
























































































































































































































































































































































































































































































































































Conversely, 55 to 64-year-old men rated the sense of community at classical concerts much higher

than at pop and rock concerts.

The lowest two age categories of women differed from each other. While the 18 to 24-year-old
women were more aware of the sense of community at classical concerts, it is the 25 to 34-year-old

women who feel much more connected at pop and rock concerts.

Figure 62: Sense of community at theatre performance (absolute)
[N=219]
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The sense of community is rather similar when comparing theatre performances and classical
concerts (see Figures 62 and 63). Minor differences can be seen in the 65 to 74-year-old age group

who feel connected in the theatre.

Figure 63: Sense of community at theatre performance (relative)
[N=219]
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Comparing respective age groups, men and women up to 34 years of age felt more connected to
other visitors in the theatre than at classical concerts. This difference is even more pronounced
among men than women. The over 75-year-olds, on the other hand, felt the sense of community in
the classical concert much more strongly than at the theatre. Here, too, more strongly among men

than women.

Figure 64: Sense of community at art exhibitions (absolute)
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The sense of community at art exhibitions (see Figures 64 and 65) is clearly different from that of
classical concerts. This certainly not least because the audience does not meet in its entirety at a
certain point in time at an exhibition but changes constantly. When asked ‘How do you feel
connected with other people in the audience at the following events’, the ‘very strong’ or ‘strong’

answers are strikingly lower.
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Figure 65: Sense of community at arts exhibition (relative)
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Women perceived the sense of community at art exhibitions to be less than did the men. Most
striking are women up to the age of 34: while they assessed the sense of community at classical
concerts almost unreservedly as positive or at most neutral, the overwhelming majority at the art
exhibition tended to feel unconnected. There were also noticeable differences among male visitors:
while men of 65 largely classified the sense of community at classical concerts as ‘strong’ or ‘very

strong’, negative or at best neutral mentions predominated in this age group at an art exhibition.

Figure 66: Sense of community at the cinema (absolute)
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Similar observations about cinema visits (see Figures 66 and 67) can be made as with the art
exhibitions. Apart from young men up to the age of 24, more strongly represented here, the age
structure of cinemagoers was almost identical to that of classical concerts. All of those questioned, of
course, were visitors to classical concerts and not at the cinema (but those responding had

experience of it).

Figure 67: Sense of community at the cinema (relative)
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The sense of community among cinemagoers was perceived to be much lower than at the art

exhibition and is the lowest value overall.

Figure 68: Sense of community at football game (absolute)
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Interest in football is relatively low among classical concert visitors (see Figures 68 and 69). Male and

female participants aged 65 and over appeared less interested in football.

Figure 69: Sense of community at football game (relative)
[N=152]
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The sense of community was perceived to be significantly less than at classical concert. The
observations of female visitors were particularly striking. The proportion of female visitors, excepting
the 25 to 34-year-olds, having no sense of community at all is many times greater than at classical
concerts. This was most clear in the 18 to 24-year-old age groups and among visitors over 75 years
of age. Only the 25 to 34 year old age group showed a strong to very strong connection to

other visitors.

There was also a lower perception of community feeling among the male visitors there compared to
those at classical concerts. Male visitors between 45 and 64, as well as those between 20 and 34, had
a stronger sense of community, while those over 65 had less. With the latter, the proportion

perceiving no sense of community at all (‘not at all’) was significantly greater at classical concerts.

Comparing assessments of the sense of community by various age groups (shown in Figure 70), it can
be seen that visitors under 45 years of age generally feel more connected to other visitors at less
formal events, such as rock and pop concerts, than do older visitors. These groups claim to feel less
connected in the theatre, opera, classical concerts or art exhibitions than older visitors. The younger
age groups feel most connected to other visitors at pop and rock concerts and in the cinema, while
older visitors feel much more connected at more formal events such as classical concerts, opera,

theatre or art exhibitions, especially jazz concerts.
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Figure 70: Comparison of sense of community by age categories
[N=1,757]
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In principle, it can be said that the different rituals have improved the sense of community among

the target group (including the younger concertgoers under the age of 54). (see Figure 71)

Figure 71: Comparison of Sense of Community after modifications
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The following comparison (see Figure 72) shows the evaluations discussed above. For the sake of

clarity, however, neutral assessments (‘neither nor’) are excluded from the presentation.

Figure 72: Summary sense of community
[N =1,757]
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The sense of community was perceived more strongly at classical concerts than in the theatre, opera
or pop and rock concerts, but somewhat less than at jazz concerts. It is clear that the sense of
community is limited at art exhibitions, football matches and in the cinema. Comparing gender-
specific assessments, female visitors to jazz concerts, classical concerts, theatre, pop and rock

concerts and art exhibitions had a higher sense of community than male visitors.

Summary of main findings

The literature review, the work of the ALG, and the evaluation of audience surveys is compared and
evaluated in the following summary. New concert formats based on these findings were developed
in a subsequent step. These were implemented on a trial basis within the scope of this study and

evaluated analogously to the audience surveys already discussed.

The second Action Research cycle was focussed on developing new concert formats based on the
findings gained in the first part of this study. Thus, the second Action Research cycle addresses the
third research question: how ritual ingredients can be managed to achieve greater levels of collective

effervescence. For this purpose, the evaluations of the audience surveys are compared and
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evaluated once again based on ritual elements according to Collins, namely group assembly, bodily

co-presence, barriers to outsiders, mutual focus of attention and shared mood.

Because the age of audience members is explicitly a subject of this study (to examine the extent of
group solidarity as a ritual outcome, particularly with respect to audience member age), the results
are also examined by age, gender and frequency of concert visits. The following evaluation is again

based on the tabular summary developed in the Findings and Discussion section.

Summary: Concert format

The audiences tended to assess the format as enjoyable, entertaining, varied, dynamic and striking
(see Figure 14, p. 119: Appraisal of the concert (by age categories)). Regular, and hence often older,
concert visitors gave this impression more clearly than younger concertgoers. This rather positive
evaluation is based on whether the audience classified the concert format as antiquated or modern.
A slim majority of the audience perceived the format as modern. The differences between the
various age categories were marginal. This assessment is particularly surprising because the

largest group surveyed tended to be older and more likely to be familiar with the established

concert format.

This was reinforced by ALG member assessments, i.e. the potential future audience. They perceived
the concert format as being not very modern but expressed this impression more strongly. The

majority of ALG members also believed that the concert format was static rather than dynamic.

Summary: Audience

Investigating a concert audience’s socio-demographic composition (primarily its age structure) and
the intensity of the perceived sense of community at classical concerts addressed the two following
research objectives in particular: ‘To examine the extent of sense of community as a ritual outcome,
particularly with respect to audience members' age’ and ‘To compare and contrast experiences of
ritual outcomes from the classical concert with the concert audience’s experience of other common
cultural actions or events having ritual ingredients’. This, in turn, served as a basis for answering the

second research question.
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The socio-demographic component of the age structure at classical concerts was examined and
compared with that of the Swiss population in the ‘characteristics and self-assessment of the
audience’ section. The average age of the concert audience was found to be nearly 19 years higher
than that of the Swiss population. The under 34 age groups are clearly under-represented in the
classical concert audiences examined, while the over 45s are clearly over-represented, compared to

the age structure of the total population. This is particularly true of female concertgoers.

Classical music becomes a preferred music style from the age of 25. While the percentage of classical
music lovers among the youngest age group is small in comparison to styles such as rock, pop, house
or techno, the percentage of classical lovers increases significantly with listener age. Interest in
classical music depends not only on age reached, but also on socialization with this style of music
from an early age. This is a critical realization for the classical concert, because socializing young
people with classical music increases the probability that they will attend classical concerts as they
get older (Mende, 2004). At the same time, however, it should also be noted that older people
increasingly show interest in rock, pop or jazz concerts if they attended such events from

an early age.

If nothing changes in this situation, massive audience shrinkage at classical concerts will be
encountered within 15 years, since those currently over 65+ will then be 80+ years old and thus less
likely to attend classical concerts due to decreasing mobility and increasing frailty, for example. At
the same time, a growing proportion of this age group (still able to go to concerts) will attend pop,
rock or jazz concerts, since more were socialized into these forms of music rather than

classical music.

In audience self-assessments, most audience perception is of itself as ‘serene’ and ‘traditional’
(antiquated) rather than formal. Importantly, younger age groups, who tend to be less regular
concert visitors, hold this impression more strongly than older, more frequent, concert visitors.

In other words: younger concertgoers (i.e. the target group) were more strongly of the opinion that

the audience seemed old-fashioned, closed-minded, reserved, tiring and serene.

For a large part of the audience, social motives played a more significant role in the decision to
attend a classical concert than the enjoyment of a certain piece of music or its interpretation by a
certain artist. Whether attending a classical concert still serves to support upward social mobility for
the young, as was the case with the 19" century educated bourgeoisie, cannot be stated conclusively
here. It can, however, be strongly questioned, as clear social strata (as with the educated middle
classes) can no longer be discerned. Social stratification has given way to a division into life

milieus or lifestyles.
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A ‘joint’ visit to a cultural event remains important to the modern cultural consumer. Well-being in
the temporary community of the concert audience remains an important criterion for an individual
making a concert ticket purchase decision. Considering that younger concertgoers perceived the
audience rather negatively, — being antiquated, serene or tiring — perhaps the younger cultural
consumer then does not feel ‘comfortable’ as part of today's classical audience: this could have a

negative effect on purchase decisions.

Evaluating the assessments of how strongly survey participants feel connected to (or comfortable
with) other audience members showed that younger male concertgoers felt less connected to other
visitors than did older male visitors. Conversely, female concertgoers under the age of 44 tended to
feel more connected to other visitors. Although the lack of data precludes a definitive statement
here, observations show that younger female concertgoers often go to a classical concert with
several friends or acquaintances, while younger male concertgoers are often accompanied by a
female companion. The stronger solidarity in the ‘couple’, as a constellation of two, could be a
plausible reason for this differing assessment. More generally, it can be said that the perceived
intensity of the sense of community among both male and female concertgoers increased with age

while the proportion of negative feedback decreased.

Comparing the sense of community at classical concerts with that at jazz, pop or rock concerts, it is
clear that the sense of community at those concerts is perceived much more strongly by the younger
(male and female) audience than at the classical concert. The sense of community is perceived most
strongly at jazz concerts, while that at art exhibitions, football matches and in the cinema is rated as

significantly weaker, or even negatively.

Summarizing, the sense of community was strongly perceived by older age groups, especially by
visitors over 55. Among younger visitors, the actual target group of this research, the sense of
community, in comparison to jazz, pop and rock concerts, theatre or opera visits, was rated as being
comparatively weak. If, as stated above, the sense of community in a classical concert is to be
regarded as equally important as the selection of the works performed or a soloist, and this is
assessed as comparatively weak by the actual target audience, then strengthening the sense of
community must be an important goal for achieving a broader appeal among the younger audience

and attracting this group to classical concerts.
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Summary: Interaction rituals

Perceptions of the existing rituals

ALG members were concerned about the way the audience is given background information about
composers, works or performers. The medium of a printed concert programme seemed ineffective in
their eyes: not only is the audience unable to consult it during the concert as the auditorium is
almost completely darkened, but the sounds resulting from turned pages disturb other visitors.
According to the audience survey, however, the audience did not share this attitude for the most
part (see Figure 73). Only occasional visitors attending less than five concerts a year took a negative
view of the conveying information by the printed programme ‘ritual’. Considering that the
contemporary cultural consumer does not usually go to classical concerts on a regular basis, much
less buy a subscription, but rather attends a wide variety of cultural events, this assessment

corresponds to the nature of the target group and must therefore be taken seriously.

Darkening the auditorium during the entire concert also disturbed ALG members, not least because it
(deliberately) prevents almost any interaction with other visitors. According to the audience surveys,
however, most of the public did not share this assessment. The main reason is that the concert
atmosphere would be destroyed for a large part of the audience, if the auditorium were

not darkened.

The soloist or conductor constantly leaving the stage during applause, only to reappear a few
moments later, also disturbed ALG members. They criticized the ritual as restless and depriving the
audience of the opportunity to interact with the artists during applause. Most of the audience did
not share this view. Only male concertgoers and visitors under 55 held a similar opinion. Conversely,
female concertgoers, as well as visitors over 55, tended to be undisturbed. However, attention must

be paid to changing this ritual since the target audience is younger visitors.

Finally, ALG members were critical that one may not applaud at will but must save one’s enthusiasm
until a work with several movements has been performed completely. They felt this restriction had a
negative effect on the mood at the concert because one’s enthusiasm could not be freely expressed,
and one had to know when applause was appropriate. Evaluation of audience surveys showed that
the audience was divided in this respect. It was particularly males, older and regular concertgoers
who were not irritated by this, while younger, female concertgoers, attending isolated concerts,

perceived this ritual as restrictive. Within these groups, it was predominantly the younger
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concertgoers who were frustrated by this ritual. Therefore, considerable attention should be paid to

altering this ritual.

Figure 73: Evaluation of original ritual (by Conditions)
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Perceptions of the changed interaction rituals:

Based on how the existing audience viewed the original ritual, the question of how the audience
perceived the changes made is, of course, of interest. The audience survey evaluation was used to
address this. It is presented from two aspects: socio-demographic characteristics (gender, age) and
consumption behaviour (frequency of concert visits) (see Figures 74, 76, 77, 78, 79 and 80). The
effects of the change on the elements of interaction ritual established by Collins are also examined
(see Figures 75 and 81). These include group assembly, barriers to outsiders, bodily co-presence,

mutual focus of attention or shared mood.

The possibility of social gathering within the framework of the lounge after the concert was positively
received by all groups in the audience. A comparable picture is apparent in the changes in the rituals
lighting and background information. Only the group of sporadic concertgoers tended to take a
negative view of the information. The change in the appearance ritual tended to meet with rejection,
especially among young male concertgoers, while everyone else viewed the change more positively.
The change of the clapping ritual finally was rejected by most of the audience. Comparing these
assessments with the original ritual assessments (see Figure 73) shows, for example, that younger
female concertgoers who attend classical concerts only sporadically believed the existing clapping
ritual had a negative effect on the mood. The same group, however, evaluated the change
negatively. Thus, while the existing ritual was rejected by this group, the changed ritual did not lead
to an improvement. This example seems to confirm that most of the target group rejects the existing

ritual but does not prefer the changed clapping ritual.
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Figure 74: Evaluation of the modification (by characteristics)
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The second step examines how the changes in the rituals affect the elements in Collins model (see
Figure 75). The audience’s assessment of the social gathering after the concert was consistently
positive. The audience sees positive effects on group assembly and bodily co-presence, but especially
on shared mood. The change of the ‘background information’ ritual strengthened the mutual focus
of attention, but at the same time diminished the feeling of group assembly and shared mood. This
may seem contradictory at first glance, but on closer inspection it can be interpreted in the following
way. All music, and perhaps classical music most of all, triggers very personal and individual feelings
in the listener. By studying background information, listeners then deal even more intensively with
the music, which can lead to an enhanced sensation when listening to the music. Thus, listeners are
led even more intensely into themselves through the mediation of background information. The
assessment, then, that this process reduces the sense of community is understandable. The
proposed change to information-giving could nevertheless be a positive one, as it essentially
increases the listening experience intensity, which the visitor can then discuss with other visitors, for

example during the social gathering after the concert.

The change in the ritual lighting had an essentially positive effect on the shared mood (see Figure
75). By illuminating the auditorium between the works, the audience is given the opportunity to
briefly exchange ideas with other visitors (even if only via eye-contact), so a stronger perception of
shared mood can be expected.

When artists remain on stage during a performance and thus interact more strongly with the
audience, the parameter of group assembly, in particular, is increased (see Figure 75). Not only are
other visitors seen as part of the temporary community, but of course, so too are the artists. When

they stay with the audience longer because of the change, a closer relationship to the artists, but also
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to other visitors in the audience, seemed to emerge. The bodily co-presence, mutual focus of

attention and shared mood elements were also improved.

The change in the clapping ritual led to a positive development in the areas of group assembly and
bodily co-presence (see Figure 75). A possible explanation is that during the applause, social contact
in the audience was promoted by making a short verbal or non-verbal exchanges possible.
Additionally, applause gives the audience the feeling of having a task, or function, at the concert with
which it can have a direct influence on the course of the event. By changing the ritual, additional
possibilities to participate in this way are created for the audience, so that a positive development of

group assembly and bodily co-presence seems a logical consequence.

Figure 75: Summary total (by Collins’ elements)
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A detailed evaluation of the findings summarized here leads to the considerations below.

Group assembly

As Figure 76 shows, adding a social gathering (ZKO Lounge) had the most positive effect of all the
changes to alteration of perceptions of the group assembly element. In modifying this ritual, as well
as in the rituals of appearance and clapping, the audience registered only positive assessments.

When socializing, these positive effects are emphasized particularly clearly.

In contrast, negative feedback was also recorded when the ritual background information and
lighting were changed. While it was male concertgoers in particular who rated the changes in both
rituals negatively, the background information also includes negative feedback from female
concertgoers, as well as clear rejection by concertgoers under 55-year-old. Changing the rituals of

social gathering, appearance and clapping had the most positives.
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Figure 76: Evaluation of group assembly (by characteristics)
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Barriers to outsiders

The following compilation (see Figure 77) shows how the barriers to outsiders developed because of
the changes. The most positive effect was observed when changing the clapping ritual. Two goals
were originally introduced with this procedure. Firstly, the performance of a complete work would
not be interrupted dramaturgically by applause between movements. Secondly, the ritualization was
intended to create a certain sense of insider knowledge, so that less knowledgeable visitors did not
feel uncomfortable about knowing when they should clap. This was something that served to deter
the less culturally aware from attending classical concerts. In this study, given the positive effect of
modifying this ritual, it can be deduced that this mechanism still influenced the mood at a concert

and that suspending the change led to a clear improvement.

Social interaction within the audience was enhanced by the brighter lighting and the opportunity to
exchange (verbally or non-verbally) information not only during the break or after the concert, but
also briefly between the works. This could result in the perceived reduction of differentiation from

other visitors.

Female concertgoers provided a negative assessment of changes to social gathering; they perceived a
strengthening of demarcation from outsiders. This may be because those conversations taking place
during a social gathering (e.g. about what has just been experienced at the concert) lead to an
increased perception of group formation. This, in turn, could be perceived as an increased barrier
against outsiders; strengthening existing group cohesion raises barriers to those not already

in the group.
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Figure 77: Evaluation of barriers to outsiders (by characteristics)
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Bodily co-presence

As shown in Figure 78, the proposed changes led to improvement in bodily co-presence almost
without exception. Not surprisingly, the most obvious effect was found in social gatherings. Social
exchange at classical concerts is held to be at least as important as enjoyment of the music.
Accordingly, the opportunity to end the concert evening together with friends or acquaintances was
positively received. Changing auditorium lighting resulted in positive feedback from concert visitors
of all genders, as well as from occasional concert visitors. Presumably, the change enhanced social
exchange which, in turn, enhanced presence.

The modification of the clapping ritual was very well received except by regular concertgoers.
Clapping is the only (usual) form of interaction between audience and artists in today's classical
concert format. The audience's influence increases with clapping after each movement, which was
evaluated here as an improvement of personal presence. Presumably, regular concertgoers have

become accustomed to the well-rehearsed concert process and therefore feel more disturbed.

Figure 78: Evaluation of bodily co-presence (by characteristics)
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Focus of attention

The assessment of the focus of attention showed a similar result (see Figure 79). It was again the
older, regular concertgoers who rated the modified clapping ritual negatively. This confirms the
statement that such concertgoers were more accustomed to the usual course of the concert and felt

disturbed, leading to a reduction of the focus of attention.

The other most positive effect was achieved by modification of ‘appearance’, resulting in positive
assessments from all groups. The dramaturgy of the concert probably calms if the artists remain on
stage during the applause. This calming could be perceived as less distracting, so that attention on

the music remains stronger.

The integrative communication of background information during the concert was rated positively,
particularly by younger concertgoers, but also by occasional and regular visitors. Background
information about a work or composer facilitates access to the music. If this information reaches
more people in the audience, the focus of attention should be increased. This was confirmed by both
occasional and regular concertgoers. Why no corresponding statements were made by male
concertgoers is unknown. Presumably, the chosen form of mediation by a (costumed) ‘master of

ceremonies’ appealed less to men than to women.

Figure 79: Evaluation of focus of attention (by characteristics)
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Shared mood

The development of the shared mood is assumed to be a direct consequence of the above elements.
For instance, the positively evaluated social gathering is assumed to have had a direct influence on
the common mood at a concert. The following evaluation (see Figure 80) is largely based on the

factors already mentioned.

The changes in the social gathering, lighting and appearance rituals were all assessed positively.
Regarding the change in the clapping ritual, older concert visitors who attend classical concerts
regularly gave negative feedback because they are accustomed to a fixed dramaturgy and their

listening habits were disturbed by applause between movements.

Figure 80: Evaluation of shared mood by characteristics)
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Age-specific observations

One declared aim of this study is to attract younger concertgoers with a new format. To create a
basis for the development of that new concert format, the assessments of the under 55-year-old

concertgoers are again compared (see Figure 81).

The changed rituals of social gathering, as well as lighting, are met with approval by most of this
group. Accordingly, these changes should be considered when developing a new concert format. The
sense of community, as well as the mutual focus of attention, were perceived more strongly, the
barriers to outsiders were reduced, bodily co-presence was elevated, and the shared mood was
perceived as more pleasant with the changed rituals of background information, appearance and

clapping. Because the changes themselves were viewed negatively, however, background
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information, appearance and clapping modifications must accordingly be modified and

developed further.

Figure 81: Summary younger (<55) (by Collins elements)
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Discussion of results — cycle 2

To obtain more reliable information, the assessments of ALG members were compared with the
preceding age-specific observations, which concentrate in particular on younger concertgoers,

analogous to the target group.

In the first phase of the ALG’s work, the members were asked to identify those rituals which they felt
had a negative impact on the concert format. The most frequently mentioned rituals - background
information, lighting, appearance and clapping - were modified and subsequently investigated

further in this study. The social gathering ritual was also considered.

Based the compilation in Figure 93 (p. 209), it can be stated that younger concertgoers assessed the
ritual of social get-togethers positively throughout. This assessment is therefore consistent with that

of the ALG.

The rituals appearance and clapping were also perceived as disturbing by younger concert visitors.
This establishes a need to revise these rituals to make concerts more attractive to younger audiences
as the modifications made for this study were not positively received. Conversely, the background

information and lighting rituals were positively received by younger concert visitors.

The background information and lighting rituals are closely related to each other in some ways;
because a darkened auditorium makes it more difficult to read background information during the
concert, those wanting to read such information will probably be disturbed. Assessment of these

rituals depends strongly on the type of media consumption, which could not be more diverse today.
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The importance of background information about a concert varies greatly from visitor to visitor.
While some might engage intensively with a concert programme, others might want simply to enjoy
the music, without further educating themselves. Therefore, these assessments must be questioned
critically. However, ALG member assessments must also be critically questioned. Only discussion of

the questions and repeated visits to concerts will influence the opinions of ALG members.

Audience assessments must also be questioned critically. Organizing a competition (as mentioned in
the survey development) with the attendant lack of survey participant anonymity can create
inhibitions for expressing one’s opinion honestly in order avoid creating a negative impression of the

concert organizer.

Nevertheless, it seems that the ALG member assessments, or rather the criticized rituals, seem to
reflect similar values among the younger audience. Therefore, they will flow into the development of

a new concert format within the framework of Action Research cycle 2.
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Development and implementation of a new concert format

One aim of this study to use the research results to find answers to the question of how ritual
ingredients, including the concert space, can be managed to achieve greater levels of

collective effervescence.

Findings from the audience surveys and the corresponding evaluations of cycle underpin the
development of an exploratory new concert format, intended to better serve the needs of a younger
audience. This new concert format is aimed specifically at a defined target group within the
audience. This ‘target group orientation’ is common in many branches of industry, but still not taken
for granted in classical concerts. Within the scope of this study, the development of a new concert
format is directed at young families and their offspring. This decision was taken primarily

for two reasons:

1. Most young parents have the socio-demographic characteristics of the desired target
audience, whose average age is significantly lower than that of today's classical
music audience

2. Itis critically important to introduce children and young people to classical music for it is
specifically proximity to classical music that increases the probability someone will attend

classical concerts in later years (Mende, 2006).

Based on the findings and insights gained from action research cycle, the ALG developed suggestions
for a new concert format that included the changed rituals as comprehensively as possible. The
concert format developed in this way was aimed specifically at young families - with children
between 3 and 5 years of age. In developing the new concert format, | took into account operational
possibilities to provide a viable format that addressed issues of the available space, the orchestra,
programming, the use of supporting technologies and approaches to the format and organization of

the event that appeared consistent with the intentions provided by the ALG.

This concert format differs from a conventional classical concert in that the audience does not sit in
the usual concert seating but sits on yoga mats and cushions on the floor. The aim was to remove
any restrictions individual concert visitors might feel due to the fixed and rigid seating and instead
permit them to position themselves freely and be relaxed (particularly important given the age of the
children present). It was hoped this would create a relaxed mood so that the rituals ‘silently looking

for something’, ‘coughing between movements’ as well as ‘motionless sitting’ criticized by the ALG
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could be relaxed and an isolated cough or unpacking of a cough drop would not be perceived

as disturbing.

The dramaturgical basis of this concert format is a children's book, read by a narrator and with
illustrations projected in large format. Since the target group includes children who, experience has
shown, generally cannot sit still for long, active movement was integrated into the concert. Based on
the dramaturgy of the children's book chosen, the children were instructed to ‘hop like a rabbit,

crawl like a snail or dance like a bear’.

The corresponding pictures of the children's book and details of the work were faded in by means of
a large-screen projection, conveying the relevant content as an integral part of the concert. This
avoided the need to read the programme in a darkened room, addressing the issue around ‘read the

programme in darkness’.

To change ‘applause at the right time’, this concert format is based on the pre-1850 format, in which
almost exclusively individual movements are performed rather than entire works, such as a three-
movement piano concerto or a four-movement symphony. Since they could now clap after each

movement, this freed the audience from having to know when a work is finished.

The ritual ‘appearance on stage’, the aspect most frequently criticized by the ALG, was counteracted
by instructing the musicians not to leave the concert hall until the concert was over. They were also
instructed to express their gratitude for applause non-verbally, i.e. with a bow or a friendly smile,

and to actively seek contact with the audience.

To further promote this direct contact between musicians and audience, the setting of the orchestra
was changed by removing the stage. The audience sat around the musicians. It was hoped this
immediate proximity to the musicians would further enhance the concert experience. This
immediate proximity to the audience was particularly intended to be noticeable after the concert,
when the musicians were available both to the parents for a personal discussion and, especially, to
the children to try out instruments for themselves. This was intended to promote personal bonds
between musicians and audience and counteract the ritual ‘quickly go away’, so negatively

evaluated by the ALG.
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Audience Survey

The primary aim of this survey was to compare the data generated from the target audience,
generally of a significantly lower average age, with the assessments and findings of the previous

surveys from ‘regular’ audiences with a significantly higher average age than the target audience.

Accordingly, the questions posed also focus on the audience's self-assessment, assessment of the
intensity of the feeling of community within the audience, as well as assessment of the changes in
the mentioned rituals. This procedure is similar to the longitudinal study method, with the difference
that the duration of the study does not extend over a long period of time (such as a human life cycle),

but only over a few concerts (Ruspini, 2003).

Evaluation of new concert format audience surveys

Characteristics and self-assessment of the audience

In Switzerland (Swiss Statistics, 2018), the average age of first-time mothers is between 30 and 34
years. First-time mothers are likely to be busy taking care of their children, or breastfeeding, making
it difficult for them to attend concerts. Young mothers are therefore particularly difficult to attract to

concerts, even with their children.

The audience of the newly created concert format (excluding consideration of children’s ages) is
clearly different from the more elderly group who attend ‘regular’ concerts. The average age of the
entire audience is just under 39 years (N = 122) and is thus a full 23 years lower than that of the
audience in the previous surveys. This figure is also almost six years below the average age of the

Swiss population.

Gender-specific analysis (see Figure 82) shows that the average age of female visitors to the new
concert format is 38 years. This is 27 years below that of female concertgoers at conventional
concerts. The average of male concertgoers at the new concert format was 41 years, thus, almost 24
years younger than males at the traditional concerts. The audience is not exclusively young - there
were also older visitors, perhaps grandparents, or older friends accompanying a family group or

bringing children to the event.
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In summary, the new concert format attracted a much younger audience so that goal of examining

the impact of the changes in ritual and attracting a younger audience was achieved.

Figure 82: New-concert audience characteristics: age structure
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As in the previous audience surveys, the audience was asked to give a personal assessment of

the concert format.

Comparing the audience's assessment of the newly developed concert format (n) with that of the
regular concerts (r), demonstrates, with few exceptions, assessments are generally more positive
than those of the regular audience. The audience of the newly developed concert format sees the
concert format are more modern, enjoyable, entertaining, varied, dynamic and striking

(see Figure 83).

Analysis by age category (see Figure 85) shows that the oldest category represented at the concert,
the 65 to 74-year-olds, share this assessment the least. This was especially so for the modern/
antiquated, dynamic/static and striking/ordinary pairings. Older attendees believed the concert

format appears antiquated, static and ordinary compared to younger audience members.
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Figure 83: Assessment of concert formats (by age categories)
[N =132 for new concert format]

antiquated tiring dull repetitive static ordinary

modern enjoyable entertaining varied dynamic striking

Gender-specific assessment (see Figure 84) also shows that the younger audience at the newly
developed concert format (n) rated the concert experience much more positively than the older
audience at the regular concerts (r). Male and female concertgoers give largely congruent

assessments, differing only slightly in assessments of varied, dynamic and striking.

Figure 84: audience self-assessment (by gender)
[N =132 for new concert format]
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The audience was also asked to assess the audience present. Visitors to the newly developed concert
format (n) tended to rate it more positively than those at the regular concerts (r) rated their

audience. The difference between assessments of various age categories was striking (see Figure 85)

Visitors over 65 share this assessment least, providing assessments similar to the same age group
attending regular concerts (r) for the categories reserved, tiring, serene and antiquated. Interestingly,
the most positive assessments in all categories come from the second oldest

group — 55-64-year-olds.

Figure 85: Audience self-assessment (by age categories)
[N =132 for new concert format]
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Gender-specific analysis (see Figure 86) shows that the newly developed concert format is viewed as
being significantly better than the regular concert format. Male and female concertgoers are largely

in agreement across categories.
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Figure 86: Audience self-assessment (by gender)
[N =132 for new concert format]
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The audience was also asked to judge the changed rituals.

Clapping between movements

As the audience knew it could clap after each work, a more relaxed atmosphere could be clearly
observed (regarding applause behaviour). The feedback was correspondingly positive, in contrast to
the first survey, in which the audience clearly rejected the ritual change (see figure 29 and 30,

p. 137/138).

Figure 87 shows clearly that there was no negative feedback at all. Apart from a few abstentions
(neither/nor), the proportion of those finding the changed ritual ‘good’ or ‘very good’ predominates

in all age groups.
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Figure 87: Responses to clapping
[N=132]
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The audience was asked to assess whether the changed applause ritual would lead to a stronger
sense of community (see Figure 88). Responses in the original surveys (see figure 28, p. 132),
particularly those in the age groups over 55, were clearly negative and a considerable proportion of
the responses neutral (‘neither/nor’). In the new survey, while the proportion of neutral feedback is
not insignificant, (particularly for men in the age groups under 54), positive feedback clearly
predominates. Apart from the age groups just mentioned, feedback is almost identical across both
genders. A very small amount of negative feedback from both genders is only apparent in the 25-34

age group.
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Figure 88: Clapping - stronger sense of community
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Lighting

The somewhat brighter auditorium lighting between the works was generally well received, because
it made programme reading during the performance possible, as well as intra-audience
communication. Conversely, the brighter lighting was also felt to interrupt the concert atmosphere

(see figure 35, p. 147).

The lighting ritual was further modified for this concert by a reading aloud of background information
about the works, as well as projecting pictorial material from the children's book on a large screen.
The lighting in the hall could therefore be kept dim, maintaining the festive concert while still
permitting good visual contact. It should be noted that the nature and scope of the information
collected at this concert was both different from and more restricted than that collected at previous

concerts. Therefore, only a limited comparison is possible.

Nevertheless, the lighting here received mostly positive feedback (see Figure 89), in contrast to the
previous survey (see figure 35, p. 147). The majority answered the question whether the lighting
enhanced the feeling of community in the audience positively, (agree or strongly agree). Negative

feedback is sporadic, though most evident in the age groups up to 44.
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Figure 89: Lighting - stronger sense of community
[N=132]
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Gathering after the concert

The audience was invited to linger in the lounge after the concert, chat over a drink and wind down
the concert event together. The percentage of concertgoers who went to the lounge was high, with

an estimated 75% frequenting the lounge at least briefly.

Survey questions on this form of social gathering after the concert sought to understand if this
strengthened the feeling of community in the audience (see Figure 90). Analogous to the previous
survey, the vast majority of respondents believed the change in ritual increased the sense

of community.

The gender-specific comparison of the two assessments (see Figure 48, p. 165) shows that female
and male assessments are comparable. However, more women believed the sense of community

was strengthened by the change of the ritual to those in the previous survey.

Why this modification made male concertgoers feel more connected to other visitors cannot be
established. Because the audience consisted mostly of young families with children, one might
imagine that the young fathers recognized the potential for exchanging ideas with like-minded

people. Negative feedback was limited.
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Figure 90: Gathering - stronger sense of community
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Analogous to previous surveys, survey participants were asked to give a personal assessment of how
they perceived the sense of community in a classical concert in comparison with other cultural
events. An assessment should only be made if the survey participant had other event experience.

Hence there is limited consideration of rock and pop concerts here.

Comparison with the classical concert is of particular interest for this study, which is why this
evaluation is brought to the fore. For better comparability, the evaluation of the previous audience
survey is displayed again (see Figure 91). This graph shows the sense of community tending to
increase with increasing age, except among female concertgoers up to 44 years of age. The degree of
negative feedback is significantly greater among male concertgoers up to 44 years of age than among

female concertgoers of the same age.

210



Figure 91: Sense of community at classical concert (relative)
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Evaluating the current audience survey shows a significantly different picture. First, there was
obviously less negative feedback from all genders. The comparatively few neutral answers

(neither/nor) reinforce this impression.

The comparison of the determined senses of community of visitors under 54 years of age at regular
classical concerts and at the newly created concert format (with the question: How do you feel
connected to other visitors in the audience?) shows (see Figure 92) that the newly created concert
format is assessed much more positively. As can be seen from the graph, the number of positive

assessments has increased significantly.

Figure 92: Comparison of sense of community at classical concert
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In the previous survey, most male concertgoers under 44 felt no connection with other visitors. Here
(see Figure 93), they feel strongly or even very strongly connected with other visitors predominates.
Perhaps the shared orientation towards young families with children shifted the common focus,

accounting for a higher degree of perceived connectedness.

Figure 93: Sense of community at family concert
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The younger audience's sense of community at pop and rock concerts (compare Figure 60, p. 176 and
Figure 94, p. 210) is also perceived very differently. For example, while in the previous survey, male
concertgoers between the ages of 25 and 34 felt unconnected or only slightly connected with other
visitors, in this survey, the majority indicated they felt strongly or even very strongly connected with
other visitors. Also notable is that only half of the 35 — 44 female concertgoers in the previous survey
felt strongly connected to other visitors, while in this survey, most respondents felt somewhat,

strongly or very strongly connected with others.
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Figure 94: Pop/Rock-concert sense of community
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Because the target group is young families with children, no concert can be realized within the
existing interaction rituals since most small children cannot sit still and listen for an hour. This
circumstance must be considered from the outset. Young parents with children are likely to be more
tolerant of other children who cannot sit still or are restless because they are used to this condition

from their own children.

Concertgoers were asked whether the change in this ritual would reinforce the sense of community
in the audience (see Figure 95). The feedback is clear: with few exceptions, almost all concertgoers of
all genders and all age groups felt the change of the ritual strengthened the sense of community

strongly or even very strongly.

However, as the new concert format is aimed at a new target group (families), it is markedly different
from the regular concert. Because it is now almost exclusively parents with their children, it can be
assumed that this will change the motivation to attend the concert (here education and
entertainment of one's own child), the focus (‘child’ instead of one's own enjoyment of classical

music), but probably also the attitude regarding the behaviour of other concertgoers.
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Figure 95: Sitting silently - stronger sense of community
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Based on the audience’s assessment of the new developed concert format, it can be concluded very

roughly that some significant changes, resp. improvements can be noted.

Thus, the modifications of the ritualization resulted in an improvement of the sense of community, a
more positive assessment of the concert format and of the audience present and in particular a

significant reduction in the average age of the audience.

A detailed evaluation of the findings is presented in the following chapter.
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Conclusion

The conclusion consolidates the findings from the literature review, the work of ALG members, as
well as the evaluations from the various audience surveys. The structure of the following chapter is
based on the research questions and objectives, which are used as a loose structural device. Put
simply, this study explored the audience interaction rituals at contemporary classical concerts; it
considered how, and to what extent, they support or hinder the formation of group solidarity at
classical concerts; then compared this to other cultural events, and finally, investigated how rituals
could be managed differently to achieve a greater level of collective effervescence. The starting point
for considering today’s concert rituals was Collins’ (2004) Interaction Ritual Theory (IRT), considered

an important contemporary contribution to the literature (Boyns & Leury, 2014).

Interaction rituals today

To examine whether the framework of interaction rituals provided by Collins can be employed

effectively in a contemporary classical concert setting.

The research question ‘What, if any, interaction rituals can be identified at contemporary classical
concerts, using Collins’ framework?’, aimed to explore the basic structure of an interaction ritual in
the context of a classical concert. The exploration included analysis of the historical conditions that
lead to the creation of the format for classical concerts. In a second step was it then possible to

determine which ‘ritual conditions’ can be observed in a contemporary classical concert.

Even if the educated middle class no longer exists in same form today as that which engineered the
changes in concert presentation in the 19" century, the desire to belong to a particular social class or
grouping remains. Going to the opera or a concert remains an effective way to demonstrate
allegiance to higher social classes or to their broad orientation. This socio-political component seems
to have changed little, if at all, since the 19th century. Rituals serve, as Collins’ IRT suggests, to bring
the members of particular groups present closer together, by concentrating on a common focus, and

also to exclude unwanted groups or social classes.

Broadly, the study demonstrates the usefulness of Collins’ Interaction Ritual Theory. The theory
succeeds in providing a framework within which to consider a specific ritual (and in the case of this
research a number of rituals used in the classical concert setting) and its conditions in some detail.

The framework is not, however, fully specified — for example, the notions of emotional energy, or of
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collective effervescence, while intuitively appealing, remain difficult to anchor and measure in the
field. Despite this, the research here showed the potential for the key ideas inherent in Collins’ IRT to
be operationalized by an informed group of action learning participants — evidencing the applicability

of the theory and its potential utility in understanding the audience in the context of classical music.

The very move to a particular form for the classical concert is itself consistent with the notion of
‘emotional energy’ and IRT: when viewed in this light, the changes both in the 19™ century and those
deployed in this research represent a move to capture an increased emotional energy by one class
(group) at the expense of another. Boyns and Luery (2014) summarize Collins’ position on this
phenomenon as follows: “In situations with status disparity, those who are superordinate and are
able to give orders will gain emotional energy, while those who are subordinate and must take-
orders will lose emotional energy. The amount of emotional energy gained or lost will be directly
proportional to their relative status” (p 151). They argue that Collins makes a similar point in respect

of power disparity in ritual usage.

Interaction rituals therefore, as understood by Collins, and as used in this research, will always by
their very nature reinforce group distinction and be used to display power. As such, they are not
emancipatory, but rather serve to delimit inclusion and exclusion. What is perhaps more important is
‘where’ these boundaries are set and the extent to which such boundaries provide a wide (or
narrow) frame for possible participation. Appreciating that the rituals and issues of the participation
frame are bound together is key when seeking to appeal to a widener audience. Therefore, even
given the partial nature of Collins’ framework, one key conclusion is that, when suitably elaborated,
IRT is a useful guide to audience-related research in a contemporary classical concert setting and in

other cultural events that have an audience present.

Interaction ritual ingredients identified in concerts today

To investigate the audience's perceived experience of ritual ingredients (group assembly, bodily
co-presence, barriers to outsiders, mutual focus of attention, shared mood), including

stereotypical formalities.

The second step in investigating IRT required audience input. In this study, the initial insight into
perceptions was provided by the ALG. Only later was the broader audience involved. The ALG first
determined which, in their view, of the specific mechanisms found within the contemporary concert
ritual interfered with audience’s attention and emotional responses. The specific mechanisms of the

concert ritual that adversely affected the overall concert experience were identified and then ranked
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in terms of the negative impact they were perceived to have (see Table 7). This was accomplished by
relating the adverse influencers to the ritual conditions of Collins’ framework.

The extent to which the ALG was able to move through this process shows clearly the utility of
Collins’ framework and demonstrates the ability of a (relatively expert) audience to use their
experience to identify (sub)rituals they observed. This lends further support to the idea that Collins’

conceptualization is meaningful.

After the ALG selected concert ritual elements to vary, broader audience participation became

possible as the concert format varied.

Sense of community as ritual outcome

To examine the extent of sense of community as a ritual outcome, particularly with respect to

audience members' ages.

Here, the motivation to enjoy sharing a concert experience with friends and acquaintances was
found to be as great as the aesthetic pleasure itself. Feeling comfortable in a group seems to be a
central requirement of a leisure activity. Given that a core concern motivating this study was the
perceived aging of the classical concert audience, there was a particular focus on the differences (if
any) between age groups in their reaction to and experience of the concert format. When younger
visitors felt comfortable as part of a classical concert audience, they could be expected to classify it
as modern, enriching and open-minded. This study refutes the assumption that younger visitors

abandon their individual expectations of an experience in favour of its current ritualization.

It also demonstrates that young cultural consumers (generally) feel uncomfortable in a classical
concert audience. For a young culture consumer, the potential of positive emotions such as
happiness, enthusiasm or joy, offered by a classical concert, seem insufficiently attractive to
encourage ticket purchase. This emphasis on feelings as determining attitudes lends support to the
contention that purchase decisions are not based solely on rational, controlled processes, but are
heavily influenced by emotions. Sigg (2009) suggests that emotion may affect for 70-80% of the

influence).

Several motivations, might lead to attending concerts, rather than prior experience listening to
recordings. First, the expected benefit to be had by listening to a certain work performed by a
particular artist and, second, to hear a combination of work and artist not available through recorded
media. These two possible motivations themselves have not been investigated in this study and can
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therefore be neither supported nor rejected as dominant. Other motivations may be the expected
added value that could also be derived from social considerations, for example, sharing an
experience with friends and acquaintances, meeting other visitors with similar interests or desiring
to move in a certain group or social class in order to demonstrate one’s membership in that group.
Concert-going, as a ritual, seems to provide ‘mechanisms for mutually focusing emotion and
attention, producing a momentarily shared reality generating solidarity and symbols of group
membership’ (Collins, 2004). It is these specific mechanisms that were of interest in this research,
but this should not be taken to mean that such mechanisms are assumed to dominate, or that the

other motivations were not in play.

Investigation of the second objective, examining the audience’s reception of current ritualization,
revealed fundamentally different perceptions between different groups with different demographic
or consumption characteristics, e.g. women, men, younger and older visitors, first-time visitors or
regular concert goers. This insight forms the basis for answering the question whether young classical

music fans are put off from attending classical concerts by the outdated and strict ritualization.

Since ritualization is the sole focus of this study, it is impossible to say what influence other factors,
such as the design of the space, the duration of a concert, the choice of concert programme (music),
or the time of the concert have on the concert-going decision. However, comparing assessments of
existing rituals by the younger age groups in the audiences that participated in this research
establishes, without exception, that the rituals criticized by the ALG are also classified as ‘antiquated’
by these age groups in their responses within the audience survey. Based on these findings, the
study confirms the assumption that young concertgoers are negatively influenced by the

current ritualization.

To answer the second research question, ‘current interaction rituals support/hinder group solidarity
at classical concerts', it is necessary to understand why younger visitors, as well as the members of
the ALG, perceive the current concert format as less modern, or the audience as more formal, than
older visitors, or why first-time visitors perceive the audience as conservative, reserved and

outdated, giving them the impression of ‘tiring’.

It is clear that older visitors evaluate the audience and the concert format much more positively than

do younger visitors. Based on the findings of this study, this can be interpreted as follows:

Boynes and Luery (2015) finding that superordinate people in a group gain emotional energy while
subordinates tend to lose emotional energy may be a significant part of the explanation. That

younger, and thus very often inexperienced, visitors tend to subordinate themselves within the
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audience, in order to be perceived as ‘belonging to’ the audience, shows that they do not form part
of the group that wields power but are rather subject to it. The impression of the younger visitors
that the audience is perceived as ‘tiring’ is therefore logical. To counteract this, it should be possible
to put younger visitors in a superordinate position, so they gain positive energy from a concert visit.
This could be achieved through offering interaction rituals that are more attuned to the
requirements of this group, and simultaneously therefore altering the current practices by which

they feel subordinated or marginalized.

The need to make changes to the concert is also based on the assumption that there are numerous
other possibilities available today (not least also social media) for positioning oneself as successful
and thus part of a higher social class. It is assumed here that the use of the classical concert as a
social platform is less influential today than it used to be. Against a background of wider and more
attractive options for social intercourse, the willingness of younger people to subordinate themselves

within the classical audience (which is perceived as negative) is likely to diminish.

Since it is to be expected that younger visitors therefore tend to look for other more attractive
alternatives to offer the scope for immediate improvement in their positions, alternative concert
formats must also be developed in the field of classical concerts. With such formats, younger
concertgoers need not first expend energy and work hard to achieve their position but are in
effectively placed in a superordinate position from the outset. Based on the evaluation of the
available findings, achieving this superordinate position is a consequence of regular concert visits (i.e.
the more positive assessments of regular, and hence therefore often older, concertgoers). This is the
only way to gain experience in dealing with other concertgoers, which in turn gives the visitor a

feeling of security.

The audience survey evaluation generally confirms the view that attending a classical concert is more
valuable than listening to the same music at home, not only in terms of conviviality, but also in terms
of the perceived entertainment value of the classical concert. However, assessments by 18 to 24-
year-old concert goers were diametrically opposed to the assessments by the 75+ age group. Young
visitors experienced the concerts as entertaining, but also as being much more static and

monotonous, than did the older concert visitors.

The above insights can also explain why ritualization has not changed, or changed only slightly, and
has not adapted to modern cultural and consumer behaviour. It appears that the superordinate
group within the audience uses its position to determine the course (and thus the ritualization) of the

concert. Additionally, the subordinate visitors’ pursuit of being regarded as part of the higher society,
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or at least a ‘knowing” member of the current concert audience, also prevents them from opposing

established rituals.

Therefore, the simplest manner in which to change this situation is to create new concert formats
explicitly tailored to younger concertgoers, where the ritualization is also adapted to these younger
concertgoers and hence, they find themselves in a superordinate position. It seems also likely that
such new rituals will be more in keeping with modern consumer and cultural behaviour given the

nature of the group targeted and the cultural experiences and practices they will bring with them.

Experiences of interaction rituals at classical concerts and other cultural events

To compare experiences of ritual outcomes from the classical concert with the concert audience's

experience of other common cultural actions or events having ritual ingredients.

With the second research question, the study also sought to consider whether audiences at classical
concert feel less connected than at less formal events, such as a rock, pop or jazz concerts, due to the
dramaturgical course and the strict ritualization of classical concerts. Evaluation of audience surveys
rebutted this view. Overall, only audiences at jazz concerts felt more connected with other
participants than audiences at classical concerts. Surprisingly, the audience at pop and rock concerts
felt less connected than the audience at the opera, the theatre or even at a football match. The
observation that the public feels much less connected with other visitors at art exhibitions and in the

cinema is predictable given the nature of these events.

This result in relation to musical events is surprising, because it might be expected that loudly singing
well-known songs together at a pop or rock concert or sharing overwhelming experiences of
impressive light- and laser- shows with friends or acquaintances at the same moment, would
influence the sense of community positively. Various studies and experiments (Demos et al., 2012;
Lakens & Stel, 2011; Marsh et al., 2009; Plank-Baldauf, 2019; Reddish et al., 2013) actually conclude
that jointly executed, coordinated movement triggers synchronization within the audience and thus
leads to greater solidarity and prosocial behaviour. It would seem reasonable that the more obvious
(or intense) the ‘jointly executed, coordinated movement’ the more likely ‘greater solidarity and
prosocial behaviour’ would be evident. Such coordinated behaviour would be more acutely felt at a
pop or rock concert. In contrast, that this appears to be more evident in the classical concert is a

surprise — and here it might be the very strict and ritualization that is key. However, the process of
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synchronizing the audience of classical concerts has received limited research and is worthy of

further exploration.

It is striking that female visitors at events (with the exception of the opera, a football game and the
cinema) often felt more connected to other visitors than did men. This seems to confirm neurological
research findings that women are more interested in social aspects than men (Brizendine, 2008).
Incorporating age-specific assessments while evaluating the overall sense of community at classical
concerts shows that concert visitors up to the age of 45 felt significantly less connected with
audience members, thus confirming that younger visitors feel less connected to other audience
members at a classical concert, particularly in comparison to other events. This suggests that the way
in which the synchronization takes place in the audience at a classical concert is less suited to
younger visitors than it is to older visitors, who are also more familiar with the rituals as they are
more likely to be frequent or regular concert visits (in this sense the form of synchronization is

reinforced and more evidently accepted through and by increasing familiarity and a common focus).

It should be noted, however, that surveys were conducted exclusively with classical concert
audiences and not with the audiences at other events. Realizing that a common focus contributes
significantly to the perceived intensity of the sense of community, and that here the audience at a
classical concert shares the common focus of ‘classical music’ but does not necessarily share
experience or interest in pop, rock or jazz music, as well as football, art exhibitions or cinema,
must be recognized, and may account for the positive results for concert format in comparison

to other events.

It is equally unsurprising that young concertgoers are therefore likely to perceive the format of the
classical concert as antiquated and unattractive due to its outdated and strict ritualization. Evaluating
assessments of younger concert visitors demonstrated that the majority of those in the lower age
groups are disturbed by most of the rituals identified for change, confirming that this is the case for
this subset of the audience. The differing views of younger and older concertgoers present a

challenge for organizers.

This study shows that older and more regular concertgoers, trained in and practising their rituals for
many years, feel these actions are not outdated and are an important part of a classical concert.
Thus, any concert organizer encouraging a change in ritualization runs the risk of alienating and
consequently losing the existing (older) audience (who are effectively the ‘cash cow’ for promoters).
Instead, organizers are likely to do everything in their power to ensure their regular audiences

continue to feel comfortable. This is likely to engender an understandable reticence in terms of
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seeking to alter current revisualizations or develop new concert formats that encapsulate a number

of such changes.

The occasionally diametrically different assessments of the concert experience across age groups
suggest that the differing needs of younger and older visitors cannot be satisfied with a single
concert format. Instead, different concert formats must be offered for the respective age groups. The
documented ageing of classical concert audiences suggests that concert organizers are concentrating
almost entirely on the existing regular audience rather than on future generations of classical
audiences. Whilst it is clear that there needs to be attention paid to the needs and preferences of the
audience that currently provides much of concertgoers ticket sales, simply focusing on this is likely to
create a significant future problem that may well manifest itself in an existential problem for the

classical concert that many commentators have identified.

Implications for arts organizations

This section addresses the questions of who could benefit from these findings and to whom should

the conclusions of this study be addressed.

Given the context in which this study has taken place, it is obvious that cultural managers, organizers
of classical concerts, operators of symphony orchestras, general concert promoters and agencies are
those primarily affected by the research topic and likely to be interested in its findings. As such what
follows is presented with these groups as the primary audience and particularly for those located in

the German-speaking parts of Switzerland.

It was, in this respect, noted that the expectations of a classical concert differ greatly geographically,
as cultural aspects (and thus consumer behaviour) show regional variations (O'Sullivan, 2009); The
findings from this study focus on Zurich and are therefore strictly applicable only to the German-
speaking part of Switzerland. The findings should be considered illustrative outside this area, as the

cultural preferences and the behaviours of other local audience must be considered.

The survey results can inform changes within art organizations such as opera, theatre, ballet, cinema
or art exhibitions in the locality — albeit to different extents. Here, the transferability of results must
be considered in a critical fashion because the degree of event format similarity will affect the
potential applicability of the research findings. The question then becomes which specific findings
might be of use to the cultural managers mentioned. Or, to put it another way: what new insights on
how interaction rituals affect the audience of classical concerts could be gained from this study? The
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insights cultural managers or arts organizations can draw are discussed in more detail in the

following section.

Outcomes of modified interaction rituals

To determine if modifying ritual ingredients for selected classical concerts can increase expressed

levels of overall group solidarity, especially with respect to the concert goers' ages.

- Clapping

The ALG members felt that the formal and restrictive character of the applause ritual had a negative

effect and suggested that the mood might change positively were this pattern altered.

It is hardly surprising that younger concertgoers rejected the ritual with its clear rules as to when the
audience may applaud and when not, feeling it to be outdated or very outdated. Moreover, these
younger visitors appreciated being able to make an active contribution to the course of the concert
by expressing their enthusiasm. This suggests an ‘inner relief’, because one is freed from the pressure
of perhaps behaving ‘inappropriately’ or demonstrating ‘ignorance’. The possibility of applauding

when one wishes seems decisive.

To summarize, the changes to the ritual presented here had a positive effect on the target audience
— younger visitors — in several respects. Consequently, the ALG’s assumption that the majority of
under 34-year-olds believe the ritual to be outdated, or very outdated, was confirmed, as was the
assumption that permitting applause as desired after each element of the performance would lead

to more spontaneity and simplicity in the eyes of that age group.

However, this observation can also be interpreted to mean that the younger visitors (according to
the comments made) feel a greater need to know that they are an active part of the concert, to

express their enthusiasm spontaneously, or to show greater gratitude or respect for the performers.

For the future of the classical concert, this means that the existing ritualization, which originally had
the goal of socially differentiation, must be amended in modern concert formats in favour of the
expectations of the new target group. In this way, the sense of community or the bodily co-presence
can be increased, which enhances the overall experience. Here the aim is to offer an alternative to
the current format that is more suited to the different requirements of the younger potential
audience. By developing such formats, the current audience is not immediately alienated, and some
may choose to attend both established and new format concerts. However, a proliferation of format
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types raises a number of issues for concert organizers in terms of complexity, cost, acceptance by

performers and staff, their flexibility and the management of quality.

- Appearance on stage

ALG members perceived a negative influence by the conductor and/or soloist leaving and then

re-entering the stage several times during the final applause.

The audiences surveyed shared the ALG's critical assessment, confirming that multiple appearances
and disappearances by the conductor or soloist during the performance were unsettling. Most of the
audience, including the younger members, welcomed the change, noting that the dramaturgy of the

concert became more natural and the audience had more opportunity to express its enthusiasm.

Perhaps this ‘more natural’ feeling is the result of the conductor or soloist being closer to the
audience now and not so distanced, less to be celebrated as an unapproachable, frequently
disappearing ‘figure’. Remaining on the stage tended to increase the sense of community,

undoubtedly by lengthening and thereby strengthening contact with the artists.

This change therefore seems to be one that might be applied by concert organizers without the need
to be as selective. The identification of a ritual changes that seem more uniformly welcome is
perhaps of particular interest to concert organizers as they afford a mechanism that can be applied
to different concert formats. Should this approach to appearance on stage be changed across all
concert types, it may help create a basis for connection (by offering a degree of consistency)
between concert format type. This connection, using common rituals, may help audience members
move between concert formats, offering some level of familiarity as an initial basis for this. It is also
the case that, in time, the ‘new’ concert format/s, with all their associated rituals will become the
norm. However, this is a matter of considerable time — as generations pass - and there will be an
extended period during which concert organizers will need to manage both the currently established
concert format and experiment with new formats to support ritual changes. This period is likely to be
both a time of innovation, possible renewal, but also one of considerable effort and insecurity that

will need close attention.

- Background information

ALG members were disturbed by the extreme difficulty of reading programme notes or background

information during the concert because the auditorium lights were dimmed during the concert.
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Based on survey findings and ALG suggestions, an alternative format was developed that conveyed
background information in a more relaxed and personal way, while serving as a performance
component of the concert. It was hoped such mediation would help younger concertgoers especially

extend their attention span by allowing them to relax during the event.

Background information on works or composers was conveyed in the form of entertaining stories by
an actor in an historical costume. This intervention was rejected by most of the audience. Therefore,
an alternative approach was developed in the new concert format developed for phase 2 of this
study. Both background information and images were projected onto a large screen during the
concert. This was intended both to meet the multimedia expectations of younger concertgoers and

to create a festive atmosphere because projection also affects the lighting in the hall.

Providing background information via a large-scale projection instead of a printed programme and its
further development for phase 2 (based on the experience gained during phase 1 of the study),
required complete darkening of the auditorium. Thus, lighting in the auditorium during the concert
differed significantly from the original ritual. As a result, it was difficult to read the printed
programme, especially for older concertgoers and audience became a grey mass, also making

social exchange difficult.

However, the large-surface projection made it possible to see or read texts or images and still see
others thanks to the light radiating from screen. This facilitated non-verbal and verbal exchange in
the audience. The entire audience of the new concert format rated the change as ‘positive’ or even
as ‘very positive’, with only isolated neutral or negative feedback. Most of the audience also believed

the change in lighting resulted in a greatly, or even very strongly enhanced, sense of community.

- Lighting

As mentioned above, ALG members were concerned that lighting is darkened in the auditorium
during the performance. ALG members however suspected that temporary illumination could limit
social contact to those in adjacent seats, thus possibly diminishing the community atmosphere at the
concert even though offering more opportunity for bodily co-presence with immediate neighbours.
Age-specific analysis shows that regular, predominantly older concertgoers, clearly welcomed the
bodily co-presence that greater illumination provided — the audience was no longer simply a grey
mass but rather individuals who felt they were part of the whole. It was also possible to exchange a
few words with those in neighbouring seats in between movements or pieces. Most concertgoers

over 65-year-old believed this strengthened common focus. During the periods of illumination,
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when the audience’s attention is not focussed on the stage, it instead became focused on the

actual audience itself.

Experience shows that older concertgoers in particular find it increasingly difficult to study the
programme under low lighting conditions. This undoubtedly influenced their feedback. But it appears
that a simple change in illumination between pieces is not uniformly welcome. Whilst it has benefits,
both practical and social, there are issues of common focus and atmosphere that are disrupted. For
concert organizers this means that a more creative solution to lighting is needed. It may be that the
use of large-surface projections offers a viable approach (as well as other benefits in the conveying of
information). Because this approach was not used within the established concert format in this study
it is impossible to offer an indication of regular audience response. What does seem clear is that
regular concertgoers were not averse to changes in lighting. The task is more a matter of finding
changes that do not disrupt in the same way as varying the auditorium lighting levels appears to. In
terms of the younger audience at the new format concert, the use of large-surface projection was
welcomed. This therefore could be the basis for developing a sense of community and a festive

atmosphere in such contexts.

- Social gathering

ALG members were concerned that the audience left the venue relatively quickly after a concert. The
usually limited opportunity to meet in a convivial atmosphere after the concert disturbed ALG
members. It was suggested that the sense of community and the mood could be improved if such a

possibility were available.

Therefore, after the concert, the audience was invited to end the evening with a free drink in the
lounge, located directly outside the auditorium. Almost the entire audience assessed the possibility
of social get-togethers positively. While the overwhelming majority of the audience believed the
lounge enhanced the sense of community, a tenth saw an opposite effect. Most respondents stated
that joint focus was strengthened. Joint conversation about what was just experienced probably led

to this effect.

That a large majority of the audience, including younger concertgoers, welcomed the social platform
created after the concert, which also seemed to strengthen common focus, demonstrated the

positive affect of the change.

such an approach, finding favour with most concertgoers, could be used by concert organizers across

both established and new format concerts. There are clearly costs associated therewith, both in
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terms of provisioning such gatherings and staffing them, to say nothing of the associated need for
additional set-up and take-down. One could look, for example, for sponsors to provide additional
paid-for food and beverages that could help ameliorate the associated costs. As such, the
development of such lounges has potential, both in terms of enhancing common focus in the
audience and sense of community. The orchestra could also be encouraged to attend — helping to

dissolve the separation of audience and performers to some extent.

Reflections on the outcomes of the study (phases 1 and 2)

It was found that visitors over 55 were overrepresented in the established classical audience, while
those under 44 were underrepresented. This led to the conclusion that, without appropriate
countermeasures, there will be significant decrease in audiences in 10-15 years, because those then

over-65 will be increasingly less likely to be able to attend classical concerts.

Starting from a situation where concertgoers at the established format events are even older

(62 yrs.) than the Swiss average age (44 yrs.), the changed format succeeded in reducing the average
age of the concert audience. Evaluation of the audience structure at the new concert format showed
an average age of 39 (the children present were not included in the calculation, as they did not
complete a questionnaire). The 25 to 44-year-old concertgoers at this new format concert were
clearly overrepresented in relation to the Swiss population. The audience age profile thus
demonstrated that the study’s aim of attracting a younger audience to classical concerts

was achieved.

The decisive question, however, was how this audience would assess the concert format and,
especially, the changed rituals. As seen above, rituals are an important instrument for creating
identity (Michaels, 2008). At the same time, modern cultural consumers seem less willing to
renounce fulfilment of their individual expectations in favour of enacting specific ritual in order to be
seen as part of a certain group (Leverman, 1998). This is also illustrated by a study conducted with a
theatre audience in 1990, which found that visitor loyalty was improved by meeting the audience's

expectations better in terms of advertising, concert hall equipment or staging (Bennett, 1990).

Thus, a central concern is arranging the ritualization of a classical concert in such a way that it meets
the expectations of the audience. Some findings showed that there are often vastly different
expectations and habits between the different age groups. The new concert format developed here

was created specifically for a younger audience with corresponding cultural and consumer habits.
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Accordingly, it must be accepted that these cultural and consumer habits may not be valued equally

by older visitors (who are more likely to be regular concertgoers).

In view of the literature review findings, however, it is more important today than in the past to
meet individual demands, as consumers have become accustomed to having their requirements met
in other areas of consumption, due to, for instance, technological progress (Kar, 2011). Analogous to
target group orientation in marketing, concert formats are increasingly being developed and offered
for various stakeholder groups. It must be assumed, however, that this will entail additional
economic costs for concert organizers, as they will now deviate from the educational mandate to
address the general public, addressing smaller stakeholder groups with different needs instead.
However, should this not be done, it is difficult to foresee how the decline in classical concert
audience numbers can be arrested or even reversed. It appears that the time has again come to
reinvent concert ritualization for a new generation of concertgoers. But now this needs to be done
through the development of alternate concert formats to be offered alongside that which has long
been established — rather than deposing this ‘traditional’ presentation. This suggests, therefore

selective proliferation rather that revolution is what concert organizers must seek.

Academic contributions

With regard to the choice of method used to answer the research questions raised, it has already
been noted that the application of an Action Research approach in the field of public research seems
to be exceptional. According to the findings of the literature review, there is no comparable study in
which the form of conveying cultural content was examined in this manner. However, there are a few
studies in which the cultural content of an event itself was researched using an AR-approach.
Therefore, the focus of these few research projects in the field of audience research has been
exclusively on content (the ‘what’) (see e. g. Action Research in Audience Analytics — project
completion and evaluation, Geels, 2016) and not on the design of an event (the ‘how’). The question
therefore arises as to why the audience itself has not yet been involved in a participatory manner in
research on an element of the event in which it plays a clear part — how the audience behaves and,

more specifically, the interaction rituals deployed.

In his essay in the ‘Journal for the Theory of Social Behavior’, David Cheal (1988), who bases his
reflections on Denzin (1968), Hogenson (1987) and Rapport (1971), postulates for a totalizing view of
ritual in society. He sees ritual as something that supports homeostasis and existing hierarchical

structures. Based on the totalizing view of social organizations, which today represents the common
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foundation for accounts of ritual behaviour, Cheal (1988) suggests a postmodern approach for
looking at rituals. This claim might be met better in future studies using the approach chosen in this

study, because this aspect of totality might be captured with AR (Kemmis, 2008).

This study principally dealt with the question of how the ritualization of a classical concert would
have to be changed to make the concert format more attractive to younger potential audiences. To
ascertain whether this potential, ideally younger, audience rated the existing audience rituals as
outdated and unattractive, the focus was primarily on age-specific evaluations of the data generated.
Accordingly, relative considerations have been made, which show that older and more regular
visitors generally experience the concert and its audience rituals more positively than do younger

and less regular visitors.

From the ratings of the group that considers the concert format most positively in absolute terms
(mostly older and regular concert visitors), it is evident that even this group of visitors seems to be

only moderately satisfied with the current concert formats and its associated audience rituals.

This raises the question of what convinces those 65-year-old visitors to continue visiting concerts
when the majority of this group is of the opinion that current concert formats seem modern only to a
limited extent and even tiring (see Figure 14, p. 119) and that the audience itself is perceived as
‘outdated’, only slightly open-minded, sociable and enriching (see Figure 17, 122). According to

the findings of this study, this does not appear to be (or not only) explained by an outdated or

disturbing ritualization.

The analysis of the 65-74 age group (see Figure 85, p. 202) shows that these visitors tend to view the
concert format (both the existing and the new developed) more negatively than those of the other
age groups. This means that either the change of ritualization does not (or in a limited way) alter
perceptions, or that the shift of the concert to another concert hall, the different musical programme
or other parameters also influenced the assessments. Due to the various comments (e. g.
‘intermittent applause disturbs the dramaturgy, the magic of the moment, and the concentration

of the audience’ or ‘it destroys the concert atmosphere’), it can be assumed that this age group is
more likely to be disturbed by the change in ritualization and that they prefer the current

established ritualization.

It might even be that these results are an overstatement. This could be the result of two
considerations: On the one hand, it is assumed that a Swiss audience (i.e. from a historical and
sociological perspective as part of the population of a so-called equilibrium society (Eberle & Imhof,

2007) is likely to make a rather neutral assessment. On the other hand, there may also be a tendency
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to give a more positive assessment, as the perceived anonymity of the survey might have been
subverted by the invitation to participate in a competition. Any personal relationship with the
orchestra's institution could also influence responses. If, therefore, the assessment of these audience
members is even more negative than the responses indicated, it is even more astonishing that a large
part of the audience nevertheless regularly attends classical concerts. In the literature review it has
been elaborated, that the purchase of a ticket for a classical concert is not only motivated by long-
standing habits (i.e. emotional) (Sigg, 2009), but also includes an economic expectation, i.e. an
increase in profit (here primarily the entertainment value) (Samson & Voyer, 2012). In this case, the
positive (social and/or emotional) experiences seem to outweigh other motivation for older visitors,

so that they visit concerts repeatedly.

The younger age groups almost always viewed both the concert format (see Figure 83, p. 201) and
the audience (see Figure 85, p. 202) more positively. However, since the anonymization of the survey
does not allow a conclusive determination whether they are the same survey respondents, it cannot
be ruled out that the positive development is in relation to the conventional concert format, or
rather a stand-alone assessment of the new concert format. Nevertheless, based on the comments
made (e. g. ‘atmosphere is more relaxed or less tense’ or ‘the concert becomes quieter’), it can be
assumed that it is at least partly a comparison, since an increase (to the conventional format) is
expressed. Accordingly, it may be assumed further that the younger concert visitors generally
support the changed ritualization (as well as the move to a new concert hall). The position underlying
this study, which has also been established in other studies (e. g. Mielonen, 2003), can be confirmed:
an improvement of the overall situation is achieved if the ritualization regarded as outdated by

younger concertgoers is changed.

To provide additional clarity and to answer the question of what conclusions can be drawn from
this study, the structure of the following detailed considerations is again guided by the

research objectives.

To examine whether the framework of interaction rituals provided by Collins can

be employed effectively in a contemporary classical concert setting.

The study shows that the assessment by the younger concertgoers of the newly developed concert
format, in relation to the audience and concert format itself, is much more positive than that of the
older. The younger concertgoers tend to classify the concert as more enjoyable or entertaining (see

Figure 83, p. 201) and the audience as more easy-going and open-minded (see Figure 86, p. 203). As
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already noted (Mielonen, 2003), younger concertgoers in particular consider the entertainment value
of a classical concert to be insufficient and are of the opinion that their social expectations of a
classical concert as leisure time activity are not fulfilled. If, as stated in this study, these two decision-

making factors could be significantly improved, a higher rate of attendance results.

If one compares, for example, the assessments of the younger visitors of the ritual ‘clapping between
movements’ within the original concert with those from the newly developed format, it is easy to see
that a significant improvement has been achieved. No negative assessment has been made of the
latter (see Figure 88, p. 205). What is shown here using the example of the ritual ‘clapping between
movements’ also applies in a comparable way to the other rituals examined in this study. But the
guestion of why the assessment of the newly developed concert format is better than that of the

original concert format remains.

Based on what was learned with this study, this question is answered as follows. In developing the
new concert format, one feature the ALG members felt was important was that the audience be
enabled to move more freely during the concert. Due to the rigid seating in the usual concert hall
(Tonhalle Zurich), the realization of the newly developed concert formats was therefore moved to
another concert hall in which no such seating was pre-installed. This changed the environment in

which the concert was held.

A traditional concert hall for classical concerts is perceived as an exclusive meeting place for the
traditional classical audience. This study shows implementing a new concert format in a modern
concert hall, serving as a multi-faceted venue for different events and not exclusively as traditional
concert hall, has far-reaching effects on perception, which can mainly be attributed to social

change (Haselbach, 2012).

As already stated in the literature review, two aspects of social change in particular are considered to
be of central importance for the classical concert: the digitalization of elements associated with
supporting information and the change in the value of knowledge (Schwanitz, 2012). Access to the
educated bourgeoisie circle required (certain) educational knowledge (Schwanitz, 2012), with which
one sought to distinguish oneself from nobility and mob alike (Dalhaus, 1967). As an expression of
education (in addition to i.e. making music and an academic title) spelling was considered particularly
important (Schwanitz, 2012). If, in the context of digitalization, what one writes no longer remains
because it is replaced by other forms of communication, orthographic failures no longer (or at least,
to a lesser degree) affect social position (Bruggaier, 2016). Since access to knowledge has been

significantly simplified by digitalisation and the Internet, and nowadays it is more a question of
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knowing where to find information rather than knowing he information itself, the value of knowledge

has also changed (or decreased) (Weingart et al., 2015).

It can even be said that, due to the ubiquitous concern about discrimination (especially in relation
to equality), it is no longer ‘a pleasure’ to be an educated citizen in this basic social mood
(Siegmund et al., 2008). Against this background, it seems the focus is more

on avoiding the exclusion of others. Against this background, and based on the findings of this
study, it can be assumed that, to achieve more social acceptance of the classical concert, its
ritualization must be altered in such a way that existing demarcations, or barriers to outsiders,

can be decreased or removed.

The study shows, for example, that changing the way background information about the music or its
composer is provided, or redesigning the musical programme, helps to break down these barriers. If
education no longer exclusively helps achieve social prestige today, specific knowledge about
classical music need not be assumed. Thus, if the audience is allowed to applaud after each
movement (as in the newly developed concert format) such knowledge is no longer required, since it
is no longer relevant whether one is allowed to clap after any particular movement at a symphony, or

to indeed can where one ‘whole work’ ends.

It has already been noted that the transfer of the newly developed concert format to another
concert hall had far-reaching effects. A further question for future research remains how other
factors (such as the choice of the concert hall, the design of the concert space or the design of
the musical programme) influence audience assessment and how they could be changed to

achieve improvement.

Based on the knowledge gained here, it can only be assumed that this would not be the case. It can
be deduced from the evaluation of the newly created concert format that an improvement in the
overall situation cannot be achieved by changing a single factor (e. g. concert hall, ritualization,

musical programme) but rather by an interweaving of the mentioned influencing factors.

However, the study demonstrated that a change in regular ritualization is not only possible but is also
more positively received if the ‘supremacy’ of the older concert visitors is bypassed (or at least
weakened). This is because older concert visitors seem more accustomed to the known process
through long-standing tradition with which they are familiar, or they seem to feel obliged to feel this
way and therefore neglect fulfilling their individual needs. Younger concertgoers are less willing to do
this. In any case, given the age structure (see Figure 12, p. 116), it can be assumed that this influence

will be greatly attenuated by natural fluctuation in the coming 10 to 15 years.
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Whether a ‘slow’ change in the social structure on the basis of the current concert format is even
possible (as long as the ritualization, or the connection with the Bildungsbiirgertum is made visible by
the concert hall) or a ‘reset’ of several conditions is necessary for this purpose (as in the case of the
newly developed concert format), remains disputed. It would also be interesting to investigate
whether, having passed this social turning point, the newly dominant, mixed classical audience would
also create barriers to other social strata or milieus with the rituals developed in the new concert
format. For economic reasons, today's organizers of classical concerts would certainly be well
advised to try a ‘reset’ to bind future classical music audiences today, given the pressing existential

effects that the passing of time is having on the audience of the current format classical concert.

In principle, it can be said that Collins' theory has proved to be a valuable instrument, since it allows
the change in a relevant condition (as demonstrated with ‘barriers to outsider’) to be explicitly
observed. But it must also be noted that Collins’ theory does not seem complete. It has been found
that the problems discussed in this study cannot be addressed solely by observing the perceptions of

(single) individuals in the audience and then changing existing rituals based on these observations.

The overall impression of a classical concert seems to be influenced on an additional level, limited
in time and locally to the event in question, but going beyond the momentarily shared event.
Since an additional level of influence which persists over time and demonstrably influences the
classical concert in practice can be demonstrated, it can be concluded that this level is missing in
the Collins’ theoretical definition of an interaction ritual and should be taken into account to

achieve a holistic view.

When employing such a holistic view to investigate which expectations of a concert visit must be
fulfilled so that a specific audience segment can identify with it, influencing factors such as the
setting of the concert format (including ritualization, venue, musical programme, duration or
additional services) must be taken into account. Expectations of the entertainment or educational
value, the social needs (Mielonen, 2003), but equally the social reputation desired by attending a

concert must be also be examined.

In order to evaluate the effects of a modification of one of these factors (and not the interweaving of
other elements) as exclusively as possible in the context of the real world, modifications should be
evaluated in the same concert, as was done in the present study. With the comparative basis thus
created for the audience present, other factors that change because of the modification are more

likely to be ruled out. In addition, it can be ensured that respondents to the survey are the same.
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Only if, for example, concert seating is changed in the concert hall and only during half of the
concert, can reliable insights be gained about how this change affects the audience. This is one of this
study’s findings. Because the new concert format was performed in another concert hall, not only
were individual rituals’ influences changed, especially at the level of individual concert visitors, i. e.
the micro level, but also local circumstances, creating a different social order. Analysing Collins’
theory, Fine (2010) contends: ‘When we analyze social structures not recognizing that they depend
on groups with collective pasts and futures that are spatially situated [emphasis added] and that are
based on personal relations, we avoid a core sociological dimension: the importance of local context

in constituting social worlds.” (Fine, 2010).

It is precisely this finding that this study confirms: not only changes of the individual rituals lead to
significant improvement of the overall impression, but also a change of the social dimension, by
which a new social order is created, here with the change of the concert venue and a changed
composition of the audience. It became evident that improving the overall situation at the new
classical concert required a change in ritualization at the micro-level; but also that this was not
enough. This, in turn, implies that no comparable result could have been achieved by simply
changing the ritualization of a classical concert (or simply parts of it). Or, in other words, the

evaluated improvements are more than the sum of the altered ritualization.

Based on the observation that sole consideration of the micro-level (i.e. individual behaviour) and
the macro-level (i.e. consumption and culture behaviour) neglects an essential level of observation
according to Collins’ theory, the following conclusion can be drawn:

In his theoretical analysis, Collins neglects the aspects of the practical implementation of rituals in
society. The theory assumes that a joint interaction per se generates solidarity and group
membership. According to the consistent interpretation of his theory, Collins would define, for
example, ‘clapping at a performance’ as ritual. According to this definition, a ritual is ‘a mechanism of
mutually focused emotion and attention producing a momentarily shared reality, which thereby
generates solidarity and symbols of group membership.” By clapping, we signify a shared approbation
and audiences often show signs of positive affect when applauding. We also show we are ‘one of the

many’ by so doing.

It can therefore be assumed that not all applause is a ritual but can also be rather a routine act. It is
likely that this varies from applause to applause and for each visitor. Thus, one can assume that there
are changing motivations or feelings. And even Collins’ theory does not explicitly presuppose
persistence of group membership. But only a persistent affect arising from meso-level events would

permit a step from micro sociology to social structures. According to Fine (2010), a meso-level ritual
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event potentially has a far greater capacity to ‘generate solidarity and symbols of group membership’

that persist beyond the ‘momentary’ sharing.

This observation shows that the audience’s behaviour at classical concerts is also influenced on this
meso-level beyond the moment of the event, i. e. the behaviour has some persistence over time. The
elements examined are micro but are evidently more than the ‘routine interaction’ of Fine’s
observation. They go beyond the momentarily shared. The isolated consideration of audience
behaviour patterns at a classical concert is therefore insufficiently far-reaching and must be
considered (as mentioned above) in a more complex investigation within the context of this

additional sociological level.

To investigate the audience's perceived experience of ritual ingredients (group assembly, bodily
co-presence, barriers to outsiders, mutual focus of attention, shared mood), including

stereotypical formalities.

The individual developments observed because of the modifications have already been covered in
detail. They are therefore not re-listed here. However, the study clearly showed that the perceptions
particularly demonstrated age-specific differences. Therefore, these differences must be considered

together in relation to the following objective:

To determine if modifying ritual ingredients for selected classical concerts can increase

expressed levels of overall group solidarity, especially with respect to the concert goers' ages.

The effect of the changes on visitors aged over 54 years differed considerably from those seen in the
younger concertgoers, as well as from the ALG members, making age-specific differences apparent. It
was found, for example, that the raising of lighting in the audience room, the newly created
possibility of social gathering after the concert and the introductory video with background
information on the concert were more positively evaluated by older visitors, while younger concert
visitors were more likely to reject these changes or evaluate them negatively. Conversely, visitors
over 54 rated changes such as clapping after each movement or the integration of background
information into the concert negatively, whereas the younger visitors tend to approve of

these changes.

It could be expected that force of habit or the lived tradition is strong and therefore regular concert
visitors would be generally closed to changes in the familiar concert format and performed rituals as
a result. As the evaluations show, however, this is not the case. Examining the changes positively

evaluated particularly by older concert visitors, it is evident that they are likely to be associated with
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age-related discomforts (e.g., age-related vision- or hearing- impairment or increasing social
seclusion). The changes made were an improvement, such that, for example, a programme could be

read better in brighter light or social exchanges with friends after the concert were possible.

Knowing this, one must ask why ritualization to promote fulfilling the needs of these higher age
groups has not already been changed, especially since they make up the largest share of the
audience by far and thus should have the power to petition for such changes — but have not. The
issue that is raised is who should initiate such an adaptation of ritualization, how should it be

implemented and who must support and nurture it until an entire audience can finally accept it.

In this vein, it is helpful to recall how this process worked in the past.

In the 19 century, it was precisely the self-confident educated middle class that began to organize
its own concerts (Salmen, 1988). This rigid and authoritarian social group thus effectively emulated
the nobility for such events, yet simultaneously adapted its culture and habitus. The concert halls
were built and furnished exclusively for the purpose of performing these concerts (Dalhaus, 1967)
and built specifically to separate the audience from both the nobility and the mob (Salmen, 1988). It
seems obvious that the negative image still associated with these buildings, their sumptuous
furnishings, sublime ceiling painting and fixed seating (which does not allow much room for
individual behaviour), is still inseparably linked to the locality. And as long as these memories
(particularly those of the older concertgoers) still resonate, and the associated traditions are
preserved, it will undoubtedly prove difficult, if not impossible, to direct fresh winds into these
venerable halls. The findings of this study support this contention — as the newly developed concert
format engendered more positive evaluations than the modification of the ritualization within a

‘traditional’ concert hall.

To examine the extent of sense of community as a ritual outcome, particularly with respect to

audience members' ages.

As already mentioned, community feeling was given a central role in classical concerts within the
context of this study due to the change in leisure activities (Stebbins, 2009) and developments in the
digital sector (Bruggaier, 2016) that are pertinent to the younger target audience this research

sought to address.

When comparing evaluations around ‘group assembly’ and ‘bodily co-presence’ a broad agreement
among the younger visitors is evident. Changes that have a positive impact on the sense of

community also have a positive impact on bodily co-presence. As was observed in the literature
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review, the sense of community (so-called cohesion) can be achieved more easily if individuals
identify with the same content or objectives. This process is undoubtedly enhanced by physical
assembly. In principle, this association supports the theories of Goffman and Durkheim that
institutions are ultimately dependent on the bodily components of interaction rituals

(Barbalet, 2006).

Thus, to increase the sense of community, it seems central to promote those interaction rituals

that take greater account of the physical component. It was further found in other studies that
synchronous behaviour such as singing, dancing or marching promotes the sense of community
(Gazzaniga, 2018). However, since opportunities for synchronous singing or clapping in classical
concerts are extremely rare due to their formal structure (except for a few oeuvres such as the
’Radetzky March’ by Johann Strauss or the ‘Prisoner’s Choir’ from Verdi’s Nabucco), such interaction
rituals must be limited to the non-musical components of a concert visit (if the aforementioned
formal structure of the music is to be maintained and not modified by modern elements such as

electronic-bass or drums, as with the music group ‘Rondo Veneziano’ or the musician David Garrett).

This study showed positive developments generated by increased opportunities to applaud,
increased contact with artists by having the artists stay on stage during the applause, increased
contact with other visitors by brightening the lights in the auditorium during applause and by

increasing social interaction in the concert-lounge after the concert.

The positive development can be increased significantly by also changing other parameters, such as
the concert venue, the seating order, the duration of the concert or the musical programme. The
sense of community engendered by the newly created concert format was increased many times
more than that achieved by changing the ritualization at the regular concert. This may mean either
that ritualization plays only a minor role here or that the significantly better result is due to an
interweaving of various influencing factors. It is here assumed that it is more the latter. This could be
further explored by moving a regular concert in its unaltered form and ritualization to another

concert hall and then re-evaluating the change in sense of community.

That said, this study shows that the physical component of ritualization fulfils an important function,
namely, to increase the sense of community, which is why it must be assigned a central role in

further research and development of the concert format.
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To compare experiences of ritual outcomes from the classical concert with the concert

audience's experience of other common cultural actions or events having ritual ingredients.

In this study, special attention was paid to the sense of community because of jointly performed
rituals at the classical concert. This was due to developments in leisure time activities, which are
engaged in not so much as recreation from physically demanding work, but rather for further
education and entertainment (Stebbins, 2009). The literature review already addressed the question
of what a sense of community is and what factors trigger this sense of community in a group.
According to an individual psychology approach, a sense of community (cohesion) arises, in
particular, when individuals sing, dance or walk synchronously (Gazzaniga, 2018). Therefore, a
physical component seems to be foregrounded. Accordingly, it is assumed that experiencing the
rhythm of music together at pop, rock and jazz concerts or the joint singing and shouting (or rather
screaming) of slogans with which the teams are stimulated at football games, primarily promote this

sense of community.

The question of why the classical audience in this study has a greater sense of community than they
feel in pop- and rock-concerts or in football matches, even though the physical components, e.g.,
joint rocking to the beat of music or singing, are absent, arises. This study seems to provide
indications that assuming the sense of community originates primarily through rituals performed
physically is inappropriate. However, it should be critically noted that this study was conducted
exclusively with classical music audiences. Further research should investigate this observation with
audiences from the public sphere of art and entertainment such as theatre, cinema or art exhibition,

where primarily non-physical rituals are practised.

The question of what other (non-physical) causes promote the sense of community in classical
concerts remains, however. According to Alfred Adler (1930), a sense of community can arise if the
individuals identify with the same content or goals. A classical concert can thus create a sense of
community if concertgoers identify themselves based on their shared enthusiasm and passion for the
emerging emotions triggered by classical music, which claims to be an intellectual and spiritual
achievement (Small, 1998). In addition, the sense of community can also be increased by other joint
rituals, such as, for example, dressing up, sitting and enjoying music together, a conversation with a

glass of champagne.

Equally, it can be suggested that the rituals of the newly developed concert format are less formal
and more aligned with the everyday, familiar behaviour of the visitors, so that identification and thus
synchronization within the audience is easier and more pronounced. It should be remembered that

this newly created concert format was developed primarily for families with small children.
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This created and made visible an additional common feature (the presence of young children) within
the audience, which may well have contributed to identification between audience members and

thus to the strengthening of the sense of community.

The question of how the sense of community would have developed had this additional factor of the
presence of young children not been present cannot be answered on the basis of the data available
in this study. However, in the newly developed concert format, the central element, the music, its
rhythm and performance practice were not modified. Thus, the increased of the sense of community
cannot be attributed to joint singing, dancing or marching. The assumption that the changed
ritualization, as well as the additional common focus ‘the presence of young children’ raised the
sense of community are substantiated. Still, the question of what exactly promotes the sense of
community at classical concerts (especially in the younger age groups) remains. This question would

have to be explored in further research.

Evaluation of study limitations

One of the primary constraints on this study was the limited time available, as well as the limited
possibility or incentive for the audience to participate in the study within the framework of regular

classical concerts.

Since it was expected that repeated interventions would disturb the audience’s usual concert
experience, the study had to be limited to one-off changes of a ritual. When implementing such a
one-off change, it might be expected that the changed ritual will feel strange to the audience. This
may well influence assessments. However, this could only be verified if the study were extended to
additional concerts with changed rituals, perhaps with the audience attending these concerts itself

also having direct influence on the changes.

Due to the limited resources explained above, this study focused exclusively on ritualization of
classical concerts. It was established that such ritualization is influenced by various elements, such as
programme design (music selection), duration of a concert, starting time, characteristics of spatial
conditions and other factors. While the study’s focus was on ritualization of classical concerts, it
would make sense to examine this in relation to other issues. That said, audience assessments of the
newly created concert format were significantly more positive than those from initial surveys. This

demonstrates that the chosen method led to an improvement.
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When considering how strongly a visitor feels connected with other visitors in the audience at other
cultural events, it needs to be recognized that the assessment was given by those at a classical
concert. Pop concertgoers would probably assess their attachment to the other visitors at a pop
concert differently. Analogous surveys would therefore have to be carried out at such cultural events

to obtain reliable comparisons.

This study was also limited exclusively to the classical concert audiences in Zurich. However,
expectations of classical concerts can vary significantly by geographic location because of cultural
differences; cultural and consumer behaviour show regional variations. Therefore, literature
concerning audiences specifically in England, America, Asia or even the French or Italian-speaking
part of Switzerland, for example, was not included in the literature review. The findings were
therefore focused exclusively on Swiss-German speaking Zurich. Hence, they may have limited
transferability to parts of Switzerland that do not speak German. Outside this region, these findings
should be considered only as a basis for analysing and comparing local audience behaviour. Any

generalization of the insights gained here is therefore potentially limited.

Finally, it should be borne in mind that, by choosing an action research study, managed
predominantly by the ALG, | attempted to give over the direction and control of the research to the
ALG group to ensure that any preconceptions or preferences | might have did not dominate.
However, it cannot be disputed that my years of professional experience may have influenced these
ALG decisions unintentionally and will certainly have played a role in the interpretation of the
findings. Being aware of this in itself helps to mitigate the issues through sensitization but cannot be
assumed to entirely remove my influence on the research. It is also important to note that my
experience may also be perceived as helpful — particularly when considering managerial implications

and issues for future research.

Outlook for future research

One clear need is to investigate the influence of other elements that directly influence the
experience of classical concerts. This includes, for instance, musical programme design, design of the

concert hall, duration of a concert, starting time of a concert.

The literature identified that the 19" century educated bourgeoisie introduced ritualization to
actively differentiate itself from other social strata. Because this mechanism still influences the image

of the classical concert today, it has a deterrent effect on potential visitors in some cases. The
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guestion is: how can certain social strata or groups, historically concert attenders but now passively

excluded by the concerts’ image, be induced to attend concerts once again?

Concert organizers must increasingly respond to the expectations and wishes, or rather to changes in
cultural and consumer behaviour, to make the format of the classical concert more attractive. This
implies that the audience is granted some power to influence the course or content of such events. If
one assumes that most of the audience tend to prefer entertaining (so-called light) classical music,
the question of how to fulfil the education mandate, i.e., the presentation of ‘not so light’, unknown

or contemporary music, arises.

Modern cultural consumers (cultural flaneurs) unsettle cultural institutions with their changing and
unpredictable consumption behaviour. Assuming that these consumers could again be attracted to
this cultural institution by increasing its brand value because they believe they will thereby be
infused with such qualities as stability, familiarity and connoisseurship, raises the question of which
factors influence the brand value of an orchestra or soloist for an audience (consumers) and how can

this be increased.

Given consumer price sensitivity and a potential decline in willingness to pay on the part of future
cultural consumers already able today to obtain many music services free of charge via various
platforms such as YouTube or Spotify, as well as changes in sponsorship, patronage or state
subsidies, it is necessary to identify new forms of financing for ensuring the live presentation of
classical music. The complexity of this situation could also be influenced by changes in sponsoring,

patronage or state subsidies.

Based on this study, it can be concluded that not only the younger but also the older concertgoers
are only moderately satisfied with the current concert formats and its associated audience rituals. To
be able to meet the expectations and needs of this audience segment as well as possible, and to
better understand their motivation, further research should be conducted in this area. To this end, it
would be conceivable to adapt, or continue, the present study accordingly by forming an ALG of
older people who (analogous to the procedure of this study) like to listen to classical music but do
not or very rarely attend classical concerts. It would be imperative to share these findings with the
current audience since most of this regular audience comes from this age segment and should
therefore not be disturbed in their usual behaviour. From an economic point of view, opportunities
for modifying the concert format to retain the audience for even longer would certainly be very

valuable for the organizers of classical concerts (especially against the background discussed here).
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The discussion concerning state subsidies plays a significant role since the presentation of arts serves
wider purposes, unlike entertainment, which is merely intended to trigger positive emotions. Arts
presentation are not often a magnet for the public. They are part of cultural education, their function
being to lead people to self-responsibility and give them a personal and social perspective. The
shifting boundary between art and entertainment and the aestheticization of our everyday lives, as
noted in the literature review, will eliminate this function, either partially or completely. Research is
needed into future financing models enabling cultural institutions to ‘afford’ to sell art not normally
supported by the free market, without simultaneously shielding them from market mechanisms.

Such models should promote innovation and openness to the needs of the public.

Younger cultural consumers, in particular, are characterized by multimedia cultural and consumer
behaviour. Further research investigating which forms of multimedia event technology could
augment the experience value of a classical concert for this consumer group should also be

conducted.

Closing statement

The ritualization examined shows that older and younger concertgoers perceive and assess the
current concert format differently. The findings also confirm the view that younger concertgoers find
the concert format and audience outdated and therefore unattractive. As a result, they stay away
from the classical concert, which leads, in turn, to the obvious issue of the obsolescence of the classic
music concert in the future if action is not taken. The study shows that these younger people do not
identify enough with the behaviour patterns and rituals currently practised, as they are disturbed by

them and do not feel comfortable.

As this study shows, the social aspect of a classical concert is a vital component of the experience, in
addition to the aesthetic enjoyment of the music itself. Stagnating or declining sales figures can
therefore be largely attributed to the manner in which classical music concert is ‘packaged’, currently
in a way that does not corresponding to the lifestyles and preferences of younger consumers. These
findings, and the fact that the concert format explicitly developed for a younger audience within the
scope of this study enjoyed above-average capacity utilization (compared to a regular classical
concert), confirms not only that there actually is demand within the target group, but also that this
demand might be sustained with offers that meet expectations. Thus, | do not subscribe to the

scenario predicting the demise of the classical concert.
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Technological progress, in particular the Internet, is expected to pose a significant risk of increasing
social or societal isolation (Lincoln & Guba, 1985). In contrast to earlier times, it is relatively easy
today to have food and other items delivered to one’s home without any human contact, or to listen
at will to music in almost live classical concert quality. The need to enter society to listen to a

concert, for example, is therefore greatly reduced because consumers have easy access to alternative
formats from the comfort of their homes, workplaces or in the numerous other locations throughout
their wider environment. However, since people are fundamentally social beings, social opportunities
fostering a sense of community — such as a classical concert — are considered important. Given the
expectations of younger concertgoers, cultural managers are strongly advised to give sufficient
attention to the social aspect when developing new concert formats. Even if what this might entail

will be influenced by the evolving landscape of post-pandemic social interaction.

This study also found that modern cultural consumers, so-called cultural flaneurs, very often remain
faithful neither to a cultural institution nor to an art movement - and thus also to a musical style.
They spontaneously consume what interests them at that moment. Also noted was that our
everyday lives are subject to a process of aestheticization and that our society has a constantly
growing hunger for experiences. The classical concert, as part of everyday life, cannot escape this
development. Organizers of classical concerts must deal with the question of how these

developments can be countered to obviate dwindling visitor numbers.

This could be achieved, for example, by changing the ritualization, by changing the design of the
concert space (including the seating arrangement), by changing the musical programme or by
involving the visitors more strongly and actively in the course of the concert. Based on these
observations, it is possible the classical concert is about to develop in the direction of the pre-1850
format, in which entertaining and social interaction was in the foreground and the music performed
was secondary. Perhaps we must expect the orchestra to play in the background in the future, while
the audience talks, eats and drinks for several hours at a time. Perhaps — to the horror of purist
lovers of classical music — there are (younger?) consumer groups who will demand such a concert

format.

Because today's consumers expect their individual wishes to be taken into account, cultural
managers must pay attention to the wishes of their (regionally different) audiences, must engage
them and, last but not least, must develop forms of financing to sustain classical music concerts —in

all their possible forms.
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Appendices

Figure 96: Example of ALG mode of operation

—_— . : se) Wie fihien Sie sich l 5d) Wie fahit sich das
‘¢ spedifische Verhaltens- | “““‘mﬁ' publikum dabei?

weisen/Handlungen
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Figure 97: Major Domus

Figure 98: Video-example Major Domus

P M o) zasrawe

‘Major Domus’ introduction for the concert of 23.06.2018

https://www.youtube.com/watch?v=rgrolE3yT88&t=13s)
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Figure 99: audience survey 19 May 2015

\ir Risgar Marvingtan

Audience Survey 19.5.2015

Participation in the survey takes about 3 minutes and is anonymous.
The data will be treated strictly confidential.

| Personal assessment

1. How do you rate today's concert experience?
(For each statement, please select the assessment that most applies to you)

The CONCERT (event) has the following effect on me ...
weder / noch

modern (@) antiquated

O 0

O tiring
dul

enjoyable

entertaining
varied repetitive

dynamic static

0O(O0|O0|O

striking ordinary

The AUDIENCE (event) has the following effect on me ...

easy-going o formal

open-minded closed-minded

sociable reserved

-~ ~
W =
0

© o
-~ e
e L=
- ~
e e

enriching tiring

O|0|0|0]|0O

energetic serene

0 0
0|0
(0]

contemporary antiquated

Il Interaction Rituals

The following ritual was changed at today's concert:
The audience can also applaud spontanecusly between the sentences.

2. The ritual seems outdated in its original form

o @) o (@) o @] o
| strongly | agree | agree neither | disagree | disagree | strongly
agree a little nor a little disagree

3. The modification of the ritual has changed the concert atmosphere

@] o o o o @] @]
| strongly | agree | agree neither | disagree | disagree | strongly
agree a little nor a little disagree
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4, | liked the change of the ritual.

o} o} o] @] o @] (o]
| strongly |l agree | agree neither | disagree | disagree | strongly
agree a little nor a little disagree

4a. Please give reasons for your assessment?
Please note the most important observations for you in keywords

5. the change of the ritual has strengthened the feeling of community in the audience

Q o o o o o o
| strongly | agree | agree neither | disagree | disagree | strongly
agree a little nor a little disagree

6. Is there anything else you would change in the classical concert?

Il Personal data (for statistical purposes)

lam O 18— 24 years O 35— 44 years O 55— 64 years O older than 75
O 25— 34 years O 45 —-54 years C 65— 74 years

| am QC female C male

How often do you go to a classical concert each year?

O that was the first time O 1-2 times O 3-5times O more than 5 times

Competition

If you wish to take part in the competition, please enter your e-mail address. The completed questionnaires of all
surveys take part in the draw of 1x2 elective subscriptions of the first category as well as

10x2 free tickets for a concert of the ZKO of your choice. The winners will be notified by us at the beginning of July.
Legal recourse is excluded.

Name/first name (optional): .....ceveererrernns

Thank you very much for your participation.
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Figure 100: audience survey 2 June 2015

Audience Survey 2.6.2015 ZURCHER

EAMMER
LCHESTER
Participation in the survey takes abo minutes and is anonymous.
The data will be treated strictly confl

1) how do you feel connected with other psople in the audience?

(0] o o (@) o
very strong neither rather
strong nor not

The following rituals were changed at today's concert:
During the applause the artists stay on stage and it gets brighter in the auditorium.

1 Artists remain on stage during applause
2) 1liked that the artists stayed on stage during the applause.
O O o O O (@]

| strongly | agree | agree neither | disagree

| dizsagree
agree a little nor a little

2a) Please give reasons for your assessment?
Please note the most important observations for you in keywords

Il Auditorium light becomes brighter during applause

3) |liked that the light in the hall became brighter during the applause.

@ O o o] o] o
| strongly | agree | agree neither | disagree | disagree
agres a little nor a little

3a) Plezse give reasons for your assessment?
Please note the most important observations for you in keywords

¢ Roger Norrington

o
I strongly
disagree

o
| strongly
disagree
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4) The brighter light in the hall made me feel more connected to other concert visitors.

O o O o (o] o o
| strongly | agree | agree neither | disagree | disagree | strongly
agree a little nor a little disagree

5) The brighter hall light has changed the social atmosphere at tonight's concert in the audience

o o o @ o o o
I strongly | agree | agree neither | disagree | disagree I strongly
agree a little nor a little disagree

5a) Please give reasons for your assessment?
Please note the most important observations for you in keywords

6) Is there anything else you would change in the classical concert?

11l Personal data (for statistical purposes)

lam O 18 - 24 years O 35— 44 years © 55 - 64 years O older than 75
O 25— 34 years O 45 — 54 years O 65 - 74 years

lam O female QO male

How often do you go to a classical concert each year?

O that was the first time Q 1-2times QO 3-5Stimes O more than 5 times

Competition

If you wish to take part in the competition, please enter your e-mail address. The completed questionnaires of all
surveys take part in the draw of 1x2 elective subscriptions of the first category as well as

10x2 free tickets for a concert of the ZKO of your choice. The winners will be notified by us at the beginning of July.
Legal recourse is excluded.

N TR T T TV Y OO U NONTEE) G oo i 1 e 4 o i i

Thank you very much for your participation.




4) The brighter light in the hall made me feel more connected to other concert visitors.

@] o ) o o o o
I strongly | agree | agree neither | disagree | disagree | strongly
agree a little nor a little disagree

5) The brighter hall light has changed the general mood in the audience.

o] O @ O O @) (o]
I strongly | agree | agree neither | disagree | disagree | strongly
agree a little nor a little disagree

5a) Please give reasons for your assessment?
Please note the most important observations for you in keywords

Il Personal data (for statistical purposes)

| am C 18— 24 years O 35— 44 years O 55—64 years O older than 75
O 25— 34 years O 45 —54 years O 65— 74 years

| am O female Q© male

How often do you go to a classical concert each year?

O that was the first time O 1-2times O 3-5times © more than 5 times

Competition

If you wish to take part in the competition, please enter your e-mail address. The completed questionnaires of all
surveys take part in the draw of 1x2 elective subscriptions of the first category as well as

10x2 free tickets for a concert of the ZKO of your choeice. The winners will be notified by us at the beginning of July.
Legal recourse is excluded.

. Tel. ...

Thank you very much for your participation.
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Figure 101: audience survey 23 June 2015

Principal Cinutar
$ir Rager Morrington

Audience Survey 23.6.2015

ORCHESTER

Participation in th ey takes about 3 minutes and is anonymaous.
Tha data will ba t strictly confidential

| «ZKO-Lounge»

1. |1like the «ZKO-Lounge» after the concert in the foyer

o (@] o o o o o
| strongly | agres | agree neither | disagree | disagree | strongly
agree a little nor a little disagree

2. Inthe «ZKO-Lounge» | feel more connected with other people

o o] o o o o} o
I strongly | agre= | agres neither | disagree | disagree | strongly
agree a little nor a little disagree

Il Change Ritual

The following ritual was changed at today's concert:
The introduction becomes a performative component of the concert.

3. |liked the introduction of the work as part of the concert

o o o ®) o Q o
strongly | agres | agree neither | disagree | disagree | strongly
agree a little nor a little disagree

4. The introduction as part of the concert has changed the concert atmosphere

@] o o o @] O @]
I strongly | agree | agree neither | disagree | disagree I strongly
agree a little nor a little disagree

4a. Please give reasons for your assessment?
Please note the most important observations for you in keywords

5. The introduction of the work as part of the concert makes me feel more connected with
other people in the audience.

o o o o o @) @]

| strongly | agres | agree neither | disagree | disagree I strongly
agree a little nor a little disagree

bitte wenden
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Il Introduction by «Majordomus»

6. |like the way «Majordomus» introduces the works

yes O no O

If you've seen it: How do you find the concert preview in the form of the online video
with «Majordomus»?

(Distribution via electronic newsletter, YouTube, www. zko. ch and Facebook)
Please only give an opinion if you have seen the video.

entertaining @) o O o @} @ QC  boring

informative O o O O ©] 0] O  meaningless

IV Sense of community in the audience

8. How do you feel connected at the following events with other people in the audience?
Please only make an assessment where you have had personal experience.

very strong little neither rather
strong nor not

@]

w

classical concert o
oper / ballet
Pop/Rock-concert
Jazz-concert

Theatre

exhibition / museum

cinema

football match

00 000|000
0O0/000|0/0O0
OO0 000000
00 0j00O|C O|O
00 000|000

V Personal data (for statistical purposes)
years old

lam C female QC male

How often do you go to a classical concert each year?
O that was the first time O 1-2times QO 3-5times © more than 5 times

IV Competition

If you wish to take part in the competition, please enter your e-mail address. The completed questionnaires of all
surveys take part in the draw of 1x2 elective subscriptions of the first category as well as

10x2 free tickets for a concert of the ZKO of your choice. The winners will be notified by us at the beginning of July.
Legal recourse is excluded.

NamMe/first MAME [OPTIONEI): co.coee e et srress s ess st s s s s smssms s essasases seseb £ s s s sms s smssn s bt es

Thank you very much for your participation.
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Figure 102: audience survey 16 September 2018

ZURCHER
KAMMERORCHESTER

Music Director Daniel Hepe

Audience Survey 16.9.2018

Participation in the survey takes about 3 minutes and is anonymous.
The data will be treated strictly confidential.

I Personal assessment

1. How do you rate today's concert experience?
(For each statement, please select the assessment that most applies to you)

The CONCERT (event) has the following effect on me ...

neither / nor

modern antiquated

0|0

enjoyable tiring

entertaining dull

varied repetitive

dynamic static

O/0o|0O|O0|0O|0O
O/0|0O|O

O|0|O0|O0|0O]|O
0/0(0(O0|0)|0

striking ordinary

The AUDIENCE (event) has the following effect on me ...

(6]

formal

O

easy-going

open-minded closed-minded

sociable reserved

enriching tiring

serene

O

energetic

0
~
o
~
4
~
L=
0y
-
o

O 0|0|0|0O|0O
0O/0|0O

O 0|lO0|0O|O|0O

O/ 0ojO0|O]|O

antiguated

O

contemporary

2. |liked the fact that you can applaud spontaneously after each piece.

O O @] o (o} o @)
| strongly | agree | agree neither | disagree | disagree | strongly
agree a little nor a little disagree

3. Because you can applaud spontaneously, | feel more connected with other visitors
(than at a normal classical concert).

o o o O o o} o

| strongly | agree | agree neither | disagree | disagree | strongly

agree a little nor a little disagree

4. The convivial gathering at the family concert strengthens the sense of community
in the audience.
O o o o o o o

| strongly | agree | agree neither | disagree | disagree | strongly
agree a little nor a little disagree

271



5. The (brighter) lighting makes me feel more connected to other people in the
audience (than at an ordinary classical concert).

O O O O O O @

| strongly | agree | agree neither | disagree | disagree | strongly

agree a little nor a little disagree

6. How do you feel connected at the following events with other people in
the audience?
Please only make an assessment where you have had personal experience.

b |
(=]
~

very strong little neither rather
strong nor not

w

(0]
@]

«ZKO-Family concert» e
classical concert
opera / ballet
Pop/Rock-concert
Jazz-concert
theatre

cinema

OO0 000O0O0
0({0|0|00|0|0 0O
Q{000 0|00 0
00|00 0 00 0O
0|0|0|0|0|0I0
000 000CO0O0

00000 0|0

football match

7. |1liked the fact that you can also move around during the concert.
(and doesn't have to sit still like at an ordinary classical concert)
(o] @) o o @) (@] (@]
I strongly | agree | agree neither | disagree | disagree | strongly
agree a little nor a little disagree

2. Personal data (for statistical purposes)

QO female QO male

How often do you go to a classical concert each year?
Q that was the first time QO 1-2times Q 3-5times Q more than 5 times

IV Competition

If you wish to take part in the competition, please enter your e-mail address, The completed questionnaires of all
surveys take part in the draw of 1x2 elective subscriptions of the first category as well as

10x2 free tickets for a concert of the ZKO of your choice. The winners will be notified by us at the beginning of July.
Legal recourse is excluded.

NEME/FIrst NAME [OPTIONAI) ..o sierssesriessss s sess ssssssssssmsrsssebsnsassass s seasss s sesses s e b sasamatessessmesssanssasssssssnssatan

E-Mail ...

Thank you very much for your participation.
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Figure 103: Concert Programme 16 September 2018

ZURCHER KAMMERORCHESTER

50, 16.09.2018 | 11,00 UMK

TKO-HAUS

SEEFELDSTRASSE 305 | ZURICH

Erwacmene GHE 25, Kinger von |3 JahrenGHE 5, ikl Sirup und FnungZvies

TIEKET

Krabbel-Konzert «Mein
Haus ist zu eng und zu
kleiny

«Mein Haus ist zu eng und zu kieine

Oma Agathe seufzt und klagt tagein und tagaus. dennin ihr Haus passt
nichts hinein, es 1st zu eng und zuklen Fin weiser Mann hat einan Plane
«Dein Hubn muss irs Haws!y Zum Hubin mmmt sie auch noch de Ziege,
das Schwein und die Kuh bei sich auf. Und das Haus platzt nun wirklich aus
allen Nahten. Doch dannrat ihr der weise Mann, alle Tiere
mnauszuschmeissen und das Haus scheint plotziich zu wachsen: Oma
Apathe ist uberglocklich: «Hurra! Fur mich ganz alleinist es ja gar nicht zu
eng und zu klen »

«A Squash and a Squeszes

A little old lady Ives all by hersell in ber house butl she s not happy - it's just
toa small. even for one, Whatever can she do? The wise old man knows
bring in a lappy, scratchy, greedy. noisy crowd of farmyard animals. When
she pushes them all out again. she'll be amazed at how big her house feclk!

e Verstellung um 1400 Uht wird in Englisch durchgetuhrt.
ur Website des Veranstalters/der Varanstaltuag

INFORMA

DATEN UND TICKETS T B

Ticketnformationen

KO Beratung & Verkau!

Seefedstrasse 305

BOOB Zunch

Mo-Fril.00- 17,00 Uhs

144 552 5400

lcketxiria.ch

Wenbere externe Vorverkaalssletlen siehe waw koch

EN
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