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I.  Introduction 

For years, the supposed decline of classical music has been a constant theme in media 

coverage of the art form.  Dwindling audiences are perceived as an existential threat to the 

survival of classical music presenters.  Critics have bemoaned various aspects of classical music 

culture, from a lack of variety in repertoire programming (Burkholder, 1983; Schonberg, 1960) 

to the stuffy rules surrounding concert etiquette and highly formal concert venues (Neher, 2010; 

Robinson, 2013; Sandow, 2003).  Still others have blamed the practices of artist managers and 

record labels for stifling the development of new artists and crowding smaller organizations out 

of the market (Lebrecht, 1997).  These criticisms imply that changes may be necessary for 

classical music to thrive. 

A review of the scholarly literature reveals that these concerns about a decline in classical 

music audiences are well-founded.  As will be discussed in chapter two, classical concert 

audiences are in fact declining in number, and the average age is increasing.  The most common 

reasons suggested in the literature are: 1) younger Americans do not spend much time or money 

attending cultural events; 2) younger Americans have different expectations when attending 

cultural events than older generations; and 3) the experience is too formal, stale, or unrelatable.  

Fortunately, it appears there are a large number of potential new attendees for classical 

music.  In a report prepared by Americans for the Arts (2016), a leading nonprofit organizations 

for advancing the arts and arts education, 73% percent of respondents said the arts are “a positive 

experience in a troubled world,” 68% attended an arts event in the past year, and 87% said that 

arts institutions are important to the communities they serve (p. 4).  The same study found the 

number of Millennials who attended an arts event in the past year to be 82%, even higher than 
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the national average.  These figures suggest that the problem in classical music attendance may 

not be due solely to a lack of interest. 

 Classical music presenters have made innovations in an attempt to draw and retain new 

and younger audiences (“InsideOut Concerts,” 2018; “New World Center,” 2011; Mitic, 2016). 

These innovations focus primarily on five areas of the presenters’ activities: 1) the overall 

concert experience, including repertoire programming and venue; 2) educational content 

provided beforehand or incorporated into concerts; 3) changes to ticketing and marketing 

practices; 4) use of social media; and 5) general audience development.  

 The search for research-based strategies for audience development should be of 

paramount importance to classical music presenters.  This includes not only organizations but 

also individual musicians who design, program, and/or promote their own concerts or those of 

ensembles in which they exercise some artistic discretion.  The opportunities for classical 

musicians at the outset of their careers today are many, but entrepreneurial skill and an ability to 

develop a loyal following are crucial (Beeching, 2010).   

Need for the present study 

According to Americans for the Arts (2016), 82% of Millennials attended an arts event in 

the preceding year, a figure that exceeded rates of attendance for all older generations surveyed 

(overall, 68% of Americans attended an arts event in the preceding year).  Given younger 

Americans’ high rates of participation in the arts, classical music presenters should embrace the 

opportunity to build a large new audience for decades to come.  The same study found stronger 

rates of philanthropic giving by Millennials than by any older generation surveyed.  Despite 

many younger Americans’ misgivings about attending events with expensive tickets, it appears 

that those who have the financial means to do so will, in fact, support the arts financially.  These 
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findings suggest that the future may be bright for American classical music presenters, provided 

they can reverse the decline in participation among younger Americans.  In order to do so, 

changes may be necessary. 

While there are existing case studies that have explored innovative practices in concert 

and related practices (see: Cardinal & Lapierre, 2003; Grimes, 2016; Harlow, 2015b, 2015a, 

2014; Harlow et al., 2011b, 2011a; Harlow & Roman, 2014; Kolb, 1998; Nytch, 2012; Park, 

2002; S. E. Pitts & Spencer, 2008; S. Pitts & Gross, 2017; Ravanas, 2008; Schultz, 2009), these 

studies primarily focus on one participant rather than several.  Further, the multiple case studies 

in the literature have tended to focus solely on organizations with comparable budgets, or 

organizations with differing financial means that are within one geographic area.  This can lead 

to the premature conclusion that a particular mode of audience development may work in various 

settings, when in fact the research has only found it to be viable when catering to one particular 

demographic of potential concertgoers.  The present study aims to fill a gap in the literature by 

providing a scholarly, descriptive multiple-case study of three organizations with varying 

demographics and target audiences that have made innovations to their concert presentation and 

related activities.  The specific purpose of this study is to describe the approaches taken by three 

organizations representing 1) different geographical areas (in terms of location, size of 

metropolitan area, and socioeconomic characteristics of potential concertgoers), 2) different 

financial realities, and 3) different types of concerts presented (one symphony orchestra, one 

chamber orchestra, and one chamber music society) and to document and clarify the innovative 

practices used in each setting.   

The interaction between classical music organizations and their audience is a complex 

social phenomenon that may be best explored through the use of case study methodology.  This 
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study will describe the activities of its participants in order to enrich the scholarly literature on 

audience development efforts by classical music presenters in the late 2010s.  It will not seek to 

prove any particular effort has been most effective.  Indeed, “proof is hard to come by in social 

science because of the absence of ‘hard’ theory, whereas learning is certainly possible” 

(Flyberrg, 2011, p. 15). 

This study will consider the multiple variables, as well as the reasoning and motivation, 

guiding the organization’s choices.  The goal of this research is to view multiple cases with the 

intention of using the results from each individual case to help identify best practices.  It may 

therefore be a useful guide to other organizations as they consider expanding or making 

innovative changes in their practices. 

By analyzing the scholarly literature and collecting data on several classical music 

presenters, the present study seeks to address the following questions:  

1) What trends and realities do the data describe in terms of concert attendance 

and attendee demographics? 

2) How, and to what extent, are some classical presenters changing their 

approach in response to the current state of concert attendance? 

3) What are some possible implications of these findings for classical music 

organizations and individual musicians? 
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II. Review of Literature 

The concertgoing audience for classical music in the United States has declined in recent 

decades.  In 2017, 21 million American adults, or 8.6% of the adult U.S. population, reported 

having attended a performance of classical music at least once in the preceding twelve months 

(National Endowment for the Arts, 2018).  These data on performing arts attendance were 

collected by the U.S. Census Bureau, and compiled and analyzed by the National Endowment for 

the Arts, in the Survey of Public Participation in the Arts [SPPA] (conducted seven times since 

1982, most recently in 2017).  In comparison, the reports indicate 8.8% of American adults 

attended a performance classical music in 2012, 9.3% reported doing so in 2008, 11.6% attended 

a classical concert in 2002, and 13% did in 1982 (National Endowment for the Arts, 2013; 

National Endowment for the Arts, 2009).  In addition to the number of unique attendees, the total 

number of attendances declined over time, from 72.8 million in 2002 to 53.1 million in 2012, 

with data not yet available for 2017 (National Endowment for the Arts, 2015).  Other studies 

have relied on the NEA data in combination with data from other polling and have found similar 

results (League of American Orchestras, 2009).  

This decline in classical music concert attendance is not mirrored in attendance at other 

performing arts events. Indeed, after a brief dip in attendance in 2008 (likely attributable to 

economic anxiety surrounding the recession), other types of live performing arts – jazz concerts, 

Latin music concerts, opera, and ballet, for example – saw an increase in attendance over the last 

ten years.  The 0.2% decline in classical music concert attendance between 2012 and 2017 stands 

in stark contrast to an overall 3.2% increase in the number of American adults who attended a 

live performing arts event over that same time period, and the 8.6% of American adults who 
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attended a performance of classical music is especially meager in comparison to the 43.4% who 

attended a live performing arts event (National Endowment for the Arts, 2018). 

American classical music audiences, on average, are getting older.  Data classifying 

classical music audiences into various demographics, including age, from the 2017 SPPA have 

not been published as of this writing, but earlier SPPA findings confirm the trend of aging 

audiences.  Despite an overall decline in the number of American adults attending classical 

concerts, the percentages of those ages 65 and older attending a concert rose between 2002 and 

2012 (National Endowment for the Arts, 2015).  Among adults ages 65-74, 13.9% attended at 

least one classical music performance in 2012, compared with 12.5% who attended in 2002.  

Those 75 and over attended at a rate of 10.9% in 2012, up from a rate of 9.5% in 2002. Further, 

as audiences are aging, they are not being replaced by younger listeners.  All other age groups 

defined in the survey saw a decline in the percentage of those attending, with the largest decline, 

from 15.2% to 8.2%, coming in the 45-54 age bracket.  Considering the less severe decline 

among 55- to 64-year-olds, and increases among the two older groups mentioned above, these 

data suggest that those attending are merely aging from one age group to the next, without any 

increase among younger age groups to replenish the national audience for classical music 

(National Endowment for the Arts, 2015).   

Researchers and classical music industry professionals have attempted to determine what 

may be causing audiences to decline in number and increase in average age.  Studies have 

suggested that several factors may affect the discrepancy in classical concert attendance among 

age groups.  Younger audiences have stated preferences and expectations for their experiences in 

arts consumption that differ from older generations (National Endowment for the Arts, 2018; 

Grimes, 2016; National Endowment for the Arts, 2009; Radbourne, Johanson, Glow, & White, 
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2009).  One study found that among Millennials (defined as those born between 1980 and 1996), 

66% prefer performing arts events that serve food, 58% prefer events that serve alcohol, and 

63% prefer events that do not have a dress code (Eventbrite, 2016).  Preconceived notions of 

classical music concerts may play a deterrent role as well.  Brown (2013) emphasized the 

importance of lowering perceptual barriers by using alternative venues or changing the format of 

an arts presentation, as well as the importance of framing arts events as an opportunity for 

younger audiences to socialize with each other, and to interact with the artists.   

Other scholars and arts administrators have argued that such expectations are only a 

superficial barrier to attendance (Boerner & Renz, 2008; Kolb, 1998).  One study found that 

among those who reported attending infrequently, only 2% did so because they felt the arts to be 

too elitist (Page & Robins, 2016).  Some studies have recommended that audiences of any age 

may be more likely to attend if presenters build on the unique strengths of the performers and 

experience they already offer (Baker, 2000; Cardinal & Lapierre, 2003; Nytch, 2012).  Rather 

than adapt the experience to the attendees, these studies have suggested focusing on providing a 

powerful experience of the highest possible artistic quality.  Among those interviewed in 

qualitative focus groups after attending classical orchestra concerts, 73% said the concert made 

them feel “relaxed, renewed, and at peace,” and 50% called it a “profound, transformational 

experience” (American Symphony Orchestra League, 2001, p. 2).  Researchers have argued that 

more empirical research should be devoted to the audience experience and perceptions of quality 

in artistic performance (Radbourne et al., 2009).  

In response to the decline in attendance, some classical music presenters have begun to 

alter various aspects of how they present and promote their concerts.  This includes adjustments 

affecting the concerts themselves, the marketing leading up to the concert, the interaction 



 

 8 
 

between the organization and concertgoers, and the dissemination of other information and 

media.  The literature has described innovations in each of the following areas (to be detailed 

below): (a) venue and concert experience (including repertoire programming); (b) educational 

components during and related to concerts; (c) marketing and ticketing endeavors; (d) presenters’ 

online presence and in particular their use of social media; and (e) general audience 

development. 

Venue and concert experience 

The most dramatically different way in which some classical concerts are currently 

presented involves the use of alternative venues.  Mencarelli and Pulh (2006) have emphasized 

the importance of arts presenters nurturing a connection between their audiences and the venues 

they patronize.  Ouellet, Savard, and Colbert (2008) devised a system for evaluating the so-called 

personality of performing arts venues, and Brown (2013) found that among respondents ages 18-

22, the use of less formal settings or unconventional formats represented one of the best potential 

points of entry for young people to attend classical music concerts. 

Robinson (2013) explored the history and current trends in the use of alternative venues 

for classical music concerts, finding that alternative venues tend to draw a greater proportion of 

listeners in their 20s and 30s, especially when the performers are also young.  These venues tend 

to attract more racially diverse audiences than typical concert halls, although the author suggests 

this diversity depends on the demographics of the neighborhood surrounding the venue.  

Alternative venues afford classical performers with audiences who are not exclusively classical 

music fans, especially when there are other styles of music featured during a given concert 

(Robinson, 2013).  Robinson also examined the implications of alternative venues for other 
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aspects of classical concerts, including repertoire programming, performer dress code, and level 

of spoken interaction between performer and audience during the concert. 

Repertoire programming is another aspect of the general concert experience that has been 

examined for its potential to inspire new audiences to attend, both as a result of using an 

alternative venue or of separate considerations.  Researchers, including several in the past 

decade, have attempted to objectively define conventionality in repertoire programming 

(Thuerauf, 2008; Tamburri, Munn, & Pompe, 2015). Using the Standard Repertoire Index 

developed by Pompe, Tamburri, and Munn, (2011), Grimes (2016) analyzed the repertoire 

programming of three geographically similar orchestras, finding that the Youngstown Symphony 

Society was far more conventional in its programming choices than the Cleveland Orchestra and 

Pittsburgh Symphony Orchestra.  Vives (2013) has used setlists from concerts by pop musicians 

in order to determine characteristics of successful programming that may be applied to classical 

music performances.   

Various elements of the concert experience can be adjusted to either complement an 

alternative venue and/or unusual programming, or to provide a novel experience for the audience 

even while listening to core repertoire in conventional surroundings.  These include the start time 

and length of concerts, use of an intermission, seating arrangement, use of multimedia elements, 

and admission of concessions (i.e., food and beverages) into the hall during the concert.  Ravanas 

(2008) has described efforts by the Chicago Symphony Orchestra that successfully increased 

attendance and lowered the average age of attendees, including such initiatives as a concert 

series with interdisciplinary elements, concerts including both classical and jazz performances, 

informal post-concert discussions with the musicians, and shorter rush-hour concerts that had no 

intermission and were more casual in their presentation (Ravanas, 2008).  Nytch (2012) has 
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written about the Pittsburgh New Music Ensemble’s efforts at developing a more seamless, and 

therefore effective, format for its concerts: 

[T]hey concluded that a typical classical concert (and particularly a contemporary 

chamber music concert, with its frequent stage changes and a programming structure that 

tended to string together large numbers of shorter, unrelated works) created too many 

points at which the audience could (and likely would) disengage from the experience… 

[P]atrons would often lament the breaks between works and the disconnected nature of 

the concert itself. This was contrasted with the experience of a film, … [in which] the 

continuous, integrated nature of the medium itself makes disengagement much more 

difficult.  (Nytch, 2012, p. 28)  

This preference for a seamless experience and dispensing with dead time (i.e., intermission) 

touches on a potential deterrent, namely the ability to find time in one’s busy schedule to attend.  

Bouder-Pailler (2008) studied perceptions of time and recommended that arts organizations 

should positively emphasize aspects of a performance, such as “suspended time,” that encourage 

potential attendees to view the time spent at a performance differently (p. 45).   

Educational components 

Audiences, especially younger listeners, have reported that they would feel more 

comfortable and thus be inclined to attend classical music performances more frequently if they 

had more knowledge of the music being performed, and of the conventions and traditions 

surrounding the concert experience (Carù & Cova, 2005).  Beyond simply issuing printed 

program notes at concerts, which has long been common practice, many presenters have in 

recent years incorporated other educational elements before or during concerts.  These include 

pre-concert lectures, spoken remarks delivered by musicians from the stage, and online resources 
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to help acquaint concertgoers with the content and commonly used terms in classical music.  

Other approaches include audience exchange, a facilitated post-concert group discussion among 

members of the audience.  Research has shown the audience exchange method allows for 

reflection and discussion without creating intimidation due to lack of technical knowledge (S. 

Pitts & Gross, 2017).  

 The series Beyond the Score, developed by the Chicago Symphony Orchestra and later 

incorporated into concert seasons by other organizations including the New York Philharmonic, 

has become popular with performers and audiences alike (Ravanas, 2008).  As described by 

Ravanas (2008), “the program features a detailed documentary on the history and context of a 

composer’s music, complete with a narrator and actors and followed by a performance of the 

composer’s work” (p. 73).  The critic John von Rhein (2005) praised Beyond the Score for 

simultaneously offering accessibility for new listeners and insightful analysis for those already 

familiar with the works (as cited in Ravanas, 2008).  Carù and Cova (2005) studied the 

Discovery Concerts presented by the Milan Auditorium and found one of the strongest sources of 

positive responses by attendees were the educational elements, specifically spoken remarks by 

the conductor.   

Many classical music presenters have also taken advantage of online resources to help 

educate and familiarize their audiences before attending a concert.  Park (2002) described 

initiatives by several presenters.  For example, the New York Philharmonic featured a guide on 

its website that addressed questions related to dress code and the etiquette surrounding applause.  

The study also highlighted educational features on the websites of the Philadelphia Orchestra, 

Baltimore Symphony Orchestra, and National Symphony Orchestra (Park, 2002).   
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Marketing and ticketing practices 

A common focus in lamenting the decline of classical music audiences is the alleged 

shrinking of the subscriber base, and the lack of new subscribers to replace them.  Recent data 

suggest this allegation may be slightly inaccurate.  A report by the firm Oliver Wyman (2009) 

asserted that in fact orchestras currently succeed at attracting new audience members, but the 

problem is that the vast majority will not return to future concerts. Research has suggested that 

by altering an arts organization’s ticketing and/or marketing practices, the organization may be 

able to attract and retain a greater number of younger attendees (Scheff, 1999; Huntington, 

2007).  Kolb (2001) studied the motivations in attending concerts for subscribers versus non-

subscribers, and offered recommendations based on the understanding of non-subscribers as 

more omnivorous consumers of culture.  These recommendations included marketing based on 

specific programming, as well as reaching these consumers via new types of media (Kolb, 2001).   

The subscription model for ticket sales may be successful in attracting attendees, but it 

may not be the most financially viable way for presenters (in particular, orchestras) to generate 

revenue going forward.  Between 2010 and 2014, there was an 18% increase in the number of 

households purchasing ticket subscriptions offered by member ensembles of the League of 

American Orchestras [LAO] (Voss, Voss, Yair, Lega, & Ma, 2016).  Newer subscribers to 

League orchestras reported being motivated to subscribe by flexible package sizes and the option 

to include specific concerts of high interest (Prescott & Associates, 2011).  The nature of these 

new subscriptions –more flexible than traditional subscriptions, and with fewer concerts per 

subscriber – has nonetheless resulted in a loss of income from subscriptions; 2013 was the first 

year LAO member orchestras reported higher revenue from single ticket and group sales than 

subscriptions, and this pattern has continued (Voss et al., 2016).  Those who do not often attend 
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classical music concerts regularly cite what they perceive as prohibitive ticket prices.  In a study 

conducted by Page and Robins (2016), 72% of infrequent attendees claimed that high ticket 

prices prevented them from attending more frequently.  Other studies have confirmed the 

deterrent effect of cost on attendance, particularly in younger potential attendees (Cohen, 2014; 

Eventbrite, 2016). 

A report by the American Symphony Orchestra League (2001) found ticket cost and time 

commitment to be inhibitors of attendance.  Younger attendees claimed not to attend concerts 

more frequently because it was hard to find the time to attend, tickets were too expensive, and 

they were not able to commit to attending in advance of the event.  These younger survey 

respondents gave these three reasons as inhibitors of attendance at magnitudes ten, eight, and 

five times stronger (respectively) than older respondents.  Those labeled culturally aware non-

attenders were four times as likely to list cost as an inhibitor as compared with those who did 

attend classical concerts.  To a potential concertgoer with these stated preferences, a subscription 

therefore represents a sudden commitment to a large purchase price and several fixed concert 

dates.  Some researchers have suggested that more flexibility in how subscription tickets are used 

and paid for might influence more people to subscribe (Pope, Apple, & Keltyka, 2000; Rhine, 

2017).   

While it is presumed to be common knowledge that younger audiences prefer to spend 

less on culture, the research is mixed on this point.  One recent study found that Millennials were 

less sensitive to the cost of tickets than other generations (Oliver Wyman, 2015).  Rather than 

attracting younger listeners by offering discounted tickets, the study recommended trying bring-

a-friend ticketing schemes, as well as recommending concerts to attend based on prior ticket 

purchases (Oliver Wyman, 2015).  Another earlier study concluded that, among college students 
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who did not attend arts events and claimed cost was a factor inhibiting their attendance, most 

were already spending more on entertainment than they imagined it would cost to attend arts 

events (Kolb, 1997).  

Beyond the perceived inconvenience of committing to a subscription, the actual process 

of purchasing tickets to a classical music concert can seem clumsy to younger consumers.  

Research has suggested the web interfaces and other methods by which classical concert tickets 

are normally sold can alienate potential concertgoers.  Younger Americans are accustomed to 

shopping online, and their fluency with the internet and smartphones means they may prefer 

vendors who offer a more seamless web browsing experience.  A ticket sales webpage that 

redirects the customer to multiple additional pages, or is not easily accessed from a mobile 

device, may therefore not be as popular with younger consumers (Ravanas, 2008). 

Some presenters have experimented with ticket promotions encouraging attendees to 

bring a friend at a reduced price, or with marketing strategies focused on the social aspects of 

attending a concert.  This touches on an important motivator for concert attendance, that of 

having a social outing with friends or family.  At least one study has found a desire not to attend 

alone to be the most important deterrent for infrequent attendees (Page & Robins, 2016).  

Social media and online presence 

 Since the turn of the twenty-first century, an online presence has been essential to 

advancing the mission of arts organizations.  Online consumption of recorded music has 

increased over the past two decades, and this trend is continuing.  Data from mid-2018 found a 

45.4% increase in audio on-demand song streaming over 2017 (Nielsen Music, 2018).   

One of the most significant developments to affect virtually all industries over the past 

decade has been the advent and rise in popularity of social media networks, in particular 
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Facebook, Twitter, and YouTube.  Classical music presenters use social media for a variety of 

purposes, including but not limited to: marketing; posting educational materials, performance 

media, and other arts content; and audience development, specifically by encouraging 

participation in the presenter’s activities, whether online or in person.  The democratic nature and 

potential mass market reach of social media have led researchers to investigate the types, extent, 

and outcomes of social media use by arts organizations in general, including studies specifically 

focused on classical music presenters (Schultz, 2009; Graham, 2015).  

Preece and Johnson (2011) relied on two previously proposed concepts in arts marketing 

and audience building in order to illustrate the potential strengths of an online presence and 

social media usage by arts organizations.  The concept of persistent presence aims to address the 

intermittent nature of a consumer’s exposure to a brand, or in the case of classical music, the 

relationship of an audience member to the concert presenter (McClellan, Rebello‐Rao, & 

Wyszomirski, 1999, as cited in Preece & Johnson, 2011).  Social media platforms provide a way 

for presenters to interact with their audiences in between events and to help maintain interest 

among attendees.  These websites also foster the growth of what Gainer (1995) called small 

worlds, in which the social and cultural aspects of attendance are conflated and inseparable.   

Researchers have shown social media to be important to younger Americans as a means 

for becoming aware of events they might attend, connect with others who may be attending, 

posting their own content to review or commemorate the experience, and monitoring the 

activities of those involved with presenting the event such as performers (Cohen, 2014; 

Eventbrite, 2016).  The percentage of Millennials who reported that social media has made them 

more exposed to art (70%) exceeds the national average (53%) (Americans for the Arts, 2016).  

This suggests that social media may be especially effective in reaching younger potential 
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concertgoers.  Younger respondents also reported higher rates of sharing arts content on social 

media platforms (Americans for the Arts, 2016).  

Schultz (2009) investigated the use of social media by three Midwestern orchestras. This 

study found social media an important tool with much potential for reaching new audiences, in 

particular those who are younger, interested in classical music, and also active users of social 

media.  Surely social media use in 2018 is more widespread among various age groups than in 

2009 and no longer primarily confined to younger users, but this suggestion is still relevant.  

Schultz also called for classical music presenters to use more rigorous measures of the efficacy 

of engaging and attracting their audiences via social media (Schultz, 2009).  

While connecting with artists via social media and viewing live streamed concerts is a 

more recent innovation, online ticketing has played a major role for much longer. Research 

showed that as early as 2002, first-time attendees represented some 70 percent of online ticket 

buyers to the Dallas Symphony, and 76 percent of those buying tickets online for the Chicago 

Symphony (Park, 2002).  These findings were included in a case study of three orchestras’ 

websites: the Baltimore Symphony Orchestra, the National Symphony Orchestra, and the 

Philadelphia Orchestra (Park, 2002). 

Audience development 

 The literature on audience development encompasses many of the above areas of focus as 

well as others.  Much of the literature takes the form of case studies highlighting best practices in 

each of these areas, as is the design of the present study.  The Wallace Foundation has published 

numerous case studies focused on successful audience development initiatives of music 

presenters such as the San Francisco Girls Chorus, Boston Lyric Opera, Seattle Opera, and 

Minnesota Opera; non-musical arts presenters like Steppenwolf Theatre Company, Pacific 
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Northwest Ballet, and the Isabella Stewart Gardner Museum; and general literature on audience 

development (respectively: Harlow, Alfieri, Dalton, & Field, 2011a; Harlow, Alfieri, Dalton, & 

Field, 2011b; Harlow, 2015a; Harlow & Roman, 2014; Harlow, Alfieri, Dalton, & Field, 2011c; 

Harlow & Heywood, 2015; Harlow, Alfieri, Dalton, & Field, 2011d; Harlow, 2014; Harlow, 

2015b).  These studies have described successful strategies that include: more interaction 

between audiences and performers, either in less formal settings or at specifically designed 

events; redesigning websites and adding more online video content; and altering aspects of 

programming and experience to counter barriers both practical (i.e., an event time that is 

inconvenient for many younger people) and perceptual (feelings of insecurity regarding 

background knowledge of the art form). 

A number of recent studies have explored topics such as audience loyalty and attendance 

motivation.  Pitts and Spencer (2008) investigated the attitudes and experiences of longtime 

attendees of a chamber music festival in England.  The authors found that after developing a 

trusting attitude toward the festival leadership, loyal audiences were more open to less 

conventional programming and unfamiliar musicians.  In a 1998 study, Kolb probed the success 

of the annual BBC Promenade Concerts (Proms), which have enjoyed continued high attendance 

and a younger average age than concerts presented by most classical music organizations.  The 

study categorized attendees by age group and stated reasons for attending and found that low 

ticket price, the informal nature of the concerts, and high artistic quality were most important to 

concertgoers (Kolb, 1998).  Such a broad range of factors calls for more scholarly inquiry into 

audience development as a holistic enterprise, and suggests that any one solution – for example, 

unconventional programming, inexpensive tickets, or a relaxed dress code – may not on its own 

sufficiently solve the problem.  Wiggins (2004) proposed a new model for audience 
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development.  This study took into account multiple barriers to attendance – lack of motivation, 

lack of ability (i.e., financial ability), and lack of opportunity (temporal or geographic 

constraints) – and encouraged arts presenters to explore solutions to each of the various 

combinations of barriers that may be present in a particular potential attendee. 
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III. Method 

The design, research, and discussion of the present study follows classic case study 

protocol as established by Yin (2014). A descriptive case study is most suitable, given the 

research questions, techniques, and material under examination. As this study describes 

contemporary events, and examines a wide array of evidence (including interviews), a case study 

is more appropriate than a historical study, and as the investigation did not manipulate the 

behavior of participants in any way, it could not follow the method of an experiment (Yin, 2014). 

Participants 

The participants in this study are three organizations that present professional classical 

music concerts. These organizations were selected because they provide a contrast in geographic 

location, size of their home cities, budget, and type of concerts presented, allowing for 

documentation of innovations among all variables in the study across ensembles of different size 

and/or mission.  As the intention of this study is to describe a wide variety of innovative 

approaches without drawing direct comparisons, it is important to explore the activities of 

presenting organizations whose geographic, financial, and artistic circumstances vary.  Location, 

budget size, and the types of concerts presented might all affect which types of innovations are 

most effective, and for this reason it was important to recruit participants who represent diverse 

circumstances with regard to these variables.  For each organization, an individual was recruited 

to serve as a representative and spokesperson for the organization based on their knowledge and 

understanding of the activities and aims regarding performance and publicity decisions.   

 The California Symphony (CS) is a symphony orchestra classified as Group 5 by the 

League of American Orchestras.  The conductor provides programming and artistic leadership in 



 

 20 
 

the role of Music Director.  The CS is governed by five executives, a nine-member board of 

directors, and 10 staff members. 

Da Camera of Houston (DCH) is a chamber music presenter.  It does not have member 

musicians per se, as an orchestra does.  Rather, it presents eminent artists in concert and stages 

original productions, many of which are chamber music/dance theater hybrids. DCH is led by an 

Artistic Director, who chairs a staff of ten people.  DCH governance is comprised of four officers 

plus a 21-member Board of Directors. 

The Saint Paul Chamber Orchestra (SPCO) is a chamber orchestra classified as Group 1 

by the League of American Orchestras.  The number of musicians engaged by the SPCO for each 

performance varies greatly depending on repertoire; several recent program rosters posted online 

feature only chamber ensembles with fewer than 10 performers for an entire evening, whereas 

the largest collection of musicians performing in a recent orchestral concert totaled 37.  The 

SPCO relies on several Artistic Partners for artistic direction.  The SPCO describes this 

arrangement on its website:  

In 2004, the SPCO transferred broad artistic responsibilities from a music director 

to the SPCO musicians and an intentionally diverse group of Artistic Partners… 

In collaboration with a committee of SPCO musicians and management, the 

Artistic Partners develop distinctive multi-year programming plans focused on the 

particular musical interests they share with the SPCO. 

In addition to five officials and a board of directors, the SPCO receives additional 

leadership from 42 Emeritus Directors and 168 Governing Members.  See Table 1. 
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Table 1  
Participant Demographics 

 
California 
Symphony 

Da Camera of Houston Saint Paul Chamber 
Orchestra 

FY ending in: 2017 2016 2017 
Assets $112,782  $2,762,010  $48,623,821  
Liabilities $339,005  $187,456  $2,792,208  
Revenue and Support $1,212,214  $3,798,218  $13,665,771  
Expenses $1,196,263  $3,253,216 $10,773,391  

    
Governance   
Executives 5 4 5 
Board of Directors  9 21 62 
Administrative Staff 10 10 39 

    
Musicians 68 varies 37 
Artistic Direction Music Director  Artistic Director Artistic Partners (5) 

Geographic Region 
 

West Coast South Midwest 
 
Home City: Walnut Creek, CA Houston, TX Saint Paul, MN 
Population 69,773 2,312,717 306,621 
Median Household Income $86,845  $49,399  $52,841  

    
Greater Metropolitan Area    
Population 4,727,357 6,892,427 3,600,618 
Median Household Income $101,714  $63,802  $76,856  

 

Sources for Table 1: (Bureau, 2019; “California Symphony Orchestra Inc - GuideStar Profile,” 2019; “Da 
Camera Society of Texas - GuideStar Profile,” 2019; “Saint Paul Chamber Orchestra Society - GuideStar 
Profile,” 2019; “U.S. Census Bureau QuickFacts,” 2019a; “U.S. Census Bureau QuickFacts,” 2019b; 
“U.S. Census Bureau QuickFacts,” 2019c) 
 

Data Collection 

Data were collected via the following methods: 1) open-ended telephone interview with a 

representative at each organization; 2) material posted online by the participants; 3) pertinent 

information in publications such as trade journals, newspapers, scholarly studies and other 

media; 4) publicly-available annual reports and other participant data accessed via web searches 
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or provided directly to the researcher; 5) direct observations of printed program notes, audio 

recordings of pre-concert talks, and video recordings of concerts presented by participants.  Data 

collection sheets were used to document each element for each participant.  Social media posts 

and other online media have been preserved in computer screenshots.   

By employing the concept of triangulation–the use of various methods in collecting data–

the researcher was able to describe more fully the activities of each participant (Given, 2008).  

Each type of data provided a different type of understanding into the participants’ innovative 

practices.  Annual reports, for example, gave an objective look at the financial situation of each 

participating organization.  Direct observations of concert-related educational components (i.e., 

program notes, etc.) and materials posted to each organization’s website provided the same 

information as would be seen by any potential or actual concert attendee.  Open-ended 

interviews with a representative at each organization were helpful in obtaining further 

explanation of the organization’s activities, and in providing a rationale for the organization’s 

approach and goals in making innovations.  The further purpose of triangulation is to increase 

validity, and thereby to help overcome the limitations or bias of the single-viewpoint qualitative 

approach (Salkind, 2010) 

The individuals interviewed were the Executive Director of the California Symphony, 

Aubrey Bergauer; the Artistic Director of Da Camera of Houston, Sarah Rothenberg; and the 

Director of Marketing of the Saint Paul Chamber Orchestra, Lindsey Hansen.  A series of 

questions served as the basis for these conversations, which allowed for the researcher to collect 

data in open-ended discussion of the organization’s activities with regard to the various 

categories subject to the investigation.  If the researcher felt insufficient data had been offered in 

response to a particular question, or a more subjective response (i.e., explaining the 
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organization’s intent or philosophy regarding an innovative practice), the researcher asked 

follow-up questions in order to obtain more information.  In order to allow for a fluid 

conversation, which could elicit more useful subjective data as opposed to reading the questions 

verbatim in a dry or impersonal manner, the researcher allowed for some flexibility in how each 

question was stated in the telephone interview.  The researcher used the following questions and 

prompts in these open-ended interviews: 

1) Tell me about the concert experience and venues for your organizations.  Who makes 

decisions related to the concert experience and venues? 

Follow-up questions: What were the goals of these innovations, and who was the target 

audience?  Were they based on research suggesting their success, feedback from your audience, 

etc.? 

2) Tell me about the programming for your organization.  Who within the organization 

determines programming?  

Follow-up question: What is your approach to concerts with atypical programming? Do 

you view these concerts as remaining a novel feature of subscription seasons or in fact becoming 

the new standard mode of concert presentation? 

3) Describe your organizational attitude toward educational components of concerts and 

two-way interaction between musicians/staff and audience members.  

Follow-up question: Who initiated these elements? 

4) What are your organization’s priorities in offering promotions? 

Follow-up questions:  Do you aim specifically to draw younger audiences, incentivize 

first-time concert attendance, and/or encourage attending a second performance?  Have these 
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promotions been based on other organizations’ initiatives, data you have collected, audience 

feedback, or other indicators? 

5) Describe the organizational philosophy on social media, specifically: a) posting of 

educational or performance content; and b) two-way interaction with audience members. Who 

maintains and monitors the organization’s social media accounts? 

6) Does the organization solicit feedback from audiences, and if so, how?  What do you do 

with the feedback you receive? 

Follow-up question: Does this feedback inform your decisions regarding programming, 

choice of venue, concert experience, ticketing promotions, educational components of 

concerts, or social media usage?  

Special Equipment 

 The researcher conducted interviews with an iPhone SE, set on speakerphone.  An AKG 

P220 microphone was placed near the researcher and was plugged directly into a MacBook Pro 

computer to record the conversation using GarageBand.  The interview was then saved as 

an .mp3 file.  The researcher used a MacBook Pro computer and Sennheiser HD201 studio 

headphones to observe recorded performances posted online by participants. 

Procedure 

The researcher obtained informed consent from all participants via a signed consent form 

emailed to each participant.  At a mutually agreed-upon time, the researcher initiated a phone 

call to the representative for the interview, and confirmed permission from the representative to 

record audio from the conversation.  Each interview lasted between 24 and 47 minutes.  The 

mean length of these interviews was 34.7 minutes.  Immediately after concluding, the researcher 

transcribed the entire interview into a Word document.  Within one week of concluding the 
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interview, the researcher sent a brief follow-up email to the representative to request additional 

data and to confirm data obtained in the interview.  

The researcher applied for approval from the TCU IRB on November 13, 2017, and 

received approval on November 20, 2017. The researcher applied for a protocol extension on 

November 29, 2018, and it was approved on December 12, 2018.  Modifications to the protocol 

were proposed on January 17, 2019, and these modifications were approved on January 22, 2019. 
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IV. Results 

California Symphony 

Venue and concert experience. 

 The California Symphony is a Group 5 symphony orchestra.  The CS primarily presents 

its concerts at the Hofmann Theatre in the Lesher Arts Center, located in Walnut Creek, 

California.  The Hofmann Theatre is the largest space within the Lesher Arts Center.  See Table 

2 for venue details.  The CS website states the orchestra has recently “expanded our footprint to 

include performances in Oakland, Concord, Berkeley, and Napa” (“California Symphony 

Official Website,” 2019).  These venues were not used for any of the five concerts in the 2018-

19 season, although a fundraising concert event is scheduled to be held at the Chabot Space & 

Science Center in Oakland on June 8, 2019. 

Table 2 
California Symphony venues 

Venue name Location Capacity Type of venue Drinks allowed 
into the hall? 

 
Hofmann Theatre 
at the Lesher Arts 

Center 
 

 
 
Walnut Creek, CA 

 
 

785 

 
 

Auditorium 

 
 

Yes 

Sources for Table 2: (“California Symphony Classical Concerts | Official Website,” 2019; “Hofmann 
Theatre,” 2019) 
  

The 2018-19 season of the CS included five different programs performed over a total of 

eight concerts.  Three of the programs featured standard classical symphonic repertoire, one 

program featured shorter selections from the film scores of John Williams, and one program 

featured music celebrating the winter holiday season.  All concerts included an intermission.  
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In an interview with the researcher, Executive Director Aubrey Bergauer said that the 

focus of the CS is not on using programming as a means of attracting new audiences: “I think it’s 

not the silver bullet so many people in this field want it to be” (see Appendix A for a full 

transcript of this interview).  Rather, Bergauer said the CS uses programming as a way of 

increasing diversity, equity, and inclusion in its activities and offerings.  To that end, the CS aims 

to include music by living composers, composers of color, and women composers.  The young-

composer-in-residence position at the CS can be used to increase inclusion of underrepresented 

groups, and a female composer currently holds that position. 

 In terms of concert experience, the CS website states “more than anything, we want you 

to be comfortable when you join us for a concert.”  This is applied to recommendations (or a lack 

thereof) regarding dress code as well as etiquette surrounding applause.  The resulting audience 

concert dress is “total variety... some people dress up, including cocktail dresses, and some 

people are fairly casual.”  Conventional concert etiquette dictates that applause should be held 

until the end of a multi-movement work, a practice that some contend intimidates newcomers 

(Carù & Cova, 2005; Park, 2002).  The CS, however, invites its audience to “clap when you like 

what you hear” (“California Symphony Official Website,” 2019).  Another unconventional 

aspect of the CS concert experience is that phones are allowed to be kept on and silent in order to 

post photos or check in on social media.  Figure 1 shows a screenshot of stated features of the CS 

concert experience. 
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Figure 1. California Symphony – concert page sidebar 
Source: https://www.californiasymphony.org/plan-your-visit/before-youre-here/  
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Educational components. 

 The CS provides several educational components related to each concert program.  All 

CS concerts feature printed program notes.  These are included in the printed program at the 

concert, as well as posted to the CS blog before the concert.  These notes are conversational in 

tone (the prose, for example, uses contractions and slang phrases) and explore the history of a 

piece of music rather than provide a theoretical or structural analysis, as in this excerpt: 

 “So here’s what we know [about the genesis of Mozart’s final three symphonies], and 

it’s not much: he began writing No. 39 in early June, and finished it on June 25; No. 40 

followed on July 26 and No. 41 on August 10.  That’s two months give or take a few 

days, a compositional speed record if ever there were. We have no direct evidence as to 

why Mozart wrote the symphonies, but it’s inconceivable that he would create them on 

spec, without a concrete purpose in mind – the idea of composing “for posterity” wasn’t 

in the lexicon yet. And contrary to those sad little stories that he went to his grave without 

having heard them performed, the odds are good-to-excellent that he heard at least two, if 

not all three of them, well before December 1791 rolled around” (Foglesong, 2019). 

 All CS concerts feature a pre-concert talk.  These lectures are given by the Music 

Director, who is sometimes joined by a composer or soloist who will be featured in the program.  

The lectures begin one hour prior to the concert and last approximately 30 minutes.  Bergauer 

provided the researcher with a recording of one pre-concert lecture (Cabrera & Cho, 2019).  This 

lecture, recorded live before a concert on Sunday, January 20, 2019 at 4:00PM, was an onstage 

conversation between music director Donato Cabrera and concertmaster Jennifer Cho, who was 

the featured concerto soloist of this concert.  The conversation began with a discussion of Ms. 

Cho and her background with the CS.  Topics included the difference between the roles of 
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concerto soloist versus concertmaster, an exploration of Ms. Cho’s initial motivation to learn the 

concerto, and a discussion of the various techniques employed by the composer, Astor Piazzolla, 

throughout the concerto.  For the final seven minutes of the 30-minute lecture, Mr. Cabrera and 

Ms. Cho addressed questions from those in the audience.  The tone of this session was relaxed 

and informal, and personal feelings toward the music were emphasized over technical 

considerations. 

 Several noteworthy educational components are featured on the CS website.  There are 

two items included on the page specific to each concert program: background information quoted 

from Wikipedia, and a Spotify playlist including recordings of the pieces to be performed.  The 

Wikipedia excerpt on the CS page advertising its upcoming “Epic Bruckner” concert, for 

example, includes an approximately 90-word description of Anton Bruckner’s Symphony No. 7. 

Beneath this description is a link to the full Wikipedia article.  The embedded Spotify playlist 

includes a commercial recording of each of the four movements of this work, performed by the 

Budapest Festival Orchestra with conductor Iván Fischer.  (The other work on the program, the 

Violin Concerto by CS composer-in-residence Katherine Balch, is not included in the Spotify 

playlist as it is a world premiere and thus there is no recording yet available.)  Bergauer 

emphasized the importance of these online elements, as they can help “incentivize the ticket 

purchase,” as opposed to pre-concert talks or program notes, which are provided to those who 

have already decided to attend a concert.  See Figure 2 for a screenshot of the bullet-point 

summary provided on the CS website for this concert. 

 
 
 



 

 31 
 

 

Figure 2. California Symphony – upcoming concert highlights 
Source: https://www.californiasymphony.org/shows/epic-bruckner/  

One other online educational resource provided by the CS is its newcomer’s guide, 

“Symphony 101: Your Questions Answered” (“Symphony 101 - Newcomer’s guide,” 2019).  

This page suggests answers to questions ranging from objective details such as “where do you 

perform, exactly?” to more complex issues such as “what’s a good seat?” and “when do I 

applaud?”  The answers are all written in approachable, non-technical language, and a sidebar 

features the heading “Making Concerts Fun,” revealing the intent of this initiative.     

Marketing and ticketing practices. 

 The CS offers single tickets and subscriptions.  Specific discounted tickets apply to 

students, who are eligible for a $20 ticket per concert, and groups of ten or more attending 

together.  The CS website highlights clearly the benefits of purchasing a subscription and offers 
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words of encouragement to subscribe.  For example, the subheading of the “Season Tickets” 

page says “subscribers are some of our favorite people,” and elsewhere on the page it states 

“through this process [of offering and renewing subscriptions], we reward your loyalty.”  

Bergauer confirmed in an interview that patron retention is the goal of the CS when offering 

ticket discounts or promotions.  Bergauer stated that the CS focuses on demand-based pricing, 

specifically that prices will increase closer to the concert date as fewer tickets are available.  She 

also explained that discounts are used strategically to build loyalty, by making aggressive offers 

to those who have recently attended for the first time in order to entice them to return for a 

second concert.  

Social media and online presence. 

 During a one-month period from January 15-February 14, 2019, the CS posted fifteen 

times on its Facebook page, and did not post on Twitter or Instagram.  In order to obtain a larger 

sample size, the researcher gathered data from Twitter and Instagram for a longer period of time.  

In the previous six months (July 15, 2018-January 14, 2019), the CS also posted four tweets, nine 

retweets, and one Instagram post.  These posts garnered a total of 456 likes, reactions, shares, 

and comments (collectively referred to as “Engagements”).  For a detailed description of these 

social media posts, see Table 3.  

 Bergauer described social media as a vehicle, rather than a strategy.  She said the 

approach of the CS was that any content that could be posted to the organization’s website, blog, 

or included in an email blast would also be posted on social media.  The Director of Marketing 

and Patron Loyalty and the Marketing and Development Coordinator worked to establish a 

timeline for posting content on social media leading up to every concert.  Bergauer also 
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mentioned the importance of paid advertising on Facebook, and said much of the CS advertising 

budget was spent on that platform.  

Table 3 
California Symphony social media usage 
 

 
Platform 

 
Dates 

 
Posts 

 
Educational/ 
informational 

 
Marketing 

 
Engagements 
(as measured 

2/18/19) 
 

Facebook 1/15/19-2/14/19 

 

13 11 7 236 

Twitter 7/15/18- 2/14/19 
 

13 11 0 172 

Instagram 7/15/18- 2/14/19 1 1 0 48 

Sources for Table 3: (“California Symphony,” 2010; “California Symphony,” 2011; “California 
Symphony,” 2015) 
 

Audience feedback. 

 The primary method of soliciting audience feedback, and devising effective innovations 

in response, has been a project called Orchestra X (Bergauer, 2016).  The CS issued a request for 

voluntary participation, inviting first-time listeners to a classical subscription series concert.  

These new attendees then gathered with CS administrators for an informal yet wide-ranging 

discussion of their impressions and reactions.  Topics included the experience of the music itself, 

the online ticket-buying process, and audience etiquette.  Bergauer stated in an interview that this 

has been the biggest source of audience feedback, and has informed innovations including 

Symphony 101 and the incorporation of Wikipedia and Spotify resources on the CS website.  

Screenshots of the newcomer’s guide and use of resources from Wikipedia and Spotify are 

shown in Figures 3 and 4. 

 Bergauer expressed a preference for drawing conclusions based on ticketing and audience 

demographic data as opposed to survey responses.  This examination of data takes place in bi-
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weekly staff meetings.  Bergauer cited response bias in explaining this focus on data rather than 

survey replies – namely, that those who reply to such surveys may be more inclined to attend 

anyway – while also mentioning a desire for the staff capacity to engage in deeper listening 

projects with audience members who provide feedback.  The data Bergauer considered the most 

helpful were open and click rates generated by various email subject lines, ad performance, and 

social media post engagement. 

 
 

 

Figure 3. California Symphony – Newcomer’s Guide 
Source: https://www.californiasymphony.org/plan-your-visit/before-youre-here/  
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Figure 4. California Symphony – embedded Wikipedia and Spotify resources 
Source: https://www.californiasymphony.org/shows/epic-bruckner/ 
 
Da Camera of Houston 

Venue and concert experience. 

Da Camera of Houston is a chamber music presenter based in Houston, Texas.  In the 

2018-19 season, DCH presented 18 different programs in a total of 20 performances. DCH 

presented these programs at four different venues: the Cullen Theater in the Wortham Theater 

Center, the Menil Collection, Stude Concert Hall at Rice University, and Zilkha Hall in the 

Hobby Center for the Performing Arts. DCH presented nine of the programs at the Cullen 

Theater, five programs at the Menil Collection, three at Zilkha Hall, and one at Stude Concert 

Hall.  See Table 4 for details.  

Artistic Director Sarah Rothenberg said in an interview with the researcher that creating 

“the optimal experience for hearing music” was the driving concern in selecting which of the 

above venues was most appropriate for which concert (see Appendix B for a full transcript of 



 

 36 
 

this interview).  The Cullen Theater was used for jazz concerts, as this was the best fit 

acoustically, and for either larger classical ensembles or in the infrequent case where a need for 

greater seating capacity took precedence, as with a recital by pianist Richard Goode or a concert 

by gamba player Jordi Savall.  However, Rothenberg said that even when DCH could have sold 

more seats, concerts that were more acoustically suited to a smaller space were presented in one.  

Rothenberg cited as an example the New York Philharmonic String Quartet, who performed in 

the smaller Zilkha Hall.   

Table 4     
Da Camera of Houston venues  
 

   

Venue name Location Capacity Type of venue Drinks allowed 
into the hall? 

 
Cullen Theater Houston, TX 1,100 Auditorium Yes–for jazz only 

Menil Collection Houston, TX 240 Museum No 

Stude Concert Hall 
 
Zilkha Hall  

Houston, TX 
 

Houston, TX 

1,000 
 

500 

Auditorium 
 

Auditorium 

No 
 

No 
 

Sources for Table 4: (“Stude Concert Hall,” n.d.; “Wortham Theater Center,” 2019; “Zilkha Hall,” 2016; 
see also: Appendix B) 

 

 Since its inception, DCH has presented concerts at the Menil Collection.  Rothenberg 

said DCH was founded around the same time the Menil Collection opened its Renzo Piano-

designed galleries, and that the Menil houses a Hamburg Steinway concert grand piano 

purchased specifically for DCH.  Da Camera of Houston has primarily presented its concerts in 

the main foyer at the Menil Collection, although Rothenberg also said some concerts have been 

held in the galleries themselves.  This has been done when the musical program has had an 

explicit connection to the visual artwork on exhibition. 
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The 2018-19 season of DCH included eight programs of classical repertoire, six jazz 

programs, one program featuring both classical and jazz works, one program of early music 

performed on period instruments, one performance of Russian folk music on traditional 

instruments, and one original Da Camera Production.  Some concerts were presented with an 

intermission, but some were not, depending on the nature of the program.  The Da Camera 

Production, described below, was created by Rothenberg and produced and presented by DCH.  

Figures 5, 6, and 7 show advertisements from the season brochure representing concerts with 

varied repertoire.    

 

 

Figure 5. Da Camera of Houston – Opening Night: Richard Goode 
Source: https://www.dacamera.com/wp-content/uploads/2018/06/18-19-Da-Camera-Season-Brochure.pdf  
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Figure 6. Da Camera of Houston – Russian Renaissance 
Source: https://www.dacamera.com/wp-content/uploads/2018/06/18-19-Da-Camera-Season-Brochure.pdf  

 

Figure 7. Da Camera of Houston – The Veil of Orpheus: Cy Twombly and Music 
Source: https://www.dacamera.com/wp-content/uploads/2018/06/18-19-Da-Camera-Season-Brochure.pdf  
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The original Da Camera Production premiered in the 2018-19 season was titled “Vienna 

1900: In the Garden of Dreams.”  It was a fully staged production that included live 

performances of music by Brahms and Schoenberg, visual artwork by Gustav Klimt and Max 

Klinger, and actors.  “Vienna 1900: In the Garden of Dreams” was the thirteenth such Da 

Camera Production presented since 1995.  After receiving their premieres at DCH, many of these 

shows have been performed elsewhere.  As an example, Rothenberg cited “A Proust Sonata,” 

which was workshopped at Bard College, premiered at DCH, and subsequently presented at Rice 

University and by Alliance Française in New York.  Figures 8 and 9 are photographs of two 

other Da Camera Productions. 

 

 

Figure 8. Da Camera of Houston – A Proust Sonata (2016) 
Source: https://www.dacamera.com/?event=sarah-rothenbergs-a-proust-sonata&event_date=2016-02-11  
 
 
 
 
 
 
 
 



 

 40 
 

 

Figure 9. Da Camera of Houston – Sacred Visions: Stravinsky and Messiaen (2015) 
Source: https://www.dacamera.com/?event=sacred-visions-stravinsky-and-messiaen-
2015&event_date=2015-05-02  

 

Beyond the unique Da Camera Productions, repertoire programming was a focus of 

Rothenberg’s, and central to the identity of DCH.  Rothenberg said, “I tend to think of the whole 

season almost as one big concert,” with underlying themes connecting the various performances 

and their repertoire content.  For many concerts, Rothenberg conceived of a theme and selected 

repertoire, then engaged performers.  Recent examples of this were “The Veil of Orpheus: Cy 

Twombly and Music,” and a program designed as a musical celebration of the poet John 

Ashbery.  For other concerts, DCH engaged touring artists, such as Jordi Savall or Richard 

Goode.  Even in these cases, Rothenberg said she was involved in making suggested alterations 

to the repertoire or presentation in order to fit within the context of other programs on the season.  
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Educational components. 

 Rothenberg was heavily involved in several of the more prominent educational 

components of concerts.  This starts at the beginning of every segment of the season with the 

program book (Da Camera of Houston, 2019).  This book, issued for several concerts at a time 

and including both jazz and classical events, begins with a letter to the audience by Rothenberg 

to introduce the programs.  It also includes interviews with the jazz artists and program notes for 

all programs.  Some of the notes are written by Rothenberg herself, but many are commissioned 

from other musicians and scholars.  Rothenberg also introduces all concerts in a five- to eight-

minute curtain speech.  

Before some concerts in the 2018-19 season, DCH presented pre-concert talks, starting 

approximately 30 minutes before the announced concert time.  In the case of other concerts, the 

concert itself started with a short talk about the program or an interview with the artists.  These 

shorter talks were “expanded” and moved earlier to comprise a pre-concert talk in specific cases, 

often when there was a need for deeper discussion about the repertoire being performed.  

Rothenberg pointed to one example, Jordi Savall and Le Concert des Nations, and said that due 

to the repertoire being highly specialized, it was important to devote more time to a discussion of 

the repertoire, and that a pre-concert talk was the most appropriate format for this.  The pre-

concert talks all included a question-and-answer segment with the performers.  In terms of the 

tone of written and oral discussion of the music being performed, Rothenberg stated a desire to 

avoid a lot of technical terminology, but also that “it’s important to appeal to the intelligence of 

your audience... accessible, but not dumbed down.” 

Rothenberg said the pre-concert talks and other educational components were often 

intended to give the audience an idea of the musicians’ personal relationship to both the 
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repertoire being performed, and to the act of performing itself.  To this end, these conversations 

were an important element of re-engaging artists over a period of several seasons and continuing 

the audience’s relationship with them, in what Rothenberg referred to as an “extended family.” 

The DCH website also features a blog where interviews and articles are posted about upcoming 

performers and composers (“Da Camera: Blog archives,” 2019).    

Marketing and ticketing practices. 

 DCH offers single tickets as well as subscription packages.  Its subscription packages 

may combine multiple venues and styles of music.  Benefits of DCH subscriptions include 

discounts on additional tickets purchased, a ticket exchange, and a “wild card” ticket good for 

admission to any concert.  The following single-ticket discounts are offered: student rush, 

student discount, and senior discount.  Student rush tickets are $5 for tickets purchased by a 

student at the box office immediately prior to a concert.  Student discount and senior discount 

tickets are all half-price compared to regular admission, and may be purchased via phone or in 

person only.  Students are defined as those in middle school, high school, or college, and those 

age 60 and over are eligible for the senior discount.  Rothenberg claimed a high priority of DCH 

is to keep entry-level ticket prices low in order to make concerts accessible.  In addition, DCH 

gave many tickets away to students at schools in the area, often in conjunction with having a 

visiting performer give a masterclass, lecture, or short performance at the school.  

 Rothenberg cited an instance of using the cross-stylistic appeal of a performer as a way of 

widening the potential audience pool.  The pianist Aaron Diehl, while “pretty much profiled as a 

jazz pianist,” according to Rothenberg, had appeared on the jazz series in a prior season.  He was 

invited back in the 2018-19 season to give a recital on the classical series, which featured many 

pieces in a jazz style or by jazz composers.  Rothenberg said despite the emphasis on the jazz 
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style, it “still felt much more like a classical concert,” and owing to the composed nature of the 

works and the format, it was presented and promoted as such.  This recital was offered to DCH 

jazz subscribers as a special addition if they chose, which was a deliberate effort by DCH to 

expose some of its jazz subscribers to its classical offerings. 

Social media and online presence. 

During a one-month period from January 15-February 14, 2019, DCH published 28 

Facebook posts, 28 tweets, four retweets, and 27 Instagram posts.  These posts garnered a total of 

826 likes, reactions, shares, and comments (collectively referred to as “Engagements”).  See 

Table 5 for a detailed description of these social media posts. 

Table 5 
Da Camera of Houston social media usage 

Platform Dates Posts Educational/ 
informational 

Marketing Engagements 
(as measured 

2/18/19) 
Facebook 1/15/19-2/14/19 

 
28 23 18 172 

Twitter 1/15/19- 2/14/19 
 

32 25 15 120 

Instagram 1/15/19- 2/14/19 27 19 17 534 

Sources for Table 5: (“Da Camera of Houston,” 2008; “Da Camera of Houston,” 2010; “Da Camera of 
Houston,” 2016) 
 

 Many of the organization’s social media posts were biographical articles or interview-

based video clips of performers or of Rothenberg.  This is consistent with the importance 

Rothenberg gave to having the DCH audience establish connections with the musicians.  

Rothenberg said there was a desire at DCH to show audiences behind-the-scenes footage, and 

gave as an example a video clip of rehearsal with Rothenberg and Richard Goode.  Even among 

the many social media posts that included a link to buy tickets (and are thus classified in Table 5 

as “Marketing”), these posts also contained informational content and were not strictly 
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promotional.  The DCH Director of Marketing monitors and maintains the organization’s social 

media accounts.   

Audience feedback. 

 Da Camera of Houston receives audience feedback via social media, and via print and 

email feedback forms and surveys.  Rothenberg said this is sometimes done as a follow-up after 

concerts, and often in order to get a better idea of audience demographics as part of preparing a 

grant application.  Audience feedback was also part of long-term planning and getting a broad 

overview of the organization; at the time of this writing, DCH was revisiting its strategic plan, 

and had hired outside consultants to conduct audience surveys as part of this effort.  Most 

importantly, though, Rothenberg stated that “you get a lot of feedback by what people are 

coming to.”  In other words, the success of certain concerts was evidence that those concerts and 

the initiatives in place to promote them were effective. 

Saint Paul Chamber Orchestra 

Venue and concert experience. 

 The Saint Paul Chamber Orchestra is a Group 1 chamber orchestra.  The SPCO primarily 

presented its concerts at Ordway Concert Hall, which is located in Saint Paul, Minnesota and has 

a seating capacity of 1,085.  The SPCO presented concerts at a total of sixteen venues this season 

(including Ordway Concert Hall) located throughout the Twin Cities area (“The Saint Paul 

Chamber Orchestra,” 2019).  The venues include university facilities, houses of worship, and 

restaurants.  See Table 6 for details.  Figures 10 and 11 show photographs from two contrasting 

venues used by the SPCO. 
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Table 6 
Saint Paul Chamber Orchestra venues 

 
Venue name 

 
Location 

 
Capacity 

 
Type of venue 

Drinks 
allowed into 

the hall? 

Benson Great Hall Arden Hills, MN 1,500 Auditorium No 

Capri Theater Minneapolis, MN 507 Cinema No 

Center for the Performing 
Arts at St. Paul Academy and 
Summit School 
 

 
Saint Paul, MN 

 
650 

 
Auditorium 

 
No 

Humboldt High School  
 

Saint Paul, MN 600 Auditorium No 

Icehouse Minneapolis, MN 150 Restaurant/bar Yes 

Ordway Concert Hall Saint Paul, MN 1,085 Auditorium Yes 

Saint Paul’s United Church of 
Christ 
 

Saint Paul, MN 888 House of worship No 

Shepherd of the Valley 
Lutheran Church 
 

Apple Valley, MN 792 House of worship No 

St. Andrew’s Lutheran 
Church 
 

Mahtomedi, MN 1,079 House of worship No 

Sundin Music Hall at 
Hamline University 

Saint Paul, MN 325 Auditorium No 

Ted Mann Concert Hall Minneapolis, MN 1,126 Auditorium Yes 

Temple Israel Minneapolis, MN 884 House of worship 
 

No 

Trinity Lutheran Church Stillwater, MN 518 House of worship 
 

No 

Turf Club Saint Paul, MN 195 Music venue/club Yes 

Wayzata Community Church 
 

Wayzata, MN 688 House of worship No 

Wooddale Church Eden Prairie, MN 1,597 House of worship No 

Sources for Table 6: (“Capri Theater history,” n.d.; “Performances,” 2018; “Sundin Music Hall,” 2018; 
“Ted Mann Concert Hall,” 2019; “The Saint Paul Chamber Orchestra,” 2019; see also: Appendix C) 
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Figure 10. Saint Paul Chamber Orchestra – Ordway Concert Hall 
Source: https://www.thespco.org/concerts-tickets/your-concert-experience/venues/concerthall/  
 

 

Figure 11. Saint Paul Chamber Orchestra – Icehouse Minneapolis 
Source: https://www.icehousempls.com/space-1#chefs-bar  
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The 2018-19 Ordway Series included nineteen programs and a total of 45 concerts, plus 

the Tapestry19 mini-festival featuring two programs performed a total of five times.  The 

Neighborhood and Ted Mann Series featured fourteen different programs, including one of the 

Tapestry19 programs.  In this series, the SPCO presented concerts at ten venues separate from 

Ordway Concert Hall.  Some of these fourteen programs were a repeat of programs heard on the 

Ordway Series, and some featured different repertoire.  The Ordway and Neighborhood series 

concerts featured standard classical symphonic and chamber repertoire, with some unusual 

inclusions.  Five of the works performed during the season were SPCO commissions or co-

commissions; four of these were world premieres, and one was a Midwest premiere.  The 

repertoire performed included many works that are frequently performed by symphony 

orchestras, but the performing forces of SPCO (chamber orchestra) also result in a focus on 

works for small orchestra or chamber ensemble.   

Many of the SPCO’s concerts were performed without a conductor or were conducted by 

a concerto soloist.  Concerts on the Ordway Series and most Neighborhood Concerts included an 

intermission.  Concerts at several of the Neighborhood venues, the “SPCO at” concerts, and 

Liquid Music concerts generally did not have an intermission and were slightly abbreviated as 

compared with the Ordway Series programs that featured most of the same repertoire.   

As described in an interview by Director of Marketing Lindsey Hansen, the SPCO began 

to dramatically expand its Neighborhood series around 2004 (see Appendix C for a full transcript 

of this interview).  Hansen said most attendees were individuals who had not heard the SPCO at 

Ordway Concert Hall, and that the SPCO intentionally sought to bring music to people 

throughout a wide area as a means of growing their audience.  The use of venues in underserved 

neighborhoods was one particular way the SPCO tried to reach new audiences and add to the 
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overall diversity of its audience.  Concerts in two heavily minority neighborhoods, held at the 

Capri Theater and Humboldt High School, included student musicians from the school (the Capri 

Theater shares a building with a performing arts high school), either in student-only ensembles 

or a side-by-side format with members of the SPCO, and visual artists from the community. 

Other SPCO series presented in the 2018-19 season included “SPCO at” and Liquid 

Music.  The SPCO at Turf Club and SPCO at Icehouse concerts featured chamber ensembles in 

two local music venues known for presenting various types of music other than classical music.  

Hansen asserted that these venues attract an adventurous audience with eclectic tastes who are 

willing to hear any style of music presented by the venues.  The ticket price of $20 included a 

drink voucher, programs were slightly abbreviated as compared with an Ordway Series concert, 

and the performances emphasized verbal communication from the musicians onstage to engage 

the audience.   

The Liquid Music series, which Hansen said aimed to bring together “classical artists and 

artists from outside the classical realm,” began in the 2012-13 season.  The series has presented 

concerts at a variety of venues including the Ordway Concert Hall and rock music venues like 

Amsterdam Bar and Hall, and has presented co-presentations with the Walker Arts Center, a 

contemporary art gallery.  Hansen said this series was a natural complement to the SPCO’s 

mission to commission new work and perform the music of living composers, and an opportunity 

to broaden the organization’s horizons by engaging with non-classical artists. 

The SPCO concert calendar featured the highly unusual start time of 11:00AM on certain 

Fridays.  Of the nineteen concert programs comprising the Ordway Series, eight of them received 

a Friday morning performance.  Additionally, the season featured four 11:00AM performances at 

Wooddale Church in Eden Prairie, MN, showcasing the SPCO in the same repertoire as a 
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concurrent Ordway Series concert.  The Happy Hour concerts, presented two to three times per 

season, featured a 6:00PM start time, no intermission, and a slightly abbreviated format.  Guests 

of legal drinking age were offered complimentary craft beer before the concert, and food trucks 

were parked outside to make for a more casual and festive atmosphere.  Concerts throughout the 

season were held at various venues on Tuesday, Thursday, Friday, and Saturday evenings, and 

on Sunday afternoons.  

Educational components. 

 Spoken remarks from the stage were an important element during many concerts.  

Hansen said the focus of these remarks was primarily to give background information on the 

pieces and composers performed, and to give the audience an idea of the musicians’ experience 

in preparing and presenting the concert.  “We find that our audience really just wants to hear 

from our musicians, and ... what it’s like to be in their role, and play the music that they’re 

playing,” said Hansen.  

The SPCO also presented Fanfare, a series of pre-concert lectures, before most of its 

Friday and Saturday concerts.  The lectures started one hour prior to the concert and lasted 30-40 

minutes.  These were led by guest musicians, members of the orchestra, musicologists, or arts 

journalists, and Hansen described them as similar in content to spoken remarks from the stage 

while also incorporating some technical discussion of the music being performed.   

Printed program notes were provided for all Ordway Series and Neighborhood Series 

concerts, as well as for most Liquid Music concerts (Grad & Widmann, 2019, p. 11-12).  The 

notes were primarily written by Aaron Grad, who would begin discussion of each piece in broad, 

biographical terms before moving into a more technical discussion of the music.  For new works, 

the program notes were often written by the composers themselves.  Printed program notes were 
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generally not provided for Chamber Music Series, SPCO at Turf Club, or SPCO at Icehouse 

concerts, according to Hansen.  

One other informative feature on the SPCO website is its Concert Library.  This is a 

collection of live performance videos that users can sort according to categories such as 

composer, genre, and SPCO premieres.  Hansen described a desire by the SPCO to enable those 

who were not able to attend – whether due a concert being sold out, living out of driving distance 

of the performance, having young children at home with no babysitter, or being a senior of 

limited mobility, for example – to still be able to view live and archived performances.  Figure 

12 depicts the main screen of the Concert Library, and figure 13 is a screenshot from a page 

listing upcoming live streamed events.   

 

Figure 12. Saint Paul Chamber Orchestra – Concert Library 
Source: https://content.thespco.org/music/concert-library/compositions/by/video  
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Figure 13. Saint Paul Chamber Orchestra – upcoming live streamed concerts 
Source: https://content.thespco.org/music/concert-library/live-streams  

Marketing and ticketing practices. 

 The SPCO offers single tickets and subscriptions, similar to the other presenters 

described.  The SPCO website highlights the benefits of subscribing, such as ticket exchanges 

offered free of charge, priority seat selection, and discounts on parking.  The option to create 

your own series offers patrons the ability to choose concerts from among various series and 

venues.  

The most noteworthy ticketing initiative at the SPCO is its concert membership program.  

The concert membership program allows individuals to attend an unlimited number of concerts 

for $7 per month.  Membership renews automatically until the patron contacts the SPCO to 

cancel it.  Some special concert series are excluded, as are seats at Ordway Concert Hall in price 

range 1.  The SPCO also offers free tickets to all children ages 6-17 and to all students.  Those 

ages 18-39 who are not students can also use a promotion code when buying tickets online in a 

program known as club2030.  This promotion gets the club member (after providing an email 
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address to sign up, free of charge) with $10 best-available tickets to any SPCO concert, as well 

as other benefits including admission to some post-concert parties.  The SPCO states that over 

6,500 people have signed up for this program.  

These ticketing initiatives, as well as other innovations related to the choice of venues 

and launch of the Concert Library, have three stated goals, according to Hansen: 1) to grow the 

SPCO’s audience; 2) to attract more young concertgoers; and 3) to increase the diversity (i.e., 

racial and ethnic) of the audience.  Offering free tickets to students and children, according to 

Hansen, was done out of a core desire at the SPCO to provide youth with access to classical 

music.  This resulted in lost ticket revenue, which the SPCO offset by raising funds from donors 

who felt similarly strongly about the organization’s goals.  As far as diversity is concerned, 

Hansen said the SPCO has set the goal for itself to double the percentage of those in its audience 

that identify as people of color by the 2020-21 season, and the SPCO has kept this goal in mind 

when developing ticketing initiatives as well as choosing venues. 

Social media and online presence. 

 During a one-month period from January 15-February 14, 2019, the SPCO published 

eight Facebook posts, one tweet, and one Instagram post.  In order to obtain a larger sample size, 

the researcher gathered data from Twitter and Instagram for a longer period of time.  In the six 

previous months, the SPCO also published one tweet, two retweets, and five Instagram posts.  

These posts garnered a total of 641 likes, reactions, shares, and comments (collectively referred 

to as “Engagements”).    See Table 7 for a detailed description of these social media posts. 

 Hansen described the activities of the SPCO Executive Producer of Digital Media, who 

manages the organization’s social media accounts.  Hansen described the organizational strategy 

as twofold: 1) relegating promotional and sales-related posts to paid advertising on Facebook and 
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Instagram, and 2) offering behind-the-scenes glimpses into daily life at the SPCO for followers 

to engage with.  For example, Hansen said the SPCO has found its audience to enjoy social 

media content featuring “something kind of spontaneous that comes at rehearsal, or ... a really 

interesting aspect of a piece that the orchestra is rehearsing, or something happening in the green 

room between rehearsals.”  Hansen also said the SPCO generally posted previews of new videos 

that had been recently added to the Concert Library.  

Table 7 
Saint Paul Chamber Orchestra social media usage 

Platform Dates Posts Educational/ 
informational 

Marketing Engagements 
(as measured 

2/18/19) 

Facebook 1/15/19-2/14/19 
 

7 7 0 229 

Twitter 7/15/18- 2/14/19 
 

4 4 1 77 

Instagram 7/15/18- 2/14/19 6 6 3 335 

Sources for Table 7: (“The Saint Paul Chamber Orchestra,” 2008; “The Saint Paul Chamber Orchestra,” 
2016; “The Saint Paul Chamber Orchestra,” 2010) 
 

Audience feedback. 

 The primary way the SPCO solicited and received audience feedback is via survey 

responses.  The SPCO also received feedback from audience members via the comment form on 

its website, but post-concert surveys accounted for most of the information the SPCO receives.  

These surveys were emailed following all concerts to all ticket holders (the person who 

purchased the ticket), who were asked to also forward the survey to others who may also have 

attended but whose names were not on the ticket purchase.  These surveys asked respondents to 

rate several aspects of their concert experience on a scale from one to five, and also asked for 

more open-ended feedback.   
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According to Hansen, these responses have helped to corroborate or reject certain 

audience development proposals already under consideration.  For example, Hansen said a 

recurring theme in audience feedback was a desire to enjoy the music “the way they want to,” 

which included having a more social atmosphere (as in the Happy Hour concerts and non-

traditional venues), the ability to bring drinks into the hall, and the ability to move around the 

venue during the performance.  Hansen added that audience feedback frequently gave positive 

mention to the spoken remarks from the stage by musicians, and that people said they generally 

enjoyed concerts more when they understood the music better. 
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V. Discussion 

The three purposes of this study have been: 1) to identify the decline among classical music 

audiences; 2) to investigate how some classical music presenters have made innovations in a 

variety of aspects of their activities in order to combat this decline; and 3) to suggest what the 

results of 1) and 2) may imply for other classical music presenting organizations and individual 

musicians.  The first two purposes have been addressed in previous sections, and this chapter 

will interpret the results in order to make suggestions that may be beneficial to other presenters 

and musicians. 

Venue and concert experience 

 The three presenters included in the study appeared to prioritize different aspects among 

their choice of venue, intended concert experience, and repertoire programming.  The CS 

developed a focus on accessibility and welcoming those who may be first-time classical music 

listeners.  Da Camera of Houston sought to maximize the acoustic settings to create a powerful 

experience, curate thoughtful programs, and reach across stylistic lines to draw in non-classical 

audiences.  The SPCO made an aggressive push to bring music to people in their own 

neighborhoods, and also developed concert series that crossed stylistic boundaries and relied on a 

built-in audience at some venues that did not necessarily listen to classical music.  

Several elements of the CS concert experience seemed aimed at younger attendees.  

Allowing drinks brought to patrons’ seats, while not unique to the CS, was one of these 

elements.  One practice that was likely less common among other classical music concerts was 

giving attendees permission to bring cell phones into the hall, provided they were silenced.  

Given younger Americans’ stated desires to share pictures and descriptions of events they attend 

on social media, this seems to be geared more toward younger listeners than any other age group.   
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The repertoire programming at the CS seemed relatively conventional.  Out of the five 

concert programs, one was fully comprised of the music of John Williams, and another was 

winter holiday-themed.  Bergauer claimed that the orchestra felt no need to program pops or 

other repertoire simply because it would be popular at the box office, but these two programs 

suggest otherwise; while it is possible that these programs were featured because the repertoire is 

popular with the CS’ regular classical concertgoers, they could also be viewed as an attempt to 

draw in new audiences with lighter fare.  The CS’ composer-in-residence program could serve as 

an example for other organizations to more frequently perform the music of living composers, 

and to promote diversity, equity, and inclusion. 

 The philosophy at DCH seems to have been that thoughtfully programmed, superbly 

performed, and intimately presented performances of chamber music would be their own 

powerful audience development tool.  The presumption underlying this—that concerts and 

presenters are often undermined by careless programming choices, lack of a compelling narrative 

throughout a season, or less than ideal acoustics—was partially made explicit by Rothenberg, 

who cited a tendency in recent decades for chamber music to be performed in halls that were far 

too large, therefore robbing the music of its full impact.   

 The SPCO’s drastic expansion of its Neighborhood Series illustrates a push for audience 

growth by bringing concerts to where the potential audience itself is.  Their remarkable total of 

sixteen venues that hosted performances during the 2018-19 season, and their wide geographic 

distribution, underscores this.  Specific locations such as the west side of St. Paul and North 

Minneapolis suggest a commitment to building diverse audiences that reflect the neighborhoods 

in which those concerts are held.  At the Ordway Series, the focus seems to be on attracting 

younger listeners through innovations like allowing drinks into the hall, as well as its occasional 
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Happy Hour concerts.  Its Liquid Music concerts seem designed to draw audiences from both the 

classical world and the other styles whose artists are represented on a concert program, and 

chamber music concerts at Turf Club and Icehouse seek to win classical music converts from 

among an already adventurous group of listeners who frequent these venues. 

 These results suggest that presenters should consider making concerts more relaxed in 

atmosphere, as long as it does not disturb the impact of the music.  (For instance, only jazz 

performances presented by DCH allowed drinks to be brought in, as the noise of glasses clinking 

could interfere with other’s enjoyment of a non-amplified classical concert.)  Individual 

musicians or smaller ensembles should consider exploring small, non-conventional venues when 

possible.  When a venue is available that has a built-in audience base, and the space is not 

detrimental to the sound of a classical music performance, classical musicians and presenters 

should consider this a good opportunity as well. 

Educational components 

 Although the tone and aesthetic of social media posts and announcements on the 

organizations’ websites varied, all three participants in the study emphasized a desire to use 

educational components to emphasize the artists’ personal relationship to the music being 

performed.  California Symphony Music Director Donato Cabrera and concertmaster Jennifer 

Cho framed all of the topics in their pre-concert conversation around Ms. Cho’s approach to 

performing.  While providing some background information on the composers being performed 

and the specific works being played, these were woven into the narrative of this performer’s 

experience.  This suggests a desire on the part of the CS to make the music and the musicians 

relatable to those in attendance.  This was the case both in the Piazzolla concerto as well as a 

Mozart symphony.  A focus on one individual’s response to the music is an obvious tactic in 
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discussing a concerto, but in Cabrera and Cho’s discussion of the Mozart symphony, this work, 

too, became the object of personal reflection.  The two musicians onstage discussed what it was 

like for a performer like Cho to approach a work in concert from which excerpts are frequently 

requested in orchestral auditions.  This provided the audience with a new way of thinking about a 

work for larger ensemble (although through the unique perspective of just one musician).   

 At DCH, the various and expanded versions of pre-concert-style lectures reveals a 

flexible approach that depends on the repertoire being performed.  The use of outreach events in 

schools as a kind of pre-concert lecture—the lecture is brought to the students, who are then 

given tickets to attend—allows for an interesting combination of outreach and educational 

components that are contained within the concerts themselves.  The inclusion of program notes 

by several annotators, too, allows for unique insight into every program annotated, and a variety 

of perspectives and prose styles through which to educate and engage an audience. 

 The SPCO has found a way to provide both discussions of technical elements found in 

the music (in its pre-concert Fanfare lectures) as well as a more personalized approach 

(musicians speaking from the stage during concerts).  The use of smaller, non-conventional 

venues allows for even greater intimacy between performers and audiences, allowing performers 

to interact more closely with the audience and determine the best angle by which to frame their 

comments about the music as the concert progresses.  The SPCO’s featuring of student 

musicians on their professional concert programs, often in underserved neighborhoods, gives the 

students, their families, and communities an inspiring context for their extracurricular studies, 

and valuable professional mentoring opportunities.  Beyond the already significant act of 

bringing music into these communities, the inclusion of these student performers and other 
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community artists seems an especially potent way to show the community that they are valued, 

and that their attendance at SPCO concerts will be truly appreciated. 

 The findings related to educational components suggest that, given the right emotional 

connection and personal presentation, audiences enjoy the music better when they are more 

knowledgeable about it.  Performers should consider being prepared to tell an anecdote or two 

for their audiences that illustrate how they relate to the music, how they prepared for this 

particular program, or what daily life is like for a classical musician.  Presenting organizations 

should consider increasing their educational offerings to encompass both a more accessible 

baseline primer on classical music and its terminology, as well as more intellectually rigorous 

discussion of the music at hand.  The example of DCH illustrates that by establishing an 

intellectually stimulating environment through programs that touch on visual art, literature, or 

poetry, the audience may be in the right frame of mind to hear more complex discussion of the 

music being performed.  This artistic preparation can then be combined with a more accessible, 

personalized discussion with artists before and during the concert. 

Marketing and ticketing practices 

 As with virtually all classical music presenters, and most other goods and services, the 

three participants in the study rewarded their patrons who bought in bulk.  This was done at all 

three organizations through subscriptions.  Subscriptions generally offered the lowest price per 

ticket and additional perks as well.  Beyond that, their individual approaches to marketing and 

ticketing practices and promotions varied somewhat. 

 As mentioned by Bergauer, the CS focused its efforts on retention, not just attracting new 

audiences for a first concert.  The insistent courting of those who had attended a first time, by 

offering a steeply discounted ticket to a second concert, reveals a long-term plan to encourage 
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and mold desired audience buying habits.  Similarly, Bergauer described the decision by the CS 

not to offer last-minute discounts as a way to encourage buying tickets early; not only do patrons 

get the best price on tickets, but the CS can plan more effectively for what size audience to 

expect.  At DCH, student rush and senior discount tickets allowed for a low entry-level option 

for those groups.  Efforts to blur lines between the classical and jazz subscription series suggests 

an inventive way to draw into the classical audience pool a group that already attends concerts, is 

presumably curious about music, and clearly already likes offerings of this presenter.   

The deep engagement in schools by both visiting DCH performers as well as the Young 

Artists in a career development program offered by DCH exposes area students to classical 

music and the specific offerings of DCH.  Many of these students, such as those at the Rice 

University Shepherd School of Music, the University of Houston Moores School of Music, and 

the Kinder High School for the Performing and Visual Arts (HSPVA), may already be inclined 

to attend DCH concerts.  Still, the distribution of free tickets seems destined to encourage their 

attendance, and for students at Kinder HSPVA who practice a non-classical music art form, they 

are being introduced to something outside their immediate area of study.  

In addition to offering subscriptions, the SPCO rewarded buying in bulk through its 

Concert Memberships.  These could be particularly enticing to individuals who are used to 

paying for other services on a monthly basis, such as a gym membership.  Beyond effectively 

lowering the price per ticket when one attends a greater number of concerts—similar to a 

subscription—the Concert Membership program offers a degree of flexibility and an ability to 

decide what concerts to attend rather last-minute, which a subscription cannot offer.  Most of the 

SPCO’s ticketing and marketing innovations are designed to create a new generation of 

concertgoers.  The New Generation initiative (offering free tickets to children and students) 
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makes it easy for families to attend.  Also, club2030 not only offers inexpensive tickets to its 

members, but it also creates a de facto community of other young professionals with a similar 

interest in attending concerts. 

While the precise ticketing practices of any presenter will be determined in part by its 

financial circumstances and community, these results nevertheless offer a glimpse into the 

various ways different presenters approach this area.  The broad goals common to the initiatives 

of all three presenters, and which may be of value to any classical music presenter, are 1) 

enticing younger people to attend and 2) fostering a commitment by individuals to attend 

multiple concerts.   

Social media and online presence 

The topic of social media yielded perhaps the most surprising results of the study, 

namely, that these presenters do not place any special emphasis on the various social media 

platforms.  They recognize the importance of this but view their social media pages as an 

outgrowth of educational or other initiatives rather than as an end unto themselves.  All three 

participants suggested social media are an effective way to share behind-the-scenes footage and 

material that is both relatable on a personal level as well as serving to satisfy the audience’s 

curiosity about daily life as a musician.  Bergauer cited a CS Facebook post including one 

member musician’s favorite recipe for mulled wine as a way to engage patrons with the lighter 

side of the CS musicians, and to maintain a connection in between concerts.  

 In light of all three participants’ comments regarding their audience’s interest in hearing 

musicians give personal comments on their experiences in the music profession, the results 

suggest that other classical presenters and freelance performers should consider viewing social 

media as an effective vehicle to disseminate such personal content.  Short clips of a practice 
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session or rehearsal, a link to a recording that may have sparked a professional musician’s 

interest in a certain piece when they were still a student, or a post offering enthusiastic personal 

comments about the performer’s own emotional response to a piece, could be effective ways to 

engage with an audience via social media. 

Audience feedback 

Also surprising were the results related to audience feedback.  Only one presenter, the 

SPCO, regularly solicits feedback after most concerts and uses this feedback to adjust its various 

activities.  However, most of these initiatives were put into place first, rather than developed in 

response to audience feedback.  This kind of trial-and-error approach, according to Hansen, has 

been vindicated through the majority of positive feedback received particularly in response to 

educational components and the creation of a more social atmosphere surrounding concerts.  

For Bergauer at the CS and Rothenberg at DCH, the audience’s spending is a behavioral 

indicator: they find that concert attendance patterns are revealing.  Rothenberg said the DCH 

conducts additional surveys of its attendees when more information is needed.  Bergauer went 

further, suggesting that generic audience surveys only will elicit feedback from a certain segment 

predisposed to attend anyway, and that data related to social media and email blast performance 

were more helpful in determining how to reach people going forward.  Bergauer did express a 

preference for the Net Promoter Score system, which uses a set of detailed surveys and 

comprehensive set of responses by the organization.  However, Bergauer said this would require 

a far greater time investment to be done correctly than is currently possible for the staff of the 

CS.  
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Recommendations for further study 

 Depending on the personal and financial resources of classical music presenters, different 

types of data analytics may or may not be feasible.  For freelance performers, the presence of 

one’s friends or family members at concerts may not yield the most useful direct audience 

feedback.  Rather, presenters and individual musicians should study the scholarly literature and 

look to successful presenting organizations and performers for inspiration, then model their own 

audience feedback mechanisms on what they find.  If the goal is to attract people who currently 

do not attend any concerts at all, then a broader sample of participants may be required to reach 

these individuals and determine what might attract them to a classical music performance.  If the 

aim is to win over fans of other styles of music who may be open-minded and inclined to 

experience a different style, then visiting the concert venues they frequent and engaging a broad 

selection of attendees firsthand might provide an initial idea of how to proceed.  A form of what 

might be called secondhand audience feedback—by attending other events that the target 

audience already attends, and observing what is noteworthy in terms of the overall experience, 

any educational components, ticketing practices, and social media strategies—could prove even 

more effective.  This approach would point classical presenters in a direction it seems several of 

them are already headed: to modify, without degrading, the classical concert experience in ways 

that comport with other, less ritualized cultural events. 

 The limitations of this study include its sample size and methods of observation.  The 

study included only three classical music presenting organizations.  While they may be similar to 

other organizations in terms of the size and demographics of their home cities, the size of their 

budgets, the number of concerts presented, or the typical performing forces used, these three 

presenters cannot be considered representative of the entire range of classical music concert 
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culture throughout the United States.  The results can suggest innovative practices that may be 

worthy of further study or consideration, but the study should not be considered exhaustive, nor 

should the transferability of these innovations to other organizations be assumed.  The study also 

did not include in-person observations, as the researcher was not able to attend any concerts 

presented by these three organizations in person during the course of conducting this study.  

 Further research could include deepening the present research into these three 

organizations.  This could be done by conducting interviews with patrons who have attended one 

of the presenter’s concerts, attending events in person, or comparing two or more consecutive 

seasons of a presenter’s activities.  Further research could also include further case studies 

featuring organizations that are deliberately chosen for either their perceived similarities or 

differences to the organizations in the present study. 

 The decline of classical music audiences in the United States is an issue that is central to 

the future of our art form.  In order for classical music to thrive, its institutions may need to 

consider altering various aspects of how they present concerts and interact with their audiences, 

whether onstage, online, or in the community.  It is the desire of the researcher that the present 

study serves as a basis for further exploration of this important topic.  
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Appendix A: Interview with Aubrey Bergauer, CS Executive Director 

 

Recorded December 17, 2018, 12:30pm CST 

 
 
Aubrey Bergauer: Hello, this is Aubrey. 

Evan Mitchell: Hi Aubrey, this is Evan Mitchell. We were going to have an interview now for 

my DMA document. 

AB: Yeah, good to hear from you. How are you? 

EM: Good, how are you doing? 

AB: I’m good. I’m, um, oh my gosh. We have our final holiday concerts this coming weekend, 

so for us it’s, like, the final push of, like, ok, this is a concert weekend, and then the holidays, 

and actually, [laughs] – 

EM: Yeah, you can do it. 

AB: Yeah. 

EM: So, yeah, I – uh, I’ve got the media release form. Just to confirm here at the beginning of 

the conversation, I’ve got your permission to record? Yeah? 

AB: Yeah. 

EM: Great. So I’ve got five, uh, kind of big questions on different topics, um, and then follow-

ups as needed. Um, I wanted to start by asking about the concert experience kind of broadly, um, 

including venues or venue, um, who makes decisions as far as concert experience and venues, 

um, if you could talk a little bit about that. 

AB: Sure. So in terms – do you mean in terms of choosing a venue, or decisions made with in a 

venue? 
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EM: Um, both. So choosing venues, um, and then as far as concert experience, things, you 

know, allowing concessions in, or anything to do with, you know, dress code. I know, I’ve seen 

the Newcomer’s Guide, I’ve seen, you know, some of the things that you guys have, um, 

suggested and some of the policies, but as far as what the outlook is within the organization and 

how these decisions are made. 

AB: Got it. Ok. So, I think, uh, different decisions are made by different people. So what I mean 

by that, are, uh, for an orchestra our size, we don’t own our venue, and so when we perform 

there’s a lot of what we have to do that’s in partnership with the venue and having conversations 

with them and there’s a lot more, um, there’s a lot more back and forth and just really managing 

the relationship that there wouldn’t be, for example, for a much larger symphony orchestra that 

owns their own hall and can make a lot more decisions top-down.  

EM: Sure. 

AB: So, uh, so there’s pros and cons to that. Um, so for example with our venue, we, uh, had to 

talk to them about bringing drinks to your seats, and allowing patrons to do that. And so, you 

know, that was a big body of work. Ok, how do we navigate this? And ok, yeah they’d better 

have a lid, and now it’s really cute, everybody has their wine in, like, a little sippy cup, with a 

little you know – 

EM: Mmm. 

AB: It’s a little lid and a straw, but that’s ok, cause everybody loves it anyways, and, you know, 

you know, so those little things all down to the nitty gritty details, you know, that was the 

conversation we had, and, we got there. So that was awesome. Other things like choosing who 

the caterer is in the hall, or box office software – we have almost no say in that, which, that can 

be the frustrating side of not owning our own venue, is that we’re at their mercy, which 
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sometimes is a huge load off, because we don’t have to think about that and it’s not our burden 

or our decision and that’s ok. And then on the other hand sometimes that’s really aggravating, 

especially when it comes time to, for them to be shopping around for ticketing software vendors, 

for example. They just went through this process, and with – as somebody with a lot of 

marketing background I thought, you know, “please, let me weigh in on this, let me help you!” 

You know [laughs]. So, and the city-owned venue has their very strict, city-run – 

EM: Uh huh. 

AB: … process for managing an RP and choosing a vendor and all of that. So anyway, some 

pros and cons of these things and how they work together sometimes. 

EM: Yeah. 

AB: Um, some decisions are completely made by us. When we talk about what to wear to the 

symphony, or, um, having phones on and silent is OK versus asking people to turn them off, 

those are decisions we were able to make. So –  

EM: And as far as –  

AB: It really is almost –  

EM: Sorry.  

AB: [inaudible] 

EM: Yeah, as far as decisions that you are able to make, um, what  - what informs those? 

Feedback directly from audience members? Other research into audience building? 

AB: Mm. For us it was research, uh, with our audience. So, I’m sure – I say I’m sure – I think 

you’ve read the Orchestra X – 

EM: Yes, yeah. 

AB:  …research project. Ok. 
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EM: Mmhmm. 

AB: So for us a lot of that was just going directly to patrons and potential patrons, and having 

these focus group conversations on, what do you – what are they wanting? What is keeping them 

away from the symphony? What’s good about their experience? What’s bad about their 

experience? And almost all of the changes we’ve made, both online and the in-person 

experience, have been a direct result of those conversations, and trying to be able to meet people 

where they are. 

EM: Mmhmm. Cool. Um, the next item I – I’d like to hear a little bit about is, uh, programming. 

Um, and if you could just talk a little bit about the philosophy on programming and, um, if there 

are, you know, special conversations had about, you know, what do we do to bring in or retain 

new audiences, or, um, you know, what you hear from your audiences about that. 

AB: Sure. I think, uh, we probably think about programming differently than almost any other 

orchestra in the country. So most orchestras – and maybe you’re finding this in your own 

research – uh, talk about programming similar to what you’ve just said: how can we use 

programming to attract new audiences? Uh, retain them? And so many people think, people in 

this business think that programming is the vehicle to do those things. And we’re very different 

than that in that I contend, and my music director with me contends, that the programming itself 

is not what’s gonna make or break who’s coming. I think it’s not the silver bullet answer so 

many people in this field want it to be. And the data supports that: orchestras are collectively 

great at attracting people to come once. If we actually look at their databases, there’s tons of 

people who come once, and the national statistic is that ninety percent of those first-timers never 

come back again. 

EM:  Right. 
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AB: So we’re great at attracting people; we are terrible at retaining them. And so, it’s not a 

programming issue [laughs]. 

EM: Mhm. 

AB: So um, we, uh, we approach programming, uh, not through the lens of the audience 

necessarily but through the lens of, you know, we have a formalized and public commitment to 

diversity, equity, and inclusion. And so, as we’re working on – we’re finalizing next season right 

now. We were looking at, ok, do we have, uh, underrepresented composers on the season? Do 

we have women composers? Do we have composers of color? Do we have living composers? 

And we have to talk about those kinds of artistic questions rather than, what’s the blockbuster 

that’s gonna sell? 

EM: [clears throat] Right. And you’ve got –  

AB: And all – 

EM: -- the composer-in-residence program that works toward that goal as well? 

AB: Yes, that’s exactly right. And so, uh, in terms of how that influences programming, we get 

to talk about, “what does the artist want to do” rather than, “what has to be on that program in 

order to get the tickets sold?” And what we’re seeing is – I mean, you’ve read enough of my 

writing to know that – it’s not that we don’t think about patron retention and audience 

development. On the, you know, on the contrary, we think about that a lot! We just don’t use 

programming as the vehicle to achieve those audience-development goals. 

EM: Mhm. 

AB: So, separate from programming is everything we do on the marketing side to really, uh – 

and the experience, and all of those things – to really focus on inviting people back again. 

Focusing on the – those retention efforts.  
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EM: Mhm.  

AB: Not soliciting for a donation too soon. So, all of that’s happening, but separate than 

EM: Separate from the programming discussions, sure. 

AB: Programming, yeah.  

EM: As far as marketing and, um, ticketing, uh, what are some of the organization’s priorities in, 

uh, ticketing promotions, or the kinds of offers you guys make? 

AB: Mm. We, as a big rule of thumb, limit how we discount. This is also very different than 

many organizations. So many organizations, what happens is you get close to the concert date, 

you see it’s not selling, so, “oh my gosh we’ve got to run a sale because we’ve got to sell these 

seats!” And it leads to a lot of last-minute discounts, which trains the audience that if they want 

to buy, they can get a discount, get a better deal, and, uh, it just enforces all of the behavior that 

we don’t want. Nobody wants people to wait ‘til the last – nobody, meaning, as administrators –  

EM: Uh huh. 

AB: -- and managers of our orchestras – we don’t want people to wait ‘til the last minute to buy. 

We want them to buy in advance. So we, uh, very deliberately focus on, well, how do we guide 

those behaviors? It’s not, uh, in my opinion, it’s not, um, tolerable to say, “that’s just what 

people do: they wait to buy. It’s the trend.” Well, what – what can we do to influence behavior so 

that that’s not the trend? Well, what we’ve done here is to say, if you buy early, that’s when you 

save. Meaning, uh, if we’re managing the inventory well, prices are going – just like the airlines 

– with demand-based pricing, prices are going up the closer we get to the concert. 

EM: Mm. 
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AB: And sure enough, uh, this holiday concert I mentioned this weekend, we’re almost sold out, 

two performances. And if somebody’s buying now, they’re paying almost twenty bucks more for 

that ticket than somebody who bought – 

EM: Wow. 

AB: -- a couple months ago. And for every one of those seats, that’s a lot more cash in the bank 

for us. Versus, “oh my gosh, we gotta to sell the seats, run a flash sale!” You know, It’s just, it’s 

just completely opposite, and it doesn’t serve anybody well to do it that way. But it takes a lot of 

focus and planning and discipline. Um, and the other thing we do is reward buying in bulk. 

EM: Ah. 

AB: So yeah, if you buy a subscription of any size, you’re gonna get rewarded for that. And we 

try to make sure that’s just really clear in all of our messaging: that we don’t do last-minute 

discounts; we don’t, uh, undercut you. So if you buy – whatever you buy, whether that’s a 

subscription or a single ticket that you bought early, we’re never gonna offer somebody a better 

deal because they waited. So –  

EM: Interesting. 

AB: Anyways, all of that combined in the messaging has really helped us be able to just be really 

strategic about our pricing and ticketing and discounting. Just –  

EM: So would you say that, um, some of the bulk options help incentivize people to come back 

if they’ve come to a first concert, if they’re a new listener? Are you finding that? Or is it people 

who’ve been attending for longer anyway who are finally picking up a subscription? 

AB: We – so this goes back to trying to use discounts strategically. So, what we do is, after 

somebody has come for the first time, that first-time, critical first-time buyer – like I said, the 

industry statistic is that ninety percent don’t come back and ten percent do – uh, we have a lot of 
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follow-up communications with anybody who is a first-time attendee. And one of those, uh, or, 

all of those communications are – point to one instance where we do offer a discount, and that is 

to get somebody to come back. So if somebody comes for the first time, they’re getting messages 

from us – postcards, emails, uh, a letter on the seat when they arrive – all of that says, you know, 

uh, “we know this is your first time with us. We’re so glad you’re here. We’d love to have you 

back again. Here’s an aggressive offer to come back, and with a deadline so there’s some 

urgency for them to use it. So in that case –  

EM: And that’s a, that’s a discount offer for subsequent tickets –  

AB: Yeah. 

EM: Ok. 

AB: Yes, exactly. So in that case, using a discount specifically to build loyalty has made a 

difference for us. And we now have our patron retention rate at near thirty percent for first-

timers. 

EM: Wow. 

AB: Which, again, that’s three times the industry average.  

EM: That’s great. 

AB: Yeah. 

EM: Really interesting. Um, cool. So, just a couple other items I wanted to touch on. I was 

hoping you could talk a bit about, um, the symphony’s attitude toward educational components, 

um, including [but] not limited to program notes, pre-concert lectures. Um, I, you know of 

course noticed everything you guys post: the Wikipedia entry, um, snippets online, all of that. 

Um, so as, as far as all those educational components and any, um two-way interaction between 

musicians or staff at concerts and audience members –  
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AB: Uh, so what’s the question in that? Sorry, just, what is sort of our –  

EM: Just –  

AB: – philosophy on all that, or – 

EM: Yeah. Yup. 

AB: Ok. People want to learn. And I think that’s so important for us as orchestra managers to 

remember, is that people want to learn, and especially the types of people who are coming to the 

symphony orchestra. Even if their foundational level of understanding is not, um, just really 

robust in terms of what they know about classical music, that doesn’t mean they don’t want to 

learn about it. So what we have found in our research is that the decline in music education in 

our country – and how we all collectively as an industry preach that that’s one of the big reasons 

for a decline in our audiences – with the decline in music education, as a whole, most of us have 

done very little to change how we talk about our product. And through our Orchestra X research, 

that was one of the biggest realizations, is that we had wrongly assumed a sort of quote-unquote 

basic level of understanding that doesn’t exist. And, for somebody like you and me, who, we’re 

in, you know, arts management and we go to concerts all the time, the fact that there were grown 

adults who didn’t even know all the instruments in the orchestra, that was, like, infathomable 

[sic] to me. And, but I realized, these are smart people, they just haven’t really been taught this 

stuff. 

EM: Mm. 

AB: And, then we think about words like “concerto”. Well, they don’t know what an oboe is, 

they don’t know what a concerto is, that’s for sure, and yet that’s a word that we use on basically 

every program an orchestra produces. And so, for us, we had to take a big step back from all of 

those findings and realize, ok, they don’t have the foundational level of understanding that we 
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thought they did. And, they do want to learn. So how do we then marry those two findings? 

Well, then that gets into what you’ve seen: our website brings in Wikipedia posts about each of 

the pieces on the program. And for newcomers, Wikipedia is a really trusted source of 

information. And we’ve seen, just through making some of those kinds of changes, [a] twelve to 

thirteen percent increase in people moving on to the sales path online. So they want information, 

they want information sooner. That’s the other thing I would say, is that so many orchestras 

provide a lot of educational content after the ticket purchase: program notes, pre-concert lectures, 

all of those things. And that’s ok, except that when you’re trying to convert more people to sales, 

it’s – we’re not offering the education in advance, we’re waiting ‘til after the ticket purchase. So 

that has informed, for us, a shift in strategy, which is, yeah, how can we provide more 

information up front to incentivize the ticket purchase? So now we publish our program notes as 

a blog post online as soon as we get them from our program annotator, so they go up well in 

advance and people can read that before deciding to purchase their ticket. We do the content 

marketing and the strategy and that, er, before every concert, doing lots of different blog posts on 

all kinds of things, whether, um, the composers, or a famous musician, or, um, even for the 

holidays it was, you know, orchestra members’ recipes for mulled wine, I mean whatever it is 

[laughs], people want to learn, people want to be connected. So we try to produce a lot of 

educational content before the ticket purchase. 

EM: Mm. Um, um, and I’m actually gonna segue shortly into social media. I’m curious to hear a 

little bit about that and blog posting. Um, so you’re, you’re saying that the – your analytics are 

showing that people visit these informational pages, these little Wikipedia snippets on the pieces, 

and that then they go on to the ticket purchase page, um, when perhaps they wouldn’t have 

before, those twelve to thirteen percent you’re talking about? 
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AB: Yeah, exactly, and that’s, uh, that’s what we found, is that before we made any changes – so 

this is about two years ago now – we were sort of, we were typical, like any other orchestra.  

You know, a – a production detail page would say the date of the concert, who’s conducting, the 

program repertoire listing, soloist’s name, a tickets link, like, pretty standard, what any orchestra 

would have on their production detail page. 

EM: Mmhm. 

AB: And sort of the prevailing wisdom at the time was that – that people knew what those names 

were, people knew who those guest artists were, people knew what those pieces of music were, 

people knew who those composers were. 

EM: Right. 

AB: And of course through the Orchestra X project we learned, oh my gosh, that couldn’t be 

farther from the truth. They don’t know. And even composers that we think are so familiar, they 

don’t know. And even music that is so prolific, used in movies and commercials, they don’t 

know by – by, by composer or title, name alone. And so, that research revealed to us, again, they 

want to know, though. They want to be taught all these things. So, back when we started pulling 

in all the information of, ok, what can we give them in advance? Well, can we link it to the 

Wikipedia article? Can we bring the program notes to the blog in advance? Can we do all these 

things, can we embed the Spotify playlist right there on the website? Do all of that, so that then 

when they listen to that piece of music they say, “Oh, that!” 

EM: Mmhm 

AB: “Oh yeah, I’ve heard that!” 

EM: Right. 
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AB: [laughs] Right, you know. So, um, all those things combined, uh, are what led to the fact we 

just talking about: twelve to thirteen percent per concert increase in traffic moving on to the sales 

path.  

EM: Mmhm 

AB: Then you combine all of that with, you know, not discounting and, or [inaudible] all of that 

has just helped us over the last – it’s my fifth season here now – over this time, we are selling 

double the number of tickets –  

EM: Wow. 

AB: – in a season than we were when I first started. 

EM: Wow, that’s huge. 

AB: There’s a real, measurable impact from this work. 

EM: Mm. Very cool. Very cool. Yeah, and that last topic, as I mentioned, you know, the blog 

posting and, um, social media activity, I was curious to hear a little bit also if there’s, um, an 

organizational philosophy or outlook on what kind of content you’re posting and how you may 

be interacting with concertgoers or potential concertgoers, um, via social media or on the blog. 

AB: So, for us, social media is not a strategy, it’s a vehicle. So what I mean that, you know, so 

many orchestras think, oh we need social media in order to reach people, or you know, some 

version of that type of a statement. And, for us, social media is a vehicle to continue to put out all 

these things we’ve already talked about. Because the blog post is linked on the website, it’s – at 

some point it’s gonna go on Facebook, or Twitter, or wherever. 

EM: Mm. 
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AB: Um, and so it’s a vehicle to publish content, or not publish, but uh, uh, what am I – share 

content. And so, so for us the strategy is content marketing. Social media is the vehicle, or a 

vehicle, by which we put forth that content. 

EM: So it’s anything, anything you feel that would be valuable to post on the website or on the 

blog simply goes on there as another way to reach people? 

AB: Yes, exactly. And the other thing in terms of philosophy for social media is, I say all the 

time it’s gotta be non-salesy, it’s gotta be non-salesy, and marketing experts like Seth Godin will 

tell you that, you know, seventy percent of your content on, or, seventy percent of your posts on 

social media need to be informational in order to get away with thirty percent that are sales – 

EM: Mm. 

AB: - type messages. And this is something that a lot of us organizations don’t adhere to. I’m 

sure you’ve seen this, where you, you know, you’re on Facebook, and it’s like “don’t forget your 

tickets for this Sunday!” Or whatever, you know, those types of posts. And I’m sure you’ve seen 

those kind of posts don’t get of interaction, they don’t get a lot of likes compared to, uh, 

something that is more informational and content-driven, whether that’s a blog post or a video, 

whatever the content is. So it’s just so important to us that we, again, we want to be in the 

business of education because so many people want to learn but just don’t know – 

EM: Mmhm 

AB: - all that there is to know about our art form.  

EM: Hmm. 

AB: And so by just focusing again on that: content is the strategy, education is the strategy, 

social media is the vehicle – or a vehicle [laughs] –  

EM: Right. 
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AB:  - to push forward that content. That really has made a difference for us in terms of, uh, 

engagement online, our followers relative to the size of our organizational budget. We’ve got 

way more followers on social media than other similar-sized organizations. 

EM: Hmm. 

AB: So, and I say that just to say that those are, again, those are metrics and it’s working. 

EM: Cool. Um, and have you found any either social media platform or other online venue has 

best facilitated, um, interacting with your audiences or with folks who view posts? 

AB: Um –  

EM: Is there significantly – 

AB: Facebook remains king, you know, love it or hate it – and I know that they’re [inaudible] 

right now – but it still remains the best channel in terms of reaching people. Uh, and I, the sort of 

caveat that goes with that is that Facebook is heavily a pay-to-play model, and so it’s not enough 

just to put posts up and expect that organic reach, you know, organic traction. We and other 

organizations should [laughs] be using Facebook to, uh, be a paid advertising vehicle. And so 

that’s important, too, is to know that part of that strategy is that we do pay – a lot of our 

marketing budget goes into, goes into Facebook. 

EM: Mm. And then just one short follow-up on that: who within the organization maintains and 

monitors the blog and the social media accounts and everything? 

AB: We have a director of patron loyalty – marketing and patron loyalty – and a marketing and 

development coordinator. And those two, um, they divide up the responsibilities of who’s 

writing this, who’s publishing this, who’s posting this, who’s managing the editorial calendar for 

our social media channels. Um, several weeks before each concert those two plus me have a 

meeting that’s just content idea generation of, ok, what’s sort of the hierarchy of – we’ve got a 
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concert coming up in five weeks, for example. Ok, the press release is gonna go out this day, and 

then from that, what are the blog posts that support the concert? And then from there, what are 

the different social media posts that repurpose that content? Are there other posts besides blogs 

that we need to publish on Facebook, Twitter, Instagram? 

EM: Uh huh. 

AB: So we have these content meetings, really strategizing: what is the editorial calendar? And 

then from that, what goes in email blasts? And how do we repurpose this content for emails? 

And all of that. So, um, it starts with the team, uh, brainstorm/strategy meeting and then from 

there, the two positions that I mentioned, they’re the ones to execute it.  

EM: Uh huh. Ok. Um, so that’s I had. Um, I’ll send you a short follow-up email sometime this 

week just with a couple bullet-point, more objective kind of things, um, data that I was looking 

around for online that I couldn’t necessarily find right off the bat. And if I have any questions 

about, uh, what we’ve discussed, just to follow up. But thank you so much again, I really 

appreciate it. This has been really interesting.  

AB: Yeah, you’re welcome. Good luck with your dissertation. 

EM: Alright, thanks so much. 

AB: Alright, take care. 

EM: Bye. 

AB: Bye. 

 
_______________________ 
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Information provided by Aubrey Bergauer in an email received 2/13/19 in response to a request 

for additional information: 

 

Do musicians (including composers) make remarks from the stage during concerts? If so, could 

you mention a few instances and describe the nature of the remarks? 

Composers do when we have them in town. They talk about what made them write that 

piece, the inspiration, what they were thinking, how they approached it, and what they were 

going for, plus any specific sounds, instruments, themes or textures the audience should listen 

for. Sometimes they’ll have the orchestra or certain musicians demo for the audience a specific 

passage or sound effect they should listen for. 

  

I found the Beethoven & Bernstein program notes on the blog; are there other full program notes 

posted online? 

We did not have notes for the holiday program. But since then have notes up for the January 

concerts and the upcoming March concerts. 

  

Would it be possible for me to view one of Maestro Cabrera’s pre-concert talks (if they have 

been recorded)?  

We don’t have video, but here is audio for the last 

concert: https://www.dropbox.com/s/6xojqbu7cgtvn5u/Pre%20concert%20lecture.mp3?dl=0 
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Can you describe “average” audience dress (formal/informal)?  

Total variety. I’d say no black tie formal like you might see in New York perhaps. But some 

people dress up, including cocktail dresses, and some people are fairly casual. 

  

Is there a way to view the full page of info for past concerts? (For past concerts, it just reads 

“This performance has already taken place”) 

Yes, you should be able to now for the last two concerts (holiday + January). The one you 

couldn’t see was the season opener (Beethoven and Bernstein) because we had just relaunched 

our website and so that particular concert was never fully built out on this new site. 

  

Do all concerts have an intermission? 

Yes. 

  

How do you solicit audience feedback, aside from the Orchestra X project? 

That was the biggest. Other than that we look at the data. Data on sales, which ads 

performed the best, which types of copy on social media get the best engagements, and what 

content and subject lines on emails get the best open rates and clicks – and then use that to 

inform what we do or don’t do going forward. Usually I think the data tells a stronger story than 

soliciting opinions – especially on a super lean staff like this. What I want to do (so badly) is 

implement NPS (Net Promoter Score) system for feedback; it just takes a lot of staff time to do it 

right, meaning it’s not good enough to send out a satisfaction survey and then not respond to the 

people who gave comments; you have to take the time to respond and engage, make things right 

that went wrong, etc…which is just a lot of extra time we truly do not have at our disposal right 
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now. And generic surveys aren’t that helpful because of response bias, e.g. usually the people 

who respond are more engaged with the organization (hence they took the time to respond), but 

that’s not a great representation of everyone in the audience so the results are skewed. So for 

now, looking at the data on a regular basis (we have bi-weekly meetings on this) is what we do. 
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Appendix B: Interview with Sarah Rothenberg, DCH Artistic Director 
 

Recorded February 28, 2019, at 1:00PM 

 

Sarah Rothenberg: Hello? 

Evan Mitchell: Hi, is this Sarah Rothenberg? 

SR: Yes, this is Sarah. 

EM: Hi this is Evan Mitchell, how are you? 

SR: Hey Evan, good to meet you. 

EM: You too. 

SR: Sorry it’s been so tricky finding a time. 

EM: No – no worries. I’m sure things are really busy. Um, thanks for making time for it today. I 

got your scanned, signed forms. 

SR: Good. 

EM: Um, just to confirm once at the beginning of the conversation, I have your permission to 

record, right? 

SR: Right. 

EM: Great. Cool, so there are– 

SR: And let me know if this phone sounds weird, ‘cause it’s my landline, and it doesn’t always 

sound so good. 

EM: Ok, it sounds- sounds good so far. 

SR: Ok good. 
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EM: Yeah. Um, there are a few big, uh, topics related to Da Camera’s activities I want to hear 

about. Um, the first, uh, could you tell me a bit about the venues you use and the overall concert 

experience? 

SR: Sure, um, want me to start right there? 

EM: Yeah 

SR: Ok. So we have, um, two main places where we perform. Um, in downtown Houston, we 

are a member of Theater District Houston, and a member of the executive committee of that, um, 

association. So we are, along with Houston Ballet, Houston Symphony, Houston Grand Opera, 

Society for the Performing Arts, the Alley Theater, and, um, Theater Under the Stars, we are one 

of the seven resident groups. And our, um, two places where we perform in the downtown area 

are, um, the Wortham Center, which, um – we perform in the Cullen Theater of the Wortham 

Center (that’s also where the opera and the ballet perform). 

EM: Uh huh. 

SR: We also perform at the Hobby Center, um, also downtown, and we perform at Zilkha Hall 

there. Zilkha Hall is about a 600-seat theater. The Cullen Theater at the Wortham Center is an 

1,100-seat theater. And then we have a very special series which is very much part of our 

identity, which is at the Menil Collection. Um, are you familiar with the Menil Collection? 

EM: Yup, yup. I’ve been in the galleries before, I haven’t seen a concert there. 

SR: Yeah, it’s- it’s an amazing place. So we have, um, since the, uh, founding – and in fact, Da 

Camera was founded at the same time the Menil Collection opened. 

EM: Huh. 

SR: Um, and Sergiu Luca, the founder of Da Camera, approached Dominique de Menil about a 

concert series in the new, um, concert series in the Menil Collection when the Renzo Piano 
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building was opening. And in fact, we own a beautiful, um, Hamburg Steinway there, which was 

purchased for us as a gift, by – I think it was Dominique de Menil’s sister who purchased that for 

Da Camera. So there’s been a very unusual relationship from the start. Um, as you know the 

Menil is an amazing Renzo Piano building, and we perform primarily in the main foyer, which 

can be transformed into a concert space which holds, um, a bit over 200. I’d have to get the exact 

number on that, maybe 240 we can get there. 

EM: Ok. 

SR: Um, but sometimes we do special events that are actually in the galleries, and, um, often do 

events that are tied to, uh, art exhibits that are going on at – 

EM: Cool 

SR: -at the Menil collection.  

EM: Cool. Um, and who, who – I, I guess when the Menil opened you had the idea to contact 

them and establish this partnership. Um, as far as the other venues and general concert 

experience, uh who’s making those decisions? Is that you, is that other folks at Da Camera as 

well? 

SR: No that’s – that’s primarily my decision about which concert is appropriate for which space. 

EM: Uh huh. 

SR: We also, um, occasionally, maybe once a year or so, um, perform over at Rice University in, 

um, their Stude Hall at the Shepherd School of Music– 

EM: Uh huh. 

SR: Which is also about 1,000 seats I think. 

EM: Uh huh. Uh, what kinds of things do you think about in deciding what concert is most 

appropriate, where? I mean, besides, uh, capacity is one concern. 
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SR: So, our largest space is the Wortham downtown. And, uh, we do all of our jazz there. So we 

do six jazz concerts a season downtown. 

EM: Ok. 

SR: Uh, we generally do our larger classical things there, depending- I mean, if I take this season 

as an example, we opened, um, the season downtown with Richard Goode, pianist, um, and I 

joined him for the Schubert Fantasy for Piano Four Hands. That was at the Cullen. Then, a lot of 

our chamber music we do either at um Zilkha, which is an all-wood and really beautiful, perfect 

hall for chamber music. Um, we did one performance over at Rice, which was Russian 

Renaissance.  

EM: Mmhmm. 

SR: And then we will close the season, um, also downtown, um, in a program that I’m doing 

with the Daedalus String Quartet and the Brentano String Quartet, um, featuring the Mieczyslaw 

Weinberg, um, Piano Quintet, and then the two string quartets are doing the Mendelssohn Octet. 

So we often open and close classical and do the big jazz concerts in our largest hall, and have 

increasingly found that, um, the intimacy of Zilkha is just really amazing for classical music and 

chamber music. So even when we feel we could probably sell more seats, I just feel the 

experience is so much better in the more intimate hall. And we have the New York Philharmonic 

String Quartet coming at the end of March, and they’re gonna be at Zilkha. 

EM: Mmhmm. Cool. 

SR: So for me it’s really about the optimal experience for hearing music. Um, and I think for 

many years, a lot of chamber music concerts were being performed in halls that were too large 

for chamber music. I think across America, we were kind of suffering from a too many, very-
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large hall syndrome. And you know, the opposite extreme of that has been the classical music 

interest in playing in places like Le Poisson Rouge- 

EM: Sure 

SR: -or clubs, Or really small, intimate places. And, um, I do think that at the Menil Collection, 

where you only have, like 240 people, is a really great place to feel the energy of each individual 

performer. And if you want to get people in to experience something new, um, I think you want 

to make sure especially that they hear it in the most powerful, visceral way. 

EM: Cool. 

SR: Um, for instance, we have this week – we have Jordi Savall and Le Concert des Nations 

doing a big program “Tous les Matins du Monde,” that we’re doing in our large theater. That, 

um, is a co-presentation with Houston Early Music. And that was really a capacity issue where 

we felt we needed the extra seats for that. 

EM: Sure. Cool. Um, and you mentioned getting people in to hear something new. Um, I want to 

talk about programming in just a second. One last quick point on, um, venues:  are drinks 

allowed to be brought into any of them? 

SR: Well, it’s funny. The- during the jazz concerts, we allow drinks – 

EM: Huh. 

SR: -uh, we don’t allow them in the classical concerts and it’s simply- it’s simply a function of 

acoustics. Um, when you have the amplified sound, the clinking of glasses and noise and all of 

that – 

EM: Huh 
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SR: -doesn’t bother anyone else. But in a classical acoustic concert it would.  

EM: Interesting. So that’s at the Cullen and only for the jazz concerts? 

SR: Yeah. 

EM: Cool. 

SR: Um, I think- yeah, ‘cause that’s the only place we do jazz, that’s right. 

EM: Ok. Yeah, so as far as programming, I’d like to hear a little bit about that. Specifically, Da 

Camera Productions, um and then what the process is in- in engaging ensembles to come in or 

programming things of your own, and if that is a responsibility of yours, or if anyone else is 

involved at the organization? 

SR: Um, yeah I guess we do a number of different things because, um, we’re both, in a way, a 

presenter and a producer. So the really elaborate, more, like, multi-media – I guess, we 

sometimes call them productions that I do, uh, like we just did one recently, “Vienna 1900: In the 

Garden of Dreams” – um, I really think of that as being more than programming, in a way. I 

mean, that is, like, a full-blown – these are full-blown, multi-year, research creation and direction 

projects of mine that Da Camera has been the primary producer of. 

EM: Uh huh.  

SR: Um, so the most recent ones are the “Vienna 1900: In the Garden of Dreams,” and “A 

Proust Sonata.” And these are usually projects that evolve over years. Um, I first started doing 

programming around writings of Marcel Proust back in the ‘90s actually, and Lincoln Center 

presented my very first Proust program, Marcel Proust’s Paris. And the most recent one, which 

we premiered in Houston and then was presented by Alliance Française in New York in three 

performances last year, um, you know, there I wrote an entire script based on, um, Proust’s 
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seven-volume novel and also memoirs of his, um, housekeeper and confidante, and interwove 

visuals. I mean, so this took multiple- workshopping, working with projection design, lighting –  

EM: Uh huh 

SR: -[inaudible] So that- those are rather elaborate projects. “A Proust Sonata” we workshopped 

at Bard’s Fisher Center before doing it in its original version a few years ago here. And then last 

year I was, um, a guest at the Moody Center for Collaborative Arts at Rice University, and we 

did a slightly different version of it there, as my ideas had evolved. Um, and I did that working 

with students who were in a course I was teaching on the same subject, on Proust and creating 

multidisciplinary work. Um, and then ultimately we did it in New York with professional 

musicians, and amazing, great actors. Um, so that’s different from, um, a lot of artists that we 

invite. Some of the artists we invite, I create a specific program. We have one coming up, “The 

Veil of Orpheus: Cy Twombly and Music,” that will be at the Menil Collection. And then 

another one coming up, a musical celebration of the poet John Ashbery. Both of those programs 

are programs that I put together and then invite different artists to participate in – 

EM: Uh huh. 

SR: -perform in. And then there are concerts that come to us like Jordi Savall and Le Concert 

des Nations. This was a touring project that I thought would be wonderful for us to present. Um, 

so it’s really a mix of things. The Weinberg and Mendelssohn concert is a concert I programmed 

and then invited the Daedalus and Brentano to do. The Daedalus Quartet had performed, not at 

Da Camera here in the past, but they performed on “A Proust Sonata” in New York and, you 

know, we thought it would be nice to have them come and do something here. The Brentano 

Quartet is a quartet that I’ve had a relationship with for decades, and they’ve been a big part of 

the series. I’d say they’re here every other year, if not more frequently. And next year we’re 
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gonna be performing a piece for them by a composer, um, Matthew Aucoin, that was part of a 

commissioning project with Carnegie Hall and some other organizations, of writing new quartets 

for Brentano.  

EM: Cool. Very cool. Um, and then other guest artists that you engage, they determine their own 

programs? Um, Danish String quartet– 

SR: Yeah, there’s often a lot of, um, back-and-forth. Um, Richard Goode came to us with a 

program, and then I proposed adding the, um, Schubert F Minor Fantasy to it. His program 

opened with Haydn F Minor Variations and closed with the Chopin F Minor Fantasy – as a 

pianist I’m sure you know those both – 

EM: Mmhmm. 

SR: And, um, he loved that idea. So there’s often tweaking. Um, Danish Quartet also we 

tweaked because they were not offering this year Danish folk songs, but that was something I 

knew that they did, and I thought it would be great to hear those before the Abrahamsen and then 

that became a theme of the season. The Elias Quartet is also opening with Scottish folk songs. 

When they were here a few years ago, they had also played Scottish folk songs as an encore, and 

everybody loved it. So, um, there’s often back-and-forth, um, about what the visiting group will 

play. Really depends. 

EM: Mmhmm. 

SR: But I care about the repertoire a lot. Um, and how it fits into our season, and whether we’re 

trying to, you know, have any type of thread that goes through the whole season, or how it 

interacts with other pieces on, you know, the same season, or even from year to year. You know, 

I tend to think of the whole season almost as one big concert.  

EM: Hmm. 
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SR: So, um, how that all balances out is important. 

EM: Mm. Interesting. Um, very cool. Um, just switching gears, uh, educational components in 

concerts: I want to hear a little bit about that. Anything like musicians speaking from the stage, 

printed program notes, if there are ever pre-concert lectures- 

SR: Oh yeah, you should get one of our program books, at least one. I mean, the program book 

is a really important part of what we do. 

EM: Uh huh. 

SR: Um, I always write a letter that kind of introduces all of the programs. Um, I do a number of 

the notes myself. We also ask – um, it tends to be like a magazine. We don’t have one person 

writing all the notes. We ask specific writers because of the repertoire. 

EM: Mmm. 

SR: Um, so we commission a lot of notes ourselves. With the jazz artists, we have a regular, um, 

writer here who interviews the jazz artists. So we’re very, um, I don’t know what the word is – 

“artisanale” [laughs] – about our program book. I think it has a very particular slant to it. I 

introduce many, many, many of the concerts, if not all of them. You know, a huge percentage of 

the concerts I introduce personally, both jazz and classical. Um, for most of our jazz concerts we 

do a pre-concert conversation with the jazz artist, which is not led by me, it’s led by a jazz 

musician in town. Um, often, uh, Dr. Bob Morgan who’s kind of a legendary jazz educator who 

led the program at, uh, Houston [Kinder] High School for Performing and Visual Arts for years, 

which has produced, you know, Jason Moran, Eric Harland, uh, Robert Glasper, a lot of real jazz 

stars out there. So we like to do that, do conversations with the jazz musicians. I often do 

conversations with classical musicians depending on the program. Um, Jeremy Denk brought a 

special Ives program last year that I did a conversation with him about. Um, so we also do that. If 
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there’s a guest composer, there’s often a conversation, um, and if not, I generally introduce the 

program and, um, try to help people enter into whatever music it is we’re about to hear. 

EM: Are those conversations, um, part of the concert (after the announced start time), are they- 

SR: Um, um- 

EM: -a pre-concert event? 

SR: It varies. With the jazz ones, it’s generally a half an hour before the concert begins. In some 

cases, um, we actually start the concert with a conversation. Um, generally I do a top-of-the-

concert curtain speech, um, which, you know, is not extended. It’s, like, five to eight minutes, 

depending. Sometimes shorter. 

EM: Mmhmm 

SR: Um, and those, you know, happen right when the lights go down. And then sometimes we 

do pre-concert- like, we are doing a pre-concert talk, um, for the Jordi Savall, which is partly 

because the repertoire is so specialized. 

EM: Right. 

SR: And it might be helpful for people to know a little bit more background. And so we have a 

pre-concert talk by a musicologist from Rice University for that. 

EM: Cool. Um- I think that covers all that. Do you have a pdf of the program book that I could 

get via email? Do you want me to give you an address for a hard copy? How –  

SR: Um, I think we should- I think it’s probably easier, and I think you’d probably get a better 

sense of it, let me- I’ll send you our most recent book, because it also has in it “Vienna 1900: In 

the Garden of Dreams,” so you’ll get a sense – you’ll actually get a very good sense. Because 

this program has Jazzmeia Horn; followed by “Vienna 1900: In the Garden of Dreams”; 

followed a week later by Chucho Valdés Jazz Batá, which was an amazing concert; followed by 
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Jordi Savall “Tous les Matins du Monde,” which is tomorrow night; and then concluding with 

the Elias String Quartet doing two consecutive concerts at the Menil Collection, which go from 

Purcell to a new piece written for them by Sally Beamish. 

EM: Cool. 

SR: So I think it gives you a lot – 

EM: Mmhmm. 

SR: -of a sense of the personality of the organization. 

EM: Yeah, that’d be great. 

SR: And then it also has some information about our Young Artists Program, which is a career 

development program that, um, also serves as kind of the engine of our educational programs in 

the public schools. Um, Da Camera Young Artists are young professionals, usually recent 

graduates of, um Shepherd School or Moores School of Music, or freelancers in town. And they 

perform a lot of outreach performances, also do concerts that are free at the Menil Collection and 

the Museum of Fine Arts that are curated to reflect, um, what’s going on in terms of the exhibits 

at the museums. 

EM: Mmm. 

SR: And then they also go into the schools and, um, teach. So, um, that’s a very active education 

program that we have. 

EM: Cool. Cool. Um, and then, let’s see- educational components- 

SR: So if you could just, like, email me a mailing address- 

EM: That would be – 

SR: I’ll have our marketing director send you a program book. 
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EM: That would be perfect. Um, do any of those, uh, talks from the stage include Q-and-A’s? 

Do audience members get to interact with musicians, too? 

SR: Yeah. Um, all of the conversations when we have guest artists involve Q-and-A’s with the 

guest artists. 

EM: Cool. Um, and what would you say the, the tone of those is? Do you try to, uh, avoid being 

too technical in the discussion of the music? Is it more for people who are familiar with it and 

understand specialized terminology? 

SR: I think we always try to make it personal and, um, yeah, I’m not big on terminology that 

nobody is going to understand, but I also think it’s important to appeal to the intelligence of your 

audience. So I would say, accessible, but not dumbed down. 

EM: Mmhmm. 

SR: I think it’s also – I like to try to, um, connect things to people’s own lives. And I think often 

when we have guest musicians, people are very interested in, um, their personal relationship to 

the repertoire, and, um, their personal relationship to performing. Um, but I also try to look in- 

yeah, so I think that there’s that personal, um, connection that’s very important to try to make 

with audiences, and it really helps them then respond to the music that they’re gonna hear. 

EM: Mmhmm. 

SR: But we also have – we have musicians come back, so that there’s an extended family. So 

people get to feel that they know the musicians, which I think is important also. 

EM: Over the course of seasons– 

SR: Like the Elias Quartet, we’ve been having every other year for a couple of years now, also. 

Um, really loved them when they first came. So we build those relationships. We’ve done things 

like do the complete Shostakovich cycle with, um, the Jerusalem Quartet, and we did, years 
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back, the complete Bartók cycle with the Juilliard Quartet. So, um, there are personal, you know, 

relationships that, that start to develop as well. 

EM: Mmhmm. 

SR: You know, not- not deep, deep friendships necessarily, but that the audience feels like they 

know these performers. 

EM: Yeah, they’ve seen them before- 

SR: We’re having Richard Goode back next year, for instance. 

EM: Oh, ok. 

SR: So, uh, yeah. Jeremy Denk is coming back next year. So these are people that, you know, 

become part of the extended family in a way. 

EM: Cool. Um, the next item I wanted to hear a little bit about was, uh, ticketing and 

promotions, and, uh, what Da Camera’s aims are in offering promotions. 

SR: Yeah, well our- you know, we always want to make sure our entry-level tickets are, um, 

affordable. And we always have, uh, student rush tickets, which I think are, like, five dollars, er, 

I mean, really not expensive. Um, I can’t- I’m not sure exactly what the price is. And we also 

distribute a lot of tickets in the schools. And we also – artists often go into the schools, it’s 

something we didn’t mention [just now]. We do a lot of masterclasses with visiting artists. We 

bring, um, visiting artists into the Shepherd School, into the Moores School, and quite often into 

HSPVA, the performing arts high school here in town for masterclasses and all kinds of things. 

Um, I recently did a, um, presentation for the pianists and strings at HSPVA on Brahms and 

Schoenberg before we did, um, “In the Garden of Dreams.” And a number of them then, you 

know, were given tickets. So, um- and then, uh, yeah, we do a major subscription campaign. Uh, 
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we still do a print brochure. I would say that’s still kind of our main, um, subscription renewal 

format. But, uh- 

EM: Ok 

SR: You know, obviously our website, and, uh, social media, which is not something I can speak 

to very much in terms of, um, what goes on there, but , we do do all of those things.  

EM: Uh huh. Um, would you have data on relative percentages of subscribers versus, uh, single-

ticket buyers? 

SR: Yeah, um- 

EM: I can – I can follow up in an email later. 

SR: I think I’ll send you to our marketing director- 

EM: Ok. 

SR: -and he could give you some of that information. 

EM: Cool, cool, that would be great. Um, so, keeping entry-level ticket prices lower, uh, going 

into the schools, drawing in younger artis-, er, audiences are there, um-  

SR: Yeah. 

EM: -any specific ways you’ve on encouraging first-time attendance or getting people to come 

back for a second concert? 

SR: Yeah, and another thing that we do is, you know, we- I think it’s unusual how integrated our 

jazz and classical series is. Um, we’ve always tried to do that, and we always have some 

programs that are very hard to classify as either jazz or classical. So, for instance, um, the pianist 

Aaron Diehl, I don’t- um, are you familiar with Aaron? 

EM: Yeah. I saw that program, yeah. 
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SR: It’s interesting. He pretty much is profiled as a jazz pianist, but at the same time he played 

Gershwin Concerto with the New York Philharmonic last year. Um, so he had been with us on 

the jazz series and then we invited him back to give a solo recital last year, which was 

constructed very much like a classical recital, but there were jazz elements to it. And then- but of 

course it was, you know, um, clearly not amplified in any way, and it had a set program. And 

even though the composers on that program were jazz composers like Dick Hyman and Mary 

Lou Williams, it was very composed music. It was very interesting. So that’s something we put 

on our classical series, and I purposely put it immediately following the Richard Goode concert 

so we had, like, very contrasting ideas about what a piano recital would be. 

EM: Hmm. 

SR: But we also offered it as an add-on to our jazz subscribers, and many of them did sign on for 

that Aaron Diehl concert, which still felt much more like a classical concert. So we’re always 

looking for, um, ways to make those connections, and to get people to come to something that 

they might not normally come to.  

EM: Yeah, to cross over. 

SR: Um, last year we opened the season with Harlem String Quartet, um, and the concert was a 

combination of standard repertoire and, um, more jazz-like arrangements. And so we, yeah, um, 

we try to do that as well, and it’s really amazing to me how through our board development, 

people come to our board sometimes because they’re jazz lovers, sometimes because they’re 

string quartet lovers. But, because of their social interactions with other people on the board, they 

often start coming and expanding, um, their original interest to include different kinds of music. 

EM: Cool. Um, so in these areas that we’ve hit on so far–there are just a couple of brief 

additional, brief things I want to hear about–but in terms of venue, concert experience, ticketing 
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promotions, educational components, has there been, uh- what has the basis been for things that 

you’ve done? Have they been initiatives you’ve tried at other organizations, or things that other 

organizations have done, or feedback you heard from audiences who were looking for a certain 

thing? What led, uh, some of these decisions? 

SR: Well, I guess, you know, my point of view has always been about making certain kinds of 

connections. So, um, the idea of doing music and connecting it to the visual arts is something 

that, um, I brought to Da Camera when I came here and it continues to be, you know, at the core 

of the kinds of things that we do. And we do it in our education programs, and we do it with the 

Young Artists. And similarly, making connections to literature. And we’ve always had this series 

at the Menil Collection, but before I came it didn’t have any connection to visual art. And so- 

EM: Huh. 

SR: -that’s a big part of, of what we do, the kinds of- and you know, it’s funny. It isn’t 

necessarily that there’s another kind of component to it; it’s also the way we present it. Like, um, 

last season, the whole theme of the season was- it was called “No Place Like Home,” and that 

turned out to be pretty powerful because Hurricane Harvey hit, which we certainly didn’t 

anticipate when creating that, um, theme. But, um, for instance, we presented the Winterreise 

and, uh, called it “A Stranger I Arrived, A Stranger I Depart,” which are the first two lines of that 

cycle. And we presented it in the context of a contemporary art exhibit at the Menil Collection, 

which was all about the fragility of home. Um, so we do- you know, and the concert itself was a 

performance of Winterreise, but the context was quite different. Um. 

EM: Hmm. 

SR: Similarly, last year we presented a program I called “Wartime Stories” with the St. 

Lawrence Quartet and, um, some other guests, and it was Steve Reich Different Trains followed 
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by the Messiaen Quartet for the End of Time, and Jennifer Tipton lit that concert. And, um, so 

there are – that’s where, really these ideas come from. Every time I program a piece, I feel like 

I’ve used that piece of music for a while, so there has to be a reason to use it now.  

EM: Uh huh. 

SR: Um, and try to place that piece in a context that will make it even more meaningful than it, 

you know, might be if it’s just on its own. 

EM: Yeah. Very good. Um, the next thing I wanted to hit on–and you just mentioned it may sort 

of not be in your purview–is social media. Um, just if there’s any overarching, um, approach or 

philosophy at Da Camera and how you use social media, what your aims are, um, any interaction 

with audience or potential audiences via that platform.  

SR: Yeah, um, I think that’s probably best asked of Leo, our Marketing Director, because I am 

just so afraid it’s gonna suck up so much of my time, I’m not- I’m not a social media person at 

all, which I know is, uh, pretty unusual these days. But, um, especially after reading what’s 

happened at Facebook, I can’t say I regret it. So I am not on social media. 

EM: Mmhmm. 

SR: But we certainly use it. And, um, for instance, we often – if we’re rehearsing something–

when Richard Goode and I were rehearsing–we’ll do a little film clip and post it, things like that. 

EM: Uh huh. Yeah.  

SR: It isn’t a tremendous motivator with our audiences, but I think that it’s building.  

EM: Ok. Uh, so that’s your Director of Marketing who monitors the accounts and – 

SR: Yeah. 

EM: -takes care of posting things? Ok, just wanted to know that. The last thing I wanted to hear 

a little bit about was whether, uh, Da Camera solicits feedback from your audiences? Um, if so, 
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by what means? What do you do with the feedback you may receive?  

SR: Yeah. We have, um- some of that I think is on social media, and we do occasionally do 

audience surveys for various reasons.  

EM: Do you have those out after, uh- are they hard copies? Do you email those to folks who 

have bought tickets? 

SR: I think we’ve done a mix of both. Um, - 

EM: Uh huh. 

SR: We sometimes send things out, I think more often than not, we’ll send people an email EM: 

follow- up or a, a- what’s it called, monkey survey– 

EM: Survey Monkey kind of thing, yeah. 

SR: Yeah, those. 

EM: Ok. What does the organization typically do with that feedback? Does it inform future 

decisions on any of these areas? 

SR: Yeah, uh right now we’re going through, we’re about to do a strategic plan, and then 

looking- doing some branding, you know, studies, so I know we have some consultants who are 

going to be reaching out to people to get their views of things. And find out what our audience is 

thinking.  

EM: Ok. So that- bringing in consultants to do that as part of the strategic plan, um, how often is 

that kind of thing done? 

SR: Uh, not all that often. This is actually the first time we’re bringing in outside consultants. 

EM: Uh huh. 

SR: So, um, you know, generally you look at your strategic plan every five, five years or so I 

would think.  
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EM: Ok, so you’d say that the audience feedback factors in maybe most heavily when you’re 

going through that cycle of taking a look at the strategic plan? 

SR: Um, not necessarily, no. I mean, sometimes that, uh- you know, those can come up for 

different reasons. They can come up for grant applications, you need to find out more-  

EM: Ah. 

SR: -about your audience in terms of demographics. In can come up for various reasons, um, 

you know, where we feel like we just need to get more feedback. But I think you get a lot of 

feedback by, um, what people are coming to. 

EM: Hmm. Just in terms of audience demographic at any given concert? Like- 

SR: Yeah, well sometimes you need to have that information for certain grant applications. 

EM: Uh huh. Cool, so I think that about covers the areas I wanted to hear about. Um, I will shoot 

you an email with a mailing address and – 

SR: Yeah, send me a mailing address, Evan, and I will – 

EM: For the program book. 

SR: Yes, I’ll- I’ll send it , and when I write it- when I write back to you, I will write to Leo and 

copy you so you can be in touch and interact with some of your marketing questions.  

EM: Cool. Sounds great. I really appreciate you making time for me today, thanks again. 

SR: Ok. So, um, let me know if you need any more information- 

EM: Will do. 

SR: -and, uh, keep me posted on your work. I’d love to hear what you find out. 

EM: Yeah, will do. 

SR: Ok. 

EM: Alright. 
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SR: Thanks very much and good luck to you. 

EM: Thanks, bye bye. 

SR: Bye.   

 
_______________________ 
 
Information provided by Sarah Rothenberg in an email received 2/28/19 in response to a request 

for additional information: 

 

Are concerts always presented with intermission? Do some not have an intermission? 

“Definitely some concerts do not have intermissions. My productions- like Vienna 1900: 

In the Garden of Dreams- rarely have intermissions and often other concerts, when program 

works best without one, do not have intermissions. Some major works stand on their own- 

Messiaen Visions de l’Amen or Schubert Winterreise both have been presented as stand alone 

concerts.  Also some jazz concerts are a 90 minute set, no intermission, depending on the artist.” 

 

Leo Boucher, DCH Director of Marketing and Audience Development, replied to an email 

request for further comment on 3/21/19.  Informed consent to participate from Mr. Boucher was 

received 3/21/19.  From an email 3/21/19: 

 

Could you comment on the role social media plays in audience development at Da Camera/any 

organizational philosophy on this? 

Not sure if there is an organizational philosophy. I would say social media plays several 

roles, partly depending on the patron. For subscribers and single ticket buyers, our social media 
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is meant to deepen their engagement with the organization. For example, we share significant 

accomplishments of artists who have been on our series in the past. Or we share what we are 

doing in the community that they might not be aware of otherwise. And we promote free events 

that they can attend. Social media also gives patrons an easy way to share what Da Camera is 

doing with others. 

For others who are not currently attending, social media is intended to raise awareness 

and keep Da Camera top of mind when they think about attending a jazz or chamber music 

event. 
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Appendix C: Interview with Lindsey Hansen, SPCO Director of Marketing 

 

Recorded February 22, 2019, 12:00PM CST 

 

Lindsey Hansen: SPCO, this is Lindsey. 

Evan Mitchell: Hi Lindsey, this is Evan Mitchell, calling to conduct that interview for my DMA 

research. 

LH: Hi Evan, how are you? 

EM: Hi, good, how are you doing? 

LH: I’m doing well. Um, I have this on speakerphone. Can you hear me OK? 

EM: Yeah that sounds fine. 

LH: Ok good, thank you. 

EM: So I got your, um, consent form and media release. Just to confirm here at the beginning: I 

do have your permission to record, right? 

LH: Yes, absolutely. 

EM: Ok. Great, so, tell me first a little bit about the concert experience for the SPCO, um, and 

venues that you guys use. And also, who makes decisions related to these? Anything from 

bringing drinks in, to venue size, location, that kind of thing. 

LH: Mmm, mmhmm, ok, um, this will be kind of a long answer because we have a lot of 

different types of concert formats at the SPCO. And, um, we perform – we perform regular, 

recurring series in, I think, sixteen different venues, um, throughout the Twin Cities metro area, 

and then from year to year we also will have a handful of concerts in, in other venues where the 

-  that kind of vary so they’re not, um, they’re not part of a regular series where we go back to 
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that venue a set number of times every year. Um, so maybe I’ll try to kind of break it down into 

the – the different major series that we have, and what those concert experiences are like. 

EM: Great. 

LH: If that makes sense? 

EM: Yeah. 

LH: So, um we perform about half of our concerts at the Ordway Concert Hall, which is in 

downtown St. Paul. And it’s, it’s probably the most, kind of, formal, um, venue that we play in. 

It’s a new concert hall that was built with the SPCO in mind a few years ago, that’s part of – we 

used to perform in a different space in the same building and they – they built another concert 

hall that’s acoustically designed for the SPCO. And, um, for that venue, the – the concerts tend 

to be , um kind of more of your typical orchestra concert. So, so it’s – they’re about two hours 

long, um, we – we do allow people to bring drinks into the hall, but not food, and that decision is 

actually made by the Ordway Center, the -the owner of the venue. 

EM: Mmhmm. 

LH: We don’t – we don’t own the venue, so we’re – we’re just a tenant there. So we don’t really 

control those decisions. However, we have influence. We’re part of a separate, non-profit 

organization called the Arts Partnership that is between us and the Ordway Center and the two 

other organizations that are tenants there. And through that partnership, we can make 

suggestions, and – and, sort of collectively make decisions about the – some of the practices, um, 

and policies in the space. So I think uh, collectively as a partnership, decided once the new hall 

opened, that we would allow drinks to come into that space. So – 

EM: Mmhmm. 

LH: So, but so far no food or other concessions allowed in there.  
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EM: Uh huh. 

LH: Um, er, we have intermission at those concerts. People can order – pre-order drinks so that 

they’re ready at intermission, so they don’t have to wait in line, and then they can bring them 

back in for the second half of the concert as well. Um, as far as the, just the concert experience, 

there’s – we try to have focus on, um, interactions from the stage, so, um, musicians talking to 

the audience as much as possible, sharing some content and context around the music. Um, we 

have a series of special concerts at the Ordway that, that are happy hour – we call them Happy 

Hour concerts. And we started doing these in the 16-17 season and we have two or three of them 

per year. And the idea with these concerts is they start at 6pm, it’s only a one-hour concert, 

there’s no intermission, and before the concert we have, uh, um, a local brewery, um, come in 

and serve free beer to those who are of age. 

EM: Mmm. 

LH: Beforehand and, um, we have food trucks that are parked, um, across the street from the 

Ordway. There’s a pretty, um, popular, um, park right across the street that – that people like to 

spend time in. So we have the food trucks right there on, right in the park, so we invite people to 

come starting at I think, um 4:30. So it’s their opportunity to experience a happy hour; instead of 

going to one of the bars or restaurants downtown for happy hour, they can just go over to the 

Ordway, - 

EM: Uh huh. 

LH: and get free beer, --- go buy food from food trucks, and then have a one-hour concert, and 

then they – they’re free to, um – so the concert ends at 7, so it’s – it’s  more of this, like, have a 

couple hours of happy hour, not your whole night. You can still go do whatever you want –  

EM: Right. 
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LH: -- afterwards. Um, so that’s – and then, at Ordway we also have, um, some of our family 

concerts that are geared toward kids and their families. So we have, uh, full orchestra family 

concerts that we do twice a year there and then we have – we have some other, um, kinds 

programs that are, um geared toward even younger kids that are, um, that are musical 

accompaniments to a story that’s told. And then we have, um, instrument trial zones afterwards 

where kids can touch them and see what the sound like, and feel like and what not. So that’s the 

kind of activity we do at Ordway. 

 And then we have what we call the Neighborhood Series, which are the concerts at, um, 

several of our other, um, venues that are in, um, suburban and city neighborhoods, so, so, um, we 

have venues all over the – the metro area, kind of, pretty widely dispersed throughout. So, um, 

we have one in the far, far, uh, southwest of – of the metro area, and one in the very far, uh, 

northeast, almost in Wisconsin. So they’re – they’re pretty spread out. A lot of the venues tend to 

be churches because in – in most neighborhoods, those are the only place where the orchestra 

can fit. 

EM: Uh huh. 

LH: Um, and, uh, kind of makes sense for a performance. They’re definitely, um, a bit more 

causal. The programming, um, is the same – 

EM: Ok. 

LH: -- as what we do at Ordway. It’s just kind of in a more, casual neighborhood space. Um, 

people, you know, can park for free, and don’t have some – it doesn’t have some of the barriers 

that the, like, down – downtown concert hall venue has. Like people don’t – 

EM: Sure. 
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LH: -- they can drive down the street or walk from there. It’s right in their neighborhood, they 

usually can park for free, so it’s um, just – just a bit easier to get to for a lot of people. And 

we’ve, we’ve – our audience has grown pretty dramatically since we started expanding to these 

neighborhood venues. And a lot of the attendees who go there were brand new to the SPCO 

when we launched the series, so they – 

EM: Mmm. 

LH: - they weren’t coming downtown to our venue. They started coming because we brought the 

music to where they are and where they – they spend their time.  

EM: And how long has that been going on? 

LH: Um, well we’ve, we’ve – there are a few venues that we’ve always played at, or for many 

years, and they were part of a series, maybe it was, hmm, 20 years ago or so, that was more of a 

Baroque-focused series. 

EM: Ok. 

LH: Um, but it was in 2004 I believe when we really started expanding the, the neighborhood 

series and, um, but we had a couple venues that were more in the city that we played, that were 

in the city, not downtown, but in more residential neighborhoods of – of Minneapolis and St. 

Paul. And we started expanding to more, um, suburban neighborhoods in 2004. And now we 

have, I think, um, it’s thirteen neighborhood venues, could count those up – that includes one 

other, er, two other, more concert-hall [type] venues. One is on the campus of Bethel University, 

which is in a kind of northern suburb of the Twin Cities – 

EM: Uh huh. 

LH: -- and the other is on the campus of the University of Minnesota, which is in Minneapolis. 

EM: And those are Benson and Ted Mann [halls], right? 
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LH: Yes, that’s right. 

EM: Ok. 

LH: Yeah. 

EM: Cool. 

LH: Um, and then we also have a – a chamber music series. And this series is – just what it 

sounds like – it’s small ensembles doing chamber music. And we have three different venues 

where we take the chamber music series and, um, one of them is Sundin Hall, which is, uh, a 

small, it maybe seats 350 or so, a small, um, performing arts space on the campus of Hamline 

University in St Paul. And another is a concert hall that’s uh, a private high school in St. Paul 

called St. Paul Academy. Um, and then the third chamber music venue is the Capri Theater in 

north Minneapolis. 

EM: Mmhmm. 

LH: And, um, I can send you – for, for any of the, um, the venues where you didn’t already find 

their capacity, I can, um, definitely send – send those along to you – 

EM: Yeah. 

LH:  -- as well. 

EM: That would be helpful, that would be great. 

LH: Yeah. And the chamber music is, uh, uh, the format of the concert is fairly similar to our 

other, other concerts, which is – is, about two hours long with a 20-minute intermission as well. 

EM: Ok. 

LH: It’s, uh – I guess the Capri, the series in North Minneapolis, we usually an abbreviated 

program there, that’s more of a one-hour program there without intermission. 
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EM: Ok.  

LH: And, usually at the Capri, uh, in North Minneapolis, we, it’s more of a – um, partnership 

with the venue where we try to showcase other things that are going on in North Minneapolis. 

So, there’s a performing arts high school that is, that uses that same building, and so, often we 

will ask students from that school to perform on our concerts. So they – there might be a um, a 

music per- musical performance by some of the students at the beginning of the show, or 

sometimes we’ve shown, um, like visual art from the students on the video screens but most of 

those concerts have some sort of collaboration with, um, with students or youth artists from 

North Minneapolis that are part of those shows. 

EM: Nice. 

LH: Yeah, and then, um, we have a series that’s called SPCO at, and it’s, um, we have two 

venues where we take this series. And so, there’s SPCO at Icehouse, which – Icehouse, Icehouse 

is a kind of music club in Minneapolis, um, that – that, um, has a pretty eclectic, uh, lineup 

usually of artists that they present, but not usually classical music. It’s more – 

EM: Mmhmm. 

LH: -- rock and hip-hop and, um, alternative music and – and jazz as well. Um, so in – in the 16-

17 season we started a three-concert series there called SPCO at Icehouse, and then we took that 

same idea and expanded in 17-18 to a venue called the Turf Club, which is in, um, St. Paul. And 

it’s, it’s, um a really well-known dive-y rock club here 

EM: Cool. 

LH: And, um, definitely are not used to having anything close to classical music in that space. 

EM: Mmm. 
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LH: Um, so that – we’ve done this three-concert series starting in 17-18, so we’ve hit two years 

now of the three-concert series at Turf Club as well. Those are – it’s chamber music, the stages 

are small, so I think the biggest group we’ve been able to have in, in one of those concerts is 

eight musicians. 

EM: Ok. 

LH: But that’s kind of pushing it. But it’s smaller chamber music concerts, but there’s a lot of 

talking to the audience from, from the stage from the musicians. The ticket price for those 

concerts includes, uh, a drink. So we work with the venues to just wrap the, wrap a drink into the 

price that people pay for their tickets. So it’s twenty bucks for the ticket and that includes one 

drink, and then people can order food and other drinks and whatever they want, um, at those 

concerts as well. 

EM: Cool. 

LH: And then, so – and stop me if -- 

EM: No, this is all, this is all great. Keep going. 

LH: -- and then our last, I think the last, uh, series I’ll point out is the Liquid Music series, which 

we started in the 12-13 season. And the idea behind that series is, is to, um, create new music, 

new collaborations maybe, between classical artists and artists from outside the classical realm, 

or kind of, kind of genre. It’s a defined, uh, type of series where it’s really focused on new 

chamber music and, and bringing together artists from some disparate areas who, who might not 

otherwise work together. Uh, and this series is the one that maybe is, um, a little bit more 

nomadic, um, we – there are a lot of different venues we perform in for Liquid Music throughout 

the Twin Cities, and it really just depends on which project, like which venue is the best fit. So, 

um, sometimes we take a Liquid Music performance to the Ordway Concert Hall if it makes 
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sense. Others are more, like, to kind of, um, uh, venues like Amsterdam Bar and Hall, which is 

uh, it’s another kind of rock club that’s in downtown St. Paul. Um, there’s a few other spaces 

that we’ve taken Liquid Music to. We also – usually on each season of Liquid Music, we do a 

couple of co-presentations with the Walker Arts Center. So, sometimes those performances will 

happen at the Walker, sometimes in the gallery space of Walker Center (it’s a contemporary art 

museum), um, and sometimes – they have a performing hall in their museum as well, so 

sometimes performances have been there. But Liquid Music kind of goes all over. 

EM: Mmhmm. 

LH: Um, there’s a – we always have, um, like cash bar at those concerts, and there’s a little bit 

more of, of like a club feel to them, kind of regardless of where the concerts are happening. Uh, 

those shows tend to have a bit more of, maybe, video or other visual elements along with, with 

the music performance.  

EM: Mm. 

LH: Yeah. 

EM: Are the –  

LH: [Inaudible]   

EM: Sorry. 

LH: Go ahead. 

EM: The SPCO at and the Liquid Music, are those presented with intermission or no, generally? 

LH: Generally not. 

EM: Ok. Um, so you, you spoke a bit about, uh, the reasoning behind the Neighborhood Series, 

bringing music out to people so they don’t have the added burdens of getting into the city and all 

that. 
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LH: Mmhmm. 

EM: Was there an organizational philosophy behind, uh, SPCO at and Liquid Music, in terms of 

who are you trying to reach and how? 

LH: Yeah, definitely. So, um, we – we had come to the realization that, we felt that the, um, the 

concert experience itself could be a barrier for some people, um, you know, maybe it felt too 

formal. Um, people don’t necessarily want to sit in silence for two hours and listen to music 

sitting perfectly still. Uh, we, we just thought that there are music-lovers out there we thought 

would be interested in experiencing what we do, but who aren’t wanting to experience it in the 

formal setting of a concert hall. Or maybe, um, they don’t feel comfortable going into a church 

setting or something like that. So the, the SPCO at and Liquid Music, uh really – and even, even 

the, I’d say the Happy Hour concerts, even though they’re at the Ordway Concert Hall – the goal 

of those performances are to present our repertoire in, um a non-traditional setting, and in a 

different format that we thought, people might be willing to try out. It might more closely 

resemble the way that they experience other types of musical performance that they like to go to. 

EM: Mmhmm. 

LH: So, we were – we really were, have been trying to reach new audiences through those 

efforts and we feel that, um, you know a lot of-  a lot of orchestras try to accomplish that by, um, 

like doing pops performances – 

EM: Right. 

LH: -- or maybe doing movie music, or, video game music and stuff like that. And we just felt 

that we wanted to continue to do what’s core to our repertoire and to our mission, which is 

chamber orchestra repertoire and chamber music. Um, but – but bringing it into new settings and 

in, in new formats as a way to- to reach the people instead of kind of, um, expanding what, what 
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our repertoire or mission is. We just, we decided to stick with our repertoire but bring it to new 

places and deliver it to people in different ways. 

EM: Mmhmm. 

LH: Um, and, and then I guess with Liquid Music, SPCO has always had a very strong emphasis 

on commissioning new music and playing new music by living composers and contemporary 

composers. So that series felt like a way to continue that tradition of commissioning and creating 

new work, but keeping it within the sort of chamber music idea of, you know, most of the 

projects, um, involve SPCO musicians, and they’re written – even  artists that are coming from 

outside of the classical music world, they’re writing music for classical music instruments, or 

orchestral instruments. So those artists, they’re expanding their horizons into our realm, and 

we’re expanding ours a little bit by inviting them in as well. 

EM: Mmm.  

LH: And we, we just really felt like, um chamber music especially I think can belong anywhere 

and fit anywhere. You know, um, chamber music used to be performed in people’s private 

homes on a regular basis and, um, I think it’s – it’s – it works well because it’s small ensembles; 

you can sort of fit them anywhere. So we just sort of thought, we can see chamber music 

working in the Turf Club, even though it’s different from what people are used to seeing at Turf 

Club. It’s an intimate space, it’s an intimate art form, and, um, I think we thought that with the 

musicians being able to talk from the stage and connect with the audience, that it just would be a 

– a good fit, and uh, a cool way for people to experience chamber music if they hadn’t before. 

EM: Mmm. 

LH: And I think Turf Club and Icehouse have, they have a followed among a lot of pretty 

adventurous music lovers in the Twin Cities because they – they have eclectic offerings. And we 
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were kind of trying to tap into the – the followers who just, they just like the Turf Club, so 

they’re kind of willing to go see whatever Turf Club decides to put on their stage. 

EM: Mmhmm.  

LH: So people who even maybe aren’t interested in classical music specifically but are willing 

to give it a try because – because they’re willing to give it a try because it’s in that space. 

EM: Very cool. Um, you’ve covered a lot of the next question, which was going to be about 

programming. You mentioned the mission of the SPCO in commissioning new works. Um, who 

within the organization determines programming and takes the lead on that as well as choice of 

venues when they’re – other than the Ordway? 

LH: Mm. Mmhmm. Um, for programming we have a committee of musicians from the orchestra 

that’s called the Artistic Vision Committee. And that committee is led by our Artistic Director, 

who is also our Principal Violinist. It’s a – the Principal Violin position is not one that most 

orchestras have. It’s – it’s like our equivalent of the Principal Second Violin position. 

EM: Mmm. 

LH: So he, he plays about half of the season with the orchestra and, and then works full-time as 

our Artistic Director so – 

EM: Interesting. 

LH: -- he is the leader of the Artistic Vision Committee that comes up with the programming 

each year. 

EM: Mmhmm. 

LH: So, um the musicians are very involved in determining what the repertoire will be, but he 

kind of makes the ultimate decision. The Artistic Vision Committee brings forward a lot of ideas, 

and diff- explores different avenues, and then he’s making the final call. Um, for Liquid Music 
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series we have a, uh, someone on our staff who’s the curator of that series. And she reports to our 

Artistic Director. And she has been coming up with the ideas for that series, running them by the 

Artistic Director – and again, he would have the ultimate say about that series – but Kate 

[Nordstrum], the curator, I think has a lot of room to, um, come up with ideas there and is doing, 

like, most of the heavy lifting as far as programming that series. Um, as far as venues are 

concerned, we  - the venues we perform in have been more of a, I’d say, um, marketing decision, 

or a decision made by, um, myself or my predecessor in conjunction with our Artistic Director. 

So, when we’ve expanded to new venues, it’s always involved – er, it’s usually started by our 

marketing team identifying an area where – of the metro where we’re not really serving that part 

of the community, um, where we target as a neighborhood we’d like to be in. And then it – we 

try to send our, um, Artistic Director, maybe a few musicians, um, our technical director (who is 

our stage manager and is responsible for, you know, building staging if needed at different 

venues and kind of making sure that the orchestra and the equipment would fit in different 

spaces) – 

EM: Uh huh  

LH: -- he’s then – when we’ve then felt pretty strongly about wanting to explore a specific 

venue further, we sometimes have scheduled rehearsals there so we can get the whole orchestra 

in there to see what the acoustics sound like, and give them a feel for the space and get their 

input on it. Um, and then we would – we would take their feedback, take all of the feedback from 

the technical director from the Artistic Director and then make a decision as to whether we think 

it’s a viable venue, and – and those decisions, I think the ultimate decision has, has then been 

made by myself, or by my predecessor as Director of Marketing, along with our President as 
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well. They have, I think, been pretty thoughtful processes, I think, there’s a lot that goes into 

choosing a neighborhood and choosing a venue. 

EM: Mm. 

LH: Our most recent neighborhood venue that we’ve added is, uh, um, an auditorium at a high 

school on the west side of St. Paul. And we were very intentional, expanding into that 

community because it’s a community that – that’s really been kind of underserved by the 

performing arts. It’s a very diverse – 

EM: Is that Humboldt? 

LH: Humboldt High School, yes. It’s a very diverse, heavily Latino neighborhood of the Twin 

Cities, um, kind of a more low-income neighborhood, where just, there’s not a lot of fine arts or 

performing arts activity going on there. 

EM: Mmm. 

LH: So we, we wanted to specifically try and serve that community and reach that audience, and 

so the – we expanded to a three-concert series there starting last season, in 17-18. And, um, the – 

the concerts – tickets are actually free for members of the westside community and for students 

(I mean, tickets are free for students for all of our – 

EM: Yeah, anyway. 

LH:  -- concerts, yeah.) But we expanded that to, anybody who lives in that community can 

come for free. 

EM: Mmm. 

LH: And there’s a – it’s, it’s part of our neighborhood series, but I’d say the concert format there 

is a little bit different, too. It’s similar to the Capri Theater in North Minneapolis, where we, we 

try to engage youth artists from that community in our performances. So, we, the um – there’s a 
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program in that community from the Greater Twin Cities Youth Symphony that’s called 

Harmony, sort of like an El Sistema kind of, um, youth strings program that they’ve started on 

the west side. And so we’ve had students from the Harmony program perform onstage with our 

musicians, so they – they’ve done a piece together with the musicians, kind of side-by-side. 

EM: Uh huh. 

LH: We’ve had them perform separately, kind of in their own ensembles during our concerts. So 

we’re really trying to get those youth musicians to have opportunities to be on the stage with our 

professional musicians, and learn, uh, be mentored by them somewhat, and also to showcase 

their talents with the community who’s coming to, to see them and the audience as well. 

EM: Cool. Um, that- that’s all really fascinating. Um, I just want to sort of run down the other 

points I wanted to talk about because we’re almost at a half-hour, and I know I told you – 

LH: Ok. 

EM: -- a certain length, and – 

LH: -- I’m sorry, we just have a – 

EM: -- I don’t want to take too much of your time. 

LH: -- I, I have until one, so, if we need more time. And I know, there’s – we just have a lot of 

different series and venues, and – 

EM: Yeah, yeah. 

LH: -- and stuff, so I’m sorry I’m spending a little more time there – 

EM: No, it’s all really great information to have, and to get some subjective commentary on it, 

that’s the whole point, that’s great. Um – 

LH: Yeah. 
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EM: So, just the other things really quick: I wanted to talk a bit about educational components, 

about ticketing promotions, um, a bit about social media and, as well, soliciting audience 

feedback.  

LH: Mmhmm. 

EM: So you’ve touched on musicians speaking from the stage, making concerts interactive.  

LH: Mmhmm. 

EM: Can you talk a little bit about what those remarks are like; are they, um, background on a 

composer or piece, are they things to listen for, are they technical or non-technical in nature? 

LH: Yeah. Um, we – we try to encourage the musicians who are speaking to focus less on the 

technical aspects of the music and more on, um, historical context and information about the 

composer, as well as information that – about why the musicians like to perform this piece. Or, 

you know, some sort of inside perspective from our musicians that they have on playing that 

particular work. We find that our audience really just wants to hear from the musicians, and 

wants to hear about what – what it’s like to be the – be in their role, and play the music that 

they’re playing. 

EM: Mmhmm.  

LH: So we try to, we try to steer them away from more, like musicological aspects of, of the 

piece, and be thinking more about, um, broader context or their own personal feelings about the 

music. 

EM: Mmhmm. Would you say that, um, are there pre-concert lectures and do they tend, um, the 

same way? Do those get more technical, or – 
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LH: Yeah. There are pre-concert lectures. So, uh, all of our Ordway and Neighborhood concerts 

on, um, I think on Fridays and Saturdays, so not, not our Sunday afternoon concerts, but most of 

our Ordway and Neighborhood concerts we have something called Fanfare. 

EM: Mmhmm. 

LH: And it’s – it’s kind of a – sometimes it’s more of a lecture, like it might be one person 

who’s talking about the program. But more often, we try to have it be more of a discussion, or 

kind of interview format, where, um, sometimes it’s maybe our Music Director or, um, some 

other knowledgeable, um, musicologist or, or music historian from the community. We 

sometimes have some of the, um, faculty from U of M School of Music, or, um, Macalester 

College, or other colleges and universities, come and they – they might interview, uh, one of our 

musicians about the program. If we have music that we’ve commissioned and we’re giving 

premieres of pieces, we – we try to bring the composers here for the performances, and then 

we’ll have the composers be interviewed. Um, sometimes we invite the, uh, hosts from Classical 

Minnesota Public Radio to serve as the speaker or the interviewer for Fanfare as well. 

EM: Mmm. 

LH: And I think, um, we try to focus on some similar aspects as we do when speaking from 

stage. So, um, historical context, life of the composer, what it’s like to play their music. When 

it’s composers, you know, their perspective on writing the music. But those, because they’re 30-

40 minutes long they do veer into, more into the music theory and technical aspects of the work. 

EM: Mmhmm. 

LH: And then the people that do attend, there’s usually kind of a Q-and-A time that  people can 

ask questions of the musicians and the speakers who are leading those conversions.  

EM: Mmhmm. Cool. Um, and then as far as ticketing promotions, I’ve – you know, I’ve found a 
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lot online and been able to read sort of the “what” of what you offer in terms of free student 

tickets, free child tickets, the memberships. But I wanted to hear a bit about what the SPCO’s 

priorities are in offering all of these initiatives and these programs. 

LH: Mm, mmhmm. I’d say that – we have a couple of very specific goals of our current strategic 

plan related to audience. We have three real areas of focus in our strategic plan related to 

audience. And, um, the first is to, just dramatically expand the size of the audience that we’re 

serving in the Twin Cities and kind of broader Minnesota. And, um, our concerts tend to be fairly 

full, and we realized we have, you know, a limited number of concerts that we can fit in our 

schedule and fit in our musicians’ schedules, um, per their contracts. And so, um, in order to 

dramatically increase the number of people we can serve in our community, we created our 

online Concert Library. So this is where anybody can go online and watch live streamed concert 

videos of our concerts, or on-demand concert videos any time they want. They can use any 

device as long as they have internet access, and it’s completely free of charge. 

EM: Mm. 

LH: And we also have, uh, we have apps, free apps for Android and Apple devices where people 

can download and get to the Concert Library and watch content. We also have a lot of free audio 

recordings and free content that people can engage with there. So the goal was just to provide 

another way when people can’t come to our concerts either because there aren’t tickets available, 

or maybe they just can’t come; maybe they’re not close enough to the Twin Cities, or maybe 

they’re homebound or they’re in a nursing home, or, you know, there are a lot of reasons. Maybe 

they have young kids at home and they have trouble finding a babysitter, but we just know there 

are a lot of people out in the community who, who – where it’s not possible for them to get to 

concerts in person. We want to be able to share music with them, while – so, we launched the 
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Concert Library in order to be able to do that. And then, a second goal of our strategic plan is to, 

um, serve more young people in our audience. So that’s why we created the New Generation 

initiative in 16-17, which is the – offering the free tickets to kids and students. And, um, we – in 

order to make that possible, we’ve been raising a lot of funding from individuals in the 

community who really feel strongly and share our desire to insure that young people in the 

community are getting access to classical music performances. So we’ve been able to raise 

significant funding to underwrite the, the loss of ticket revenue that we experience from giving 

away those tickets for free. 

EM: Mmm. 

LH: And then the third goal of our – the third audience-related goal of our strategic plan is to 

serve an audience that better reflects the diversity of our community. So, really focusing there on 

racial and ethnic diversity, and trying to, to reach more people of color and, um, we want to 

double the number of, or, the percentage of our audience that identify as people of color by the 

20-21 season. So, we’ve been – that’s one of the reasons why we expanded, uh, our 

Neighborhood Series to the west side of St. Paul – as I mentioned, a very racially and ethnically 

diverse neighborhood here in our community. And we, we continue to try to reach out to people 

of color and help them to want to try out what we do. Some of the different concert formats and 

performing that we’re doing in different venues is kind of simultaneously aimed at new 

audiences, younger audiences, and audiences of color at the same time. Uh, yeah, so did I 

answer– 

EM: Yeah, yeah. 

LH: -- all the parts of your question? 

EM: Yes, definitely. Um, are these initiatives, you know, so you’ve got those three big aims – 
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the specific ways that you go about trying to achieve all of those: are those based on existing 

initiatives elsewhere, or data you’ve collected from your audience, or other suggestions? 

LH: Um, some is based on initiatives that – where we’ve had success in the past. So um, you 

know, we’ve had this series in North Minneapolis, um for I think for nine or ten years now, and 

um, at the – the Capri – and our presence in that neighborhood has been pretty successful. We 

felt really good about how we’ve been able to engage the North Minneapolis community, which 

again is a very racially and ethnically diverse neighborhood, one that is, I’d say, extremely 

underserved by performing arts. And we, we sort of wanted to take our success in North 

Minneapolis and try to, um, take that same idea to the west side of St. Paul. So, I think the 

expansion to the west side and what we’re trying to do in that community was very much based 

on the experience we’ve already had in North Minneapolis. Um, some of the other efforts are, 

are sort of based, um, just upon our own experimentation. Um, some based on you know, 

feedback we’ve gotten from the audience – and I know one of your, your questions, or something 

you wanted to learn about was audience feedback, and we, after every weekend of concerts, we 

email a survey to all of the ticket holders and ask them to tell us about their audience experience, 

and um, what the concert was like for them. And so, from some feedback we have heard from, 

um, people saying that they, they really enjoy the concerts more when they, um, they understand 

the music better, when they hear from musicians talking about the music, it improved their 

concert experience. So we, we’ve heard a lot of feedback about that, and that’s part of why we, 

we really wanted to focus on having speaking from the stage at as many concerts as we could. 

Um, we’ve – we heard sometimes from people that they liked when, when they could have 

drinks or, or have a more social atmosphere around the concert. Or when they could, um, enjoy 

the music in the way they want to. So, I think sometimes people can feel stifled, you know, by 
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needing to sit perfectly still, and not being able to, you know, kind of move with the music, or 

interact in any way with it. So that, that helped us also to, to think about, “what about the concert 

experience itself, and the concert format could be a barrier that’s keeping people from really 

feeling welcome or feeling like they can enjoy the music in the way that they want to?” 

EM: So the audience feedback leads directly to either, um, increasing or adding new, uh, 

initiatives like all those you’ve described so far? 

LH: Yeah. I – I’d say it’s been influential. Um, I – I’d characterize it more as, we – we sort of 

had theories or hypotheses, and the we – 

EM: Uh huh. 

LH: -- have used the post-concert surveys and the, the audience feedback to try to test some of 

those, or to try to, uh, try to figure out whether some of our ideas would be supported by , by the 

audience, depending on what the survey feedback was. 

EM: Are those surveys, uh, are they questionnaire-type things, or are they more open-ended 

requests for feedback, positive or negative? 

LH: Yeah, they – they have both. So there are some, um, questions where they’re asked to, um, 

rate their experience for – in various areas from, uh, like a one to five scale. And then there are 

open-ended questions as well. And then, for some questions that, that offer a, a kind of ranked-

choice response, we also usually provide room for people to share some open-ended feedback on 

those questions as well if there’s something they feel they want to tell us. 

EM: Cool. So those go out to ticket holders after every weekend, or after every concert?  

LH: Mmhmm. 

EM: Um, are there other, uh, methods of soliciting audience feedback? Is that the primary one? 
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LH: That’s – that’s the primary one. And we do really try to get as many people to that survey as 

possible. So, we know that only the ticket holder – the person who actually bought the tickets or 

ordered the tickets – um, that they’re the only ones we know for sure were at the concert. So we 

send it to them, we ask them to forward it on to any guests they brought along with them. We 

also, in our program book on every program page, will include a line asking people to please go 

to a URL to take the survey as well. So, we’re really trying to get as many people to give 

feedback through that avenue as possible. We do receive a decent amount of feedback through 

-  we have just a “contact us” form on our website – 

EM: Uh huh. 

LH: -- where people can click and open the form, and just write whatever they want. So we tend 

to hear from audience members through that format as well. I think that the – the, um, like the 

Fanfare discussions, because patrons can ask questions, or they can share their thoughts during 

those discussions, we – you know, sometimes things will come up during those conversations as 

well. But I’d say it’s primarily the survey and then the online contact form where we hear from 

patrons most. 

EM: Mmm. Interesting. Um, and the last thing that we haven’t touched on yet would be social 

media.  

LH: Mmhmm. 

EM: Um, if you could talk just a bit about the SPCO’s philosophy on social media, specifically 

posting any educational or performance content, uh, two-way interaction with audience 

members, um, and then also, who at the organization maintains and monitors the social media 

accounts? 

LH: Yeah, so we have a position called the Executive Producer of Digital Media, and he is – he 
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manages our social media and then, um, enlists the help of a few different people throughout the 

organization to create content. And, so there – there are a couple positions where they might be 

creating some content, drafting content, and then they would share it with him and he would 

have ultimate say over that, whether that content gets posted, or he might make some edits to it 

before it goes up. Um, we – we try to, um, just think about what, what is it that our audience 

wants to see from us on social media? So we, we veer pretty strongly away from what we would 

call just promotional posts on social media. We – we save those for our paid social media 

advertising, that’s where we try to, you know, we’re trying to reach people to promote concerts 

or sell tickets, uh, we do that through our paid advertising on Facebook and Instagram. We try to 

leave our, our, um, organic posts to – to be more content that we think that our audience will 

really want to see. So we don’t really promote concerts as much, but we show them kind of 

behind-the-scenes, and sort of insider stuff that’s happening at the SPCO. So we really like to, if 

there’s something cool happening at rehearsals, uh, we have a member of our Artistic Operations 

staff who tends to need to be at rehearsals very often. So, um, we’ve asked him to kind of be on 

the lookout for if there’s something kind of spontaneous that comes up at rehearsal, or something 

cool is happening, if there’s a really interesting aspect of a piece that the orchestra is rehearsing, 

or something happening in the green room between rehearsals that, that, um, he thinks our 

audiences might want to see, then we’ll ask him to take photos and, and send that sort of content 

to us. Um, we – we like to share as much video as possible, and so, because we have the Concert 

Library with on-demand concert videos, we do a fair amount of – you know, when we might 

release a new on-demand concert video into the library, we’ll feature a short clip and share that 

with our audience, and it’s something that we feel, it’s something new that they can go engage 
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with. We feel that it’s a benefit to them, that now they know that they -that there’s a new piece 

they can go watch, so – 

EM: Uh huh. 

LH: -- again, trying not to be very, um, promotional or sales-y with our social media following, 

and instead focused on, like, behind-the-scenes, that insider content and photography and video 

that we think would be interesting to our audience. 

EM: Cool. Very interesting. Um, that just about covers it. I will send you a – a follow-up email 

just for some specific tidbits and anything else that we missed that I need to fill in 

LH: Ok. 

EM: I know you guys are still in the middle of Tapestry19 so whenever you get to that – 

LH: [laughs] 

EM: -- early next week would be fine. Um 

LH: Ok  

EM: Thank you so much, I really appreciate you taking the time to talk to me today, it’s been 

great. 

LH: Yeah. My pleasure. And I will send you, er, the specific questions or data you asked for, I 

will send that to you early next week as well. I have answers to some of the questions, but some 

of, some of the, um – the return rates for, um first-time attendees and what not, our um database 

person is, has to do some more pulling and manipulating the date – 

EM: Ok  

LH: -- to get at that, so that will probably come sometime early next week as well. 

EM: Totally fine, and I’ll, I’ll just keep everything in one email thread if there’s anything else I 

need to follow up about later today. 
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LH: Ok, perfect. 

EM: Alright, thanks so much.  

LH: Ok, thank you. Take care. 

EM: Bye. 

LH: K, bye. 

 
_______________________ 
 
 
Information provided by Lindsey Hansen in an email received 3/1/19 in response to a request for 

additional information: 

 
 

What are the venue capacities, besides Ordway, Ted Mann, Benson Great Hall, Capri Theater, 

Sundin Hall, and St. Paul Academy? 

Humboldt = 600, Icehouse = 150, St. Paul’s UCC = 888, Shepherd of the Valley = 792, 

St. Andrew’s = 1,079, Temple Israel = 884, Trinity Lutheran = 518, Turf Club = 195, Wayzata = 

688, and Wooddale = 1,597 

 

Do any of these (besides Ordway) allow drinks into the hall?  

Since many of our Neighborhood Series venues are churches, they don’t really have any 

food or drink available (no bars or concessions at those venues) so I’m not sure whether or not 

they allow it, since it doesn’t really come up as there isn’t anything available for patrons to 

purchase at those venues. Icehouse and Turf Club both allow drinks and food to be purchased 

and consumed during our shows there. I don’t believe that Ted Mann Concert Hall or Benson 
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Great Hall allow food or drink inside the halls, but I’m not positive and need to check with those 

venues. I will let you know. 

 

Are printed program notes provided for concerts on the Ordway series? Other series? Could you 

provide a recent set of notes? 

Printed program notes are provided for all of our Ordway and Neighborhood Series 

concerts, and for most of our Liquid Music Series concerts. They are not usually included for 

Chamber Music Series concerts, SPCO at Icehouse Series, or SPCO at Turf Club Series (we 

provide printed programs for those shows but they just list the repertoire, the musicians 

performing, not program notes). Here is a link to our current program book with program notes: 

https://www.dropbox.com/s/mrmd29et317aefx/PRG%208x10.875_SPCO%20BK3_0319%203-

6_postprint%20-%20FINAL.pdf?dl=0 

Are there any video or audio recordings of Fanfare talks you could share? 

Not that I know of, but I will inquire as to whether this exists and whether it is sharable. 

From an email received 3/6/19: 
 

I’ve found out that we do not have any video or audio footage from Fanfare to share with 
you. 
  

Ted Mann Concert Hall does allow drinks into the hall, but we are still waiting to receive 
this information from Benson Great Hall. 
 
From an email received 3/11/19: 
 

We’ve learned that Benson Hall does not allow drinks into the hall. 
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ABSTRACT 

 The decline of classical music audiences in the United States is an issue that is central to 

the future of this art form.  In order for classical music to thrive, its institutions may need to 

consider altering various aspects of how they present concerts and interact with their audiences.  

The present DMA Document describes various approaches to innovation in presenting classical 

music concerts in the early 21st century.  This multiple-case study focuses on the activities of 

three organizations: the California Symphony; Da Camera of Houston; and the Saint Paul 

Chamber Orchestra.  Chapter one presents a statement of the problem regarding the declining 

audience for classical music; chapter two presents a review of the scholarly literature related to 

classical music venues, programming, concert experience, educational components of concerts, 

ticketing and marketing schemes, social media usage by concert presenters, and general literature 

on audience building; chapter three describes the method used in the study; chapter four presents 

the results of the study; and chapter five presents a discussion of the results, concluding with 

suggestions for further research.  The document includes three appendices, which comprise 

transcripts of interviews with participants.  

 

 

 

 


