saxophone are the top choices, and in San Francisco,

What is your primary instrument?

piano, drums and bass.

Jazz musicians play in many styles and our
respondents are no exception. In New Orleans, the
ones mentioned most frequently are traditional,
swing, rhythm and blues, and bop; in New York,
traditional, avant-garde, free jazz and bop; in San
Francisco, bop, traditional, Latin, swing and blues.

New San
Total Orleans New York Francisco
Alto sax Percent 61% 45% 7% 5.7%
Number 41 5 9 17
Banjo Percent 07% 36% 00% 03%
Nurmber 5 4 0 1
Baritone sax Percent 06% 18% 04% 03%
Number 4 2 1 1
Bass Percent 114% 136% 110% 110%
Number 77 15) 29 33
Bass clarinet Percent 01% 00% 04% 00%
Nurmber 1 0 1 0
Celo Percent 01% 00% 04% 00%
Nurmber 1 0 1 0
Clarinet Percent 1%% 55% 1% 07%
Number 13 6 5 2
Comet Percent 0% 36% 00% 07%
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Nurmber 6 4 0 2

Drums Percent 125% 109% 10% 14.3%
Number 84 2 29 43

Effects ( washboard, whistles, etc.) Percent 00% 00% 00% 00%
Number 0 0 0 0

Flugelhom Percent 04% 00% 00% 10%
Nurmber 3 0 0 3

Flute Percent 16% 00% 27% 13%
Number 1l 0 7 4

Guitar Percent 1% 118% 49% 1.7%
Number 61 13 13 35

Harmonica Percent 03% 0% 00% 03%
Number 2 1 0 1

Percussion Percent 13% 0% 15% 13%
Number 9 1 4 4

Piano/ keyboard Percent 14.4% 10%% 152% 150%
Number 97 2 40 45

Saxophone Percent 111% A% 125% 107%
Nurmber 75 10 33 32

Trombone Percent 4.5% 18% 4.9% 50%
Number 30 2 13 15)

Trumpet Percent 68% 73% 61% 73%
Number 46 8 16 2

Tuba Percent 03% 00% 0.4% 03%
Number 2 0 1 1

Vibraphone Percent 01% 00% 04% 00%
Number 1 0 1 0

Violin Percent 12% 18% 11% 10%
Number 8 2 3 3

Voice Percent 113% 100% 14.4% 90%
Nurmber 76 1l 38 27

Xylophone Percent 00% 00% 00% 00%
Nurmber 0 0 0 0

other (please specify) Percent 31% 18% 38% 30%
Number 2 2 10 9

missing 0 0 0 0
total # of respondents who answered the question 674 110 264 300

Future Goals and Qualities needed for
a Career in Jazz
Musicians were asked about the three most

important qualities someone needs who wishes to
pursue a career in jazz. While talent (22 percent for

all; 38 percent in New Orleans) was the most
important quality for being a jazz musician, a
number of the respondents chose the ‘Other’
category. Although the responses musicians gave in
the ‘Other” category for questions about both
qualities and goals were much like the choices
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presented to them in the questionnaire, clearly this
was a question where they did not wish to be placed

in pre-determined categories. Some of their
comments for the most important quality for being

In your opinion, what are the three most important qualities someone needs who wishes to pursue a career

a jazz musician were: Creativity, drive, musicality,
faith, confidence, punctuality, appearance,

dedication, versatility, Overall Good Attitude.

in jazz?
San

Choice 1 Total New Orleans | New York Francisco
business sawy Percent 108% 7% 4.8% 169%
Nurmber 62 7 10 45
connections Percent 75% 61% 05% 135%
Number 43 6 1 36
curiosity Percent 33% 30% 05% 56%
Nurmber 19 3 1 5
energy Percent 35% 51% 05% 52%
Nurmber 20 5 1 14
inteligence Percent 31% 51% 00% 4.9%
Number 18 5 0 13
luck Percent 03% 10% 00% 04%
Number 2 1 0 1
perception Percent 14% 10% 00% 26%
Nurmber 8 1 0 7
performing ability Percent 122% 192% 4.8% 154%
Number 70 9 10 41
physical stamina Percent 14% 00% 14% 1%
Nurmber 8 0 3 5
talent Percent 22% 38.4% 10% 251%
Nurmber 128 38 23 67
technique Percent 10% 20% 05% 1%
Number 6 2 1 3
other Percent 3B3% 121% 762% 75%
Nurmber 12 2 160 20
missing %8 1 54 3
total # of respondents who answered this question 576 ) 210 267

San

Choice 2 Total New Orleans | New York Francisco
business sawy Percent 7.0% 121% 92% 4.9%
Nurmber 42 2 17 13
connections Percent 91% 121% 11% 137%
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Number 50 2 2 36
curiosity Percent 20% 10% 16% 27%
Number 1l 1 3 7
energy Percent 5.7% 30% 1% 9%%
Nurmber 3 3 2 26
inteligence Percent 71% 101% 16% 9%%
Nurmber 39 10 3 26
luck Percent 4.4% 30% 11% 72%
Number 24 3 2 1)
perception Percent 22% 4.0% 05% 27%
Number 2 4 1 7
performing ability Percent 14.3% 253% 4.3% 171%
Nurmber 78 5 8 45
physical stamina Percent 16% 00% 11% 27%
Number 9 0 2 7
talent Percent 157% 212% 70% 198%
Number 86 2 13 52
technique Percent 44% 51% 05% 68%
Nurmber 24 5 1 8
other Percent 258% 30% 708% 27%
Nurmber 141 3 131 7
missing 127 1 79 37
total # of respondents who answered this question 547 ) 185 263
San

Choice 3 Total New Orleans | New York Francisco
business sawy Percent 113% 124% 122% 104%
Nurmber 57 2 18 27
connections Percent 72% 41% 41% 100%
Nurmber 36 4 6 26
curiosity Percent 24% 21% 14% 31%
Number 2 2 2 8
energy Percent 58% 82% 0.7% 71%
Nurmber 29 8 1 20
inteligence Percent 50% 7% 07% 66%
Number 25 7 1 17
luck Percent 76% 103% 4.8% 81%
Number 38 10 7 21
perception Percent 34% 93% 00% 31%
Number 7 9 0 8
performing ability Percent 11.3% 165% 54% 127%
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Number 57 16 8 3
physical stamina Percent 26% 41% 00% 35%
Number 13 4 0 9
talent Percent 155% 155% 109% 181%
Nurmber 78 5 0 47
technique Percent 56% 72% 00% 81%
Number 28 7 16 2
other Percent 25% 31% 599% 85%
Number 13 3 83 2
missing 17 13 17 4
total # of respondents who answered this question 503 97 147 259
Reaching a higher level of artistic expression/ goal for the next five years,.
achievement (27 percent) was the most important
What are your three most important goals for the next five years as a musician?
New San

Choice 1 Total Orleans New York | Francisco
develop artistic competence Percent 118% MNF% 15% 198%
Number 67 2 3 52

getarecord deal Percent 105% 5%% 175% 68%
Number 60 6 36 8

lead my own groups Percent A% 7% 97% A%
Number 52 8 20 24

make aliving from my music Percent 12% 1495% 68% 133%
Nurmber 64 5 14 35

make money frommy music Percent 35% 30% 34% 38%
Number 20 3 7 10

obtain critical reviews Percent 05% 00% 00% 11%
Number 3 0 0 3

participate in major concerts Percent 4.0% 30% 58% 30%
Nurmber 2 3 2 8

play with well-known groups Percent 23% 20% 24% 23%
Number 13 2 5 6

reach higher level of artistic expression/

i Percent 268% 46.5% 126% 304%
Nurmber 153 47 2 80

spend more time on music Percent 40% 30% 34% 4.9%
Nurmber 23 3 7 13

win recognition/award Percent 12% 10% 2% 00%
Number 7 1 6 0
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other Percent 14.9% 10% 34.0% 53%
Nurmber 85 1 70 14
missing 104 9 58 37
total # of respondents who answered this question 570 101 206 263
New San
Choice 2 Total Orleans New York | Francisco
develop artistic competence Percent 62% 71% 28% 81%
Nurmber 3 7 5 2
getarecord deal Percent 71% 51% 124% 4.3%
Number 38 5 2 1l
lead my own groups Percent 92% 101% 62% 109%
Nurmber 49 10 1l 28
make aliving from my music Percent 107% 111% 84% 120%
Number 57 1 15 3l
make money frommy music Percent 49% 30% 3%% 62%
Number 26 3 7 1
obtain critical reviews Percent 21% 40% 1% 16%
Nurmber 1 4 3 4
participate in major concerts Percent 6% 121% 56% 58%
Number 37 2 10 15
play with well-known groups Percent 7% A% 56% 8%%
Number 42 9 10 23
reach higher level of artistic
€ i ievenent Percent 191% 182% 84% 26.7%
Number 102 18 5 69
spend more tme on music Percent 93% 162% 11% 124%
Number 50 16 2 32
win recognition/award Percent 28% 20% 4.5% 19%
Number 15) 2 8 5
other Percent 140% 20% 393% 12%%
Number 75 2 70 3
missing 139 1 86 42
total # of respondents who answered this question 535 N 178 258
New San
Choice 3 Total Orleans New York | Francisco
develop artistic competence Percent 4.3% 63% 14% 53%
Number 2 6 2 13
getarecord deal Percent 68% 84% 76% 5.7%
Nurmber 33 8 1l 14
lead my own groups Percent 7% 63% 97% 61%
Nurmber 35 6 14 15
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make aliving from my music Percent 8.7% 84% 76% 94%
Number 42 8 1l 23
make money frommy music Percent 60% 63% 56% 61%
Number 29 6 8 15)
obtain critical reviews Percent 08% 21% 00% 08%
Nurmber 4 2 0 2
participate in major concerts Percent 8.7% 63% 132% 6%
Number 42 6 9 7
play with well-known groups Percent 8%% 126% 56% 94%
Number 43 2 8 23

reach higher level of artistic
expression/achieverment Percent 136% 116% 6% 184%
Number 66 1l 10 45
spend more time on music Percent 134% 137% 6% 171%
Number 65 13 10 42
win recognition/award Percent 7% 105% 35% 94%
Number 38 10 5 23
other Percent 136% 74% 31F% 53%
Number 66 7 46 13
missing 190 5 120 55
total # of respondents who answered this question 484 % 144 245
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not join unions or attend jazz festivals are
nonetheless linked to the jazz musician community
through their relationships with other musicians.

The RDS method requires enlisting the help of
the musicians themselves and therefore involves
them directly in the study. Since the method is based
on a peer-referral system, motivating peer
recruitment is critical. In this study each jazz
musician who was interviewed was given four
coupons to pass along to fellow jazz musicians
whom she recruited for interviews; the recruiter was
given $10 for being interviewed, plus $15 each for
up to four recruits who showed up to be
interviewed.

Advantages of RDS

In addition to targeting a more representative
group of jazz musicians than traditional methods
allow, RDS is a community-based method that
requires jazz musicians to refer one another. This
prevents the sample from becoming filled with the
most marketable, famous, or visible jazz musicians
or only those who join particular organizations.

A comparison of the findings of jazz musicians
in the RDS study with those of the AFM union
study revealed major differences. For example, as
noted above, the income of union jazz musicians is
vastly different from that of musicians in the RDS
sample. This information has policy implications
and can help the jazz community decide where to
invest future attention and resources.

The RDS method allows us to analyze the social
networks of jazz musicians—that is, who hangs out
with whom, including the degree to which this
depends on ethnicity, musical style, or other factors.
Also, by using a method of analysis based on
capture-recapture in comparing the AFM and RDS
responses, we have been able to project the actual
size of the jazz universe in three of the study cities.
The AFM union survey told us what proportion of
union members were jazz musicians in each city.
Combined with information on the total number of
union members in each city (New Orleans = 1,014,
New York = 10,499; San Francisco = 2,217), this
allowed us to estimate the number of union
members who were jazz musicians. Finally, the RDS
survey told us what proportion of all jazz musicians
in each city were union members. We then

calculated the estimated size of the jazz universe in
these cities as follows:

New Orleans = 1,723 jazz musicians

New York = 33,003 jazz musicians

San Francisco = 18,733 jazz musicians

These numbers tell us that a large proportion of
jazz musicians are not members of the union and
reinforces the appropriateness of using the RDS
method to locate these musicians (see appendix).

Implementation Issues and Challenges

To begin to understand the differences as
well as the commonalities among jazz musician
communities, we initiated the study in four
metropolitan areas: New York, San Francisco, New
Orleans, and Detroit. City coordinators were chosen
in each city to run the project locally. Six to eight
well-connected jazz musicians—the seeds—were
invited to start the process by being interviewed.
During the interviews they were told in detail about
the project and enlisted to distribute four coupons.

Because we were concerned that not enough
female jazz musicians would be recruited, three
coupons could be given to any jazz musician, but
one had to be given only to a female jazz musician.
(Any skewing was accounted for statistically after the
data were analyzed.)

Delay in timetable: Because of procedures in the
government, the timetable for the study was delayed
by several months, putting some of our city
coordinators at a disadvantage. Detroit, in particular,
had already hired its staff yet could not start on
time, so when the study began, some resources were
depleted. The September 11 disaster caused further
delays. These factors substantially reduced the
resources and time available for the study.

Contact pattern and use of coupons: In most RDS
studies done to date, it takes only four waves of
recruitment to reach deep into the community.
When the community lacks cohesion, however,
recruitment chains have difficulty crossing group
boundaries; so more waves may be required. This
was a special problem in Detroit, where jazz venues
have been declining for a number of years; the jazz
community is locally strong but very fragmented
into jazz old-timers, established jazz artists, women
jazz artists, and young emerging jazz artists.
Although some people might appear in more than
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one category, there was little communication among
the four groups, and jazz musicians neglected to
pass out coupons, especially across groups.

Scheduling Interviews: Given the demands on
musicians’ time, scheduling interviews proved
challenging. Some city coordinators enlisted the help
of jazz musicians in “talking up” the study. In San
Francisco, the city coordinator found that many
individuals needed further explanation about how
studies are conducted and the rationale for the RDS
method, so she hired jazz artists as public relations
representatives to go out into the jazz community
and promote the study. She and her staff also
promoted the study personally at jazz clubs, bars,
and festivals. In New York, several presentations
were made to jazz groups to inform them of the
study and ask for their help. We found that
community acceptance was important for a peer-
recruitment method to be effective.

In each city, an interview venue was chosen that
would be accessible to jazz musicians, but in all
cities (and especially Detroit), musicians often lived
as much as one or even two hours away. Often,
transportation was a problem. Although
interviewers were flexible and went to locations
where jazz musicians congregate, this was more
difficult in Detroit, where there are fewer such
locations; weather, poor transportation, and a
difficult economy were further complications. In
addition, musicians would book appointments for
interviews and then cancel three, four, even five
times, or simply not show up, despite phone call
reminders from city coordinators. Therefore, jazz
musicians are a population for which arranging
face-to-face interviews is especially challenging.

Incentives: The financial incentives were
extremely modest. For his own interview and the
redeemed coupons of musicians he recruited, a jazz
musician could make $70: $10 for his interview and
$15 for each of his four recruits. Most earned less,
however; our total cost per musician interviewed
was $25, consisting of $10 for the interview and $15
for that musician’s recruiter. The incentives were
nevertheless important as a token of appreciation. In
Detroit, the money was appreciated. In San
Francisco, some musicians said the money wouldn’t
even pay for gas and donated it back to the study. In
New York, some complained that we should have
paid union minimum for their time (the interviews

took an average of one to one and one-half hours
each).

Management of the project: The four city
coordinators were brought to New York for an
intensive two-day training session to learn the
method, master the necessary computer programs,
ask questions, and begin to use each other as
resources. Several conference calls were held
throughout the study period to share information
and get peer support and advice.

The project was management-heavy, partly
because this was a first-time methodology for artists,
but also because it required separate checking
accounts and tracking for coupons, constant
scheduling and rescheduling of interviews, and
substantial outreach. It was also an expensive study
for the arts. The cost per musician was $25, with a
target of 1,200 musicians for all four cities.

Responses: The initial plan for the study was to
interview 300 jazz musicians in each metropolitan
area. Because of the delay in starting the study and
the time and resource constraints, only 59 responses
were obtained in Detroit—not enough for analysis.
(Information on Detroit musicians who are
members of the AFM appears in Changing the Beat,
Volume II.) In New Orleans, only 110 jazz musicians
were interviewed—again, an insufficient number.
The following report on jazz musician networks is
therefore based on interviews with 264 New York
jazz musicians and 300 San Francisco jazz
musicians. Musicians from all cities were also
interviewed by phone in the AFM union study.

Differentiation and Stratification
in Jazz Musician Networks

Network size has been intensively studied
because it serves as an indicator for individual
characteristics, including social status, prestige, and
integration into the community. Therefore,
examining clustering by network size provides a
sense of the overall structure of that community.

Respondents were divided into three groups
based on network sizes. Average network sizes were
much larger in New York, averaging 223.8, than in
San Francisco, where they averaged 65.8. The ranges
were also divergent. In New York, the middle half of
respondents had network sizes between 100 and 300.
The corresponding figure for San Francisco was 20
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to 90. Therefore, different breakpoints were used to
differentiate network sizes. A small network was
defined as 200 or fewer in New York, and 20 or fewer
in San Francisco. A large network was defined as 300
or more in New York, and 50 or more in San
Francisco.

The measure for network clustering, homophily,
is defined as follows. The homophily index is
positive when social relationships within the group
are favored. For example, it is 100 percent if all ties
are within the group (clustering is maximal), and 50
percent if half the ties are formed within the group,
and the other half are formed through random
mixing (that is, ties form as though group
membership does not matter). A positive index
value indicates that the group is cohesive. Factors
such as race, ethnicity, education, income, and age
generally serve as important sources of cohesion. In
this study we determine the extent to which this is
also the case for jazz musicians.

The homophily index is zero for categories that
are socially irrelevant, such as whether one was born
in an odd or an even month. With respect to such
categories, social ties are formed exclusively through
random mixing. Therefore, zero index values serve

Table I: Affiliation by Network Size

to identify factors that the community does not
consider relevant.

The homophily index is negative if ties tend to
form with those outside rather than inside the
group, such as sexual relationships among
heterosexuals. The index is —100 percent if all ties
are outside the category—that is, if there are no
within-group ties.

The analyses of clustering by network size reveal
that network size strongly affects affiliation. (See
Table I.) In New York, those with the largest
networks are the most homophilous, forming
networks as though 23 percent of the time they form
a tie to another large-network person, and the rest of
the time they form ties through random mixing.
The medium-network persons are less homophilous.
Musicians in the large group with the smallest
networks have strong heterophily, forming ties as
though 48 percent of the time they form a tie
outside their group, and the rest of the time they
form ties randomly. Thus, those with smaller
networks do not associate primarily with one
another, but rather form ties to those with larger
networks.

San Francisco

New York
Mean Mean
Homophily | Network [Population| Homophily [Network|Population
(percent) Size (percent) (percent) Size (percent)
Network
Size
Small —48.1 73 63.6 ~31.1 13 74.6
Medium 15.2 214 29.8 14.4 37 21.1
Large 23.1 511 6.6 35.4 162 4.4

The same pattern exists in San Francisco. Even
though average network sizes are much smaller than
in New York, the pattern of relationships based on
relative network sizes is strikingly similar. Those
with small networks are strongly heterophilous,
those with medium networks are mildly
homophilous, and those with large networks are
more strongly homophilous.

A more refined examination of the community
structure involves examining not merely each
group’s strength of affiliation to itself (i.e.,
homophily) but also each group’s strength of
affiliation to each other group. In essence, the
affiliation index is a measure of social distance that
varies from 100 percent (maximally close) to —100
percent (maximally distant). (See Table I1.)
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Table II: Affiliation Index by Network Size

Recipient of Tie by Network Size
New York San Francisco
Source of Tie by Network
Size Small | Medium | Large | Small | Medium | Large
Small —48.1 31.1 9.3 |-31.14f 9.77 16.25
Medium -52.9 15.2 24.5 [-52.34| 14.36 | 29.02
Large -39.9 5.4 23.1 [-62.96] 16.68 35.4

In New York, though the small-network group is
strongly negatively affiliated to itself (—48.1 percent),
it has a substantial positive affiliation to the middle-
network group (31.3 percent). That is, it has formed
ties with the middle-network group as though 31.3
percent of the time it formed a tie to that group, and
the other 68.7 percent of the time it formed a tie
through random mixing. The small-network group
also has a modest but positive affiliation to the
large-network group (9.3 percent). Thus, those with
small networks form ties as though their principal
orientation is toward the middle-network group.

The middle-network group has a different
affiliation pattern. It affiliates most strongly toward
the large-network group (24.5 percent) and more
weakly to itself (15.2 percent), and it is strongly
negatively affiliated toward those with small
networks (—52.9 percent). Thus, the affiliation
between the small- and middle-network groups is
inconsistent: positive from the small- to middle-
network groups, and negative in the opposite
direction. This may reflect a process in which poorly
connected musicians seek ties with those who are
better connected but avoid others who are poorly
connected and seldom succeed in forming ties to
well-connected peers. The middle-network group
exhibits a similar orientation toward the large-
network group but is more successful in forming ties
to this group. Finally, the large-network group has a
substantial self-affiliation (23 percent), with a near-
zero affiliation to the middle group (5.4 percent),
and a strong negative affiliation toward the small-
network group.

Aftiliation patterns in San Francisco are again
similar. All three groups have negative affiliations
toward the small-network group, and the medium-
and large-network groups affiliate more strongly
with the large- than with the medium-network

group. The most significant difference is that in San
Francisco, the small-network group affiliates more
strongly with the large- than with the medium-
network group, indicating that the least well
connected San Francisco musicians may have greater
access to those who are very well connected.
Nevertheless, the difference—only about 6
percent—is not large and cannot outweigh the very
strong negative affiliation (—63 percent) of the large-
network group to the small-network group.

These patterns of affiliations suggest that the
overall network structure of these jazz musician
communities resembles a tree: leaves represent those
with small networks, branches represent those with
middle-size networks, and the trunk represents
those with large networks. Leaves are seldom
connected either directly to one another or to the
tree’s trunk; rather, the branches serve as the
intermediaries both between leaves and from the
leaves to the trunk system. So too are musicians with
small networks seldom connected either directly to
one anther or to those with large networks, but
instead are most strongly connected to those with
medium networks. This reflects a core-periphery
structure, in which an elite that is densely networked
with itself is linked to peripheral actors who are less
well connected. The term used to describe an actor
in the periphery is sycophant, and this is a structure
that reflects social inequality.

In contrast to a caste system, in which cross-
status ties are infrequent, the core-periphery
structure has a more egalitarian character, because
lower-status members affiliate with higher-status
members. However, it also has an elitist structure,
because the highest-status members are insulated
from contact with the lowest-status members.
Therefore, it can be described as moderately
egalitarian. In comparison with many other sectors
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of U.S. society, this represents an unusual degree of
egalitarianism and suggests that the reputation for
egalitarianism of jazz musicians may not be
undeserved.

Affiliation by Demographic Factors

Overall in U.S. society, level of education is
strongly correlated with social status and income, so
it serves as an important determinant of affiliation
patterns. This is not the case in the New York City
jazz musician community, however. Although
college graduates account for 65.8 percent of this
community, and noncollege graduates 34.2 percent,
education was found to have no significant effect on

Table III: Affiliation by Demographic Terms

affiliations. (See Table III.) That is, the homophily
levels for college graduates and nongraduates are
—3.9 percent and 4.7 percent, respectively. This
means that college graduates form their social
networks as though 3.9 percent of the time they seek
out a noncollege graduate, and the other 96.1
percent they form a tie irrespective of education
level. Thus education has almost no effect on
affiliation. Similarly, nongraduates form networks as
though 4.7 percent of the time they form a tie to
another noncollege graduate, and the other 95.3
percent of the time, they form a tie irrespective of
education. For both groups, then, level of education
is virtually irrelevant.

New York San Francisco
Homophily | Network |Population | Homophily | Network| Population
(percent) Size (percent | (percent) Size (percent)
Level of
Education
College Graduate]  —3.9 219 65.8 22.5 78 40
Nongraduate 4.7 232 34.2 -11.6 52 60
Race
White 26.9 234 58.1 -13.3 53 63.6
Black 19.9 211 33 26.5 85 23.1
Other ~16.6 209 8.9 7.0 90 13.3
Gender
Male 31.3 223 58.3 —0.1 66 85.9
Female 34 232 41.7 -33.6 66 14.1
Age
18-34 14.8 147 18.7 —16.4 35 75.8
35 or older 49.5 248 81.3 43.7 94 24.2

In San Francisco the pattern is different. College
graduates are moderately homophilous, at 22.5
percent, and noncollege graduates are heterophilous,
at —11.6 percent, so they differentially form ties with
those whose education level is higher. This

contradicts the customary pattern in which
associations tend to form among those with equal
levels of education. Compared with network size,
however, education is not a substantial determinant
of affiliation in the jazz musician community.
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For the analysis of affiliation by race and
ethnicity, respondents were divided into three
categories: non-Hispanic white, non-Hispanic black,
and “other,” including Hispanics, Asian Americans,
Native Americans, and other groups. Hispanics were
not treated as a separate category because of their
small numbers—only 2.8 in New York and 4.1
percent in San Francisco. In New York, race and
ethnicity have a substantial effect on affiliation, with
homophily levels of 26.9 percent for whites, 19.9
percent for blacks, and —16.6 percent for the small
“other” category. In contrast, in San Francisco,
whites are heterophilous, at —13.3 percent, while
blacks are somewhat more homophilous, at 26.5

Table IV: Affiliation Index by Race

percent, than in New York, and the “other” group
has a mild homophily of 6.9 percent.

When affiliation by race and ethnicity is
examined, the contrast between New York and San
Francisco becomes more apparent. (See Table IV.)
Racial and ethnic boundaries between blacks and
whites have been maintained in New York; with each
group having positive affiliation toward itself
(homophily) and negative affiliation toward the
other. In contrast, boundaries for whites have
dissolved in San Francisco, with whites having
negative self-affiliation and mildly positive affiliation
toward other groups.

Recipient of Tie by Race
New York San Francisco
Source of Tie by White [Black Other | White Black Other
Race
White 26.9 -31.6 -9.3 —-13.3 1.9 8.1
Black -25.2 19.9 1.4 -35 26.5 2.2
Other 11.6 10.2 -16.6 -8.7 2.4 6.9

Race- and ethnicity-based homophily is lower
among jazz musicians than among other
populations that have been studied using RDS. For
example, in a study of network structure in several
small cities in Connecticut, homophily levels for
whites varied from 27 percent to 37 percent, with a
median of 36 percent, and for blacks they varied
from 30 percent to 50 percent. Therefore, despite the
presence of a moderate level of race-based
homophily for some groups in some cities, the
overall results support the view that jazz musicians
are a racially inclusive group.

Like race, gender has complex effects on
affiliations among jazz musicians. In New York,
homophily levels are 33.9 percent for female
musicians and 31.2 percent for male musicians. In
contrast, in San Francisco, females are heterophilous,
at —33.6 percent, but males have near-zero
homophily, at 0.1 percent. Therefore, whereas in
New York there are independent male and female
music scenes, in San Francisco females interact
indirectly, through males. This suggests that female

jazz musicians have higher status in New York, a
factor that may be related to their proportion within
the community, 41.7 percent in New York versus
only 14.1 percent in San Francisco.

Age is also a significant factor affecting
affiliation among jazz musicians. In New York, the
homophily of musicians aged 18 to 34 is 14.8
percent, and that of musicians 35 or older is a
very substantial 49.5 percent, so both groups are
homophilous. This is consistent with a cohort
structure, in which individuals associate with
those of similar age. The homophily of older
musicians is greater, so older musicians exclude
younger ones to a rather substantial degree,
whereas younger musicians are more inclusive of
older musicians.

The pattern is different in San Francisco, where
the homophily of older musicians is comparable to
that in New York but younger musicians have
negative homophily: they tend to interact indirectly
through older musicians. This imbalance results, in
part, because older musicians tend to have 69




