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[Abstract]

This dissertation examines the process of the formation of a free and competitive
market in traditional European performing arts in the modern era, analysing the
theatre, especially the court theatre in Vienna in the second half of the 18th century
from the point of view of socio-economic history.

The introduction shows an outline of the spread of traditional European arts,
originally limited to aristocratic society in the medieval era, then extending into civic
society and even all over the world during the modern era. I point out the likelihood of
the influence of the market economy on the growth of demand for the arts.

Chapter 1 introduces some studies related to the discussion of certain economic
aspects of the performing arts in modern Europe and establishes a framework for my
study. Economist Scherer explained that the patronage oriented supply and demand
relationship in music composition changed to a market oriented supply and demand
relationship in the 18th century. The other two studies are written by the British
historian Brewer and German economic historian North. Their analysis and discussion
about the cultural historic backgrounds of audiences in the late 18th century Britain
and the German speaking world clarified why people had developed an interest in
culture and how the artist, the art dealer or the promoter offered art commercially to
them. On the basis of these preceding literatures, I discuss the way to clarify the process
of formation of the economic structure in Viennese performing arts in the late 18th
century: I would proceed with my discussion as follows: In chapter 2, I will show when
the institution which could promote a free performance of the theatre or free
theatre-going was formed. In chapter 3 and 4, I will try to clarify change in actual
economic conditions of the Viennese performing arts under this system, focusing on two
large transactions, namely supply and demand relationships between theatre and

audience (transactions in the ‘auditorium’) in chapter 3, and between theatre and



various artists and suppliers who offered their services or goods to the theatre
(‘backstage’ transactions) in chapter 4. Then, in chapter 5, I will explain the effort by the
management of the court theatre, especially how the management had struggled to keep
the supply and demand relationship mentioned above in balance. Lastly, in chapter 6,
summarising the various aforementioned transactions, I will describe the Viennese
theatre as an economic activity and will discuss the formation of the “theatre market” at
the end of 18th century Vienna and the new freedom of theatre and audience.

Chapter 2 will present the transition of the theatrical policy of the Viennese court from
patronage oriented to market oriented throughout the 18th century and will clarify that
the market-oriented theatre system was institutionalised under the reform of the
Emperor Joseph II (1776-1790), which eased traditional regulations on the Viennese
stage. The Emperor permitted establishing private theatre, and reformed the Court
Theatre. So the Court Theatre became financially independent and have to seek efficient
management. Moreover, to change the social structure in Vienna and enlighten the
nobility / the other Viennese, he attempted to make the Court Theatre the centre of
German play, and to promote the public's access to the Court theatre (prior to his
reforms, it was mainly for the exclusive use of the nobility). As a result, the institutional
basis of the new freedom of theatre and audience was emerged.

Chapter 3 examines the actual economic transactions under the Joseph’s theatre
reform, analysing particularly the case of the court theatre. We can confirm that the
many non-nobility who had not gone to the court theatre began to enter it to see the new
German play and nobilities began to go to the private theatres. According to the account
books of the court theatre, the number of entrances of not only the nobility (=traditional
larger customer) but also the non-nobility (=new smaller customer) increased. Every
private theatre performed originally for the middle and lower class, but in the mid-1780s,

they began to present performances which were able to be appreciated by upper class



also. As a result, the theatres (the court theatres and private theatres) began to compete
with each other and audience entered various theatres.

Chapter 4 discusses the transaction in backstage of the court theatre analysing their
account books in the Joseph’s era. In order to survive competition, theatres sought to
employ better artists from wider areas, and to obtain economically favourable goods and
services for stage mechanisms, costumes, etc. From an analysis of employment of artists
(actors, singers and orchestra members), I will discuss an emergence of a kind of “job
market” for performers throughout the German world or Europe. Especially in
employment of the German actors, the Viennese court theatre was in an advantageous
position on the competence of employment because of their favourable terms and high
level of performances etc., and therefore, the court theatre could acquire many good
artists. In other hand, the court theatre struggled to obtain excellent Italian opera
singers under the heavy competition between many other powerful theatres throughout
Europe, particularly Italian theatres, so greater cost was required for the Viennese court
theatre. In General, the court theatre tried to adjust the policy of employment according
to the socio-economic condition of every genres of artists. In case of procurement of
materials for costumes, stage-building materials, machine, etc., the court theatre could
purchase various goods at a lower cost and hired many workers who made various goods
for different programmes every day, so total costs could be reduced. Moreover, the
growth of commerce and industry in Vienna in those days had a favourable effect on
them. For the preparation of contents (librettos and music composition), it become clear
that the cost was not so large, because the copyright was not built in those days.

Chapter 5 discusses how the court theatre managed the transactions treated in
the chapters 3 and 4, from the view point of business history. As a result, the theatre
could not reduce a large cost for the employment of the German actor and especially the

Italian opera singers, the management tried to change the cost and the way for purchase



materials and services for costumes and stage equipment, in order to balance income
and expenditure.

Chapter 6 examined the process of growth of many private theatres which not
only developed their tradition of the Viennese low comedy and but also begun to imitate
and even compete with the performances of the court theatre in the Josephenean era,
analysing the process of application and approval for a theatre building permit,
comparing the scale of theatre (size of stage, number of actors or musicians etc.) and
contents of performances of several theatres. As a result, the private theatres which
developed their own strength and also rivalled the court theatre increased, and
therefore, audiences could enjoy gradually various performance. In short, a competence
between theatres throughout Vienna.

Chapter 7, as a conclusion, will describe the Viennese theatre as an economic
activity, summarising the various aforementioned transactions,. Based on market
mechanisms in Vienna, the number and diversity of theatre-going audiences increased
and the theatres responded them, as a result, multi-layered supply and demand
relationships developed. These changes produced an important socioeconomic base for

the flourishing of various performing genres in Vienna.



