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Abstract 

Leonard Bernstein’s New York Philharmonic Young People’s Concerts have served as an 

exemplar of classical music outreach and engagement for over six decades. The purpose 

of this study is to update the Bernstein model in new and different ways, both via 

broader examination of supporting literature in the fields of education, music, arts and 

religion and, through a more personal approach to the style, technique and spirit of the 

ambassador of classical music. Three singular research questions present the topic of 

classical music engagement as discrete from or at least an addition to previous research 

on entertainment, audience attraction, marketing or education and focuses particularly 

on how orchestras can better engage any audience in any type of performance. Through 

action research and self-study methodology, four case studies are presented with 

analysis of the process, product and audience response to classical music and specifically 

the producing/conducting/narration/and audience presentation by the author via live 

concert, video recorded and live stream formats. Through clear quantitative and rich 

qualitative data collected via online audience surveys after each concert/presentation, 

key factors of engagement were uncovered that can be applied not only to other 

classical music concerts but as well to education, other arts, entertainment or sports 

industries interested in creating a deeper level of participant engagement. The author’s 

self-examination and growth through the series of case studies reveal a way in which 

music directors, assistant conductors, and any other leaders who wish to connect with 

their communities can also approach and refine the art and technique of engagement.  

KEY WORDS 

Leonard Bernstein, classical music, music education, audience engagement, orchestra 

conducting.  
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Chapter 1. Introduction  

Research aims and objectives 

The intention of this study was to investigate how we might better engage audiences 

with classical music using Leonard Bernstein’s Young People’s Concerts as a springboard. 

Classical music was specifically defined in the study as orchestral music, mainly Western 

Art Music, written primarily between 1750 and 1830 but also encompassing works from 

the Baroque period preceding this and extending through the Romantic period to the 

latter part of the 20th century. The goal was to create case studies in the form of concert 

presentations, whereby qualitative data from study participants (who were in the 

audience) was gathered, analysed and reported on, and commentary also given on my 

own process of creating, producing, conducting, and presenting. In the literature review 

there is a focus on four primary thought leaders – John Dewey, Dr Albert C. Barnes, 

Tsunesaburo Makiguchi, and Leonard Bernstein – as well as others in the fields of arts 

and education. Findings and conclusions from the case studies, literature review and 

journaling have been used to refine and improve an approach to classical music 

engagement, which can inform and encourage the development of engaging classical 

music presentations, programmes, and the training of others in the field.  

Personal notes 

When I was in high school, I decided I wanted to make a career of music and later, in 

university, I decided that I wanted to be a Leonard Bernstein of the 21st century, not 

because I was a genius or a musical prodigy, nor because I really expected to conduct 

the great orchestras of the world. What was really at the heart of my deep-seated 

determination to enter into the competitive and male-dominated field of conducting 

was a desire to share classical music with others and to introduce classical music to 

audiences of any age, but especially youth.  

The seminal moment for me was when, in my early teens, I watched a television 

documentary on Shostakovich’s Leningrad Symphony with my father. I remember the 

exact moment that I felt so moved by the music and realised the positive and healing 

power it had. The recording of Shostakovich’s Seventh Symphony that my father then 

bought was conducted by Leonard Bernstein and I, like so many others in my field at the 
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time, looked up to him as a role model and inspiration. Over the years, with a growing 

consciousness, I became aware that the Leonard Bernstein I wanted to become was not 

the Bernstein who conducted a seminal rendition of a great symphonic work but the 

Bernstein who was the literal definition of a conductor (connected people to music and 

music to people). 

This PhD thesis will not only draw on my lifetime’s work as a conductor, music educator 

and producer but will also, I hope, be a personal and professional steppingstone to a 

more significant contribution to classical music engagement in New Zealand and the 

United States. My lifelong dream of becoming the Leonard Bernstein of the 21st century 

through this PhD has become even more of a reality. 

The definition of classical music  

A review of the definition of classical music will be presented in this thesis as, with each 

definition, there comes a different potential approach to audience attraction and 

engagement.  

From his Young People’s Concert – What is Classical Music?, presented on Saturday, 24 

January 1959, Bernstein sets out that classical music could be described as any music 

that is not jazz, pop, or folk. He then proceeds to contradict other ways that classical 

music can be described including: “good,” “art,” “serious,” “high-brow,” “long hair,” and 

“symphony,” and comes up with the word “exact” meaning that it is written down with 

directions for performance (Leonard Bernstein Office, n.d.-b). 

Bernstein, however, can be argued with when he seems to dismiss even the label 

“classical,” presenting his assertion that “classical” means only one type of “exact” 

music, for example, from one particular historical period from 1700-1800, or that of 

Mozart (Leonard Bernstein Office, n.d.-b). With reference to this thesis, Bernstein leaves 

us with a very narrow definition of classical music that, for the purposes of this study, 

and especially being 60 years later, we need to expand. Having said that, this study can 

align with Bernstein when, in this same Young People’s Concert presentation, he arrives 

at a larger view derived from music of the classical era, stating that it is “music that 

upholds the ideals of form, balance and proportion” (Leonard Bernstein Office, n.d.-b). 
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British musicologist and composer Julian Johnson proposes that the objective and 

internal qualities of classical music are what makes it classical music. Johnson, as cited 

in Perrine (2014), states that, in contrast to popular music, classical music in modern 

times has no direct purpose, especially in relation to commercial success. He proposes 

that, because of the gap in classical music between the artistic quest for beauty and the 

realities of day-to-day life, classical music allows the listener an objective distance. This 

supposition coincides with and broadens Bernstein’s definition. Consistent with 

Johnson’s assertion that classical music, as opposed to popular music, requires a more 

focused concentration and therefore draws forth a deeper level of comprehension, the 

action research approach in this study, classical music performance and presentation, 

was carefully constructed to engage all participants and especially those who have not 

had classical music training through the process of collecting data from each 

presentation and adjusting the next presentation accordingly.  

Findings show that classical music as presented by symphony orchestras is an acutely 

diminishing segment of a particularly fragile genre. Statistics on dwindling and aging 

audiences, lower ticket revenues, and the steep decline in recording sales have been a 

call to action for years if not, decades (B.M. Kolb, 2001). What this study proposes to 

examine is the most difficult of all facets of the challenge of engaging new audiences 

with classical music and yet the most needed: classical music played by a symphony 

orchestra is a particular segment of a distinct art form that needs to engage new 

audiences now more than ever. 

Summary 

Within the context of this study, it will be necessary to define classical music so as to 

narrow and focus the approach to issues, solutions and practical applications. This 

study’s approach and subsequent findings, especially through its action research 

methodology, could also be applied to other genres of music including, for example, 

opera or jazz. 

Audience engagement  

According to the renowned composer and philosopher John Cage, all sound is music 

even, as seen in his historic piece, “4’33,” which is an absence of sound. Cage reassures 
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his audience that there is always something to listen to as music. Listening goes beyond 

hearing into a process of making sense of what we hear. Not everyone will or should be 

a playing musician, but it is reasonable to hope that most of us will at some point in our 

lives experience the joys of being a listening musician. So, it can be asserted that yes, it 

is appropriate to establish a goal to engage more listeners with classical music.  

An ideal for the continued success of classical music would also be to achieve a high 

degree of engagement with classical music by more players. That being said, it is not 

practical to expect that every community, town, or even city will have its own youth, 

community orchestra, or an easily accessible music school. The regional professional 

orchestra, located in the city centre, might be an hour or more away.  

But even if it is an unattainable vision in these modern times to have an orchestra that 

the public can easily access or play in, it is still necessary to keep striving: the way to 

achieve great success in building a listening audience for classical music is to build 

engagement with classical music through playing or creating. Research has shown that 

there is a direct link between hands-on music education, playing an instrument, or 

singing in a choir, and later attendance of classical music concerts (Wolf, 2006).  

The unfortunate political and economic realities concerning the lack of music education 

and the superficiality of its delivery in public schools has been a point of discussion 

(Kratus, 2007). An irony is the disjoint between music’s ubiquitous presence in the lives 

of our technologically advanced youth and the decline of music education, knowledge 

and expertise (Aróstegui, 2016). However, according to the National Endowment for the 

Arts 2012 survey (National Endowment for the Arts, 2015) a significant percentage of 

Americans had taken a music lesson at some point in their lives; listened to a broadcast 

or recording of classical music through television/radio or internet during the previous 

year; liked classical music; and/or played a musical instrument. Further statistics from 

this survey show that an average of a third of American adults aged 18-24 had used 

electronic media to create, record, edit or remix music, revealing that there is still 

grassroots involvement in music, subtle but significant attention paid to classical music, 

and vibrant hands-on participation in music-making in one shape, form or another 

(National Endowment for the Arts, 2015). In addition, according to Creative New 
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Zealand’s report on New Zealanders and the arts (Creative New Zealand, 2012), young 

people in Aotearoa are increasingly involved in the arts. We can therefore be motivated 

to create easily accessible ways to engage more people as players, creators, or 

producers of classical music through modern media technology. 

Summary 

Success for classical music happens through the engagement of a participating 

community of players and creators and the subsequent or parallel engagement of a 

listening audience. Going beyond passive entertainment by creating avenues for direct 

personal involvement will give rise to more interest in future participation in classical 

music. 

Why is classical music still important?  

It can be noted that in human history many once popular and worthwhile activities have 

come and gone. The appreciation of classical music could be considered just one of 

those archaic activities. It is an intention of this study to pose the question of why a 

particular audience in cultural history would listen to a performance or recording of 

classical music. The answer is, there was always an extraneous reason to attend a 

concert or listen to classical music: to see and be seen in the King’s court; hobnob with 

other metropolitan elite power brokers; socialise with the opposite sex, and so on. Even 

the act of record buying was, in its day, often a behaviour induced by non-musical factors 

such as male comradery and competition. Norman Lebrecht, in his book The Life and 

Death of Classical Music (Lebrecht, 2007), speaks of the faithful, white, male classical 

music fans who spent time hanging around record stores waiting for a first release.  

Before asking the question of how we are to bring more audiences to classical music, a 

case could be put forward that the effort to do so should not even be made. One could 

propose that, if the nurture of classical music has failed than there must be a 

fundamental problem with the nature of classical music. It could be suggested that, 

despite efforts to expand the boundaries of classical music and its delivery, ultimately 

many of those institutions and leaders involved in the classical music industry, wittingly 

or unwittingly, have perpetuated the idea that this particular type of classical music, 

Western Art Music, is a fossilised treasure, purer and more focused than other music 
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genres, and is to be preserved like a museum piece displayed under glass. The argument 

could be made that no matter what efforts are made to the contrary, classical music is 

only for a select elite minority. 

According to Johnson, as cited in Perrine (2014), in today’s ultra-commercialised world 

classical music is an art form that transcends commercial concerns. What makes classical 

music so important is that it has no direct purpose and therefore bridges an inherent 

gap between beauty and the real time conditions of life. Because of this gap, Johnson 

proposes, classical music requires response, analysis and change and it suggests 

something more and something different. He further posits that the crossing of borders 

between the mundane and the other world that occurs in classical music is an act of 

spiritual perfection (Johnson, as cited in Perrine, 2014). Supported by Johnson’s view 

this thesis joins those who argue that we would be remiss to deny others access to so 

precious an internal place of being.  

Within the argument of nature versus nurture an argument can be made that, instead 

of redefining what classical music should be, what truly is needed is a reinterpretation 

of the classical music experience along with the success and the benefit that experience 

creates. Presented here are just a few of the many interpretations of the benefits of 

classical music, including but not limited to spiritual, physical and even economic 

benefits:  

Much has been written about the positive effects of classical music on physical and 

emotional health. For example, in the Irish Medical Journal (Moss et al., 2007) report 

that from 2005-2006 the Irish Chamber Orchestra played for patients in a hospital, with 

an accompanying independent study conducted on its effects. It was found that listening 

to live classical music helped both patients and staff achieve greater states of happiness, 

relaxation and positivity, and improved the atmosphere of the hospital. Susan Hallam 

(2010) writes about the positive effects of music on brain development and specifically 

cites a study that found that classical musicians had an increased level of cortical 

representations. In other studies it has been found that listening to classical music 

lowers stress hormone levels (McKinney et al., 1997).  



 25 

Summary 

Those who believe in classical music must continue to articulate its positive effects and 

must stand up for its continued existence. But it is not enough to say that because 

classical music was, therefore, it should still be, unless classical music is merely accepted 

as just a fossilised museum piece on historical display and therefore not adding value to 

the present and future. Instead, the value of classical music and the experience of 

classical music could be refined and given new value through an updated engagement 

process.  

Is classical music truly in crisis?  

It can be argued that some attention to the discussion of the issue of classical music in 

crisis must be included in this thesis. No definitive answer to whether classical music is 

or is not truly in crisis will be attempted to be given in this study, but additional 

discussion of classical music’s crisis or non-crisis in itself will raise points of inquiry as to 

the problems and successes currently experienced. In the 21st century, the problem that 

we are hearing about classical music may or may not be the problem that we want, in 

the end, to solve. The success of classical music may or may not be the success we want 

to achieve.  

Two larger points of view concerning the current state of classical music are:  

1. Classical music, it has been argued, faces an imminent demise. Classical music 

still faces aging and declining audiences, reduced commitment to concert 

attendance, and decreasing purchase of recordings. The number of subscribers 

to orchestral concerts continues to decline and the aging of this subscriber base 

is an alarming fact (B.M. Kolb, 2001). Only a small percentage of would-be 

classical music attendees in the United States subscribe to concerts and, of those 

who are so inclined, a higher percentage are from an older age cohort than the 

much greater needed 18-34 age bracket (Brown, 2002). It can be asserted that 

the problem orchestras have in reality been trying to solve is how to fund the 

distribution of the live concert product. The efforts to fund that live concert 

product can actually weaken its very existence. Lebrecht (2007) argues that the 
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recording industry that has been used to support live orchestras also has had a 

hand in the demise of classical music.  

2. The counterargument can also be made that classical music is in a state of good 

health with a positive future of attraction and engagement. According to authors 

such as Douglas Dempster, classical music is better played and at a higher level 

of expertise than ever before (Dempster, 2000). Furthermore, while orchestras 

report declining revenues and high costs, reports from other American and 

international arts organisations give a different and more positive perspective of 

the quantity and quality of engagement with classical music. It has also been 

suggested that the boundaries of classical music have, as Brown (2002) states, 

been loosened and can be now appreciated by listeners in a variety of different 

formats and venues. Examples can be found of many orchestras that have 

ventured outside the borders of classical music, including the Florida Orchestra, 

which presented a concert of music by the rock, pop and jazz artist, Frank Zappa 

(Kerres, 1999).  

It can be suggested that 21st century engagement with music could make more use of 

21st century media, and many orchestras and classical music organisations already do 

so. Media platforms such as YouTube, Instagram, Twitter, and music creation 

programming such as Apple’s Garageband and others are used with ease and expertise 

especially by a younger cohort. Studies have found that over a third of young adults 

engage in creating and remixing music through electronic media (Silber & Triplett, 2015).  

The general public still listens to, appreciates, and even makes use of classical music, but 

just in different ways than the standard symphony orchestra concert model. Lebrecht 

(2007) writes of how in 2005 the BBC Orchestra presented the Beethoven symphonies 

through a free web-based platform. Even though British citizens paid taxes to fund the 

BBC Orchestra, in the interest of building the British reputation an international 

audience was given the opportunity to download the BBC’s Beethoven performances 

for free. The results surpassed expectations: 1.4 million listeners around the world 

downloaded the performances and many were first time listeners of classical music from 

non-Western countries such as Thailand, Taiwan and Vietnam.  
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A more contemporary, socially relevant, and technologically up-to-date classical product 

could possibly draw a greater audience and participants. Witness the Mobile Phone 

Orchestra which presents a serious and entertaining repertoire using cell phones as 

musical instruments (Wang et al., 2014). It can be contended that our professional 

musicians are not the product. Likewise, our concert halls and even orchestral 

organisations are there to support the distribution of the product, but are not the 

product. Ultimately, the argument can be made that the product is, and only is, classical 

music, and therefore the distribution of classical music should adapt to 21st century 

realities.  

Summary  

According to the varying definitions of success, classical music is both in crisis and not in 

crisis. A new perspective on the problems within classical music and its delivery will bring 

fresh approaches and solutions.  

Leonard Bernstein 

There is no disputing the fact that Leonard Bernstein, especially through his Young 

People’s Concerts, was immensely successful in attracting new audiences to classical 

music. Given that fact, it can also be maintained that understanding and replicating the 

Bernstein model must also include a deeper grasp of all facets of Bernstein. This thesis 

will address the question of what the particular mix of genius and spirit in Bernstein was, 

that attracted so many new listeners to classical music.  

Much has been written about Bernstein being the consummate musician, dynamic 

entertainer, and brilliant salesman. Even more important, it has been shown that 

Bernstein truly was a master teacher who adapted his presentation to the needs of his 

students and wrote well-prepared, well-organised, clear and succinct lessons with 

ample live and tangible musical examples (Rozen, 1991). Classical music, and specifically 

as addressed in this thesis – orchestral classical music – took on a new vibrancy and 

meaning as a result of the Bernstein model of outreach and education.  

The argument can be made, however, that orchestras and the classical music industry 

have made the mistake of selecting the trappings of Bernstein’s model – the new media, 
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the direct talks – instead of the spirit of Bernstein – the passion, the exuberance, or the 

willingness to venture outside of the box. One could suppose that it is impossible in this 

day and age of multimedia experiences, where no one watches the same type of media 

let alone the same television show, to have a single personality like Bernstein make such 

a huge impact on the world of classical music. But the basis of this thesis is the belief 

that yes, someone else, or better yet many others, can do what Bernstein did then, now 

and in the future. It can be argued that, if we truly analyse what made Bernstein so 

successful, we can find other future Bernsteins who will ignite again and again, the world 

of classical music. 

Summary 

Bernstein’s Young People’s Concerts were a huge phenomenon and attracted a world-

wide audience. His Young People’s Concert presentations have been used as a model by 

orchestras in order to attract new audiences. The following questions can be addressed: 

what was it about Leonard Bernstein the conductor, narrator and producer, that made 

him such a huge success in attracting audiences, and in particular youth, to classical 

music, and is there a map of qualities and spirit that can be drawn that could allow us to 

find, train and nurture other Bernsteins?  

Other Bernsteins 

Other orchestras have followed the Bernstein model by offering Young People’s 

Concerts and other outreach and education-type performances. In many cases these 

performances have been conducted and presented by the assistant conductor of the 

orchestra. The assistant conductor is often chosen primarily because of their acumen 

and technical skill as a conductor, whereas their talents and expertise as a teacher, or 

even as an entertainer, were considered but were of lesser importance (Vizireanu, 

2014). 

Additionally, reflecting the discriminatory practice of professional orchestras, most 

assistant conductors, let alone conductors, even in recent years, have been men (Jagow, 

1998). It would not be a fallacy to assume that most of these male conductors, who are 

chosen to present post-Bernstein Young People’s Concerts, are in fact using that 

assistant conductor’s position as a stepping stone for future professional work. 
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Bernstein, however, was an already discovered and established conductor and 

composer who had developed a deep and personal mission to bring classical music to 

the public, especially youth. In following the Bernstein model, orchestras might be 

replicating the bottle but not necessarily filling the bottle with fine quality wine.  

There were pre-cursors to Bernstein. Looking at the New York Philharmonic, there were 

family concerts dating back to 1885, led by Theodore Thomas, and conductors such as 

Josef Stransky in 1914 and Ernest Schelling in 1924 (Shanet, 1975). Walter Damrosch 

was, both in practice and personality, a pre-cursor to Bernstein in his hosting of the NBC 

radio broadcast Music Appreciation Hour from 1928-1942 (Gregory, 2016; Howe, 2003). 

There is an understanding that with all these previous models of outreach, economic 

and social and media issues were at play to create success, and the personality and spirit 

of each conductor or host reflected the needs of the era.  

Other classical music personalities such as operas and soloists, have also made their 

mark in attracting and engaging the general public by taking advantage of social 

movements, new media, political and economic forces. Lebrecht (2007) writes of Caruso 

and Toscanini, who were the first greats to sell classical music through live broadcasts 

and recordings. Horowitz (1987) explores the question: what did the greats previous to 

Bernstein change in their art to adapt to the new technology and what was it about their 

personas and personal missions that made them an attractive force to non-classical 

music listeners and new concert attendees?  

It can be argued that there has been adequate follow up to Bernstein in the young 

people’s orchestral model. Michael Tilson Thomas in particular took up the cause from 

Bernstein, literally taking up the baton at the New York Philharmonic in the 1970s. Under 

his direction, the San Francisco Symphony has proven itself as a leader in productive and 

insightful music outreach and education in recent years, with an imaginative outreach 

programme called Keeping Score (San Francisco Orchestra, 2011) . The Keeping Score 

programme includes interactive media, curriculum and other resources for all levels of 

classroom teachers to support classical music in the schools. The New York Philharmonic 

has presented classical greats and pop and jazz artists in outreach concerts, but the 
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argument can be made that no one has created the powerful worldwide charge of 

enthusiasm for classical music as did Leonard Bernstein.  

A deeper point has recently been made: that the role of conductor as an emissary of 

classical music should change; the argument being that classical music should finally let 

go of the conductor as the knight in shining armour and engage a new kind of director. 

The New York Times’ Zachary Woolfe (Woolfe, 2018) quotes JoAnn Falletta, who states:  

The responsibility of a conductor is always going to be there: the decision-making 
responsibility, the creation of a positive environment, to get 100 individual 
artists to coalesce. That’s not going to change. But the style, the unlimited 
power? That should change. (para. 4) 

Summary  

Attracting new listeners to classical music, and to all styles of classical music, can come 

from an understanding of both pre- and post-Bernstein personalities as well as the 

social, technological, and economic contexts in which they made their mark. 

Other orchestra models 

Orchestras have created outreach, education and marketing programmes that 

replicated Bernstein’s original and ground-breaking work, but were their models as 

fruitful as the original? It is acknowledged that young people’s concerts and other types 

of family outreach concerts still do make an impact. Yet, it could also be suggested that, 

while these types of concerts are a success in their own right, in reality they are a success 

only within the confines of their own purpose. According to the 2006 Magic of Music 

Final Report (Wolf, 2006), school-time young people’s concert audiences do not return 

to concerts on their own volition, and family outreach concerts are made up of an 

audience that have already bought into the idea, if not the practice, of listening to 

classical music.  

Given this, within the question of defining success for classical music is the question: 

What is the definition of success for a young people’s concert or outreach and 

engagement programme? Should the Bernstein model be continued at all? The question 

can also be posed that, if orchestras are to continue with the Bernstein model, should 

they emphasise education or deliver a programme that is more entertaining in nature? 
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It can be agreed that Bernstein was fortunate to be able to do both. In the late 1950s 

and early 1960s, television was still a captivating new media and Bernstein’s personality 

and enthusiasm were inspiring. Taking advantage of the political moment as well (the 

televised Young People’s Concerts were network television’s CBS’ efforts to assuage 

criticism from the Federal Communications Commission concerning lack of wholesome 

content and in response to the quiz show scandals), Bernstein’s concerts had access and 

support from television media that most orchestras can only dream of today (MacInnis, 

2009). That being said, Bernstein was the true educator, explaining, questioning and 

prompting, in order for the audience to learn more. 

But watching Bernstein’s Young People’s Concerts on video today, one can argue that 

their style and content are dated and that the assumed higher level of listening expertise 

is a thing of the past. A contemporary audience would not know certain repertoire or 

concepts that the audience of Bernstein’s day were assumed to know (Leonard 

Bernstein Office, n.d.-b). The YouTube, Twitter, Facebook, Instagram and Snapchat 

audience of 2022, youth or adult, would have a harder time sitting quietly during a 

lengthy lecture and performance. As seen from the London Symphony Orchestra 

Student Mobile Project, some orchestras have responded to these truths by using 

entertainment and social events as attractors to the classical music community and have 

even provided digital tools to enhance the experience of concert attendance (Crawford 

et al., 2012). From the Knight Foundation’s Magic of Issues report (Knight Foundation, 

2003), we recognise that classical music listeners are not necessarily orchestra 

attendees. Therefore, it can be acknowledged that orchestra attendance is not the be-

all and end-all, and from there that young people’s concerts are not the sole tool of 

outreach. For example, the San Francisco Symphony’s SFSKids website, launched in 

2002, reached over five million viewers in more than 20 countries, then was updated in 

2014 with a fully modernised and accessible online platform including game-based 

technology, hands-on musical experiences, and a curriculum supporting the American 

National Academic Standards in Music Education (Broadway World, 2014). This takes on 

special meaning in the COVID pandemic world of 2019-2022, where attendance at large 

audience events is inhibited by health and safety concerns. 
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In the end, however, it can be contended that what was important about Bernstein was 

that he went beyond education, or even entertainment, by connecting classical music 

to people’s everyday lives. It can be posited that this ability to go spiritually deeper and 

to enliven in his audience a greater sense of belonging to the larger community, was the 

true and essential genius of Bernstein and was what allowed him to create a 

fundamental life connection and therefore a more significant impact. For anyone in this 

COVID pandemic world of 2021, and especially youth, who by virtue of their own 

physical, emotional and social development feel removed from the adult world, this 

connection to others will have particular resonance. The fundamental life connection is 

the third and most essential leg of what can be viewed as a three-legged stool: 1) 

education; 2) entertainment through relevant media; and 3) connection to others and 

our daily lives.  

Summary 

Personalities and outreach models have arisen in the post-Bernstein years, some 

successful, many not. Audiences, especially youth audiences, have changed since 

Bernstein’s day, and media and technology have changed as well. Orchestras have and 

can continue to develop creative new ways of reaching new audiences including 

alternative venues and digitally enhanced experiences.  

Other arts and industries 

Exploring how to attract new audiences to classical music necessitates posing the 

question: How can classical music replicate and transfer the successes of other art forms 

and other industries, applying lessons learned from the worlds of art, dance, theatre, 

sports or even shopping malls, to its own programmes, in general or specific terms?  

Of particular interest is the success of museums in drawing in greater and more diverse 

crowds. Christie’s Auction House reports that the Mona Lisa exhibition at the 

Metropolitan Museum of Art in 1963 was the first breakthrough show that drew in 

millions of attendees, and the Philadelphia Museum of Art’s 1996 Cezanne show drew 

over a half a million visitors and significantly increased museum membership (Christie’s, 

2015). 
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An aim of this study will be to review the work of Dr Albert Barnes and the Barnes 

Foundation. According to the HBO documentary The Collector (Folmsbee, 2010), Dr 

Albert C. Barnes, its founder, collected an immense amount of now-important art 

including works by Renoir, Monet and Picasso, and, after initial rejection by leading 

American art galleries, installed it in his own private mansion outside of Philadelphia. 

There he committed himself to the mission of attracting the masses to fine art. Barnes 

was not so much concerned with the usual critiques of art, namely technique, and 

historical or cultural facts, but with the essential nature and even scientific quality of the 

works. By focusing on the relationship between art works in their placement and even 

their framing he sought to demystify the process of art appreciation. According to 

Barnes, approaching art should involve a direct process of feeling and enjoyment not 

necessarily understanding and analysis. Underscoring his educational mission, Barnes 

came into contact with John Dewey and his seminal work, How we Think. Education and 

engagement was Barnes’ primary goal (Folmsbee, 2010). 

Other industries have also experienced a decline in live audiences and consumers. Many 

have made up for the loss in live attendance with an increase in media distribution but 

still must draw a physical crowd to enhance their brand and bring in revenue. Both 

American and New Zealand professional sports leagues and teams have played up the 

idea of a family experience, with a variety of extras, including entertainment, food, 

shopping, and on field experiences. At the same time professional sports also cater to 

the higher economic end and corporate attendees with exclusive services, seating, and 

meet-the-player opportunities. It could be conjectured that more of our classical music 

ensembles could go so-called “low brow,” commercialise, or luxury-place their product.  

According to a study in the European Journal of Marketing (Bauer et al., 2005), 

professional sports teams are keenly aware of and committed to branding. Whether the 

team is athletically successful or not, the marketing of the team by way of its identity 

can prove invaluable to the economic success of the franchise. The branding of 

orchestras admittedly already occurs, but it could also be argued that the deference to 

classical music aesthetics is preventing orchestral ensembles from creating stronger 

product identification.  
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The classical music industry might also look to the way the American sports industry not 

only has grown a committed audience but also has cultivated capable players via their 

minor league or college system. This well-organised (and, admittedly, sometimes 

exploitive) system culminates in not only well-chosen players with star attraction 

qualities but also the spectacle of the choice, creating a branding moment. A model 

could be used of the college draft where professional American football or basketball 

teams pick top amateur players drawing millions of viewers and national media 

coverage. Furthermore, one could use an example of American football’s Heisman 

Trophy, basketball’s March Madness, and the baseball minor leagues, which create 

exposure for up-and-coming players, drawing interest to the sport, the league, and the 

team through a focus on the positives of youth, talent, and dreams coming true.  

It would also be valuable to look at the shopping-mall industry as an example of a 20th 

century edifice adapting to the needs and culture of a 21st century consumer. As is well 

known, American shopping malls have experienced a major decline with the advent of 

internet shopping. Emily Matchar writes that in response to this decline many malls have 

transformed themselves into more family-friendly, community-minded and entertaining 

spaces, beyond simply the shopping experience (Matchar, 2017). Classical music 

organisations have also endeavoured to make themselves more user friendly and these 

efforts can continue in the future. 

Summary 

Other art forms and industries have also made efforts to go beyond the old models of 

audience attraction and engagement. Museums, especially, have been successful in 

connecting with people outside the norms of the art world. Industries outside the arts, 

including sports and shopping centres, have also grappled with the retention of public 

involvement. Facing the same obstacles as those of classical music institutions, a 

multitude of efforts have been successfully implemented by other arts, commercial and 

athletic organisations to re-engage and re-monetise live and physical consumption.  

Education, technology and the classroom  

The classroom has always presented a great opportunity to attract new young audiences 

to classical music and is a model for how we can educate and engage in the concert hall. 
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The 21st century primary, intermediate or high school student is radically different than 

their 1950s and 60s counterpart. Therefore, the classroom of the 21st century is, or at 

least should be, completely different from that of the early to mid-20th century and yet, 

the historical model of educating and attracting listeners is still largely being used in 

both the classroom and concert hall. According to Allsup (2016) the ideal 21st-century 

classroom is where the teacher is less authoritarian and more of a guide, the physical 

classroom is a less formal and more shared space, the textbook is replaced by digital 

interface, and the school promotes diversity rather than uniformity. The communication 

of fixed ideas by gatekeepers in exclusive terms should, in the 21st century classroom, 

be replaced by a more fluid model. It can be claimed that the present experience of 

classical music engagement also reflects a dated model of our society’s norms of leisure 

activity and learning.  

Technology in the early part of the 21st century provides even more opportunity to 

create music through smartphone apps, software and online programmes. It can be 

argued that there should be impetus for growth in the use of media technology that 

supports classical music education, engagement and audience attraction. A structured, 

pre-set curriculum using technology has been developed for the teaching of math, 

English and other subjects. Programs have been developed for use in music classes for 

composition and theory. As mentioned earlier, orchestras such as the San Francisco 

Symphony have created comprehensive websites that support classical music 

instruction. The question arises, how can websites such as SFSKids or the New York 

Philharmonic’s Kidzone be disseminated to a larger public and included in the curriculum 

of more classrooms? (Broadway World, 2014; New York Philharmonic, n.d.). 

Furthermore, how can more websites, software programs and applications be 

developed to attract, educate, and engage classical music listeners?  

It can be argued that there is a huge difference between the mind numbing monkey see, 

monkey do style of how-to-play-piano-by-mimicking-a-keyboard music videos on 

YouTube and the technology of the New York Philharmonic that gives a student the tools 

to make more music in the future (New York Philharmonic, n.d.). That being said, it can 

also be agreed that many music programs and websites are also mind-numbingly dry 

and for use by only more advanced and motivated music students. It is proposed that a 
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key factor in the future success of classical music engagement would be to provide the 

financial impetus for the development of technology and programmes with not only 

certifiable educational standards but also with factors for hands-on engagement. 

Summary 

Today’s educational experience is different to that of the 1950s and 60s. In the model 

of the 21st century classroom and with modern technological resources, classical music 

engagement should be updated as well.  

Research questions 

From the above discussion it can be agreed that there is much to explore and research 

on how to better engage audiences with classical music. Given the parameters of my 

research and the case studies that I have planned, I have narrowed the focus of this 

study to the following three research questions: 

1. What does it take to be a Leonard Bernstein of the 21st century – a 

successful ambassador of classical music?  

2. How might orchestras consider the needs of a diverse audience? 

3. What theoretical principles and values can be embedded in any concert, 

whether it be a formal subscription or community outreach or education 

concert, or even a lecture presentation with recorded music?  

Leonard Bernstein brought high brow classical music to the masses and changed 

classical music presentation by involving the “common man.” My study as well involves 

a public centric approach, with the aim of drawing on my personal experience and that 

of a general audience to address academic questions and as well, using answers drawn 

from this academic research to improve my own performance and the experience of the 

classical music listener. I aim to bridge practice and theory, public and academic through 

a personal and self-reflexive process. Through this approach and by addressing these 

research questions, a deeper understanding of the field of classical music engagement 

might be acquired. 
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Chapter 2. Literature Review 

Introduction 

I will address four central figures in this literature review: John Dewey, Albert C. Barnes, 

Tsunesaburo Makiguchi and Leonard Bernstein. These men were educators, musicians, 

philosophers and, in the case of Barnes, a businessman and collector of art. I regret that 

I did not include a woman in these four, as there are women in these fields who have 

contributed greatly to the canon of thought, but my choice reflects the reality of the 

male dominated fields of conducting, education and art during the crucial formation of 

ideas in the early to mid-20th century. Around these four central figures I have woven in 

other important writings including those of David Kolb, Leonard Tan/Vasco d’Agnese, 

Randall Everett Allsup, David Wallace, and Shankar Vedantam/Tania Lombroso. Their 

thoughts on education, the arts, creativity, the relationship between teacher and 

student, music performance and outreach, and psychology, support and enrich what we 

learn from Dewey, Barnes, Makiguchi, and Bernstein. 

John Dewey  

The central core of a 21st century approach to classical music engagement can be found 

in the late 19th and early 20th century writings of John Dewey. Later sources of review–

–Makiguchi, Barnes, and of course Bernstein––all had some form of contact with Dewey 

and his writings. Dewey was a co-founder of the philosophical movement of pragmatism 

and also investigated functional psychology and American democracy, but Dewey’s 

writings and ideas on education and art will be explored here.  

Born in 1859, in Burlington, Vermont, Dewey graduated from the University of Vermont 

in 1879. After graduating, Dewey taught at a school for two years in Pennsylvania and 

for a short time when he returned to Vermont. After that, his doctoral studies in 

evolution and thought development at Johns Hopkins University in Baltimore led to 

work as a professor of psychology, theology and education at the University of Michigan, 

University of Minnesota, University of Chicago, and Columbia University in New York 

City.  
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The fact that Dewey studied and taught a wide variety of subjects suggests that the art 

of engagement can be approached from a variety of perspectives and, through the 

depth and scope of more established and historical philosophies (Western as well as 

non-Western), become a significant, complex and yet accessible field of study in itself.  

Dewey’s writings have been an important source of study and influence on education 

and teaching. In 1896 Dewey wrote “The Reflex Arc Concept in Psychology” for the 

Psychological Review. According to Osteen, this work was both a summing up of Dewey’s 

previous experience and the basis of his future writings and thinking (Osteen, 2000). In 

the article Dewey revised the previously held concept of the reflex arc with a new 

approach, the circle of experience. Instead of separating sensation and action as two 

distinct responses, Dewey posited that the two are in fact coordinated. The coordination 

between sensation and action is itself the learning experience. Instead of an arc of 

separated reactions to stimuli, the mediation between sensation and action takes place 

in “a circle of connected experiences” (Osteen, 2000). In Reconstruction in Philosophy, 

Dewey (1896, as cited in Osteen, 2000) states: 

There is no question of consciousness of stimulus as stimulus, of response as 
response. There is simply a continuously ordered sequence of acts, all adapted 
in themselves and in the order of their sequence, to reach a certain objective 
end...The end has got thoroughly organized in the means. (p. 9) 

Dewey’s idea of combining instead of dividing stimulus and response was the basis of 

his later work, which was viewed through the same lens as various aspects of American 

society, including philosophy, as shown in Reconstruction in Philosophy (Dewey, 1920, 

as cited in Osteen, 2000); government and democracy––The Public and its Problems 

(Dewey, 1927, as cited in Osteen, 2000); and the arts––Art as Experience (Dewey, 1934). 

During his tenure at the University of Chicago, with his newly formed Laboratory School 

providing a live experiment for his ideas, Dewey wrote My Pedagogic Creed (Dewey, 

1897, as cited in Osteen, 2000), The School and Society (Dewey, 1899, as cited in Osteen, 

2000) and The child and the Curriculum (Dewey, 1902, as cited in Osteen, 2000), where 

he developed his outlook on education. Martin Dworkin, in his 1959 compilation of three 

essays, Dewey on Education, states that “because human beings live in communities, 

Dewey reasoned that their education must originate from the self and concern learning 
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to live with others in a social setting” (Dworkin, 1959, as cited in Osteen, 2000, p. 11). 

Education must come from the self, stem from the community and be “life itself, not an 

arbitrary or intellectualized slice of it” (Dworkin, 1959, as cited inOsteen, 2000, p. 11).  

Dewey posited that engaging physically in a task, instead of approaching the idea and 

facts of the tasks solely on an intellectual basis, deepens the educative process. Osteen 

relates how Dewey in My Pedagogic Creed spoke about his belief in the idea that 

students using real world instruments such as the loom “would be engaged physically, 

intellectually, creatively, and socially.” Dewey proclaims that “the expressive impulse of 

children, the art instinct, grows also out of communicating and constructive instincts” 

(Dewey, 1897, as cited in Osteen, 2000, p. 12).  

In The Child and the Curriculum, Dewey continued to connect and integrate two 

previously separated components of education: the student and the curriculum. Dewey 

proposed that teachers use subjects as “spiritual food” which students then can build 

into “flesh and bone.” “The relevance of subject matter can be found within the 

experiences or contexts of the students” (Osteen, 2000, p. 12). Dewey here begins to try 

to find a middle ground between traditional education and what we now call 

“experimental” education. Dewey (1902, as cited by Dworkin, 1959) posits that a map 

could be used as a metaphor for the pre-existing content used by the student during 

their own personal journey of experience: 

The map is not a substitute for a personal experience. The map does not take the 
place of an actual journey. Through the map every new traveller may get for his 
own journey the benefits of the results of others’ explorations without the waste 
of energy and loss of time involved in their wanderings. (p. 103) 

Dewey’s core view is the idea that experience and learning are intertwined. In his next 

publication, Democracy and Education: An introduction to the Philosophy of Education 

cites key factors of a successful learning experience: “Not only is social life identical with 

communication, but all communication (and hence all genuine social life) is educative. 

To be a recipient of a communication is to have an enlarged and changed experience” 

(Dewey, 1916, p. 6). 
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Dewey also asks: “What is there similar to the conditions of everyday life which will 

generate difficulties?” (Dewey, 1916, p. 155). Curiosity, creative thought, and the 

personal desire to learn are born out of confronting problems and solving them. 

Reflecting both progressive and traditional education, Dewey proposes that, connected 

by way of personal experience but also guided by a map of previous knowledge, through 

the process of experiencing, confronting, and solving challenges, the student creatively 

and even artistically, truly learns.  

In his later writing, Dewey continued to find a middle ground between the ideas of 

traditional and progressive education. In Experience and Education, he delineates the 

differences between the two, explaining that traditional education is “imposed from 

without and uses the device of art to cover up the imposition” (Dewey, 1938, p. 4). What 

is taught with traditional education is a “static” and “finished product” with no concern 

about where it came from or how it might change in the future (p. 5). Expanding on 

earlier remarks, Dewey contends that in traditional education there is a gap between 

the “products and experience” of the adult and the “abilities” of the young and out of 

that, there is a lack of active participation (Dewey, 1938, p. 5). Dewey (1938) lists 

progressive education’s positive alternatives to those of traditional education. Instead 

of:  

• Imposition from the outside or above there is expression and the 
development of individuality  

• Discipline asserted externally there is free activity  

• Learning from set curriculum and teachers there is learning from experience 

• Acquiring isolated skills and technique through drilling there is the 
acquisition as a means to valued end 

• Preparing for a distant future there is creating the most value during the 
present 

• Set goals and materials there is interacting with a changing world. (pp. 5–6) 

In Experience and Education, Dewey attempted to find the middle ground between 

traditional and progressive education. According to Dewey, traditional education in 

general was disciplined, but ignored the individual and their abilities and interests. But 

progressive education, Dewey admitted, lacked clarity in its curriculum, and emphasised 

too much freedom. Traditional education is set from outside and is complex in nature 

but once established is easier to enact, there is a routine that can be followed once set. 
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Progressive education is internally generated and seemingly more straightforward but 

it is more difficult to accomplish because it is more fluid (Dewey, 1938). 

Dewey admitted that progressive education’s tendency to base learning simply on 

freedom can be as rigid or dogmatic as traditional education (Dewey, 1938, p. 10). What 

Dewey means by “dogmatic” is any practice that does not self-investigate its own values. 

Somewhere between traditional and progressive, the principle of organisation is that of 

an “experiential continuum,” or the continuity of experience (Dewey, 1938, p. 17). The 

criteria for experience are based on the question: Does it produce growth and self-

examination? According to Dewey, physical, moral and intellectual growth are the 

stepping stones of the organisational path of learning.  

While divorcing learning from experience is the traditional extreme, using any and every 

experience as a source of learning is also a weakness of the progressive approach. 

Dewey finds a middle ground by proposing the following question: Does addressing a 

present experience propel the learner into wanting to address, and being capable of 

confronting and learning from, future experiences?  

The continuity of experience is the basis of a sound education but to successfully utilise 

this idea, we must come to an understanding of what experience truly is. Some 

experiences can bring forth negatives, such as learning a life of crime through 

experience; and continuity, if not approached correctly, can be a negative as well. Giving 

free licence in the name of continuity to a student to do whatever they please is spoiling 

the learner, and actually arresting their development. However, if an experience 

“creates curiosity, strengthens initiatives, and sets up desires and purposes” (Dewey, 

1938, p. 31) then continuity is positive. 

Setting up positive experiences of continuity requires an approach similar to the 

scientific method, i.e., experiencing, testing, processing, and concluding, by creating a 

purpose or goal; examining what is necessary to achieve that goal; understanding the 

past approaches to that goal; and finally, judging and articulating the importance of the 

achievement of that goal. The process is a fluid, forward moving and even spiralling 

process; the solution to one goal becomes the source of a new goal. Even in learning 

static and historical content (i.e., in this study, classical music), the process of goal 
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setting and problem solving can move the subject matter forward from present to 

future. It can be, as Dewey states, “a continuous process of reconstruction and 

experience” (Dewey, 1938, p. 111). 

There are two key factors to consider within this process, the first being that “purpose 

only happens when impulse is postponed” (Dewey, 1938, p. 81), whereby the problem, 

the obstacle to the solution of the goal, becomes a source of desire for the student and 

it is only through that sense of desire that the goal becomes important to achieve. The 

second, is that all educational curriculum is not necessarily worthwhile. Subject matter 

takes on value only in relationship to the learner. Dewey states that the condition for 

positive experience is the environment of the experience, the experience needs to 

“interact with personal needs, desires, purposes and capacities” (p. 42). Inherent in 

these two components of immediate effect and influence on the future, are the aspects 

of both personal relevance and problem solving.  

According to Dewey, all experience is inherently social in that “it involves contact and 

communication” (Dewey, 1938, p. 32). In the educational experience there is an ongoing 

and formative relationship between the learner and his/her environment, between the 

learner and others in his/her environment and between the learner and the teacher. 

Osteen observes that, according to Dewey, the teacher’s role is less to dole out facts 

and information and more to guide and usher the student through their own personal 

experience and educative journey and, acknowledging traditional approaches, using 

knowledge as a map (Osteen, 2000). 

In terms of the social construct of the learning environment, teachers are the agents 

through which “knowledge and skills are communicated and rules of conduct are 

enforced” (Dewey, 1938, p. 3). The teacher is not outside of the learning community but 

a member of the community, responsible for the those in the community but still an 

integral part of it. When education is based on social processes, “the teacher loses the 

position of external boss or dictator but takes on that of leader of group activities” (p. 

66). The teacher is still an authority, but less authoritarian and more authoritative.  

The teacher’s key role is in “adapting material to the needs and capacities of individuals” 

(Dewey, 1938, p. 46) by selecting, planning and presenting opportunities for experience 
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which result in positive and educational experiences. All experience can be viewed as 

having a cause-and-effect quality. There is an event and a result. But the quality of the 

event, coming out of individual desire and bringing forth a positive learning result , is 

the responsibility of the educator to establish. 

The teacher, according to Dewey, must make sure that the learning-sourced problem 

comes from present experience, and that the goal of solving the problem inspires the 

student to want to seek new information to produce new concepts. In other words, the 

teacher must create an educational scientific method composed of the formation of 

ideas, action upon those ideas, observation of the resulting conditions, and organisation 

of the facts and ideas for future use (Dewey, 1938, p. 112). With an understanding of 

experiential continuity, the teacher creates successive experiences which are linked and 

intertwined. A connected network of learning which interweaves learning and instigates 

growth is the ideal.  

Summary of Dewey’s educational philosophy 

Here are the main points of Dewey’s philosophy taken from references previously cited: 

• Sensation and action or cause and effect are not two separate actions but are 

connected. 

• The coordination between sensation and action is the learning experience. 

• Experience is the source of learning. 

• The continuity of experience is the organisational tool around which curriculum 

and subject study can be created. 

• One criterion for an experience to be of educational quality is its connection to 

the learner. Does it have personal relevance? 

• Another criterion for an experience to be of educational quality is in its ability to 

move the learner forward. 

• Inherent in these two criteria is the idea that the experience must pose a 

problem to be solved, a goal to be achieved, with obstacles inherent in the 

process including the delay of gratification or goal achievement. 

• Previous knowledge, facts and history can serve as guideposts for present-

inspired and future-directed experiential education. 
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• The teacher acts less as an external authority, handing out information, than as 

an authoritative mentor within the learning community.  

• The teacher finds, creates, organises, and shares material that is of present 

interest to the individual learner, which poses a problem or inspires a goal, and 

the experience of which will propel the learner forward to other personally 

relevant problems and goals. 

• The teacher devises a type of scientific method of learning where ideas will be 

created, observed, acted upon, and the results analysed. 

• The teacher, therefore, connects various learning experiences together, and 

through that intertwining, additional growth in learning can be created.  

David Kolb 

David Kolb in his book, Experiential learning: Experience as the Source of Learning and 

Development approaches Dewey’s ideas of education using a synthesis of 20th century 

theories and paradigms to form a more practical approach to modern education. 

Firstly, Kolb re-examines the idea that learning is just for children. Learning, according 

to Kolb is an essential element to being alive and it is not only for children; everyone, 

throughout their lives, is capable of and are their best if they continue to learn. Kolb 

quotes from a 1977 study that the average adult will spend a large amount of time 

learning new things and another 1978 study that the average American will change jobs 

and careers frequently during their life (D. A. Kolb, 1984, p. 3).  

In Kolb’s view, learning for both young and old occurs both internally and externally. 

Kolb refers to Dewey’s Experience and Nature which sets forth that each person’s 

internal life allows for a sense of space, vitality, and autonomy (Dewey, 1929, as cited in 

D. A. Kolb, 1984). 

Kolb discusses how experiential learning is now part and parcel of American educational 

life from early childhood through to higher learning, referring to mature students’ 

experience with “internships, field placement, gaming situations etc.” (D. A. Kolb, 1984, 

p. 3). But he also questions whether experiential learning has become a thing in itself, 

being less concerned with actual subject matter, exhibiting less intellectual depth, and 
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having a more vocational nature. Like Dewey, Kolb takes note of the criticism that 

supposedly educationally based activities can simply become activities for the sake of 

activities, and deeper learning will be missed. He concludes that self-directed learning 

does at times detract from the need for fundamental learning.  

By referring to various theories of social and cognitive psychology and other philosophy, 

Kolb offers a new outlook on experiential learning that might have more depth than 

previous models and a more enduring quality in its recognition of traditional factors. 

Remarking that adult learners, especially, need relevance (D. A. Kolb, 1984) and 

applicability in their learning experience, Kolb refers to the founder of social psychology 

and organisational behaviour, Kurt Lewin, when he calls for an “integration between 

theory and practice” (D. A. Kolb, 1984, p. 9). Kolb (1984) states: “Thus, the discovery was 

made that learning is best facilitated in an environment where there is dialectic tension 

and conflict between immediate concrete experience and analytic detachment” (pp. 9–

10). 

In Kolb’s view, a basic component of experiential learning is not just experience, but the 

tension between experience and theory. The best learning happens when there is a push 

and pull between the present experience and the abstract, theoretical and philosophical 

approaches of the past; both are needed to create deep and long-lasting learning. 

Dewey’s New England formative pragmatic view of counteracting the either/or, the 

dogmatic approach of education, is updated by Kolb with the coexistence of what he 

calls the West Coast existential versus East Coast traditional outlook: the subjective and 

personal experience of the one and the removed objective study of the other.  

Kolb supports Dewey’s paradigm with his reference to the developmental psychologist 

and genetic epistemologist, Jean Piaget, stating “intelligence is shaped by experience” 

(D. A. Kolb, 1984, p. 12) and emphasising that action is important. “Abstract reasoning” 

and the ability to “manipulate symbols” from infancy is developed by “coping with the 

immediate concrete environment” (pp. 12–13). Kolb refers to Piaget’s theory about the 

types of orientation towards learning: sensory motor (enactive), representational 

(iconic), formal operations (inductive), and concrete operations (hypothetical or 

deductive), and, using Piaget, Kolb updates Dewey, describing the tools for learning in a 
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more detailed and contemporary way, as being “tasks, structured exercises, simulations, 

cases, games, observation tools, role plays, skill-practice routines” (p. 11).  

Kolb refers to contemporary brain studies of left and right brain cognition and how they 

show some correspondence to the differences between concrete experiential and 

abstract cognitive learning. Piaget and other cognitive theorists believed that concrete 

experiential learning is a lower reflection of learning. However, with brain research, Kolb 

proposes that the two approaches to learning, concrete and abstract, go together. They 

are “equal and complementary processes” (D. A. Kolb, 1984, p. 16).  

Kolb also refers to social scientist Kurt Lewin and his action research and laboratory 

training. Lewin’s model of feedback, containing a circular dynamic of concrete 

experience, observations, creation of abstract concepts, and generalisations, connects 

back to Dewey’s paradigm that “learning transforms the impulses, feelings, and desires 

of concrete experience into higher-order purposeful action” (D. A. Kolb, 1984, p. 22). He 

delineates that the sense of desire that is integral in the initiation of the learning process 

is based on observation and judgement in contrast to mere impulse. Postponing 

immediate action in order to observe and judge towards a future action of achievement 

is a feature of Kolb’s refinement of the Dewey model.  

Kolb refers to educator and philosopher Paulo Freire, with respect to the concept of 

praxis, using reflection and action to create change. Praxis encompasses the idea of 

naming something in order to transform it and it is the specific choice of words that 

creates meaning. Kolb also refers to Freire’s theory of critical consciousness, which 

focuses on “exploring personal and experiential meaning of abstract concepts through 

dialogue among equals” (D. A. Kolb, 1984, p. 16). 

Kolb contrasts experiential with cognitive learning, being the “acquisition, manipulation 

and recall of abstract symbols,” or behavioural learning, in which there is “no role for 

consciousness or subjective experience” (D. A. Kolb, 1984, p. 20), but posits that 

experiential learning is not necessarily a separate aspect of learning but the thread that 

runs throughout the educative process. He labels the two transformational processes of 

learning: extension, which is behavioural, and intension, which is intellectual. But he 
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notes that the transformative process of “intension and extension” can apply to 

“concrete apprehension as well as symbolic comprehension” (p. 52). 

Learning, according to Kolb, takes place in the actual divergence between the different 

and sometimes opposing processes of concrete experience, reflective observation, 

abstract conceptualisation, and active experimentation. “Learning, the creation of 

knowledge and meaning, occurs through active extension and grounding of ideas and 

experiences in the external world and through internal reflection about the attributes 

of these ideas and experiences” (D. A. Kolb, 1984, p. 52). 

From his approach to Dewey through the writings of others, D. A. Kolb (1984) describes 

four basic modes of learning:  

• Abstract conceptualization, where the learner uses logical ideas and 
concepts, thinks more than feels, builds theories.  

• Active experimentation, where the learner is involved in practical 
applications instead of reflection  

• Concrete experience, where the learner is creating a sense of value in 
relating to people and being in real situations and having an open-minded 
approach to life. 

• Reflective observation, where the learner is more focused on understanding 
and reflection than application and action, sees implications, looks at things 
from different perspectives and appreciates different points of view. (p. 30) 

From these modes D. A. Kolb (1984, p. 65) formulates the following processes of 

learning: 

• Comprehension: a problem-solving approach using abstract models or 
theory.  

• Apprehension: an intuitive approach through observation of the concrete 
environment. 

• Intentional transformation: a reflective approach through watching and 
learning from others and from concrete experience. 

• Intentional transformation of comprehension: an inductive approach 
involving model building, using abstract conceptualization and reflective 
observation.  

From these processes, D. A. Kolb (1984, pp. 77–78) articulates four different styles of 

learning: 

• Convergent learning  
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• abstract conceptualization  

• active experimentation 

• problem solving, decision making and practical application of ideas 

• knowledge for the purpose of solving problems 

• convergent people are emotionally controlled and prefer dealing with 
technical tasks and problems rather than social interpersonal issues. 

• Divergent learning: 

• concrete experience 

• reflective observation 

• imaginative ability  

• awareness of meaning and values  

• can look at variety of different situations from different views  

• organize different relationships into a ‘gestalt’  

• adaptation by observation rather than action 

• divergent means generating alternative ideas and implications, i.e., 
brainstorming 

• divergent learners are interested in people, imaginative and 
orientated towards feeling. 

• Assimilative learning: 

• abstract conceptualization  

• reflective observation 

• inductive reasoning 

• ability to create theoretical models – assimilating different 
observations into an integrated explanation 

• theory must be sound and precise 

• assimilative learners are less focused on people, more focused on 
ideas and abstract concepts, and have Ideas that are less practical 
than convergent.  

• Accommodative learning:  

• opposite of assimilative 

• concrete experience 

• active experimentation 

• doing things 

• carrying out plans  

• getting involved in new experiences 

• accommodative learners are opportunity seeking, risk taking, action 
oriented and adapt to change.  

Summary of Kolb’s educational philosophy 

In summary, Kolb supports Dewey’s theory of experiential education and, through 

analysis of the psychological, social and philosophical theories of contemporary 

thinkers, he creates deeper, wider and more complex lines in his interpretation of it: 

• Education is for all, not just the young.  
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• Experience is not a process unto itself but threads through theoretical and 

analytical approaches to learning.  

• Psychological theory and brain research support the confluence of experiential, 

cognitive and behavioural approaches to learning.  

• Extension and intension are two necessary processes in the realm of learning. 

• Experience, observation, conceptualisation, and experimentation are all equally 

important modes of learning.  

• Understanding the modes of learning leads to an analysis of the processes of 

learning: comprehension, apprehension, intentional transformation, and 

intentional transformation of comprehension. 

• Through understanding of the modes and processes of learning we can delineate 

four different types of learners: convergent, divergent, assimilative, and 

accommodative.  

Leonard Tan and Vasco d’Agnese  

What is art according to Dewey? What is its connection to Dewey’s essential concept of 

experience, and (Tan, 2020) why bother making the effort to teach and engage 

audiences with classical music? Leonard Tan in his Reading John Dewey’s Art as 

Experience for Music Education (Tan, 2020) notes Dewey’s strong emphasis of nature, 

the first chapter of his Art as Experience being entitled “The Live Creature.” Dewey refers 

to art’s “deep roots in nature,” proclaiming that naturalism is necessary to art and that 

nature, with respect to art, is not limited to the physical but also includes the abstract 

laws of the universe including “energy, tension and release” (Tan, 2020, p. 347). In his 

non-duality view, Dewey integrally connects art to nature; he places art in an 

“immanental” rather than “transcendental world” (p. 70). In other words, our natural 

world is part of art and art is part of our natural world. Furthermore, humans use art to 

both connect and “distinguish” themselves from the world around them (p. 70). In this 

Deweyan view, art is essential in our lives, a place where humans can both “tie to” and 

“distinguish” themselves from the world around them (p. 70). Art, according to Dewey, 

is the transformation of nature into a mode which draws forth emotions and gives form 

and meaning to our lives (Tan, 2020). 
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D’Agnese, in his article Art and education in Dewey: Accomplishing unity, bringing 

newness to the fore, proposes that “Dewey conceived of art as a privileged place where 

experience may be enlarged and felt” (d'Agnese, 2016, p. 80). As Dewey states, through 

art we can turn “experience upon itself to deepen and intensify its own qualities” 

(Dewey, 1934, p. 34). D’Agnese remarks how Dewey considers art “not only as a 

privileged noetic experience but also – and more importantly – as essential for thinking 

to happen” (d'Agnese, 2016, p. 81).  

Art must have two essential and interconnected elements that are ever present in 

nature: rhythm and symmetry. Examples in nature are day and night, waking and 

sleeping, or the systole and diastole of the heart (Dewey, 1934, pp. 152-156). 

“Exemplary art is rooted in natural laws: in an aesthetically complete work, rhythm and 

symmetry work hand in glove and are inextricably linked” (Tan, 2020, p. 71).  

Dewey answers the question, why must we engage with art? by stating that art is 

essential to civilisation’s existence: “Neither the savage nor the civilized man is what he 

is by native constitution but by the culture in which he participates” (Dewey, 1934, p. 

347). To Dewey, art allows civilisation to secure and give continuity to its values and 

knowledge and the culture which arises from them. Art “creates ideals, instructs, and 

communicates values through the imagination” and is not only the expression of a 

civilisation’s ideas and culture but the ultimate gauge of that civilisation’s worth” (Tan, 

2020, p. 71). D’Agnese refers to Dewey’s view of art as the coming together of the 

emotions, intellect, and morality, stating: “Through the experience generated by the 

work of art, the self and the world become fully integrated” (d'Agnese, 2016, p. 82).  

How should we treat art? is a question that Tan addresses, referring to the fact that art 

in antiquity was part and parcel of daily life. In ancient times the tools of mundane tasks 

were “enhanced” by art––a spoon, a chair, a rug, were created for both practical 

purposes and artistic display and there was no distinction between “fine” and “useful” 

art (Tan, 2020, p. 71). Contrast that to modern times where the necessities of life are 

mass produced with the result that there is a huge gulf between high and practical art 

and therefore a chasm between art and daily life. Dewey is critical of art being put on a 

pedestal or being “the beauty parlor of civilization” (Dewey, 1934, as cited in Tan, 2020, 



 51 

p. 72), and proposes instead to “construe art no longer as vaulted relics on the distant 

past, but as part of ordinary experience” (Tan, 2020, p. 72). 

Art must, according to Dewey both contain and serve life, and he makes a distinction 

between the art as a product––as an object, versus art as an active work––doing 

something, creating an experience for the recipient. Tan (2020) states: 

For example, Haydn’s London Symphony is not merely an art product to be 
appreciated in a sonic museum for its formal beauty. When an orchestra 
performs the work, appreciation of the symphony is not restricted to the so-
called “cultivated” or those who can “contemplate” its form. There is no univocal 
notion of aesthetic experience. Rather, listeners interact with the music 
according to their own lived experiences. As listeners actively attend to and 
artistically construct the symphony in their imagination (“doing”), they are at the 
same time at the receiving end of aesthetic pleasure (“undergoing”). (p. 73) 

Dewey, by stating that art should improve life rather than be a superficial veneer that 

only those who are educated or refined can appreciate, democratises art. For Dewey, 

art as a part and parcel of life, a source of betterment for life and the highest reflection 

of life, can be for all. D’Agnese points out that Dewey also equates art as production and 

art as consumption (d'Agnese, 2016, p. 84), and that he believes that all can and should 

participate in art.  

What makes for worthwhile art? According to Dewey, “the ‘eternal’ quality of great art 

is its renewed instrumentality for further consummatory experiences” (Dewey, 1929, p. 

274). In other words, art creates a timeless experience out of present and ordinary life, 

an extraordinary experience that lasts and pushes outward to the future. Dewey states 

that we can discover in art the “revelation of possibilities hitherto unrealized” (p. 359) 

and “in turn, this ‘revelation’ is essential for education to occur, for only in education 

we can enact newness and the sense of ‘unattained possibilities’ that make living 

worthwhile”(p. 182). 

Dewey primarily referred to fine art in his writings, claiming himself to be unmusical 

(Thibeault, 2020). But Dewey does refer specifically to music, which, through the avenue 

of sound “agitates directly, as a commotion of the organism itself” and can intensely 

convey “the shocks and instabilities” and “the conflicts and resolutions” of our lives and 

the world around us (Dewey, 1934, pp. 241–242). 
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The fact that classical music is for the most part an art form of an historically elite and 

even oppressive culture, according to Tan, can be counteracted by the way in which we 

present it. “There is no reason why Western classical music should necessarily be 

construed as being intrinsically oppressive; it is just another means of arriving at an 

aesthetic experience” (Tan, 2020, p. 77). He uses the example of a pragmatic approach 

to the presentation of the concept of form by describing how  

orchestral directors may illustrate how form is not a fixed, static mold, but a 
flexible means of creating an aesthetic experience by programming the first 
movements of Haydn’s Symphony no. 104 and Mozart’s Symphony no. 41 side 
by side. (p. 76) 

These two classical works could then serve as an impetus for the student’s personal 

experiences as composers or could even extend to non-Western music such as the “16 

beat kewawang form in Javanese gamelan music” (p. 76). Tan writes: “Since classical 

music has often been approached in ways that set it apart from ordinary lived life, I 

propose seeing it pragmatically as a way of conjoining the continuity between this music 

and ordinary living” (pp. 76-77). A pragmatic approach transforms the aesthetic from 

being a removed, objective, reflective form to a vibrant, direct, and fulfilling experience.  

To Dewey there is no particular set of rules that can be applied to each and every 

individual work of art to judge its efficacy, but rather “aesthetic adjudication” (Tan, 

2020, pp. 78-79). Dewey proposes a more generalised standard for aesthetic judgement 

so that the process is not “mere impressionism” (p. 79). Instead of a set of rules or 

particular prescriptions, Dewey proposes ideas which will help the adjudicator (the 

teacher, the artist, the presenter) decide whether the music is “aesthetic” or 

“anesthetic” (Dewey, 1934, p. 313). Aesthetic pieces are those that consummate and 

create an experience. Every part contributes to the whole and leads listeners towards 

fulfilment. Anesthetic works, however, are works which do not consummate (Tan, 2020, 

p. 79). Tan concludes, whether it is classical or popular, Beethoven or Beyonce, the 

important thing is that a teacher, through “immersions in various musical traditions” 

acquires an “aesthetic sensibility to distinguish between aesthetic and anesthetic work” 

(Tan, 2020, p. 79).  
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Summary of Tan and d’Agnese’s philosophies 

Tan speaks of Dewey’s non dualistic interpretation of what art is; that it is part of nature 

and containing and connecting to nature through not only the physical but other natural 

laws such as tension and release. In Dewey’s view, art allows mankind to both connect 

to the natural world and, through its expression and inherent meaning, to be 

distinguished from the natural world. While being of high aesthetic quality, art is part of 

our world and not something above and beyond our world (Tan, 2020). D’Agnese refers 

to the Deweyan concept that art enlarges, intensifies and deepens our experience of the 

world. Art is a critical experience and the place where essential thinking occurs 

(d'Agnese, 2016). 

Dewey’s view of the concept of art is that it must have two interrelated aspects that are 

also present in nature: rhythm and symmetry, both of which create energy and hold 

together to form a whole experience. Art, according to Dewey, civilises humankind, 

expresses civilisation’s values and culture, and reflects them as well.  

The question of why we must engage in art is addressed by Dewey in his concept of the 

role of culture in forming mankind. Art influences, draws from, and comments on 

civilisation and is the reflection of the values of that civilisation. To Dewey, we become 

more aware of our selves through the integration of our active and passive experience 

of art (Dewey, 1934).  

Tan refers to Dewey’s views on the selection and treatment of art. Given that art has 

been separated from modern daily life, Tan refers to Dewey’s position that it is essential 

that art be moved from the high and elevated, to a place within our real and actual lives. 

A pragmatic approach to a piece of music, even if it came from what might be construed 

as an elite culture, can transform a work from being a removed and superficial entity to 

a work of dynamic and positive value to the listener. Tan refers to the Deweyan idea 

that a musical work should have an eternal quality that moves the listener forward and 

is aesthetic in nature, creating a sense of fulfilment and satisfaction (Tan, 2020). 

D’Agnese points to Dewey’s concept of the revelatory quality of art whereby out of 

reach possibilities are revealed (d'Agnese, 2016).  
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Tan discusses what is essential for those who engage listeners with music, be they a 

music teacher, teacher artist, or outreach conductor: to choose a musical work that is 

aesthetic, of intrinsic and future value, and which has a direct effect, and to approach 

this work of music in a pragmatic way, creating real world and personal connections with 

the understanding that the art and nature are intertwined and include not just the 

physical but the abstract laws of the universe (Tan, 2020). D’Agnese refers to Dewey’s 

idea that the artist should bring to life and clarify a cohesive and holistic experience with 

the understanding that the experience of art is about the fusion of the emotional, 

intellectual, and moral (d'Agnese, 2016).  

We have approached Dewey’s fundamental concepts of education and experience, 

moved through Kolb’s updated approaches to education, and then, with Tan and 

D’Agnese, to the idea of art as a worthwhile educational experience and the selection 

of and approach to a work of art. We will now turn to what it means to effectively teach 

the arts and by extension, engage an audience with classical music.  

Randall Everett Allsup 

Randall Everett Allsup, in his Remixing the Classroom, refers to one story and to two 

artists as examples of both what is wrong and what can be right about teaching, and the 

teaching of the arts and music in particular. The story, “Vor dem Gesetz” or “Before the 

law” is a parable found in The Trial, by Franz Kafka. In it, a man from the country seeks 

the law and wants to enter into the law by way of a doorway, but there is a gatekeeper 

who prevents him from going through. Over and over again the man tries to enter 

through the door but each time, no matter what bribes the man offers, the gatekeeper 

prevents him from doing so. Finally, after years and years, before the man is about to 

die, he asks the gatekeeper why no one else has tried to enter the doorway to the world 

of law. The gatekeeper replies that the doorway is only for that man in particular, and 

then announces that he will shut the door. There was never a chance that the man would 

ever enter (Allsup, 2016).  

Allsup refers to this parable to conjure the image of ”masters” of music education, 

authority figures who tell their students that they do not know what needs to be known, 

only the expert, their teachers do (Allsup, 2016, p. 9). Critical of this master-apprentice 
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model, Allsup refers to this way of studying music as “hermeneutic” or “divination 

disguised as science” (p. 8), whereby the teacher of music acts as an ever continuous 

gatekeeper and the music or the law “remains external to the initiate” (p. 10). Allsup 

speaks of the difference between “open” and “closed” forms of music education (p. 11) 

and with a reference to the rapper Snoop Dog, the need not only to open it back up, but 

also to make it grow with more creativity. The same can be said of classical music 

engagement, which, with a more exploratory, adventurous approach, can soften the 

hard borders and decrease the requisite experts or border patrols, between the art form 

of classical music and its audience. 

Allsup cites the example of the famous Harlem-based fashion designer, Dapper Dan, 

whose outlandish clothes were worn by hip-hop stars, and refers to Dapper Dan’s genius 

for mixing glamour and street fashion by adopting a cultural and practical mix of famous 

labels, such as Prada and Gucci, in one outfit. Now a label sold by Gucci, the very fashion 

he used to rip off, Dapper Dan’s singularity was the idea that “ordinary manufactured 

objects were reconfigured as a kind of cultural antidote to bourgeois hegemony” (Allsup, 

2016, p. 3). Dapper Dan’s approach was less revolutionary and more reformational, 

according to Allsup, and his clothing designs confused the relationship between high and 

low culture, “repositioning and repurposing the language of fashion” (p. 4).  

What makes Dapper Dan so important to Allsup is the idea that he opened a previously 

closed form of communication. While a clothing line was communicated through 

“closed terms” (Allsup, 2016, p. 5), for example, defining who wears what and what the 

clothes meant––Gucci, for example, being about money––Dapper Dan’s pastiche 

created new possibilities for interpretation. With Dapper Dan “surprise was valued more 

than predictability” (p. 6) and, more importantly, new opportunities were always being 

created; his clients could ask for particular features in their outfits and no one had to be 

an expert in fashion in order to ask for whatever they wanted. Dapper Dan’s creations 

went across boundaries from the “creative to the secure” and his actual shop operations 

exhibited aspects that were both “vertical and horizontal, authoritative and shared, 

formal and informal, traditional and innovative serious and playful” (p. 5). 
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The question then becomes, can classical music do the same? Even if Mozart and 

Beethoven are still played, could we model Dapper Dan in our classical music 

presentations, with a musical or, even better, an emotional mix of high and low culture, 

a sense of adventure and, to quote Allsup, a “participatory and flexible” feel? (Allsup, 

2016, p. 5). Classical music, like Dapper Dan’s fashion, can, as Dewey constantly 

reminded us, be neither one or the other, but both: formal and informal, serious and 

playful, historical and contemporary, deep and light.  

Allsup describes what happens when an art form becomes closed, describing a 

documentary film about a famous sushi maker, his apprenticeship, and the painful 

struggle of aspiring chefs to truly learn the art of sushi. As a genius sushi maker, the 

difficulties in passing on the art to others was a hindrance to the ongoing tradition. The 

artistry of the sushi maker, including all the spiritual and social obligations inherent in 

the art of sushi, became the law of the sushi maker when he apprenticed others. 

Understanding both the success of art and its conveyance (Dapper Dan), and the 

difficulties which arise when communicating that art (the sushi maker) helps us to clarify 

what we can strive for in our own approach to our art of classical music (Allsup, 2016).  

When great art is created, that is, “when authenticity or authority is ‘discovered’, the 

Law gets made” (Allsup, 2016, p. 10). The work of art is engaged with, discovered, when 

that electric moment of truth and the enjoyment of all that it contains is reached. But 

what comes about next, being the message from those who have created or at least 

discovered this artistic experience, is that it should be done in this manner or that, look 

or feel or sound a certain way, be executed with a specific technique. There is “an appeal 

to a progenitor whose innovation vis-à-vis his location in history is used to set the 

bindings in which his choices are later shaped or circumscribed” (p. 10). The author, 

according to Allsup, becomes “the father” and the father becomes the “authority.”  

When the author becomes the father or authority figure, the text becomes closed and 

there is a resulting limit, a final signification or meaning to the text that then has to be 

explained by either the author himself or, even more likely, another authority, a critic, a 

teacher, a master. The art form becomes hierarchical and, not only does the student 

lose out but also the authority figure, for in the desire to control and contain other 
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approaches to the art, a continued path of self-awareness is blocked. In this resulting 

closed approach to art “communication trumps the search for new meanings” and “the 

well-positioned determine value” (p. 11). What is interesting for me to note is that the 

most renowned figure in music to open up the idea to millions of people to engage with 

classical music, was Leonard Bernstein who, by looks and demeanour was the ultimate 

father figure, but underneath that persona, was a gay man, a Jewish man, a Broadway 

tunesmith, as compared to a “superior” classical composer, and therefore, was an 

outsider to the traditional world of classical music. As will be discussed later, Bernstein, 

because he was both the supreme master and the cultural and social outlier, successfully 

conveyed the inside knowledge and appreciation of classical music to the masses.  

In this closed approach to art, talent is thought to be only birth-given and takes on a 

“special power” a power that “mystifies the apprentice or supplicant as he stands before 

the Law” (Allsup, 2016, p. 15). “Talent begets authority” and “authority makes the law” 

(p. 14). Here the master, the authority can confuse “virtuosity” with “virtue” and create 

a world of “mystification” where the “oppressors” can “make pronouncements about 

who is musical and who is not” (p. 15). Allsup notes that, in the stratified, locked 

educational process of the musical conservatory, students are viewed to have talent but 

are constantly confronted with the question of how much, whether it is enough, or, if 

there is talent at all. In Allsup’s words, “university music educators insisted that words 

like ‘talent’, ‘power’, ‘achievement’, ‘leadership’, and ‘excellence’ were understood as 

culturally constructed and historically located” (p. 16). Allsup refers to the sushi 

apprentice learning how to make the master’s egg recipe, and trying to acquire that skill. 

After such a strict and closed form of learning though, an apprentice, even of highest 

the talent, might be able to re-create the dish, but the spirit of the creator is absent and, 

by being tied down by the discipline, will the student be able to create a truly singular 

work of art on their own?  

Finally, Allsup’s claim against focusing only on individual achievement rather than the 

“social relationships that construct and sustain the field” (Allsup, 2016, p. 14) harkens 

back to Dewey’s environmental approach to learning and Kolb’s modernisation through 

psychological, sociological and philosophical underpinnings. Again, the art to be learned 

and appreciated, experienced and enjoyed, is not a road to be travelled by only the 
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individual, the one with talent, knowledge or previous experience, but a wide road 

where all who travel, approach together. Allsup states that “Instead of differentiating 

between levels of talent” educators “must support all types and degrees of talent” and 

“see and hear that their students are multitalented and that their powers, abilities, and 

capacities are both interconnected and idiosyncratic” (p. 16).  

The presentation of classical music, for all the present-day innovations, new approaches 

and technologies, still can hold vestiges of that closed-order approach to audience 

apprenticeship. We who present classical music are still the masters, the audience our 

students. We still can find ourselves holding the key to the gate of knowledge and 

enjoyment and we realise that even with our efforts to change our approach, only 

through us can the audience pass through and fully experience the joy of our art. 

Because of that separate and stratified relationship between artist and apprentice, 

performer and listener, the audience consciously or unconsciously knows that that they 

will never fully pass through the portal of full experience. As an individual, an audience 

member might feel incapable of fully enjoying and appreciating the work of music, but 

as an audience, enjoying the music together in different ways and styles, the road of 

engagement might be more easily travelled.  

What Allsup calls for in the music conservatory and what we can apply both in the 

classroom in general and classical music engagement in particular, is a way to keep an 

artistic tradition open and evolving, “treating one’s form as text rather than law” (Allsup, 

2016, p. 10). Through that treatment comes “redistribution and generosity” and the 

author, the father, the authority figure, becomes “a guest in his own work” (p. 10). The 

teacher in this more open context is a “co-author,” a “reader,” or a “flexible expert,” 

“who moves between close and open areas as a facilitator and a fellow adventurer” (pp. 

11–12). When we differentiate between the apprentice who is tied and constrained by 

the discipline that is learned, and one who, on the contrary, is capable of creating 

something unique, then we see Allsup’s vision of a successful classroom, be it in a 

conservatory or a concert hall.  

Allsup points out what is genius in creation but what also can be applied to genius in 

teaching. The creator of art is an innovator, who dissatisfied with the given, creates new 
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codes or, as in the case of Dapper Dan, mixes previous codes in a new fashion. The genius 

lies not necessarily in what is done, but in the fact that it is a breaking free of what has 

been done before. Translate that into the classroom and further into the concert hall, 

and we can see that, instead of a student or audience being a docile receiver of 

information he/she becomes actively involved in the process of learning and 

engagement and therefore is also breaking free from what has been done before. Allsup 

speaks of “static” learning, receiving information about what has been done before, and 

the problem with the traditional being “mistaking induction for education” (Allsup, 

2016, p. 20). Induction is about the past as an end in itself and about just survival; 

education is about the past as a way to understand the present and move us to a 

promising future.  

But it should be noted that Allsup also states that we need both the “shokoleur”––the 

disciple of the sushi master who trains strictly––and the “bricoleur” who constructs from 

a wide range of available things and opens that process up to those who are served 

(Allsup, 2016, p. 20). Allsup is on the same path as Dewey, saying that it is not an 

either/or but a both; a combination of traditional and progressive, disciplined and 

experiential. In the concert hall we can ask our audience to absorb past information and 

acquire the technical skills, knowledge and values to approach a work of art, while at 

the same time, present experiences to spur independent and creative responses to the 

work of art.  

Summary of Allsup’s philosophy 

To summarise and relate Allsup’s ideas to this thesis topic: we who present classical 

music must allow ourselves to be masters in that when we perform, we adhere to the 

tradition, the pre-set group of musical notes, the composed rhythms and arrangement 

of instruments and even the tempo. These aspects are, in Allsup’s view, closed, coming 

from the past and a presented to our audience as a fait accompli. But within that musical 

presentation, if one of two criteria is present, it can, at the same time, become an open 

form of art and communication and a progressive and creative experience. The first 

criterion is whether in the actual performance of the music, even without any 

explanation, there is a sense of a search for the essence and life held within that set 

piece of music; a forward moving, dynamic and inspired approach.  



 60 

The second criterion for an open process or, to paraphrase Allsup, enlightenment rather 

than training, is the explanation, demonstration, and giving of experience to the 

audience by which we can inspire the listener to travel even further on that path and 

engage even deeper with classical music.  

All classical music presentations can fulfil the first criterion of inspired and inspiring 

performance. The magic moments of beautifully executed and personally phrased 

music, the mix of original style and singular tone, the personality of the conductor and 

the performers, all can play a part in this magic making and, if this happens, a clear 

pathway for enjoyment is opened up. understanding the driving force of inspiration and 

creativity in performance we can then understand that any orchestra, large or small, 

professional or amateur, can help in our quest to engage more listeners with classical 

music. And as we have been forced to accept even more in this time of COVID, a pre-

recorded or live streamed video performance can, with the right approach and spirit, 

also be a conduit for classical music appreciation.  

There is though the restrictions of the tradition of a classical music concert where most 

of their listeners, usually of a certain age or with expertise and experience, do not wish 

to be confronted with too much information, imagery or experience, even if helpful, 

before a performance.  

The concert hall, or a recording of classical music, are understandably different to the 

classroom and yet the idea of engagement holds within it the same essential element of 

growth and learning. What do we want to happen to an audience of classical music when 

they physically listen to a performance? With reference to Dewey’s call for the unity of 

opposites, we might hope that the listener undergoes a sense of excitement and/or 

comfort, connection and/or a removal to a far-off internal place, intellectual stimulation 

and/or sheer entertainment and pleasure. What is more, we are not even asking for 

non-stop contact. If listeners experience a few moments of connection within the 

context of a five-minute piece, or several “wow” feelings during a full concert, then that 

could be enough to spur them on to seek more of these classical music experiences, 

planting the seeds for further growth and development as a lover of classical music.  
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David Wallace 

From Dewey, Kolb, and Allsup, we can now use the understanding of what art, 

education, experience, the classroom, the student and the teacher are at their best, in 

order to transform and optimise an approach to classical music engagement.  

In his book, Engaging the concert audience: A musician’s guide to interactive 

performance, David Wallace speaks about the difference between an “interactive 

performance” of music and a “lecture demonstration” (Wallace, 2018, p. 3). Even if 

there is an effort to go above and beyond music performance, many orchestras are still 

essentially talking to and playing for an audience that just listens. The interactive 

performance on the other hand “is an event where performers help audience members 

to perform, create and reflect in ways that heighten their musical perceptions,” the idea 

being to “personally involve” the audience (p. 4). Wallace suggests that we go beyond 

sharing information, entertaining or even teaching about a piece of music and extend to 

the audience a hands-on experience that taps into their intelligence. Wallace proposes 

that in this process the audience will become not just educated or entertained but 

involved. We who perform classical music get the audience to listen with a “focused 

mind, a full heart and active ears” with a goal of “heightened musical perception” (p. 5). 

With that goal achieved, it does not matter whether the audience is young or old, 

experienced or inexperienced, aficionados of classical music or neutral or even negative 

to the art. To Wallace, an audience-centred, “hands on” approach to our performance 

is the key to keeping concert music of any kind alive (p. 5).  

Given that many orchestras are wary of disrupting the traditional concert listening 

experience of many of their audience, especially older members (who, it should be 

recognised, are those who donate money and time), it is easier to talk about but riskier 

to try interactive strategies. However, Wallace asserts that if those strategies succeed, 

there will be a more organic connection between the audience and the performers.  

Even within a more constricted concert performance, a subscription concert for 

example, I propose that, for the conductor in particular, it is essential to be constantly 

aware of the three-way connection between performers, audience and music and to be 



 62 

diligent in upholding a role as a literal conductor, to transmit electricity, albeit musical 

energy, from one source to another and back again. 

Wallace (2018) defines and describes six principles of audience engagement which, if 

enacted, will provide the audience with the opportunity to connect to the music: 

• Give the audience an entry point 

• Go beyond information and engage through experience 

• Tap your audience’s competence 

• Engage multiple intelligences 

• Reflect 

• Project your personality. (p. 7) 

Giving the audience an entry point is about finding one element in the music of meaning, 

structure or perception, creating a path by which the audience can enter into the music 

(p. 7). Wallace cites Beethoven’s Fifth for example, the famous musical motif, “dah dah 

dah dahhhhh,” the intense dynamics, the feeling of triumph. It can be especially noted 

that Wallace recommends a less is more approach. We need only find one entry point, 

not several. With that one entry point as a guidepost, so to speak, the audience can 

travel through the entire work of music. The question that needs to be addressed, 

however, is how does that entry point function in the music? (Wallace, 2018, p. 8). It is 

not enough to speak of, explain or describe that entry point, it must be experienced by 

the audience in order to truly feel it. Wallace suggests that we try and present entry 

points in an “open” and “exploratory way,” that we should allow the audience to not 

only experience but explore the entry point through an “interactive application” (p. 9). 

In other words, passive explanation must be transformed into an active heart and soul, 

if not hands on, experience.  

Wallace suggests various ways to create entry points for the listener: pointing out the 

elements of music such as harmony, melody, dynamics, articulation; articulating 

metaphors that “express musical ideas,” and providing ideas that relate to the piece of 

music such as the story, characters, history or the composer’s biography (Wallace, 2018, 

p. 11). But he emphasises that that we must “go beyond information and engage 

through experience,” we must “ground” information in experience (p. 12). Without the 

experience of music, “informed audience members may feel successful at an intellectual 

level, but without an experience, their ears remain fundamentally unaltered” (p. 12).  
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Wallace (2018) proposes that when looking for appropriate entry points to a piece of 

music one can ask what  

• Is it that I personally respond to?  

• Do I want the audience to take note of?  

• Is something that is possibly different about the music?  

• In the music might be difficult to connect to, especially for someone new to 
the music?  

• Is the story or history of the piece?  

• Is in the music that is so powerful that we don’t even have to find a way to 
experience it? The experience is front and centre.  

• Is in the music that is so strong you don’t even need an activity to highlight 
it? (p. 27) 

We can be aware that the entry point will help the audience engage on either a musical, 

intellectual or personal level but not necessarily all three at once. Wallace describes 

what occurs at these levels: the musical entry point where the audience becomes active 

musicians; the intellectual entry point where general concepts are illuminated and 

metaphors are used; and the physical entry point which personalises the experience. 

From the above and my own personal experience with choosing repertoires and 

preparing engagement programmes, I can also add these questions: What do I physically 

or emotionally feel when I hear this piece? What can we know about the composer that 

relates to our appreciation of the piece? What memory or image does this piece conjure 

up? What spatial, mathematical or architectural idea does the piece display? 

What are some ways we can involve our audience in the experience of the music? 

Wallace suggests having the audience create special effects, sing a melody, clap a 

rhythm or even reflect on their own experiences. Again though, I raise the difficulty of 

doing these kind of activities in the context of a more conservative and formal 

presentation. Are there subtler and less time consuming ways to involve the audience 

in the musical performance so that while some might receive a listening-affirming 

experience others who are already seriously involved classical listeners do not feel 

distracted or put off? In practice, less talking about the music and more short but sweet, 

light hearted, audience-involved demonstrations might balance the dual needs of a 

concert audience. Before the performance of a piece a conductor could have the 

orchestra tap a particular rhythm and get the audience to join in; or tell a personal story 
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that evokes a picture of the piece and suggest the audience do the same while listening; 

or have one instrument or several play an important musical idea before the piece and 

suggest to the audience that they listen for that idea, how it is presented and what 

instruments play it, throughout the piece. Allowing for the needs and tastes of advanced 

listeners the orchestra and conductor could present other musical works without 

introduction but with a follow up, or with no introduction or follow up at all.  

Wallace again puts emphasis on the idea of experience when he speaks of tapping into 

the audience’s competency. The audience members each have a set idea of who they 

are in relation to classical music: they know or do not know classical music; they like or 

do not like it; they are interested or bored by it, etc. However, we must assume that 

every member of the audience has some kind of musical skill and knowledge, even if it 

has nothing to do with the classical music presented. When we tap into their capabilities 

and knowledge, through some kind of experience, we let the audience become a 

performer, a creator, an artist, in their own right (Wallace, 2018, p. 14).  

Wallace suggests many activities for the audience to take part in which will give them a 

sense of their own musical capacity both in description of the music and in response to 

the music. A partial list of his suggestions (Wallace, 2018) follows, with my injection that 

again, the choice of which activity and how it is presented is made according to the type 

and needs of the audience and the formal or informal nature of the concert. Wallace 

(2018) suggests many activities for the audience to take part in which will give them a 

sense of their own musical capacity both in description of the music and in response to 

the music. A partial list of his suggestions follows, with my injection that again, the 

choice of which activity and how it is presented is made according to the type and needs 

of the audience and the formal or informal nature of the concert:  

play instruments, body percussion, making sounds of different timbre or 
dynamics, keeping a steady beat, conduct, respond to conducting signals, 
perform with musicians, swaying back and forth, make hand signals, wave cell 
phone lights, solve puzzles, vote, have a discussion with a musician, make facial 
expressions. (pp. 15–16) 
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Wallace’s suggestion to “think, visualize and imagine, write, draw pictures, recall 

memories and emotions or use social media” (Wallace, 2018, pp. 15–16) stand out as 

particular ways we might involve a more formal audience in the experience of music. 

No matter which of the above one uses, the idea is to use a point of entry as a vehicle 

for engagement. The experience is, so to speak, the gasoline that fuels the vehicle. The 

capability and knowledge of the audience might be akin to the steering wheel. We can 

let them move in any direction as long as there is a moving process of engagement. 

Wallace suggests that we target different modes of perception, understanding that 

there will be some in the audience who connect with the music intellectually, while 

others draw towards the visual. For many the physical sensation of the music resonates, 

while others connect on an emotional level. Supporting our approach to a diverse 

audience, Wallace cites Howard Gardner’s Frames of Mind: The Theory of Multiple 

Intelligences (Gardner, 1983, as cited in Wallace, 2018) and his list of seven different 

intelligences: 

• Visual/spatial (i.e. zooming in, lighting, staging, pictures, projected 
animation, light shows) 

• Verbal/linguistic (singing lyrics or chanting, creating metaphors or similes) 

• Logical/mathematical (patterns, complex rhythmic patterns, musical form 
and structure) 

• Bodily/kinaesthetic (physical movement, dance, choreography, conducting) 

• Musical/rhythmic (creation, performance, appreciation) 

• Interpersonal (understand, empathize, communicate with others) what the 
composer is expressing  

• Intrapersonal (introspection, self-knowledge, self-awareness). (p. 17) 

Wallace speaks of the need for reflective moments in order to deepen the musical 

experience, asking questions such as, “what struck you about this piece?” “what about 

the music makes you say that?” and “did anyone hear anything else?” Reflection, 

according to Wallace, “can nudge the audience from the realm of passive entertainment 

into the deeper world of personal, aesthetic response” (Wallace, 2018, p. 20). Talking to 

someone else, answering, even to oneself, a question, making a facial gesture or striking 

a pose, allow for reflection. Wallace refers to the conductor Ernest Schelling’s New York 

Philharmonic Young People’s Concerts of the 1920s and 30s where he had his listeners 

write brief responses in a musical diary. 
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The last but not least important principle, and possibly the most straightforward and 

easiest to implement, is to “project your personality” (Wallace, 2018, p. 7). The 

conductor and the orchestra should play music that excites them, and share the things 

that excite with the audience, in a personal and self-revealing way. I have attended many 

a concert where I was less inclined to watch the conductor than to watch a particular 

instrumentalist move while playing in such a way that showed me the music’s essential 

feeling, whether it be the sheer joy, the deep and dark sadness, or the exuberant fun of 

the music. If we are unable to take the time and space within a formal concert to give 

the audience a hands on experience, would it not suffice that the gestures of the 

conductor induce this experience? Shall we also ask more from the conductor to go 

beyond keeping the orchestra playing together or bringing out the musical aspects of 

the piece and the musicality of the players? Shall we look for the conductor to truly show 

the audience the nuances, spirit and emotional content of the music so that consciously 

or unconsciously the audience will experience points of reflection and therefore 

experience the music on a deeper level? Can we also ask our players to balance the 

necessary technical approach to their playing with a more visible display of their own 

self-involvement and personality in the music making?  

Wallace suggests that the concert is created so that inherent in the music programme is 

a pathway to engagement. He describes four steps to planning an interactive concert 

including brainstorming the theme and repertoire, designing activities, scripting and 

rehearsing the concert, and assessing the performance. He also suggests that the theme 

of the concert is somehow “challenging,” “intriguing,” or “entertaining,” and that it is 

conducive to “musical exploration not just demonstration,” has an emotional or 

intellectual “bite,” and is musically “strong and original” (Wallace, 2018, p. 23). 

The programme of a concert can revolve around a theme and, moreover, Wallace 

suggests that a question can be developed as a background to that theme, for example, 

what makes the American sound in orchestral music? He suggests that a concert begins 

with something attention grabbing and ends with something that closes up the idea of 

the programme; that a variety of musical elements such as tempo, dynamics, or 

emotional content be used; that a possible timing for an interactive concert would be 
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two thirds music and one third interaction, and even suggests shaping the repertoire in 

an arc or full circle in mood or style, for example.  

Wallace delves into one question in particular: How can the audience experience a 

connection to everyday life? He notes that we can create that tie to the personal 

experiences of our audience through physical activity, visual aids, and creating sounds 

or music, either with the voice, or with instruments, theatre, analogies or stories. An 

example of an entry point question would be, according to Wallace, “How does Richard 

Strauss use orchestration in Also Sprach Zarathustra to convey a sense of spiritual 

awakening?” (Wallace, 2018, p. 33). 

One thing to avoid is creating a point of entry that connects to only one point in a piece. 

Continuity and consistency need to be reinforced and this could be done through 

pointing out, either verbally or through experiences, the relationships between sections 

of a piece, or between different musical works. Another thing to be wary of is creating 

experiential activities that elucidate musical concepts but that do not truly tie in with 

the workings and effect of the actual piece of music. In fact, all entry points, experiences, 

reflections, and personality should be at the service of the music performed. A third 

thing to avoid is to simply have the audience count how many times some musical event 

has happened, be it an instrument, melody, or harmony, for example. Instead, by 

following certain aspects of the development of a musical idea, such as what instrument 

plays it or in what way it is played, the audience gains that sense of continuity, 

integration, and forward-moving progress that creates a deeper level of engagement.  

Three questions should always be kept in mind when creating experiences for the 

audience: “Does this serve the music? Does this enhance the hearing of this piece?” and, 

most interesting, “is this a satisfying work of art unto itself?” (Wallace, 2018, p. 44). In 

other words, is the activity, the experience, the point of contact, a worthwhile and 

creative process in itself?  

What makes a good interactive concert? Wallace lists several ways to enhance the 

concert experience including using one musical work as an introduction to another, for 

example, the percussion performance piece STOMP as a prequel to the Rite of Spring 

(Wallace, 2018). A concert could contain immediate repeated performances of a musical 
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work, or one piece could be played at the opening to the concert, in which a musical 

concept is shown, and then that piece could be followed by another repertoire that also 

displays that musical concept, and, finally, the concert could close with a repetition of 

the first piece. Dialogue is another approach to an interactive concert, whereby the 

audience is interviewed or speaks to one another. I could add as well that the orchestra 

or conductor could be interviewed by the audience or even the players could interview 

amongst themselves in front of the audience. Demonstration of musical concepts is an 

obvious tactic, but this could be done through real-time activities such as call and 

response, or by mirroring through physical gestures. Wallace mentions the example of 

a performance of the musical work Romeo and Juliet where the conductor can show the 

audience a gesture of hands to the heart when the love theme is played. Games can be 

played, for example, charades, twenty questions, or remote control, where the audience 

or an individual audience member, through a gesture, can mute different sections of an 

orchestra as it plays. Lastly, Wallace proposes puzzles and problem-solving as a way for 

the audience to understand a musical concept. I suggest that, while the foregoing are 

wonderful techniques, we can also venture into the spirit and personality of either the 

music, composer or even, the conductor. Are there processes that could lead the 

audience to those more abstract and personal qualities? 

Referring to this aspect of the personality of the conductor, Wallace (2018) recommends 

that we must develop “an engaging stage presence” (p. 53) where we are theatrical, 

dramatic and open to the reaction and desires of the audience. Like any good Broadway 

performer, we can take on the aura of an actor, hearing and responding to the sound 

and presence of our audience, allowing for the audience to become part of the show. 

The drama of the performance can be supported by having the music come in without 

introduction, or by using silence and musical surprise to enwrap or stimulate the 

listener. Wallace encourages all of us to learn stage presence, to train ourselves in the 

art of stage persona, suggesting such exercises as feeling ourselves expanding into the 

space of a room when we enter it, or, while walking down a street, we repeatedly state 

our name in our mind, feeling whether others whom we pass even subtly give us space. 

Wallace’s recommendations are for the conductor, but he also emphasises that the 

musicians are very much a part of the show as well. There should be buy in and 
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involvement from our players even when they are busy playing. Wallace mentions the 

idea of player costumes for themed concerts, which might work for some particular 

audiences and scenarios. Again, I have personally enjoyed the physical expressivity or 

the facial expressions of a second violin player, for example, which allowed me to enjoy 

the music on a different level than if I had just watched the conductor.  

• Speaking and movement are essential to effective stage presence. It is not 
just what we say but how we say it. Wallace (2018) recommends these 
obvious points:  

• Do not turn one’s back to the audience while speaking even while you are 
getting ready to play the next piece  

• Stay on the microphone  

• Wait for an audience to settle down before speaking again  

• Go back and forth between different speakers (conductor – musician, 
musician -conductor, for example)  

• Use a less-is-more approach to words and make an effort to use metaphors, 
humour, and ask questions. (pp. 57–58) 

One particularly good recommendation is to show the audience the listening 

experience: facial expressions, hand gestures, subtle movements that do not distract 

from or that even strengthen the musical experience, and which mirror what is 

happening (Wallace, 2018). 

Wallace (2018) lists ten things not to do in an interactive performance that could be 

applied to any type of concert presentation: 

• Too much talking 

• Too much demonstration and not enough discovery  

• Under-rehearsing the script 

• Under-rehearsing the music.  

• Too much non-musical focus, too much connection to non-musical 
curriculum 

• Irrelevant activities that are not truly connected to the music 

• Lack of variety – the same activities over and over again 

• Being not appropriate to the audience, not only in terms of age but as well 
for other demographics including work experience and cultural background 

• Music that is either too long or too short and, as mentioned earlier, the 
inappropriate sequence of musical works 

• Disengaged performers. (pp. 69–76) 

The last mentioned seems to me especially important. I support the idea that all 

performers on stage should be engaged in some aspect of the presentation and propose 
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that, even if it is by way of physical cues or facial expressions, the musicians of an 

orchestra should show their interest in the process of enlightenment, and in the process 

hopefully becoming more connected to the music themselves. Wallace suggests the 

practice of video-recording musicians and showing them how they appear to the 

audience in order to encourage them to be, even subtly but always meaningfully, more 

engaged.  

Wallace (2018) writes about how engagement can come in places beyond the concert 

hall, for example in nursing homes, hospitals, schools, prisons, clubs, etc., but no matter 

where we present and who we present to, we should consider the following values: 

• Consider all as individuals and people not just as a group or a category 

• Share and create community 

• Have and express gratitude 

• Know the audience, the place, the location, and even the atmosphere 

• Be a good guest 

• Be true to yourself. (pp. 90–91)  

Wallace gives the great example of Johnny Cash and his Folsom Prison performances. 

The prisoners did not necessarily love country music before Cash performed, but 

because of his personal connection, respect, and sense of pleasure in being in a place 

that others ordinarily avoid, the prisoners took hold of the music (Wallace, 2018).  

An important issue for this thesis is how to engage adults who are less inclined to 

participate in activities. I propose that adults in certain respects are more afraid of being 

wrong, being exposed or revealed, than children. Others, as I have noted, are more 

entrenched in their previous listening, knowledge and experiences, and feel put upon 

when asked to do anything beyond passive listening. Wallace (2018) makes the following 

suggestions to engage adults who are more reticent: 

• Ask easy questions 

• Ask questions that can be answered as a group by raising hands 

• Take polls of the audience, for example, how many know this composer?  

• Create a talk show type design with microphones placed in the audience 

• Encourage clapping, stomping, even calling out 

• Model any activities so as to inspire more to join in. (p. 127) 
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Wallace lays out a detailed checklist for an interactive concert, which includes: 

assessments of concert content; physical presentation and venue staging; quality of 

activities; connection with a variety of types of listeners; effectiveness of our 

interactions; preparation for the concert including script, rehearsal and stage 

management; and post-concert review and reflection (Wallace, 2018, pp. 155–156). 

Even if we cannot present a fully interactive concert I am impressed with this disciplined 

and comprehensive approach. It can be used to reinforce the idea and execution of 

outreach and engagement that is an integral and essential element of any type of 

concert.  

Summary of Wallace’s philosophy 

In summary, Wallace (2018) asks us to steer away from presentation and move towards 

a shared experience of music, and even to risk alienating the experienced listener in 

order to create a purer connection between the listener, the music and the performers. 

Delineating six principles of engagement - the entry point; experiential activity; audience 

competency; multiple intelligences; reflection; and performer/presenter personality - 

Wallace specifies many different activities that can involve the audience and particularly 

emphasises the need to connect the music to the audience’s own daily lives. The 

experiences themselves should be well thought out, with the judgement in mind that 

they support the music, that they strengthen the listening experience, and they are 

artistic in and of themselves. If we fall into certain traps including under-rehearsing, too 

much activity, using activities not truly related to the music, or programming an 

inappropriate type or length of repertoire, we will inadvertently weaken the potential 

for musical engagement. Detailing a list of to-dos for the concert that go above and 

beyond the performance of the music, he highlights the idea that the effort to 

strengthen engagement through an interactive or shared experience can be viewed as 

being as important as the effort to perform a high quality musical performance.  

Shankar Vedantam and Tania Lombroso  

I mentioned earlier that many of Wallace’s suggestions might not apply to an audience 

already set in their ways or, even within the context of a fully interactive concert for 

example, a school outreach performance. We must come to terms with the fact that 

many in the audience are less receptive to changing or expanding their attitude towards 
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classical music in general, or at least towards a specific composer or historical style of 

classical music. There will be many in the audience who are not eager to clap hands, sing 

a song, or answer a question. However, whatever our concerns about how closed, shy, 

bored or not interested our audience might be, within any and all humans there is a 

basic desire to make sense of the environment around us and we, as conductors and 

presenters of classical music, can take full advantage of that.  

In the episode “The Story of Stories” of the radio show Hidden Brain, host Shankar 

Vedantam (2021) explores this idea of the desire to understand, stating some simple 

and yet profound truths: “A good explanation gives us pleasure,” and “when we can’t 

come up with a good explanation, we feel dissatisfied,” and “something of the human 

mind yearns to make sense of the world” (Vedantam, 2021, 1:30). Vedantam mentions 

that some scientific researchers believe that the desire to make sense of things is a basic 

human drive as inherent in our lives as thirst or hunger. Through an interview with 

Princeton University psychologist Tania Lombroso, we learn that we as humans 

sometimes tell stories and at other times we use explanation in order to understand our 

world, and that there is a difference between the two approaches. According to 

Lombroso, storytelling is very concrete and particular and that a good story is full of 

detail and creates visual images and emotions. A good explanation on the other hand is 

more abstract and “refers to general features of the world,... extracting the structure of 

the world in a way that is generalizable” (Vedantam, 2021, 6:50). Every day we humans 

use a mix of explanation and story, whether it is to simply to relate to a friend that we 

ate lunch at a certain place or to describe how the waiter spilled water on the table and 

gave us a free dessert. However, no matter which is used, the general purpose of either 

explanation or storytelling is to “distil complexity into simplicity,” or in the case of 

explanation to “relate our observations which are variable to a simple underlying 

structure that is more ordered” (Vedantam, 2021, 7:08). Explanations, according to 

Lombroso are “a way to extract order and regularity from what might otherwise seem 

disorganized and unsettling” (Vedantam, 2021, 7:20). This is a key point for those of us 

who want to engage our audiences. No matter what the activity, the purpose should 

always be the same, to help the listener make sense of what is heard, to glean one or 

two simple ideas and effects which will give an overall sense of knowing to what might 

seem to be a mix and mass of incomprehensible sounds. Important as well is the idea 
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that sometimes this desire to make sense generates curiosity while at other times that 

very same need for a simple story causes us to “leap to conclusions and become less 

curious” (Vedantam, 2021, 7:54). We are less curious when “we tend to over rely on our 

own story that we construct and under rely on these other sources of evidence that may 

or may not fit into our story so nicely” (Vedantam, 2021, 8:25). This describes the 

audience member who comes to a concert with a pre-formed negative opinion of 

classical music, including such attitudes as: I don’t get it; I didn’t grow up with it; Wagner, 

is too dramatic; or Bach is boring. Learning from the concepts presented in this episode 

we can counteract those pre-conceived ideas and subsequent lack of curiosity with 

explanations and stories which construct a new and easily digestible reality.  

Lombroso speaks in the interview about how explanations are a type of currency of 

communication (Vedantam, 2021) and that there are different types of explanations. In 

the podcast episode she mentions the value of self-explanation, the process of which 

deepens our appreciation of what we still do not know. Understanding the exact nature 

of the gap in our knowledge will motivate us to fill that gap. Lombroso, in her 

Experiential Explanation, differentiates between abstractive versus experiential 

explanations, both of which have value and are not mutually exclusive, but which can 

be used concurrently (Lambrozo, 2019, as cited in Vedantam, 2021). Lombroso views 

explanation through a psychological, scientific lens. We who engage audiences can 

understand explanation in order to transform it into an art.  

Explanation can also be uncomfortable. It might seem okay to receive explanations 

about science, how our body or technology works for example, but it is less comfortable 

to be given explanations about our spirituality or our appreciation of art. Those latter 

type of phenomena are ones of which “we have a rich internal experience that we feel 

that we have special access to as a person who is experiencing them” so it might seem 

like a threat to people to feel that “somebody outside of our own mind who isn’t having 

those rich personal experiences could provide a full explanation” (Vedantam, 2021, 

26:13). If our explanation of classical music imposes too much upon our listeners’ 

internal feelings there can be a negative reaction and a distancing from the experience. 

We need to be aware of the times when explanation is of value and when other modes 
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of experience including storytelling, physical independent reflection, or interaction with 

others are needed more.  

A characteristic of a good explanation is that it is “broad and exceptionless” (Vedantam, 

2021, 32:03). It carries forward, in that what applies in the present can be applied later 

as well. This is of particular interest to those of us who present classical music. Giving a 

piece of information or explaining a technique about one piece but mentioning that the 

audience will find the same in future listening, gives a sense of empowerment and leads 

to possibilities for future understanding and enjoyment.  

Summary of Vedantam and Lombroso’s philosophy 

In summary, Shankar Vedantam and his guest Tania Lombroso speak of the basic human 

need to understand, and how storytelling and explanation can be analysed for their 

efficacy in creating not only learning experiences, but the desire to learn. Referring back 

to Dewey’s not-either/or-but-both-attitude and philosophy of continuity, a clear and 

science-based approach, storytelling, and experiential and abstractive can be used 

together, creating an artistic learning experience that satisfies our desire to know the 

world and propels us towards an even greater understanding.  

Albert C. Barnes and the Barnes Foundation 

Albert C. Barnes and his Barnes Foundation is home to one of the largest collections of 

20th century art, for Barnes and Dewey were closely connected and collaborative in their 

ideas on education and art. Barnes was born into a poor working-class family in 

Philadelphia in 1872, and by the age of only twenty had earned a medical degree 

(Rudenstine, 2014, p. 121). With additional training as a chemist, Barnes formed a 

company with a German associate where they invented and produced the medication 

Argyrol, used for the treatment of symptoms of gonorrhoea and gonorrhoea induced 

blindness in new-born infants (Enclyclopedia Britannica, 2020). Barnes made millions of 

dollars from this and other products and bought out his company in 1907, later selling 

A.C. Barnes Company in 1929, notably before the stock market crash. With his huge 

financial resources, in 1905 he began collecting fine art paintings via personal trips to 

Paris.  
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Never having invested in stocks and less adversely affected by the Great Depression, 

Barnes was one of the first collectors of early and mid-century 20th century artists such 

as Modigliani and Soudine. In his newly built mansion in Merion, Pennsylvania, he 

installed a collection of art, including dozens of paintings, many of which were less 

accepted at that time but now considered masters, by artists such as Picasso, Renoir, 

Matisse and Cezanne. He added to this collection paintings of early American 

modernists, African sculpture and iron objects (Enclyclopedia Britannica, 2020). At the 

time of his death in a tragic car accident, in 1951, Barnes had amassed a collection of 

over a thousand pieces of art and artifacts that included the works of Monet, Manet, 

van Gogh, Rousseau, de Chirico, and many others. “His remarkable achievement 

remains to this day by far the largest intact collection of art from that period” 

(Enclyclopedia Britannica, 2020). 

The mansion that Barnes built in Merion, Pennsylvania to display his art was not truly a 

museum or gallery but a foundation. Barnes wanted to make his paintings available for 

the education of the common man and deliberately set up the Barnes Foundation as an 

“educational institution rather than a public gallery” (Glass, 1997, p. 99). 

Barnes’ experiences of rejection by art experts in his early days of collecting spurred on 

a quest for a new approach to the appreciation of art, one that bypassed the elite and 

educated and keyed into the idea of an everyman ability to see (Folmsbee, 2010). Having 

met in 1917 at a seminar at Columbia University, Barnes asked John Dewey in 1924 to 

become the first president and director of education at the Barnes Foundation, whose 

mission was “to teach people from all walks of life how to look at art” (Barnes 

Foundation, n.d.). Barnes and Dewey shared ideas and supported each other over the 

years with a common vision of the experience of art, and the application of scientific 

theory to aesthetic education. According to Margaret Hess Johnson in her “John 

Dewey’s Socially Instrumental Practice at the Barnes Foundation and the Role of 

‘Transferred Values’ in Aesthetic Experience,” Barnes and Dewey explored “the 

application of the scientific method to education in art through ongoing conversations, 

in the presence of Barnes’s great collection at his foundation and abroad” (Johnson, 

2012, p. 45). 
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In fact, Dewey (1934) dedicated his book Art and Experience to Barnes, writing in his 

preface: 

Whatever is sound in this volume is due more than I can say to the great 
educational work carried on in the Barnes Foundation. That work is of a pioneer 
quality comparable to the best that has been done in any field during the present 
generation, that of science not excepted. I should be glad to think of this volume 
as one phase of the widespread influence the Foundation is exercising. (p. vii) 

Barnes and Dewey also shared a mission to educate the common people, bringing art to 

the general and especially to the inexperienced public, and to do it in a way that not 

only deepened an appreciation for art but also influenced an aesthetic interpretation of 

day-to-day experience. Dewey’s approach to learning was the model for the Barnes 

Foundation’s educational programmes. Dewey, in a forward to Barnes’ 1935 book The 

Art of Renoir, wrote that “he took satisfaction in the fact that an institution concerned 

with education in art embodied his educational ideas” (Barnes, 1935, as cited in 

Johnson, 2012, p. 45). 

A chemist and a doctor, it was no coincidence that Barnes shared Dewey’s ideas of 

scientific inquiry. Johnson (2012) comments that Dewey, in the framework of the 

scientific process, 

used words such as “appreciation” and “experience” more as verbs than nouns, 
meanings that are realized through action. Direct perception through first-hand 
experience provides the material with which to make informed judgments about 
possible meanings, values, and significances in works of art, the result of 
reflection. (pp. 45–46) 

Barnes believed that all art from totally different cultures and time-periods, could be 

analysed according to formalist characteristics––the use of line, of colour, of the 

handling of space, or the overall composition of a work. Rudenstine (2014) explains that 

Barnes believed this approach could reveal important parallels among otherwise very 

dissimilar objects, but it required, as Barnes put it, “learning how to see,” the new 

method which he introduced into the Foundation’s curriculum. He was convinced that 

only by mastering this approach could viewers “discover the underlying, true meaning 

of a work of art” (Rudenstine, 2014, p. 122).  
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Learning to see in the Barnes approach to art education involves three concepts very 

much akin to Dewey’s. As Glass explains, the first concept is one of “aesthetic 

experience.” Experience here is  

not passive but involves an interaction between the artist and his environment 
or the viewer and his painting.... First, the environment acts upon the viewer, 
and then the viewer re-acts from his own storehouse of knowledge and 
memories. In a true experience something new is brought to what is present 
right here and now. (Glass, 1997, p. 93) 

In the musical experience that engages our audience, that concept of acting upon the 

viewer is essential. Something in the music, the performance of the music, or in the 

personality of the conductor and performers must reach out and strongly affect the 

listener.  

The second concept of learning to see is that of unity and variety. “Unity requires that 

the different means at the artist’s disposal work together consistently toward a common 

end. There should be a theme in which all parts of the painting participate” (Glass, 1997, 

p. 93).  

Variety is the counterpart of unity and works to maintain interest and produce 
richness. Unity is quite possible without variety but would be monotonous. 
Variety may be unexpected, but it still contributes positively if the theme of the 
painting gains from it.... Unity and variety must work together if an aesthetic 
whole is to be accomplished. (p. 94)  

I draw from this that our musical repertoire must also have unity and variety. Many 

orchestras have extra-musical themes that draw together the disparate musical works 

of a concert, for example, as seen in the New Zealand Symphony Orchestra’s 2021 

season, which presented the themes of “Carnival” and “Town and Country.” But a 

concert programme created that simply carries a musical theme or element 

throughout? Could we teach our audience how to listen with more musical depth and 

therefore become more engaged through, for example, a series of pieces that all contain 

counterpoint or orchestrated timbre, or by performing contrasting pieces with conjunct 

versus disjunct melodies, by Mozart and Prokofiev?   

Barnes’ third concept in support of learning to see, is expression.  
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An expressive act is one that pursues equilibrium or a satisfied adjustment to our 
circumstances. Expression is an intelligent, selective process that draws from 
both the participant and the environment. It is one step beyond experience in 
that we select one response out of the many possible ones and “press it out”. 
True expression requires both experience and intelligent selection. (Glass, 1997, 
p. 95) 

Describing information about a work of art would be selective but not experiential. 

“Emotional responses to paintings would count as experiential but not as selective. The 

true act of expression must combine both factors of selectivity and experience” (p. 94). 

Glass refers to Dewey’s description of experience in Art as experience, distinguishing 

between “experience and an experience” (Glass, 1997, p. 95).  

Glass (1997) states: 

Experience is always occurring as we interact with our environment. Out of all 
this experience, however, very few occasions are an experience. An experience 
requires our participation toward a purposeful end and has a sense of organic 
unity or completeness. (p. 95) 

Dewey refers to unity using the analogy of furniture sitting in a van waiting to be 

unloaded. It is “diverse but lacks order and serenity” (Glass, 1997, p. 95). But when 

arranged with thought and purpose in relation to each other and the space where they 

sit, then this same set of furniture gains those qualities of harmony and repose. Glass 

quotes Dewey: “There is an old formula for beauty in nature and art: Unity in variety” 

(Dewey, 1934, as cited in Glass, 1997, p. 95). 

Again, a parallel can be drawn between Barnes’ views on painting and our efforts on 

behalf of classical music. Beyond the careful choice of repertoire can we, whether 

through discussion, active experience or modelling, highlight certain aspects of the 

music that will help the listener both experience order and emotion, consistency and 

contrast?  

Johnson (2012) writes of a less well-known concept in Dewey and Barnes’ work and 

writings, that of “transferred values” (p. 46). Differentiating between two sets of 

qualities: plastic qualities, which are common to all recognised matter, and human 

values, which bring forth the feelings and emotions of daily life. The plastic quality would 

include, in fine art, things like colours, shadows, or shapes, while the human quality 



 79 

would contain feelings such as love, joy, fear, anger, etc. The artist’s work brings forth 

human values in the realm of plastic expression and it is the transfer from one world of 

experience to the other, from human to plastic then back again from plastic to human, 

which is what makes art significant. Barnes and Violetta De Mazia, who became a trustee 

and the Educational Director of the Barnes Foundation, wrote about this idea of 

transference in their co-written book The Art of Matisse (Barnes & De Mazia, 1933). Even 

when there is no real consciousness of the original experience or emotion and the 

original object has been replaced by another object resembling the first, that emotion 

can be instigated. Dewey (1934) in his Art and Experience, cites Barnes and De Mazia on 

this significant idea, that there are 

in our minds in solution to a vast number of emotional attitudes, feelings ready 
to be re-excited when the proper stimulus arrives. What is called the magic of 
the artist resides in his ability to transfer these values from one field of 
experience to another, to attach them to the objects of our common life, and by 
his imaginative insight make these objects poignant and momentous. (p. 118) 

We might extend this idea of transferred values to music, where “plastic” is the actual 

notes, construction and technique of the work. Music, being the most abstract of all arts 

might in this respect hold the most transference value from plastic to human and back 

again. Understanding this could possibly allow us the liberty to speak about those 

technical aspects of the music in relationship to human values.  

Continuing to collaborate with Dewey and inspired by his own theory of transferred 

values, by 1935 Barnes began to add decorative artifacts to his fine-art collections 

including rugs, carved panelling, and scrollwork (Glass, 1997). It was Barnes’ view that 

the inclusion of utilitarian objects, works by craftsmen, would uphold the idea that the 

artistic experience was by and for, not only the elite, but also the masses. Barnes was 

keenly concerned with the inclusion of the working class as an audience and participant 

in the arts and was also “committed to racial equality and social justice.” Barnes (Barnes 

Foundation, n.d. ) was also 

actively involved in the New Negro Movement (better known today as the 
Harlem Renaissance).… At his West Philadelphia factory, where many of his 
employees were African American, Dr Barnes structured the workday to include 
seminars on art and philosophy. In 1927, he established a scholarship program 
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to support young black artists, writers, and musicians who wanted to further 
their education. (Barnes Foundation, n.d. , para. 1) 

Johnson (2012) relates how Barnes “emphasized the ‘authenticity’ of craftspeople as 

creative artists, although not of the rank and equivalence of a Titian, a Renoir, or a 

Cezanne. According to Barnes, their value is that they express their own experience“ (p. 

50).  

I have personally visited the Barnes Foundation twice, once at its original home in 

Merion, Pennsylvania, and again at its new home in Philadelphia. I observed that there 

were no placards containing information next to the works of art at the Barnes 

Foundation, not even the name of the artist was stated anywhere near the work. The 

direct experience of art, and art in relation to other art, was fundamental. The sheer size 

of the collection, and it being a collection of such a large scale in such intimate 

surroundings––a small mansion or compact museum compared to the Louvre––had 

such a strong visceral effect on me. What is more, being able to look at a painting 

without concerning myself about the facts, history, story, or even name of the painter, 

created a sense of freedom to explore and enjoy on a completely different level than in 

visits to other museums.  

But more importantly it was the placement of works of art that was a crucial element of 

Barnes’ approach to engagement. With his background as a scientist, Barnes explored 

the idea of solving the problem of how to appreciate a work of art, by first approaching 

methodically its compositional elements, experimenting with framing, hanging, and 

researching its background and biography (Folmsbee, 2010). Barnes’ collection was not 

a series of individual works of art but “wall units” (Johnson, 2012, p. 51). 

Glass (1997) comments: 

Each painting was hung with special attention to its relationship with its 
neighbours. As such, each wall unit is also a "wall picture” expressing by its 
overall grouping of works the same qualities that can be found in individual 
paintings. Successful wall units emphasize and reinforce notable qualities in the 
individual paintings. (p. 97) 

“Consequently, Barnes is the artist, leading the viewer to better appreciate the paintings 

in the wall composition (ensemble) before her” (Johnson, 2012, p. 51). For example, 
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several paintings by various artists bridging disparate styles and eras could be placed on 

one wall, each containing one shared element––horizons, peasant women, or even a 

particular shape.  

“In later years Barnes approached this idea with a more expansive vision. He wrote of 

arranging all objects in the gallery, fine art, iron work, African and decorative art objects 

together into harmony” (Johnson, 2012, p. 49). Barnes wrote how an arabesque figure, 

for example, found in a painting could find its “analogue” in a piece of ironwork (p. 50).  

Separate, formerly unrelated metal items such as hinges, latches, and keys have 
been combined in compositions/arrangements to enhance possible transferred 
values; in doing so, their aesthetic appeal has moved from decorative (and 
utilitarian) toward some aesthetic expressiveness—a function of transferred 
values. (p. 51) 

Johnson (2012) explains:  

There is a lesson in the wall ensembles: values transfer from lived experience to 
the art and artifacts thoughtfully arranged on the gallery walls. There, human 
values are ordered, unified, and intensified. The founding mission of Barnes’s 
and Dewey’s educational program at the Barnes Foundation was to assist 
everyday people of all races and stations in life to achieve a greater awareness 
of the aesthetic in their everyday, mundane lives and relationships... (p. 55) 

From a 1942 radio address Barnes (as cited in Johnson, 2012) states: 

Art is not a phase of life apart from the work-a-day world, to which one may turn 
in moments of leisure or perhaps in the name of so-called “culture,” or in a spirit 
of worship… In other words, art is a fragment of life presented to us enriched in 
feeling by means of the creative spirit of the artist. (p. 55) 

We too, as classical music ambassadors, can teach our audience not just to listen but to 

learn to listen, learning to listen being as important as the listening itself. The discovery 

of how to listen to not only what is in the music, but also to that which is in daily life, 

might become, in our busy and troubled times, an experience, a truly cathartic act.  

For Barnes, engaging the viewer was very much an extension of his training and work as 

a scientist, but I also suggest that, he was in a way an artist himself, with the requisite 

understanding of plastic and human values, and the creative approach to the aesthetic 

experience. We might again draw a connection to our own work as conductors, parallel 
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to the art and technique of leading our orchestra, approaching engagement as an art. 

We could, with respect to Barnes combine similar and disparate music and cultures, 

understand both the plastic and human values of our repertoire and as well the daily 

concerns of our audience. As well, we can proceed with the recognition that there are 

two kinds of musicians those who play or create music, and those who listen to it. 

Listening is an art that can be taught. 

There is much more about Barnes and his Foundation that could be discussed. His 

Foundation was enmeshed in controversy and even legal battles concerning the 

exclusive approach to public viewing as well the reputation of Barnes’ own autocratic 

and didactic manner of teaching, both a paradox to the ideals he set forth. Dewey’s 

reputation as a seminal thinker and philosopher but, as mentioned earlier, the fact that 

he was possibly a less than effective classroom teacher because of his open-ended and 

less organised personal style, is also of note.  

Barnes was clearly a “master carpenter” in his own field. However, after 
experimenting freely to come up with his own aesthetic methods or “house 
design,” he insisted on the unquestioning acceptance of that method or design 
by others. Although his method may well be brilliant, this closed-mindedness is 
something that cannot be reconciled with Dewey’s. (Glass, 1997, p. 102) 

I mention this to point out that it is possible that too often, in the name of some higher 

ideal or vision, our own well-meaning efforts in classical music engagement can become 

closed off, rigid, and didactic, creating the very problems we meant to solve.  

Summary of Barnes and the Barnes Foundation 

In summarising Dr Albert C. Barnes and his Barnes Foundation we can start with its 

primary goal, which was “to teach people from all walks of life how to look at art” 

(Barnes Foundation, n.d.). Barnes’ massive collection of art and artifacts included not 

only large numbers of masterpieces from 20th century Western artists but also African 

objects, decorative art and ironwork. All art and artifacts were purposely arranged 

together in a variety of orders as wall panels instead of individual works and were 

presented devoid of accessory information but, in relationship to each other, presenting 

compositional tools and ideas that would elicit an engaging holistic experience through 

the transference of values. The idea of learning to see was the basis of this presentation 
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of art, which included the actual artistic experience, unity and variety, and expression. 

Barnes’ vision of the experience of art and the engagement in the art of the everyman, 

however it was put into practice, was humanistic and democratic and one that, when 

well executed, could produce a visceral response in any viewer.  

Tsunesaburo Makiguchi 

I propose a third connective link towards updating the Bernstein model, that of 

Tsunesaburo Makiguchi (1871-1944).  

A teacher, school principal, public speaker, activist, and author, Makiguchi 
sought to humanise education in his native Japan by insisting that it serve 
individuals and communities rather than the political and economic needs of the 
state (which was increasingly militaristic and coercive in the years before World 
War II). (Hansen, 2019, p. 10) 

“As evidenced in his writing, Makiguchi was aware of Dewey’s ideas and drew on them 

in his efforts to reform the Japanese educational system” (Ikeda, 2001, p. 9). Daisaku 

Ikeda, in his paper, “John Dewey and Tsunesaburo Makiguchi” (Ikeda, n.d.) states: 

The American educator Francis W. Parker (1837–1902) provides a point of 
intellectual contact between Dewey and Makiguchi. “Colonel” Parker, who was 
hailed by Dewey as “the father of progressive education” was the subject of an 
1897 essay by Makiguchi in which he expresses his support for the view that the 
school should function as a bridge between family life and a life of social 
solidarity. (para. 9) 

There was also a point of possibly indirect connection between Makiguchi and Dewey in 

the form of a shared friend, Japanese diplomat and League of Nations Undersecretary, 

General Inazo Nitobe. Nitobe had encouraged Makiguchi’s independent scholarship 

“and it was Nitobe who played host to his long-time friend Dewey during his 1919 visit 

to Japan” (Ikeda, 2001, p. 10). Makiguchi “referenced with great respect the writings 

and ideas of Dewey in his 1930 work, The System of Value-Creating Pedagogy” (Ikeda, 

2001, p. 97).  

Makiguchi was born in a fishing village and was brought up by an uncle after his father 

deserted the family and his mother had to give him up (Gebert & Joffee, 2007). 

Makiguchi attended only primary school, as was usual for the time, and then worked in 

his uncle’s shipping company. “It is possible to conjecture that the informal education 
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he received from this hands-on and community-based work shaped his later views on 

the need to fuse practical experience in life with structured processes of learning” 

(Gebert & Joffee, 2007, p. 67). His early schooling reflected the government’s focus on 

the development of the student’s critical and rational abilities and an “open and 

enlightened approach to education,” more so than when he found himself as a teacher 

and principal of schools in 1930s and 40s militaristic Japan (Saito, 1981, as cited in 

Gebert & Joffee, 2007, p. 67).  

During his years as a civil service worker and teacher in Hokkaido, Makiguchi studied 

geography, leading to the development of his concept of the geography of human life 

(jinsei chirigaku). “Rather than merely examine physical geography, Makiguchi probed 

the dynamic relationship between geography and the psychological aspects of human 

life” (Hansen, 2019, p. 68). In 1903 he published A Geography of Human Life, which was 

to become a standard text in Japanese teacher education. In it he “held that education 

based on an awareness of the connections between human life and the natural and 

social environment could help develop the moral character of students” (Gerber and 

Joffee, as cited in Hansen, 2019, p. 69). 

Ikeda believed that “Makiguchi’s interest in geography, in particular the interaction 

between and impact of geographical features and human activities, finds a parallel in 

Dewey’s own thought.” (Ikeda, 2001, p. 4) However, as with Dewey, “Makiguchi never 

unquestioningly embraced the cult of progress but interrogated it from a variety of 

perspectives” (p. 6). 

The concept of linking human life with the social or physical environment is something 

that we might explore further in our efforts to engage our listeners in classical music. 

Aural and abstract as it is, classical music can summon forth visceral emotions, 

memories, intellectual stimulation and even physical sensations of the listener and 

connect them to a wider world. While more contemporary approaches including 

performances in more informal settings or with media and interactive technology have 

been adopted, we must also be aware of that trap of unquestioningly locking step with 

the cult of progress. Our approaches to engagement, whether reactionary or radical, 

must be continuously questioned and analysed, edited, pushed forward or held back to 
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truly meet the needs of our current listener. This feels especially prescient in this era of 

the COVID-19 pandemic.  

After the publication of his Geography of Human Life in 1903, Makiguchi became a field 

researcher for the Japanese Ministry of Education and continued to publish. He worked 

for twenty years as the principal of five different primary schools but, after repeated 

clashes with educational authorities, was forcibly retired from his final school 

principalship in 1931 (Hansen, 2019).  

Makiguchi was introduced by a principal of another Tokyo area school, in 1928, to 

Nichiren Buddhism, which involves the chanting of the phrase nam myoho renge kyo; 

he converted to the practice shortly thereafter. “He found Nichiren’s perspective of the 

limitless potential of each individual resonant with his approach to education, and 

Nichiren Buddhism thus provided a practical foundation for his philosophy of value 

creation” (Goulah, 2015, pp. 254-255). Goulah and Gebert (2009) comment: 

Around this time, he also decided to put into book form the pedagogical theories 
he had been developing over his years of teaching experience, publishing a 
pamphlet that gave a summary outline for a 12-volume work, The System of 
Value-Creating Pedagogy. (p. 123) 

In Nichiren Buddhism and the teachings of the Lotus Sutra, Makiguchi found a deep 

resonance with the ideas he had been developing throughout his life, the ideas that 

form the basis of his The system of Value-Creating Pedagogy (Tsunesaburo Makiguchi 

Website Committee, n.d.). Ikeda (2001) elucidates the connection between Makiguchi’s 

Buddhist and educational philosophies: 

Makiguchi asserted that the purpose of education must be the lifelong happiness 
of learners. He further believed that true happiness is to be found in a life of 
value creation. Put simply, value creation is the capacity to find meaning, to 
enhance one’s own existence and contribute to the wellbeing of others, under 
any circumstance. (p. 100) 

It should be noted that when Makiguchi referred to happiness it was meant not as 

relative happiness, based on temporal gratification, but as absolute, happiness or an 

enlightened state of life filled with, for example, awareness, courage and compassion. 
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Ikeda (Daisaku Ikeda Website Committee, n.d.) differentiates between relative and 

absolute happiness: 

Relative happiness is happiness that depends on things outside ourselves, such 
as affluence or social standing… Absolute happiness, on the other hand, is 
something we must find within. It means establishing a state of life in which we 
are never defeated by difficulties, and where just being alive is a source of great 
joy. (para. 25) 

Backed by studies and research, we already know that classical music is good for our 

listeners in so many ways: health, intelligence, social cohesion, and of course at its very 

essence, the spirit and soul. But can we articulate and make efforts to engage our 

listeners with classical music in order that they simply, as defined by Makiguchi, become 

happy? By expanding our goals beyond a vaguer notion of spirit or soul, absolute 

happiness, an inner life of strength, clarity, or compassion, can be tapped and supported 

through engagement with classical music. Amidst their listening pleasure, through our 

direction and guidance, our audiences can also recognise and appreciate that 

experience.  

Goulah and Gebert (Goulah, 2015) cite Makiguchi’s The System of Value-Creating 

Pedagogy where he wrote of his belief that the goal of education, and of life itself, lies 

in the pursuit of authentic happiness. He asserted that “one’s capacity to lead a 

genuinely happy life lies in one’s capacity to create value—specifically values of 

aesthetic or sensory beauty, individual gain, and social good—in and from any 

circumstances” (p. 254). 

Goulah and Gebert (2009) explain that 

this view of value as the basis for happiness re-evaluated the Kantian notion of 
value (of truth, beauty, and good), clarifying it as a transactional relationship 
between subject and object. Value—specifically, the triad of beauty, gain, and 
good—arises from the interaction between humans and their surroundings, and 
it is in this sense that value can be created… Makiguchi’s value-creating 
pedagogy based on this philosophy of value, then, is a call for teachers to 
cultivate in individuals the ability to create value toward the greatest good for 
the self and society. (Goulah, 2015, pp. 124–125) 

According to Makiguchi, the ability to create value “is enhanced by, but not essentially 

contingent on, education. It is not, in other words, limited to educational fields or only 
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possible when a particular degree of education has been acquired” (Goulah, 2015, p. 

126).  

By understanding that value creation is a process that goes beyond the classroom or any 

particular educational practice, we can consciously aim for the classical listening 

experience of our audience to activate and support those three components of beauty, 

gain and good, in the creation of value. Beauty is an obvious value easily accomplished 

when listening to an artistic creation. Gain too can be achieved, as shown in the fact that 

it benefits the emotional, physical and spiritual health of the listeners. The component 

of good can be attained with modern societal links to even historical classical 

repertoires, including themes and ideas about the environment, anti-violence, family 

and community, or economic and racial justice.  

The publication of Pedagogy marked what is known as the official start of the Soka 

Kyoiku Gakkai or the value creating education society in 1930. This society was at first 

made up of educators unhappy with Japanese national education policies, in particular 

the focus on rote learning and state-directed subject matter (Goulah, 2015). Makiguchi’s 

value-creating pedagogy provided an alternative, focusing on “individual happiness, 

independent thinking, criticality, and social self-actualization” (p. 255). The Soka Kyoiku 

Gakkai gave more and more weight to its Buddhist roots and grew into a movement that 

promoted world peace through the individuals’ own inner transformation. “It is 

important to note, however, that the organisation’s—and Makiguchi’s—educational 

efforts did not lie in Buddhist proselytisation in schools and classrooms” (p. 255). 

Makiguchi was clear that “religion must serve humanity; humanity does not exist to 

serve religion.” Makiguchi’s embrace of Buddhism “first paralleled, and then propelled, 

the expansion of his focus from the question of knowledge to that of value” Goulah and 

Gebert (2009).  

After World War II, Jose Toda revived the newly re-named Soka Gakkai, expanding its 

focus beyond education, growing its membership and transforming it into an 

international organisation under the subsequent leadership of Daisaku Ikeda (1928– ) 

(Goulah & Gebert, 2009).  
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Daisaku Ikeda began a concerted effort to actualise the vision for education set out by 

Makiguchi and Toda. According to Goulah and Gebert (2009), Ikeda 

founded Soka Junior and Senior High Schools in 1968; Soka University in Japan in 
1971; Kansai Soka Junior and Senior High Schools in 1973; as well as Soka 
University of America in California, which received accreditation from the 
Western Association of Schools and Colleges (WASC) in 2005. He has also 
founded kindergartens and elementary schools, creating a unified system that 
spans the full range of formal educational experience. (p. 126) 

The Soka school network has also grown internationally, with over a dozen schools 

across the world, but with purposely general guidelines from founder Ikeda about the 

principles and objectives of each school, that capture more the spirit of Makiguchi than 

any specific process or proposal (Hansen, 2019). Ikeda has based Soka education on the 

principle and practice of ningen kyoiku or human education, being “a humanistic, 

humane, or human/people-centered education. There is, thus, in the Soka schools and 

among educators inspired by the philosophy, a strong emphasis on the human qualities 

of teacher–learner interactions” (Goulah & Gebert, 2009, p. 126). 

Makiguchi published “On Attitudes Toward Education,” the second of a six-part 

serialised presentation that first appeared in the Japanese-language journal, Shinkyo. 

According to Goulah (2015), in these writings  

Makiguchi asserts that a teacher’s attitude is of utmost importance in 
determining the ends of education. Teachers must demonstrate an attitude 
totally focused on the students before them, set entirely on fostering, or guiding, 
these students’ growth and development into creative and critically engaged 
individuals. (pp. 256–257) 

In fact, Makaguchi applies these same principles to teachers themselves, calling for the 

“empowerment of teachers” (Goulah & Gebert, 2009, p. 123). Ikeda speaks of this idea, 

stating the “teacher’s inner growth contributes to student’s happiness and educational 

and social advances” (Ikeda, 2001, p. 185). Goulah (2015) refers to Makiguchi’s 

comparing the proper attitude teachers should possess 

to the difficult and time-consuming work of cultivating chrysanthemums. Thus, 
whether cultivating chrysanthemums or educating children, methods are 
inconsequential if we do not first demonstrate the proper attitude. In order to 
grow beautiful chrysanthemums, we must understand exactly what we’re 
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dealing with just as in order to understand the education of human beings, we 
must understand that we’re dealing with human beings and the potential growth 
of human beings. (p. 257) 

Makiguchi’s philosophy and approaches to education, evolving from the Nichiren 

Buddhist practice and centred on a humanistic, value creating, and transformative 

purpose has gained increased attention including by scholars, academic symposia, panel 

sessions and presentations at conferences of, for example, the American Educational 

Research Association, the American Educational Studies Association, and other 

academic organisations (Goulah, 2015). Goulah (2015) cites his own university, DePaul 

University, which 

established the Institute for Daisaku Ikeda Studies in Education in April 2014, 
whose purpose is to research the educational ideas of Makiguchi, Toda, and 
Ikeda. Shortly thereafter, Université Laval, the oldest Francophone university in 
Canada, established the Makiguchi Educational Leadership Chair in Teaching and 
Learning in Higher Education. (p. 258) 

Summary of Tsunesaburo Makiguchi 

From Makiguchi’s vison of education we ambassadors of classical music can implement 

in our own musical performances and presentations his central ideas, that:  

• The core aim of education is the happiness of the individual  

• True happiness (absolute not relative happiness) can be acquired by learning to 

live a life of value creation based on the tenets of beauty, gain, and good 

• The transformation of any individual through self-awareness is also a key 

component of education 

• There is a vital relationship between the teacher and the student  

• Empowerment of the teacher in his/her practice of teaching is of great 

importance. 
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Chapter 3. Leonard Bernstein and Conclusion 

Leonard Bernstein 

Turning to the title of this thesis, “The Bernstein model,” Leonard Bernstein’s (1918-

1990) work, especially leading the New York Philharmonic Young People’s Concerts and 

its televised broadcasts, continues to this day to be an exemplar for outreach and 

engagement programmes and conductors around the world. I look at Bernstein in his 

entirety to see how I, as an outreach and engagement conductor, can emulate and 

extend his model.  

An overview of Bernstein’s life “plays like a modern American fable” (Ross, 2008b, para. 

6). Born as Louis Bernstein to Jewish-Russian immigrants in Lawrence, Massachusetts, 

Leonard Bernstein was a musical prodigy, so talented at the piano he surpassed his first 

piano teacher. During grades 7-12 he attended the prestigious Boston Latin School 

where he played the piano in the school glee club and sang in the choir, and after was 

accepted to the top American university, Harvard (Peyser, 1998). 

After graduating from Harvard, Bernstein was accepted to the Curtis Institute, a 

conservatory of music in Philadelphia, studying conducting under the internationally 

known conductor, Fritz Reiner. As well as impressing major conductors such as Dimitri 

Mitropoulos and Serge Koussevitzky, Bernstein was adopted into the social circle of and 

supported by a number of leading American composers including Aaron Copland, 

William Schumann and Marc Blitzstein (Nicolosi, 2009). 

Bernstein moved to New York City at the age of 24 in 1942 and was given an employment 

opportunity in New York City’s Tin Pan Alley, as Broadway was known in those days, 

working “for Hermann Starr, the publisher in charge of Hams-Witmark, a New York firm 

owned by Warner Brothers” (Burton, 2017, p. 103). Koussevitzky recommended 

Bernstein to Artur Rodzinski, music director of the New York Philharmonic, who offered 

him a position with the orchestra as assistant conductor. In November of 1943, at the 

last minute, Bernstein stepped in to conduct a nationally broadcast radio concert for the 

ailing guest conductor Bruno Walter and gained instant fame, and returned as guest 
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conductor the following season (Peyser, 1998). According to Ross (2008b), during those 

first few years in New York City the composer/conductor Bernstein 

pulls off an extraordinary triple feat: he wins national notice as a conductor when 
he substitutes for Bruno Walter at the New York Philharmonic; he establishes 
himself as a concert-hall composer with the rock-solid, formidably eloquent first 
symphony, Jeremiah, and with Betty Comden and Adolph Green, he knocks out 
a hit musical, On the Town. By V-E Day, in 1945, Bernstein was one of the most 
famous American artists of his generation. (para. 6) 

Bernstein was appointed Music Director of the New York Philharmonic in 1958. From 

then until 1969 he led more concerts with the orchestra than any previous conductor 

(Leonard Bernstein Office, n.d.-a). He guest-conducted orchestras throughout the world 

including the Boston Symphony Orchestra, the National Symphony Orchestra, the 

Philadelphia Orchestra, the Israel Philharmonic Orchestra, the London Symphony 

Orchestra and most notably the Vienna Philharmonic Orchestra (Laird & Schiff, 2012). 

Bernstein was the first American to be appointed conductor of the New York 

Philharmonic and guest conductor of other world-renowned orchestras. “Before 

Bernstein there were few American-born and trained conductors of international note” 

(Laird & Schiff, 2012, p. 4).  

Bernstein made his mark as a serious classical composer, writing such works as The 

Jeremiah Symphony #1 (1939), The Age of Anxiety Symphony #2 (1949), Kaddish 

Symphony #3 (1963), and Chichester Psalms (1965). His music for dramatic works 

included five Broadway shows, including the popular West Side Story, On the Town, and 

Wonderful Town, three ballets including Fancy Free, two operas, Trouble in Tahiti and 

its sequel, A Quiet Place, and the film score for On the Waterfront starring Marlon 

Brando (Laird & Schiff, 2012). 

Bernstein was also a renowned educator. His teaching, according to Rozen, could be 

delineated into three categories: 1) university teaching, 2) applied conducting, and 3) 

music appreciation, awareness and listening (Rozen, 1998). One of his greatest 

accomplishments was as conductor and narrator of the New York Philharmonic’s Young 

People’s Concerts, starting in 1957 and nationally televised with an international 

audience as well, from 1958 to 1972.  
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The model of Leonard Bernstein as the ambassador of classical music, can be seen best 

in his work as director of the Young People’s Concerts. It is these programmes that have 

been emulated by orchestras in their attempts to engage audiences, especially but not 

exclusively, young listeners.  

Walter Damrosch was both in practice and personality a precursor to Bernstein in his 

hosting of the NBC radio broadcast Music Appreciation Hour from 1928-1942 (Gregory, 

2016) and there were family concerts dating back to 1885 led by Theodore Thomas, 

Josef Stransky, and Ernest Schelling (Shanet, 1975). There is an understanding that with 

all these previous models of outreach, economic and social and media issues were at 

play to create success, and the personality and spirit of each conductor or host reflected 

the needs of the era. “Clearly, there was an inherited paradigm of engaging and 

imaginative pedagogy at New York Philharmonic Young People’s Concerts” (MacInnis, 

2009, p. 5).  

Other classical music personalities in other forms of classical music, opera, soloists, etc., 

have also made their mark in attracting and engaging the general public, taking 

advantage of social movements, new media, and political and economic forces. Lebrecht 

(2007) writes of Caruso and Toscanini, who were the first greats to sell classical music 

through live broadcasts and recordings. Horowitz explores the question: what did the 

greats previous to Bernstein change in their art to adapt to the new technology, and, 

what was it about their personas and personal missions that made them an attractive 

force to non-classical music listeners and new concert attendees? (Horowitz, 1987).  

It can be argued that there has been adequate follow up to Bernstein in the Young 

People’s Concert model. Michael Tilson Thomas took up the cause from Bernstein, 

literally taking up the baton at the New York Philharmonic in the 1970s. Under his 

direction, the San Francisco Symphony has proven itself as a leader in productive and 

insightful music outreach and education in recent years with an imaginative outreach 

programme called “Keeping Score” (San Francisco Orchestra, 2011). The New York 

Philharmonic has presented classical greats and pop and jazz artists in outreach 

concerts, but the argument could be made that no one has created the powerful 

worldwide charge of enthusiasm for classical music as did Leonard Bernstein.  
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But why were Leonard Bernstein’s concerts so special? Why are they still considered the 

gold standard of audience outreach decades later? Bernstein’s Young People’s Concerts’ 

popularity was a breakthrough for classical music, not only appreciated by the live 

audience in the concert hall but by television audiences in the millions throughout the 

United States and internationally. “Today the Young People’s Concerts are remembered 

as a distinct cultural landmark in the history of twentieth-century media and the arts” 

(MacInnis, 2009, p. 2). Bernstein himself said that “the Young People’s Concerts are 

among the favourite, most highly prized activities of my life” (Burton, 1995, as cited in 

MacInnis, 2009, p. 1).  

During the 1950s, the New York Philharmonic had registered a drop in the popularity of 

the Young People’s Concerts and they were ”desperately in need of a more updated, 

refreshed approach and a leader more in tune with contemporary youth” (Gelleny, 

1991, p. 10). “It was through his TV network connections that Bernstein secured a deal 

with CBS chairman William S. Paley to broadcast Young People’s Concerts as a series of 

live Saturday afternoon specials from Carnegie Hall” (Gelleny, 1991, pp. 48–49). 

Bernstein himself wrote and with the help of an editorial team, refined the scripts, and 

Roger Englander produced and directed the broadcasts (1999).  

The opportunity to broadcast classical music on television was not an accident. A 

national outrage at this time was focused on the television scandal over the coaching of 

contestants on television broadcast game shows, now known to many through the 

Hollywood film, Quiz Show. “It was in this atmosphere of discontent with television 

programming that the new Federal Communications Commission (FCC) chairman, 

Newton Minow, made a famous speech on 9 May 1961 in which he referred to television 

as a ‘vast wasteland’” (MacInnis, 2009, p. 17). Similar to the response of radio decades 

before with live broadcasts of classical programming such as the NBC Symphony 

Orchestra, the television industry was forced by scandal and condemnation to 

compensate with content of reputable cultural and civic mindedness. “In direct 

response to Minow’s campaign to improve the airways and to increase television 

programme diversity, CBS decided to move Bernstein’s Young People’s Concerts 

programme to a primetime slot, Saturday evening at 7:30pm” (p. 18). This moment in 

time was, so to speak, golden. When Arturo Toscanini conducted live in 1948, 
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approximately 350,000 Americans watched with their own television sets (MacInnis, 

2009). By 1958, with Bernstein leading the Young People’s Concerts there “were over 20 

million television sets in the United States and a viewing audience that encompassed 

approximately forty-four percent of the population” (Horowitz, 1987, p. 86).  

Bernstein, taking advantage of the new media of television, assumed the role of a 

“classical music populariser, appearing on not only the network television programme, 

New York Philharmonic Young People’s Concerts, but as well with the programmes such 

as Omnibus, and Leonard Bernstein and the New York Philharmonic” (Gelleny, 1991, p. 

48). Gelleny (1991) articulates the depth of Bernstein’s accomplishment: 

On these programmes, Bernstein sought to revitalise interest in classical music 
and make it more accessible to a mass audience. He strove to create an updated 
concert lecture approach to classical music that was informative and 
sophisticated, yet not alienating to public viewers. In effect, Bernstein’s televised 
concert-lectures transformed classical music into a popular product. (p. 48) 

Ross (2008b) states that Bernstein and his Young People’s Concerts “transformed the 

dowdy business of music education” and “in a culture of cynical chic, Bernstein teaches 

the power of impassioned affirmation” quoting Bernstein: “I’m no longer quite sure 

what the question is, but I do know that the answer is yes” (para. 29). 

Bernstein was a gifted speaker about music who could make even those with little 

background feel as if they had learned something worthwhile about a sophisticated 

musical concept. “This applied to both the children and adults” (Laird & Schiff, 2012, p. 

5) and the title “Young People’s Concerts” belies their universal popularity, “despite the 

program’s name and its original conception as a children’s show, fan mail revealed a 

strong interest in the show on the part of adult viewers” (Gelleny, 1991, p. 56). For all 

listeners Bernstein personalised and internalised the approach to classical music. Carl St 

Clare, an assistant conductor to Bernstein, states that for Bernstein, it was more 

important “to allow people to discover themselves and let the music come through 

them, rather than superimpose something from the outside” (Ledbetter, 1988, as cited 

in Rozen, 1998, p. 46). 

Davies (Ed., 1993, as cited in Rozen, 1998) refers to Bernstein’s own words about his 

Young People’s Concerts: 
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These concerts are not just concerts…. They are, in some way, the quintessence 
of all I try to as a conductor, as a performing musician. There is a lurking didactic 
streak in me that turns every program I make into a discourse, whether I utter a 
word or not; my performing impulse has always been to share my feelings, or 
knowledge, or speculations about music—to provoke thought, suggest historical 
perspective, encourage the intersection of musical lines. (p. 38) 

Gelleny (1991) states several aspects to Bernstein’s approach that created new 

pathways to audience engagement. First, Bernstein steered his audience away from the 

usual non-musical associations with musical repertoire. For example, after conducting 

the “William Tell overture,” he debunks “the usual Lone Ranger association, stating that 

‘music is never about anything. Music just is – music is notes, beautiful notes and sounds 

put together in such a way, that we get pleasure out of listening to them’” (p. 51). Rozen 

refers to St Clare’s statement that Bernstein “invited them, rather, to discover with him 

the answer and why the music is why it is” (Ledbetter, 1988, as cited in Rozen, 1998, p. 

58).  

Secondly, Bernstein held that “all music is one.” “As a result of this belief, Bernstein 

attacked cultural myths that portrayed classical music as a sanctified artistic product of 

the elite class that would be of little interest or enjoyment to members of lower social 

classes” (Gelleny, 1991, p. 51). By eliminating the pre-conceived ideas of classical music 

as good music, art music, or serious music, “Bernstein knocked the subject of classical 

music off its elitist pedestal and encouraged audience members to listen without 

preconceived ideas of artistic value based on traditional class associations” (Gelleny, 

1991, pp. 51–52). 

Gelleny writes of Bernstein’s “desanctified attitude toward classical music” (Gelleny, 

1991, p. 52), which was reflected in comments spoken in “a vernacular tone, which not 

only clarified the serious explanation in metaphorical terms the audience members 

could relate to but added touches of lightness and humor to the presentation.” After 

discussing Ravel’s “Bolero” in “What Does Orchestration Mean?” he summed the piece 

up as “high-class hootchy-kootchy music” (Leonard Bernstein Office, n.d.-c)  

“Diversity was another means by which Bernstein struggled to break down traditional 

barriers and establish connections with his audience” (Gelleny, 1991, p. 52). Bernstein 

programmed music that went beyond the then standard Western European fare 
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choosing what was then new music of American composers and introducing other 

genres such as Jazz, Latin and Folk to his audience” (Gelleny, 1991). 

Rozen (1998) comments on Bernstein’s physicality, how his physical gestures taught the 

audience, how he used not just words but words backed up by facial expressions, 

“uninhibited” physical “involvement,” and “when words were used, the rhythm and 

intonation of his voice demonstrated musically what he was asking for” (p. 46). 

St Clare sums up Bernstein with this statement: “He takes energy from everybody he 

touches. He needs that energy from people, but gives it back with his love and 

inspiration. Whatever he takes from you, you get back with interest” (Ledbetter, 1988, 

as cited in Rozen, 1998, p. 45). Bernstein’s ability to love was the force for engagement; 

his love of teaching, people, children and music poured through his personal enthusiasm 

and spontaneity.  

From my reading of the actual scripts and viewing the recorded broadcasts, I add 

personal reflections on two of Bernstein’s programmes, What is Classical Music? 

(Leonard Bernstein Office, n.d.-b) and What Does Music Mean? (Leonard Bernstein 

Office, n.d. ). Bernstein often uses analogies, comparisons and metaphors in teaching 

about classical music. He is very conversational and shows his audience how classical 

music is connected to the real world and uses emotions to match. Bernstein makes 

classical music direct and approachable with no limit to the feelings that one can have 

in music. We cannot always name our feelings but, according to Bernstein, classical 

music can express them. His presentation is both deep in concept and personal in 

character and his physicality in conducting is a musical dance, where even through just 

his hands he will bring out whatever he can in the music. What strikes me especially is 

that through television the audience can see the conductor conduct from the front, 

watching his face, instead of from behind. I see also that only 13 years after the 

Holocaust, he was a proudly Jewish man, and stood before the audience not in a tuxedo 

but in a more casual suit and tie. Bernstein was the common man, a conductor for all 

people.  

This is not to say that the Young People’s Concerts programmes have not become 

outdated. From my same reading and viewing I note that the audience was very 
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homogenous, made up of well-dressed white children. The way Bernstein spoke to them 

might now be considered too didactic; he is talking to his audience and engaging less 

with them in any actual back and forth, as we see in contemporary television talk shows. 

Bernstein refers to music and concepts that the children in the audience were assumed 

to know, for example, his mention of the Strauss’ Blue Danube. Lastly, the children in 

the audience knew how to sit and listen to a concert, they understood the necessary 

behaviour and courtesies of a classical concert. This is not necessarily the case today. 

Bernstein though was the right person, in the right place at the right time. But being the 

right person takes a certain skill, a certain talent and attitude that will allow one to take 

advantage of the right place and right time. I call it the “Madonna moment,” after the 

pop star Madonna who wrote hit song after hit song based on what she heard from the 

street Bernstein came from, and understood the aspiring American middle class of the 

mid-20th century, and was able to translate its outlook to the language of classical 

music. Bernstein’s flexibility with the television medium, and his ability to adapt to the 

technology were also key to his success. Bernstein was seemingly at ease with and took 

advantage of television, the new technology and new medium of communication. 

Peyser (1998) quotes Bernstein: “But it really was not until 1954 when I got involved 

with television that I realized the tremendous power of the medium, the power it could 

have in terms of music…” (pp. 238–240). 

Bernstein’s Young People’s Concerts programmes were produced by and for commercial 

television with sponsorship by major brands such as Shell Oil Company and Polaroid 

(Englander, 1985, as cited in Gelleny, 1991, p. 56). These programmes needed to be 

entertaining and popular enough to attract large viewership. Gelleny (1991) states: 

At the same time, Bernstein’s approach to mass music appreciation was guided 
by his strong underlying philosophies on the need for art in society and the 
potential for the mass media to act as a positive transmitter of art and culture. 
(p. 50) 

Gelleny contrasts that to the ideas of Theodore Adorno who believed that “When mass 

media attempted to co-opt subject materials from high culture, the resulting product, 

in Adorno’s opinion, was pseudo-culture” (Adorno, 1938/1991, 1959/1993, as cited in 
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Gelleny, 1991, p. 64, Footnote 6). Bernstein counteracted this belief. According to 

Gelleny (1991), 

one important assumption Bernstein made was that classical music could be 
transmitted to and authentically appreciated by a mass television audience. 
During the lecture component of his presentations, he communicated factual 
information about the subject matter clearly and directly, without speaking 
down to his audience. He introduced technical terms, explained compositional 
procedures, and did not shy away from discussing more sophisticated ideas 
about classical music. (p. 50) 

Bernstein did not oversimplify classical music for his television audience. He did not 

reduce classical music to just the recognition or memorisation of famous melodic 

themes, or the “over-reliance on the traditional literary-narrative approaches” and “he 

dismissed the idea of just introducing the instruments, for example, as boring” (Gelleny, 

1991, p. 50). In other words, Bernstein was able to walk the fine line between mass 

media and its entertaining necessities and the more substantive, deeper approach to 

classical music.  

We might, however, go beyond the particularities of the ‘magic moment’ of Bernstein’s 

success with the Young People’s Concerts. LaFave in his book Experiencing Leonard 

Bernstein : A Listener’s Companion, states that “a look at young Lenny’s life reveals the 

strands of a richly woven texture that will become the music of the mature composer” 

(LaFave, 2015, p. 4). I propose to analyse the Bernstein model by looking at Leonard 

Bernstein himself and, in particular, the various strands of Bernstein’s talent and 

persona for, in each of these elements of Bernstein’s genius and success and in their 

confluence, lies the key to understanding how to update his model. Throughout the vast 

resources of writing, biography, analysis, theory and even hagiography, I have found the 

following defining strands of who Bernstein truly was in relation to his great success as 

a classical music ambassador. Bernstein was a: 

• Conductor 

• Serious composer 

• Theatre composer 

• Educated educator 

• Jewish, and more specifically, post-holocaust Jewish  



 99 

• Gay  

• Eclectic who combines and juggles all of the above into an extensive and diverse 

mix 

Bernstein the conductor was, so to speak, a boy wonder. Burton quotes Bernstein saying 

in 1939 that the three leading American composers, Roy Harris, William Schumann and 

Aaron Copland had it “all planned out for me to become ‘America’s Great Conductor’” 

(Burton, 2017, p. 58). Appointed to the New York Philharmonic as Music Director in 1958 

he became the youngest music director ever to hold the position, and his tenure is 

considered one of the most successful ever between an orchestra and a conductor. 

Under Bernstein’s leadership the New York Philharmonic “tripled its audience between 

the 1955-56 season and the late 1960s, added new series, became a year-round 

ensemble, and developed a regular television presence” (Laird & Schiff, 2012, p. 4).  

Bernstein’s dynamic programming of concert repertoire and the dramatic intensity of 

his conducting was a topic of discussion throughout his career.  

He was always a demonstrative and fully-engaged conductor – some critics 
found his gestures excessively grand and his interpretations too emotional – but 
what kept him one of the most famous and highly-paid international conductors 
was his compelling, passionate music-making. (Laird & Schiff, 2012, p. 5) 

While at the same time mastering the complexities of the musical score, baton 

technique, and communication to his orchestra, Bernstein could fully immerse himself 

in the musical moment and was able to take his musicians and audience with him into a 

heartfelt journey of music. Bernstein learned from his conducting teacher, Koussevitzky, 

that every performance was the performance, which required a conductor’s total 

devotion and care. In reference to his teacher, in Gutmann’s Classical Notes, Bernstein 

later recalled, “All he did was marshalled and harnessed to be at the service of music.” 

(Guttman, n.d., The great influences). After his famous last-minute substitution for the 

conductor Bruno Walter, Bernstein was quoted as saying, “From then on, I was just 

sailing. I don’t know what happened.” “Thus began the Bernstein mode of becoming lost 

in the music” (LaFave, 2015, p. 27). 
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Bernstein studied with world-renowned maestros, Reiner and Koussevitzky, where he 

“had experienced varied temperaments and conducting styles. Like Mitropoulos, 

Bernstein was emotional and demonstrative on the podium” (Laird & Schiff, 2012, p. 5). 

Bernstein dared to show the expressive and even emotional content of the music 

through physical gestures. Alex Ross comments on Bernstein’s conducting that “the 

moment exemplifies Bernstein’s ability to render almost any abstract sequence of notes 

or chords as a physical act, a sweatily human gesture. The effect is difficult to achieve” 

(Ross, 2008b).  

The idea of community or ‘gemeinschaft’ runs strongly in Bernstein’s musical direction.  

Musicians must be cajoled into creating a particular kind of unison: not a robotic 
sameness of execution but a deeper unanimity in which spontaneous activities 
on the part of each player viscerally realise the conductor’s vision. There are 
videos in which you can see Bernstein striving for that unanimity, and it is not 
always pleasant to watch. (Ross, 2008b, para. 4). 

It can be said that this going all out for unity between his musicians has the effect on his 

audience as well of belonging to the music. From Bernstein’s famous book, The Joy of 

Music is about not just the joy of making music, but the joy of being part of the music, 

listening to the making of music. What is also important to this thesis is that Bernstein’s 

conducting was educational in itself, pointing out, instructing and inspiring, where the 

pedagogical is in the conducting and the conducting is in the pedagogical. He was a 

harbinger of “expressive conducting [that] can serve as a catalyst between the score and 

the audience” (Rozen, 1998, p. 38). 

According to LaFave, “throughout his life, Bernstein proclaimed composing to be his real 

and ultimate goal” (LaFave, 2015, p. 25). What much of the world knows Bernstein for 

is as the composer of his Broadway musical West Side Story (later adapted to film) whose 

fame outdid any other work he wrote. Bernstein was the serious composer of three 

symphonies: Jeremiah Symphony #1 (1939); The Age of Anxiety Symphony #2 (1949); 

Kaddish Symphony #3 (1963) and a range of other symphonic, vocal and chamber music 

compositions (Laird & Schiff, 2012). Bernstein had achieved international success as a 

conductor and as an educator as well but, “what Bernstein really wanted was to be a 

great composer” (Teachout, 1994, p. 49). Teachout quotes Bernstein as saying, in 1984, 



 101 

“I never had a career” and “conducting is really just a thing” (p. 49). Ross quotes 

Bernstein telling the New York Philharmonic in 1966 after years of success at its helm, 

“I’m really a composer and I don’t have any time to do my other work” (Ross, 2008b, 

para. 13). 

Looking at Bernstein’s style and technique as a serious classical music composer we 

might uncover more of what made Bernstein the masterful emissary of classical music. 

Alex Ross describes Bernstein’s expert technique, even in his early years, stating 

“Bernstein’s craftsmanship was unerring” but with technique that served an expressive 

end, “Bernstein’s skill at playing such games raises the suspicion that he was merely a 

facile trickster. But his manipulations and appropriations served carefully calculated 

expressive ends” (Ross, 2008a, para. 10). 

With expert technique Bernstein, at least in his early years, had what Ross states as a 

lean approach: “These days, with composers using computer software to generate 

reams of notes and washes of timbre, the early Bernstein can be held up as a model of 

economy…” (Ross, 2008a, para. 10). Ross (2008b) also describes Bernstein’s ability to 

adapt to any sort of music:  

In previous works, Bernstein had played by the rules of whatever genre he 
inhabited, no matter how much he stretched them. West Side Story is a musical 
with modernist touches; The Age of Anxiety and Chichester Psalms are classical 
works interlaced with jazz and blues. (para. 18) 

Expressivity is a key element in Bernstein’s compositions. Burton states that “his 

symphonies, concertos, operas, ballets and choral works (not to mention his shows) 

have proved their durability because they are imbued with expressive power couched 

in accessible musical language” (Burton, 2017, p. 437). It can be said that this 

accessibility was in part a result of his use of common musical language. “The 

effectiveness with which Bernstein brought vernacular elements to his concert music 

makes a comparison to Gershwin seem appropriate” (Laird & Schiff, 2012, p. 6). Burton 

quotes Bernstein’s mentor Aaron Copland’s view that Bernstein’s music had “an 

immediate, a spontaneity and warmth which speak directly to the audience” (Burton, 

2017, p. 171) but was also critical of Bernstein’s eclecticism, stating that “at its worst, 

Bernstein’s music is conductor’s music – eclectic in style and facile in inspiration” (p. 
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173). But Burton bypasses the critique of the eclectic with a comment on Bernstein’s 

originality: “Despite his acknowledged eclecticism, his scores declare themselves…” (p. 

437). 

In summary Bernstein’s music was expressive, dynamic, inspiring, original, accessible, 

economical, straight forward, and flexible to any form or genre. But most important was 

the depth of spirit, the never-ending quest to believe. La Fave writes of Bernstein’s 

music, that 

its potential to express things otherwise inexpressible, its social and political 
significance—took on vast importance for the budding composer. The majority 
of Bernstein’s pieces will not be content to exhibit species counterpoint or 
advanced harmonic techniques: they will look hard at the human condition, 
explore the follies of history, advocate for peace, address God. (LaFave, 2015, p. 
8) 

Bernstein, in a 1977 interview spoke of this himself: “In a sense, I suppose, I am always 

writing the same piece, as all composers do… The work I have been writing all my life is 

about the struggle that is born of our century, a crisis of faith” (Guttman, n.d., “The 

Composer” section). 

Not only did Bernstein straddle being a conductor and a composer but also between 

being a composer of serious classical music and the writer of Broadway musicals. But it 

is of note that “he once said that he believed all of his works to be in some way 

theatrical” (Laird & Schiff, 2012, p. 6). Burton stated that in Bernstein’s classical writing 

“his choice of subject matter and his radical formal innovations” were frequently 

theatrical in terms of their dramatic impact (Burton, 2017, p. 487).  

Theatre was part of Bernstein’s upbringing, producing and directing operatic shows in 

his youth, for example a parody production of Carmen or student productions of The 

Mikado and H.M.S. Pinafore. “The experience of writing and directing stage shows 

proved invaluable when he began composing and directing at Harvard. He seemed 

destined for a career in the musical theatre” (Burton, 2017, p. 24). After graduating from 

Harvard and Curtis he got his first big break in New York City working for Hams-Witmark, 

a New York firm owned by Warner Brothers. “His job was to note down for eventual 

publication the improvisations on records of noted jazz musicians” (Burton, 2017, p. 



 103 

103). He was embarrassed though by this work and published under the name of Lenny 

Amber (German for Bernstein). Burton quotes composer Harold Shapero who “points 

out that it was in fact a priceless job for Bernstein, because he learned the whole metier 

of Tin Pan Alley sheet music, the actual mechanics” (p. 103).  

Bernstein wrote several Broadway shows including On the Town (1944), Wonderful 

Town (1953) and 1600 Pennsylvania Avenue (1976), music for the film On the Waterfront 

(1954), a ballet Fancy Free (1944), an operetta Candide (1956), operas Trouble in Tahiti 

(1951) and A Quiet Place (1983) and the musical theatre piece, Mass (1971) (Laird & 

Schiff, 2012). His West Side Story especially is considered one of the greatest American 

musicals and, even by some, a great American opera. Discussing American musicals, 

Bernstein himself “argued that the genre, like the Austro-Geran Singspiel of the mid-

eighteenth century, was ready to take ‘the leap to a work of art’” (Lovensheimer, 2012).  

The theatrical technique, style and attitude is a strand of Bernstein. Rozen sees this as 

well in Bernstein’s work as an educator with, for example, his use of accents and 

imitations of famous people (Rozen, 1998). Bernstein was from his roots and his 

successful work in the theatre, the showman, the actor, and even the comic. Bernstein 

the educated could be considered a sub-strand of Bernstein the educator within the 

model of his success. In spite of his prodigious musical talents his father was against him 

pursuing a career in music and as a youth he was schooled in two top academic 

institutions: Boston Latin which provided “an exacting classical education” (Peyser, 

1998, p. 34) and then Harvard University. Burton (2017) writes of Bernstein’s academic 

education at Boston Latin which drew the top students from the Boston area:  

Boston Latin School was passionately dedicated to learning, and to amassing a 
body of knowledge with a rigor that was possibly French derived in its classical 
severity, yet decidedly English in its reverence for language and literature. Both 
elements found a place in Bernstein’s makeup. (p. 28) 

Burton goes on to say that “Bernstein was fortunate, first in having a father who was a 

scholar himself, and second in the choice of his school” (Burton, 2017, p. 28). Bernstein 

acquired, especially through his undergraduate experience at Harvard, a broad and at 

the same time academically rich discipline unlike that of the usual more technically 

trained music conservatory graduate. “It’s significant that Bernstein attended a major 
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university as an undergrad, rather than a conservatory. This fit perfectly his intellectual 

hunger to know and understand as much as possible” (LaFave, 2015, p. 8). 

Bernstein the world-renowned teacher of classical music did not happen by accident. 

Instead of the usual job delivering newspapers as a youth he made extra money by 

teaching younger children (Burton, 2017). Bernstein the teacher was totally in keeping 

with his Jewish heritage. The rabbi in the Jewish faith is defined as not only a scholar but 

also as a teacher. Burton quotes Bernstein as stating that his father said to him “why 

don’t you become a rabbi if you won’t go into my business?” (Burton, 2017, p. 20). 

Contrary to the previous stated comment of composition being the primary focus, 

Bernstein, according to Rozen, always considered himself as an educator first (Rozen, 

1998). According to Gruen (1968), 

Bernstein the teacher was central to his life and ran throughout his other work. 
In a 1967 interview he comments on the New York Philharmonic: “The orchestra 
is in marvellous shape. Morale is high. They play like angels, despite the attacks 
of critics.… And my continually teaching them at rehearsals—that has helped, 
too.” (p. 27) 

Bernstein’s teaching took place in three general categories of music education: applied 

conducting (teaching other young conductors), music appreciation, and awareness and 

listening (Rozen, 1998, p. 20), and it took place not only in televised programmes but 

also through published books, and university, conservatory and music festival teaching. 

The televised programmes were his true breakthrough. Peter Rosen (1978, as cited in 

Peyser, 1998) quotes Bernstein describing his thoughts regarding the media and 

teaching in relation to the Omnibus programmes: 

What I realized about it was ... that I could share it with millions of people face 
to face, eye to eye, nose to nose, and that I could also use visual aids, which was 
a whole new wrinkle.... I realized suddenly that my own teaching instinct, which 
I had inherited from my father... and all my teachers ... who taught me how to 
teach, this ... instinct I had for teaching and explaining and verbalizing, found a 
real paradise in the whole electronic world of television. (pp. 239–240) 

For a description of Bernstein’s teaching we can turn directly to Rozen’s doctoral 

dissertation and book, The Contributions of Leonard Bernstein to Music Education and 

other subsequent writings describing his purpose as Bernstein’s “succinct and 

uncomplicated explanations of various, often sophisticated, aspects of the art of music 
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should be studied, with future music teachers learning how to best incorporate this 

approach into their own teaching” (Rozen, 1998, p. 3). Again, we might extend this 

purpose to our development of an updated Bernstein model of classical music outreach 

and engagement.  

Rozen (1998) cites Tromble’s “The American Intellectual and Music: An Analysis of the 

writings of Susanne K. Langer, Paul Henry Lang, Jacques Barzun, John Dewey, and 

Leonard Bernstein – With Implications for Music Education at the College Level” (1969) 

in his analysis of Bernstein’s writings: 

Tromble’s analysis of Bernstein’s writings on music yields the following points: 
music educators have a responsibility to choose music for their students after 
proper thought regarding its musical worth and value…The task of the music 
teacher is to assist students in experiencing music for themselves; individual 
judgments will then be based upon each student’s own perceptions not the 
prejudices of the particular teacher. The exploitation of students' natural love 
for music via personal involvement is the core of a successful music program. 
(pp. 10–11) 

Like any good teacher, Bernstein was aware of the needs of his students, even in a large 

public forum. Rozen cites Schiff, who states “his student being the public, Bernstein was 

always able to sense the public mood and articulate ‘effortlessly’ about music” (Schiff, 

1993, as cited in Rozen, 1998, p. 24), or in my earlier words ‘the Madonna moment’. As 

with any successful teacher, Bernstein had a clear speaking style, used contemporary 

language and relevant examples, associations and comparisons. His audience, both 

children and adult, understood him in a very direct way. “Bernstein was in touch with 

his audience. Not only did he know the jargon of his young audiences, he knew what 

music they listened to” (Rozen, 1991, p. 45). He was an excellent example of the teacher 

refining his language to adapt to the needs of the students. This ability went both ways: 

“Along with this simple, straightforward communication style, he was still able to offer 

insight to the musically sophisticated and to the professional musician” (Rozen, 1991, p. 

45).  

Bernstein’s Young People’s Concert lessons, according to Rozen, were well organised, 

listening centred and, just as in his conducting, were physical as well. His words were 

backed up by facial expressions and physical gestures that taught the audience (Rozen, 
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1998). Rozen (1998) lists ten teaching and pedagogical techniques of Bernstein used in 

his Young People’s Concerts: 

• Economical use of language 

• Visual aids 

• Musical demonstration  

• Use of analogy and imagery 

• Use of humour 

• Involvement of students 

• Use of questions 

• Non-musical demonstrations 

• Relationship to students 

• Endearment to students. (p. 98) 

Just as his early compositions were, as previously noted, economical in use of material, 

his teaching was as well. Bernstein would note just one particular thing about a 

composer, for example Sibelius’ nationalism or Shostakovich’s use of musical humour 

(Rozen, 1998, p. 127). Bernstein’s use of analogies included a connection to daily life 

that resonated with his listeners including, for example, comparing syncopation to a 

boxing match, comparing musical intervals to atoms, or comparing the mood of a piece 

to making a touchdown in a football game and becoming the hero (Rozen, 1998). 

According to Rozen, Bernstein used humour effectively in his lessons “both to capture 

the hearts of his listeners and to convey musical knowledge” (Rozen, 1991). Some 

examples of Bernstein’s humour listed by Rozen include: “Bernstein explains the 

nascence of all three ‘Leonore Overtures’ by Beethoven, prior to beginning the story of 

the opera: ‘Is that clear? I hope so— I can hardly follow it myself!’” And, “after a 

demonstration of Charles Ives’ Fourth of July, where Bernstein plays each tune and song 

separately, then L demonstrates the piece as written: ‘some dream, it sounds more like 

a nightmare!’” (Rozen, 1998, p. 108).  

Bernstein involved his listeners actively in the learning process. “Not only does Bernstein 

lecture, he also has the audience participate in the learning process by having them sing, 

clap, shout, etc.” (Rozen, 1998, p. 65). For example, “Bernstein has the audience 

demonstrate counterpoint by singing ‘Frere Jacques,’ ‘Three Blind Mice,’ and ‘Row, Row, 

Row Your Boat’ in canon” (p. 110). Rozen lists Bernstein’s choice of words and 

expressions from the common vernacular in his Young People’s Concerts which connect 
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and engage his audience, such as, “space ship to the moon” (Rozen, 1998, p. 105), “going 

swimming in a sweater” (p. 104) and “erector set” (p. 105). Bernstein, according to 

Rozen, asks questions which become the metaphorical glue that keeps the students 

involved and encourage independence and confidence. He delineates three types of 

questions: “(a) opinion questions, (b) rhetorical questions, and (c) questions eliciting 

response” (Rozen, 1998, p. 111). Bernstein’s use of non-musical demonstrations include 

“speaking with various accents, mimicking voices of famous people, …and using a 

measuring tape to help explain musical intervals” (Rozen, 1998, p. 110). 

Rozen writes of three ways Bernstein establishes a relationship with his students, the 

first being his use of popular music in teaching about classical, for example, with 

commonly known tunes such as “Twinkle Twinkle Little Star” or hits from contemporary 

groups such as the Beatles’ “I Love Her” (Rozen, 1998). A second way that Bernstein 

“builds empathy with students is by using the phrase ‘when I was your age’ by relating 

to himself as having been, at one time, just like them” (p. 114). Bernstein’s third 

technique to help him relate to his audience is to use common expressions of language 

and examples from daily life which young people could relate to, for example, “where 

‘Dad’ suggests that you go to bed as opposed to directly commanding you to do so” (p. 

115). Bernstein creates a warm and personal connection with his audience through, 

what Rozen describes as “endearment” brought about by “praise, confidence and 

warmth” (Rozen, 1998, pp. 115–116). Rozen (1991) upholds the idea that Bernstein’s 

expert musicianship was of utmost importance: 

Mastery of pedagogy, methodology, and related skills are vital for a successful 
music teacher, but perhaps Bernstein’s most important message is that a music 
educator will be a more effective conveyer of musical skill, knowledge, and 
aesthetic power if he or she is a stronger musician. (p. 2) 

And it was a musicianship that was comprehensive as well: 

Not only did he compose, perform, and conduct a variety of musical styles, he 
lectured about them and taught them. The all-encompassing world of music was 
one entity to him, and he used all of it throughout his musical career (Rozen, 
1991, p. 2). 

The ultimate power of Bernstein the teacher was his ability and willingness to love 

people, children and especially music, and “his love of music was never diluted or 
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hidden” (Rozen, 1991, p. 1), and he also had that intangible mix of qualities that all great 

teachers have. Rozen states that  

it is the very best of teachers that exhibit a charisma and a unique combination 
of personal and professional attributes that evade objective documentation. This 
“magic,” this special manner and “magnetism,” may be what many think 
distinguished Leonard Bernstein as an exceptional. (Rozen, 1998, p. 153) 

As mentioned in his biographies, Leonard Bernstein was Jewish, an important strand in 

his model of outreach and engagement. To be Jewish can be supposed to be a complex 

identity. Many consider it to be a race, or at least an ethnicity, or at a minimum a culture 

based on stronger or weaker ties to a shared history and, of course, it is a religious 

practice. Bernstein’s Judaism could be considered all of that, and more.  

Sam Bernstein was a leading pioneer in the Jewish community of Sharon, 

Massachusetts, who balanced assimilation and upward mobility with a continuing 

connection to the Jewish immigrant community. This community in Sharon was growing 

in the number of Jewish citizens because other communities in the Boston area would 

not let prosperous Jews from Boston buy into their real estate, what was known as “red 

lining.” The Bernstein family moved frequently around the Boston area in his early years. 

Before Boston Latin, Bernstein attended many different schools during his primary 

school years, with Irish not Jewish teachers (Oja & Shelemay, 2009). It could be proposed 

that Bernstein was, in a way, the wandering Jew, not completely at home in his 

schooling, and like his father, both assimilating and bridging disparate cultural worlds. 

or, “crossing ethnic boundaries” (Oja & Shelemay, 2009, p. 23). Bernstein attended 

Harvard University in the 1930s, no mean feat for the son of Jewish immigrants, as “in 

the 1930s Harvard had a racial quota – Jews were restricted to 10 percent of the student 

population” (Burton, 2017, p. 33). Burton (2017) comments: 

At Harvard, Bernstein encountered for the first time the power and prejudices 
of these privileged classes … because he was Jewish, Bernstein was not elected 
to the Signet Society, a campus group for those interested in the arts … and 
despite his gifts as an entertainer he was never invited to perform with the Hasty 
Pudding Show, a Harvard revue that put on amusing musicals. (p. 33) 

Bernstein’s father, Sam Bernstein, was a religious scholar and “Bernstein studied 

Hebrew at Mishkan Tefila from age eight until celebrating becoming a bar mitzvah at 
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age thirteen” (Niren, p. 29). At Temple Mishkan Tefila he heard the weekly prayers and 

sermons of Rabbi Herman Rubenovitz who “demonstrated eloquence of speech, 

modeling a style that Bernstein would later incorporate into his pre-concert lectures at 

the New York Philharmonic and his television shows Omnibus and his Young People’s 

Concerts” (Niren, p. 29). It can also be suggested that the Jewish articulation, speech 

patterns, and even accent that infused Bernstein’s upbringing can also be viewed in his 

style model. “Throughout his career, Bernstein amalgamated his Jewish heritage into his 

compositional language” (Rozen, 1998, p. 31). LaFave (2015) comments on this: 

When Bernstein composed Jeremiah, modern composers had already enjoyed 
“freedom from the barline” for nearly three decades.… So what is significant 
about Bernstein’s use of this device? Because in his case, it flows from the 
additive, non-metrical rhythms of Hebrew. Meter is not an aspect of Hebrew 
poetry, as has been pointed out by scholar Donald Broadrubb. (p. 13) 

Language was important in Bernstein’s Jewish upbringing, including the ability to listen 

to speech and accent, to replicate it and play with it, with nicknames for loved ones or 

speaking in a secret original language called “Rybernian,” which Bernstein created as a 

child with a friend (Oja & Shelemay, 2009, p. 14). It was a connector, creating a common 

language between friends and family. Oja and Shelemay (2009) quote Burton Bernstein, 

Lenny’s brother, who commented on the influences on the Rybernian language: 

So [Rybernian embraced] all accents. This is again part of the humor I think of 
when I think of Boston. All accents were funny and derisive. It was a very derisive 
kind of humor. And one of the accents that was most funny to all three of us, 
because we had them. (p. 14)  

To this author, also Jewish, the term “derisive” can be noted, for it is a particularly Jewish 

way to approach culture as an outsider, mocking even, and especially used in the 

approach to those you love. For Bernstein, his accent became a fluid reflection of his 

cross-cultural standing as a Jew in Boston. A childhood friend of Bernstein recalled how 

Bernstein declared that he would change his accent from Boston to that of his new 

University, Harvard, a more cultured and educated style of speaking (Oja & Shelemay, 

2009). 

So much of what Bernstein was as a conductor, composer, and educator can possibly be 

connected to his Jewishness: “Bernstein’s egalitarian views on general access to musical 
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culture were characteristic and self-admittedly rabbinical” (MacInnis, 2009, p. 2). Judah 

J. Cohen (2019) describes an exhibit on Leonard Bernstein: 

Just past a section on Bernstein’s childhood, which emphasises his contacts with Jews 

and Jewish life in Boston, sits a table with nine cubes, each representing a Bernstein 

composition. The visitor can then place any side of each cube face down on a light table-

style square cut-out to conjure a set of pre-selected texts, images, video and audio 

examples that reveal some kind of Jewish context to the composition. (p. 572) 

This author, again, as a Jewish woman herself, proposes that so much of Bernstein’s 

style can be attributed to his Jewish identity. Questioning why is a central aspect to the 

Jewish religion and, according to Rozen, quoting Bernstein’s assistant conductor, 

Bernstein’s relationship to his students was such that “he invited them, rather, to 

discover with him the answer and why the music is why it is” and describing Bernstein’s 

skill as a teacher of conducting: “In particular, these novice conductors cite Bernstein’s 

‘criticism laced with humor and tempered with affection’” (Campbell, 1987, as cited in 

Rozen, 1998, p. 18). This brings to mind the warmth and analytical connectiveness of 

the Jewish culture, lovingly insulting, humorously critical.  

Bernstein’s actual music and his approach to music were Jewish in nature. He was 

strongly influenced by the music director of his childhood synagogue, Solomon G. 

Braslavsky (1887-1975) (Oja & Shelemay, 2009, pp. 17–18). Bernstein was “comfortable 

creating music infused with a Jewish flavor, either by direct quotation or stylized 

reference” (Niren, p. 27) and promoted the works of Gustav Mahler, and “indeed, 

Bernstein maintained a lifelong affinity for the Jewish-born Mahler” (p. 34).  

The cross current between music and his Jewish faith was a strong one. “Indeed, early 

in Bernstein’s life, he made a connection between music and religion. When he touched 

the piano for the first time, at the age of ten, he ‘knew he had touched God’” (Lacy, 

1998, as cited in Niren, p. 30). He was not afraid to display his faith even when, Jewish 

as it was, questioning rather than answering the deeper issues of humanity. Burton 

quotes Bernstein speaking about his Jeremiah Symphony #1: “The echoes of Hebrew 

liturgical music are ‘a matter of emotional quality, rather than of the notes themselves’” 
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(Burton, 2017, p. 125). Throughout his career Bernstein’s Jewish persona, his culture 

and his faith were part and parcel of his work.  

Bernstein emerges from it as both a first-generation American and a modern 
Jew, unencumbered by the trappings of Orthodoxy but firm in his faith, 
expressing in direct musical language the beauty and anguish of his Jewish 
inheritance. (Burton, 2017, p. 125) 

The penultimate strand of Bernstein is now a given but during his lifetime, was under 

the surface to the public and media. “Bernstein was one of many homosexual males 

associated with American concert music in the middle of the 20th century” (Laird & 

Schiff, 2012, p. 11). Both Burton and Peyser comment on Bernstein’s sexuality: 

“Predominantly homosexual, he was drawn both to men and to women” (Peyser, 1998, 

p. 637). Many of Bernstein’s mentors who helped his career were gay men, including 

Aaron Copland, Dmitri Mitropoulos, and David Diamond. According to Burton, 

Bernstein’s marriage to Felicia Montenagro came from both a sincere desire to be 

married and have children, and the practical considerations of landing a future 

appointment as a conductor, specifically with the Boston Symphony Orchestra (Burton, 

2017). Burton (2017) also writes of the price that Bernstein paid for his sexuality, losing 

the position with Boston Symphony Orchestra in the 1950s: 

His love of jazz, his sexy ballets, his youth and his success on Broadway all made 
him in the eyes of the Boston establishment a “flaky” prospect for the music 
directorship. It has also been suggested that his undoubted Jewishness and his 
rumored homosexuality also told against him with the orchestra’s trustees. (p. 
160) 

Putting aside any sensationalist approach to this topic, I propose that Bernstein’s 

sexuality is an important component of his persona, talent and even technique, and of 

interest in the review of the Bernstein model. Bridging worlds, articulating a view of a 

secret and gay love in the more common and accessible terms of a straight audience, 

can be thought to produce the same talent for accessible translation of the unknown 

world of classical music to an unversed audience. Burton portrays Bernstein in the 1940s 

before his marriage to Montenagro as: “a handsome, vulgar, flamboyant musician, 

politically left and homosexual, with the career that Koussevitzky had promised him still 

eluding him” (Burton, 2017, p. 495). I suggest that the persona of a gay man, also plays 

a part in the Bernstein model: being willing to cross boundaries of the norm, act 
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differently, use different speech, or approach the standard or the ‘normal’ with a 

different view.  

The sum total of the Bernstein model is an eclectic mix of all strands and that very 

eclecticism is the final strand in itself. Guttman (n.d.) writes about Bernstein’s early 

success: 

In the euphoria which followed Bernstein’s spectacular debut, he evaded the 
need to choose and instead embarked upon a multi-faceted musical career in 
which he would try to have it all.… [H]e dedicated his life to three principle 
aspects of music: writing/teaching, composing and conducting. Although the 
strands were interrelated, he often pursued one to the exclusion of the others, 
but only until the lure of the fallow fields beckoned for renewed cultivation. 
(“The First Recordings” section) 

Even within one of these strands was a strand unto itself, i.e., the serious composer of 

classical music versus the writer of hit Broadway shows. LaFave (2015) comments: 

A look at young Lenny’s life reveals the strands of a richly woven texture that will 
become the music of the mature composer. During the week, music around the 
Bernstein house was popular songs on the radio: the tunes of Irving Berlin, the 
Gershwins, and Cole Porter. On Saturdays, it was religious music at the 
Conservative synagogue, the intoning of the cantor and the swelling sound of 
the choir. When piano lessons started, a third musical stream sprang up in the 
form of classical masterpieces. (p. 4) 

Ross comments: “In childhood, Bernstein was an omnivorous consumer of music, 

blissfully unaware of the distinctions between high and low, élite and pop.” We can also 

refer back to his bridging of cultures between Jewish and non-Jewish in his early primary 

school days and at Harvard, and between the straight and gay worlds. Burton quotes his 

friend, Phyllis Moss’ description of Bernstein’s life at the Curtis Institute in Philadelphia 

(only a short train ride from New York City): “There were rumours that his gay life was 

in New York and that in Philadelphia he was not gay” (Burton, 2017, p. 68). 

LaFave (2015) also remarks on the multi-faceted Bernstein: 

These disparate influences did not remain distinct, but blended into an emergent 
style. If the influences sometimes “stick out,” it is because the ambition of the 
composer is to embrace them all (“Lenny was omni-everything”), and somehow 
make them work inside their own musical impulse, even when they do not work. 
Eclectic? Yes. But the flip side of eclectic is universal, and the very fact that the 
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Bernstein fabric contains so many threads makes it a garment to be worn by all. 
(p. 9) 

Summary of Leonard Bernstein 

Understanding the strands of what made Bernstein the model of success in audience 

engagement with classical music will help to build an updated model. He was a 

conductor who gave a physical reality to the music. He understood the inner workings 

of classical music from the viewpoint of a composer. He knew how to create a show of 

music from his experience as a Broadway writer. He was an artist who could take 

advantage of being at the right place in the right time, with the flexibility and prescience 

to use whatever new forms of opportunity were available. He was experienced and 

enjoyed teaching, with a genuine and unabashed love for his subject and his students. 

He came from a religious faith that he continued to uphold in his work. He was an 

outsider to the social norms of sexuality who could at the same time conform, at least 

publicly, to the standards of the day. Finally, and truly important was his ability to uphold 

and juggle all those strands, giving weight to each one at the optimal time and bridging, 

sometimes uncomfortably, the inevitable conflict between them. That is not to say there 

are not even more strands, for example: the father who loved his children, and children 

in general; or the political man who dared to use his celebrity (before it was acceptable 

to do so) to stand up for causes, especially politically ‘left’ causes such as racism or anti-

Vietnam war.  

It can be proposed that updating the Bernstein model does not necessarily mean 

creating a new model with the external trappings of the old, for example, the lecture or 

concert audience format. Nor does it have to be one with a director possessing each and 

every facet of Bernstein’s persona. In the format of our updated model, the medium of 

communication might remain the same, change, or transform into something 

completely different, but it can at the same time contain multiple strands, strands which 

uphold the spirit if not the practicality of Bernstein’s model: physical expression, depth 

of musical knowledge, theatricality, and talent if not technique. It also embodies a sense 

of mission in education, which includes warmth and humanity, flexibility, and courage 

to take on the new; a deeper spirituality and yet the ability to convey that spirituality in 
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everyman terms; an ‘outsider-insider’ perspective on life; and the willingness and ability 

to draw on and juggle each and every strand.  

Conclusion 

During the year and a half before I submitted my proposal for my doctorate, I read 

anything that I felt had a connection to the topic of my thesis before I finally focused on 

the four major figures that I have discussed in this literature review. Through my initial 

exploration of reading possibilities, I was able to delineate a framework of themes, each 

of which tied into the research topic: Classical music and audience engagement: 

Updating the Bernstein model. The range of reading I undertook was broad and even far 

flung and yet each reading helped me to narrow my focus to what, I propose, is the 

essence of audience engagement with classical music, formulated into three specific 

research questions. As much as had been written, I did not in my research come across 

anything that completely focused on the questions that I have raised or focused on.  

In my readings I found some common threads with my research questions: the qualities 

of a successful outreach and engagement conductor; the diverse needs of the classical 

music audience; and approaches to engagement that can be used. However, I did not 

discover any reading that presented not only these three research questions in total, 

but also the rich tapestry of data and analysis with answers to the questions in the 

particular way that I have presented. In comparison to large scale research studies, full-

fledged biographies or extensive studies, my thesis is small in scale. One 

conductor/ambassador of classical music in four different presentations with four 

different types of audiences, limited by time, money, resources and especially the COVID 

pandemic, but through the particular action research and self-reflective methodology 

of this thesis, a personalised, forward moving and conscious approach to these 

questions has been created, which therefore might hold the possibility of greater and 

possibly more effective application to others. In reference to the approach of neo-

classical composer Stravinsky, less is more (Smith, 2003) 

I was particularly interested in what has been researched on the conductor’s role in 

audience engagement (Research Question 1: What does it take to be a Leonard 

Bernstein of the 21st century – a successful ambassador of classical music?). There has 
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been significant writing on great conductors other than Bernstein with a focus on their 

talent and work in connecting with listeners, examples I have referenced within this 

literature review and additionally below. There is also significant writing about the art 

of conducting, historic (Rudolf & Szell, 1950) to the present day (Green, 1997). This 

literature though is mostly concerned with baton technique and score study with 

possible reference to career building or relationships with orchestral players. I found 

less specific or helpful research and writing on the actual art and craft of the present 

and future audience engagement conductor/presenter other than the seminal book by 

David Wallace referenced in this literature review. I can refer to academic writings on 

the technical specifics of conducting such as baton technique and gestures and how they 

relate to orchestral performance or audience reaction for example, (Cofer, 1998; 

WÖllner, 2008) or the psychology of conducting and its effects (Gehrkens, 1935). Again 

though, I propose that this thesis presents research and writing that is more specific to 

the conductor’s role and responsibility in the process of audience engagement. I 

propose that this study has the potential to extend, deepen or at the very least 

personalise the focus on the conductor in audience engagement.  

Research Question 2 (How might orchestras consider the needs of a diverse audience?) 

addresses the idea that an orchestra or classical music organisation can engage a variety 

of audiences not just, as has often been seen in the past, young people. As well as those 

studies by consultant groups, foundations and government entities listed below there 

has been much written about audience engagement in terms of new technology 

(Crawford et al., 2014), technology and interactive processes (Wu et al., 2017) or even 

the concept of audience engagement in and of itself (Pitts, 2010). But again, I propose 

that this thesis can extend the field of research by addressing the issue of how to engage 

a multi-generational and varied audience as opposed to a singular cohort or 

presentation approach.  

There exists a canon of research and writing concerning the principles of audience 

engagement (Kemp & Poole, 2016; Lindblom, 2009; Wimmer, 2020). But this study’s 

arrival at the Research Question 3 (What underlying principles of engagement can be 

applied to each and any concert?) reflects an effort to find broader more universal 

concepts that can be applied to whatever type of repertoire, musical production, 
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audience, or even venue presented. I propose that the findings of this study might be 

more universally applied while at the same time reflect a more personal and detailed 

approach to data collection, analysis and reflection. 

I have read other literature that, while not discussed in this literature review, might be 

of interest to future researchers (see next section, Other Literature ). Each subject of the 

readings listed was pertinent to my initial generalised approach to classical music, 

audience engagement and conducting. The readings in these subjects helped to move 

my research in the direction towards my research questions.  

Other Literature 

Arts funding, audience research and orchestra studies 

(Brown & Ratzkin, 2011), (J. S. Bernstein, 2011), (National Endowment for the Arts, 

2015), (Wolf, 2006), (National Endowment for the Arts, 2009), (Santangelo, 2008) 

(Dobson & Pitts, 2011), (Dempster, 2002), (Lin, 2008) (Kernick, 2010), (B. M. Kolb, 2001), 

(O'Sullivan, 2009), (Silber & Triplett, 2015), (The Audience Agency, 2017), (Price, 2017), 

(Hazledine, 2000), (Creative New Zealand, 2012), (Knight Foundation, 2003). 

Bernstein and the New York Philharmonic Young People’s Concerts 

(Dore, 2014), (Chapin, 1991), (Laird & Schiff, 2012), (Kopfstein-Penk, 2012), (L. 

Bernstein, 2020), (J. Cohen, 2019), (Gruen, 1968). 

Classical music in the classroom and music education 

(McPhail, 2013), (Kratus, 2007), (Mixon, 2005, 2011), (Hill, 2006), (Freire, 2018), (Eisner, 

1985), (New Zealand Qualifications Authority, 2018), (Asia, 2010), (Hoffer, 1958), (Tripp, 

2012), (Aróstegui, 2016), (Wapnick, 1976), (Bartram, 2004). 

Classical crossover with other genres  

(Chibber, 2015), (Dilday, 2015), (Whosampled.com, 2012), (Parakilas, 1984), (Silverman, 

1969), (Lister, 2011), (Frith, 1986), (Scott, 2004). 
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Crisis in classical music and why classical music? 

(Dempster, 2000), (Lebrecht, 1991), (Lebrecht, 2007), (Stanbridge, 2007), (Perrine, 

2014), (Yang, 2014), (Areni & Kim, 1993), (Bull & Scharff, 2017), (Becker, 1986). 

Health, intelligence and wellness 

(Brill, 2002), (D. W. E. Smith, 1988), (Waldroff, 2016), (Heiding, 2014), (McKinney et al., 

1997), (Hallam, 2010), (Moss et al., 2007), (Roberts et al., 1998), (McKinney et al., 1997), 

(Demorest & Morrison, 2000). 

Other arts and business models and approaches 

How do other arts and business industries approach engagement?: (Christie’s, 2015), 

(Bauer et al., 2005), (Matchar, 2017). 

Other classical audience engagement models 

(Broadway World, 2014), (Crawford et al., 2012), (Ravanas, 2008), (Ross, 2008a), (Howe, 

2003), (Gregory, 2016), (Atkinson, 2011), (New York Philharmonic, n.d.), (Boston Pops, 

n.d.), (Adler, 2008), (Thoen, 2006). 

Other conductors and conducting 

(Jeffery, 2010), (Jagow, 1998), (Osborne, 2017), (Mason, 1891), (Vizireanu, 2014).  

What is classical music? 

(Krämer, 2009), (Heartz & Brown, 2001), (Agnew, 2010), (Almén, 2004), (Root, 1891), 

(Mason, 1891), (Atkinson, 2011). 

Youth  

(Hakanen & Wells, 1993), (Hakanen & Wells, 1990), (Finnas, 1987), (Finnas, 1989), (Ter 

Bogt, Engels, Bogers, & Kloosterman, 2010), (Booth, 2009), (Nielsen, 2016), (Tomlinson, 

2020)  
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Chapter 4. Methodology 

Background 

My father and his four brothers grew up to love classical music. They were dirt poor and 

living in the worst neighbourhood in Brooklyn, New York City, with no exposure to 

classical music from family or community, nor did they take lessons on a musical 

instrument or participate in a choir. And yet, my father and each of his brothers became 

avid listeners of classical music and attendees of concerts. I truly believe that listening 

to classical music had a positive influence on their future careers, economic and family 

success, and their eventual uplift in society. How did that happen? How can I make it 

happen for others?  

When approaching this thesis, I asked the following questions: Who am I as a teacher? 

Who am I as a conductor? Have I been, in the past, a pretender? Have I been, in the 

words of Paulo Freire, a “banking teacher” and therefore a “banking” conductor, putting 

myself in the authoritative position of acting as an agent and depositor of knowledge 

instead of presenting opportunities for dialogue, exploration and creativity? (Freire, 

2018, pp. 117–127). That being said, the role of conductor, especially in a male 

dominated field, has always been authoritative, and any music teacher who produces 

music with their students must also in some respects teach from a bank of knowledge 

and produce a polished result. I have tried to generate spaces for students to create, 

think and act for themselves within rehearsals and classes, but has this been enough? 

Do I need to open up more? Is this question even necessary when thinking of solutions 

to the problem of attracting new audiences to classical music? The answer is yes, 

because orchestras and outreach education have in the past acted as banking teachers. 

Action research and practitioner research 

Relatedly, according to Piggot-Irvine (2009), the method of action research is not only 

about analysing a problem but making the effort to solve the problem. I wanted, 

somehow, to change the world for my students in the way the world changed for my 

immigrant, poor, and originally non-classical-music-engaged family. And because I have 

always enjoyed doing rather than discussing, I undertook this thesis because I wanted 

to find a practical, doable way to engage more people with classical music and improve 
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their lives. I wanted to improve myself as an outreach and engagement conductor. 

McNiff (2013) states that action research describes a particular way of looking at one’s 

practice. This action research was done by me, and can be called “practitioner research” 

(McNiff, 2013, p. 23).  

I am aware of my tendency to think big, which has both positive and negative 

ramifications. Undertaking an action research project with a specific task of analysis, and 

especially self-analysis, as a conductor/presenter will help me to avoid tackling the 

gestalt, by attempting to solve all the problems of classical music appreciation. Thus, I 

will undertake a doable and concentrated project which hopefully will be successful in 

itself (Cardno, 2003).  

I have over 35 years of experience as a teacher and conductor and consider myself to 

have been a change agent in my work of strengthening and developing music 

programmes. In my years of work in education and music I have been involved with 

many schools, orchestras and communities and created from scratch and/or built 

dynamic and long-lasting music programmes where there were previously none. The 

requirement of action research to transform and improve with real-time involvement 

(Cardno, 2003) is of particular interest to me because I am proactive by nature.  

My weakness in my career as a conductor and educator is my over-reliance on my 

strength: my energy and intuitiveness and my street/social intelligence has allowed me 

to create/build successful music classes, programmes, ensembles, non-profits, and 

companies but with no deeper meaning or extended effect. The programmes lasted 

after my departure, something which I am very proud of, but the work that I created did 

not spread to others and did not have a larger impact. The purpose of this study is to 

reflect upon my work as a conductor and presenter of classical music so that it might 

have a wider impact and significance, and to achieve this not only by improving my 

practice but by creating a personal living theory (Ghaye, 1998). 

Beyond research and scholarship, it is important to approach the question of how to 

attract new audiences to classical music through practical, objective and personalised 

actions as well as qualitative data collection, organically cultivated reactions to data and, 

finally, by rational and responsive follow-through. Piggot-Irvine describes the PAOR 
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model––to plan, act, observe and reflect––in cycles of actions. Cardno (2003) describes 

action research as an iterative (circular and repetitive) process, and suggests the same 

four steps. 

Data collection: Four concerts 

I decided to set up four concert presentations where I would conduct an orchestra and 

give to the audience, through talk, demonstration and activities, a Leonard Bernstein 

Young People’s Concert type of presentation on classical music, with the goal of 

engaging them more with the specific pieces and with classical music in general. At the 

concerts I would distribute a slip of paper with a link to a Qualtrics survey that I had 

devised. After collecting the survey responses, I would review the data and reflect on 

how I could improve for the next concert/presentation. Each concert/presentation 

would serve as a case study for implementing change from the previous concert and as 

a source of data for reflection and implementation of change in the following one. 

Through these concerts I would be able to implement the four research steps as 

delineated by Cardno (2003), of planning, acting, observing and reflecting. Piggot-Irvine 

(2009) recommends choosing an action research method that is either information or 

concept driven, procedural or creative, and either action or inquiry oriented. My vision 

for this thesis’s action research method was concept driven, creative, and action 

oriented. Thus, the theoretical framework and methods employed in this study were:  

• Action research methodology 

• Project based 

• Case-studies and interviews 

• Qualitative data collection and analysis 

Lincoln and Guba (1985) state that research can be carried out in a “natural setting” 

since there is a 

belief that context is critical in deciding whether or not a finding may have 
meaning in some other context as well, because of the belief in complex mutual 
shaping rather than linear causation, which suggests that the phenomenon must 
be studied in its full-scale influence (force) field, and because contextual value 
structures are at least partly determinative of what will be found. (p. 39) 
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The concert presentations that I created and enacted were a natural setting in which to 

study the reactions to classical music of participants in my study. With an understanding 

of the context of the concert experience I acknowledged, in accordance with that:  

• Realities are multiple, constructed, and holistic 

• Knower and known are interactive, inseparable 

• Only time – and context – bound working hypotheses are possible 

• All entities are in a state of mutual simultaneous shaping, so that it is impossible 

to distinguish causes from effects 

• Inquiry is value-bound (Lincoln & Guba, 1985) 

According to Cardno (2003), during research one must work in conjunction with, rather 

than use, participants. As both the conductor and presenter of the concerts I was 

working with my audience with a goal of greater engagement with classical music and, 

at the same time, asking them directly to reflect upon their experience. As both the 

conductor and presenter as well as the researcher I also acknowledge that my research 

was subjective because I was an actual instrument of the research. Naturalistic inquiry 

differs from quantitative research in this respect since it allows for the instrument of 

research to interact with the environment of research (Lincoln & Guba, 1985). Because 

I personally undertook the action research this is also called “practitioner research” or 

“practice-based research” (McNiff, 2013, p. 23). 

Concerts as case studies in naturalistic settings 

According to Lincoln and Guba (1985):  

• The case study is the primary vehicle for academic inquiry 

• The case study builds upon the reader’s tacit knowledge 

• The case study is an effective vehicle for demonstrating the interplay 
between inquirer and respondents 

• The case study provides the reader an opportunity to probe for internal 
consistency 

• The case study provides the thick description so necessary for judgements of 
transferability 

• The case study provides a grounded assessment of context. (p. 37) 

From July through October of 2019, I planned and scheduled four different concerts, 

with three different orchestras, each one to be a case study of classical music 
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engagement through analysis of responses from a post-concert distribution and 

collection of a Qualtrics survey. The orchestras would be the Intermediate Symphony 

Orchestra of the Christchurch School of Music (ISO); the Dunedin Youth Orchestra 

(DYO); a community orchestra I conduct in Christchurch, the Garden City Orchestra; and 

finally again, the ISO orchestra. Through the data collected from these case studies I 

would be able to provide enough thick description so that a reader could judge what 

elements of my presentations could be transferrable to other classical music outreach 

and engagement productions (Lincoln & Guba, 1985, p. 125).  

Journaling as data 

From July 2019, through the present writing process, I kept a journal of my thoughts and 

experiences which, as too long to include as an appendix, I have kept as part of my audit 

trail. I recorded in this journal small and concrete details and processes of my case study 

concert presentations as well as larger and more abstract ideas and considerations of 

the processes. I recorded issues and problems as well as successes. I kept this journal in 

order to continuously improve myself as a classical music ambassador in subsequent 

presentations. McConaghy (1986) recommends keeping a journal to record both 

occurrences and our own reflections on those occurrences. A series of occurrences can 

be viewed and studied to see if any pattern emerges.  

Understanding that while creativity requires initial messiness alongside planning, vague 

ideas as well as clarity, a loose approach as well as discipline, the action research 

component of this thesis aimed to create a programme of value that could be if not re-

utilised then at least analysed for future purposes. The journal also served the purpose 

of focusing on how the programme was developed as well as on the end product (Piggot-

Irvine, 2009).  

Gerber (1995) speaks of understanding, clarifying and simplifying the processes of 

product production and sales so that you are replaceable. Working on the business 

instead of in the business is his message. This approach to business has its drawbacks in 

the potential risk of uniformity or mediocrity, but it also saves time and money and can 

be easily replicated. In the action research phase of my thesis the process of developing 

the product (the programme) and the dissemination of the product were recorded, not 
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only to give value to the process but also to promote its replication for future, but not 

necessarily identical, programmes.  

Participants 

As mentioned earlier, according to Cardno (2003), during research one must work in 

conjunction with, rather than use, participants. I set out to make sure that programme 

participants were all part of the creative processes of programme design, creation and 

dissemination. There were, in fact, two different sets of participants in this study. The 

first set was the audience, which was the most vital to the collection of qualitative and 

quantitative data, and through the survey questions I was able to understand their 

wants and needs as not only engaged listeners of classical music but as an engaged 

audience of my personal presentation. I also analysed the design and efficacy of the 

survey with a view to its revision for future concerts/presentations. Understanding what 

to ask the audience, and getting to know the listener, became an essential part of the 

process of creating an effective concert/presentation that energised, uplifted, engaged, 

informed and entertained. Understanding and revising the survey itself was also an 

important component of my own growth as a conductor/ambassador of classical music 

and a key step in this study’s action research methodology. The search for and revision 

of appropriate questions that truly explore the feelings and reactions of the listener 

informed my approach to the creation of a successful outreach concert/presentation. 

As a critical reflection on the actual process of the study I ascertained what worked and 

what did not work, in terms of both presentation and survey questions. According to 

McNiff, if results were satisfactory I could explain how and why with verified 

authenticated evidence on which to base my claims. If the results showed a need for 

improvement then I could take action to improve and provide evidence on what I did 

and how it was improved (McNiff, 2013, p. 23).  

The second set of participants comprised the orchestras themselves. While designing 

the programmes and survey questions for each case study I discussed with the 

orchestras’ administrators and orchestras’ musicians what they wanted to accomplish 

for their ensembles. What was their definition of success for a concert? was a key 

question. Beyond audience numbers I encouraged administrators and musicians to 

create with me a description and even a visualisation of the responses of the audience 



 124 

to our music and my presentation, and followed this up after the concert by asking for 

their feedback on the process and final production. Producing the concert was also a 

joint affair. Everything from stage management to survey distribution to participation in 

demonstrations and even non-musical presentation demonstrations included the 

orchestras’ administration and especially the orchestras’ musicians.  

Being conscious of who my participants were, i.e., primarily the audience but also the 

musicians who filled out the Qualtrics survey, allowed me to collect a purposeful sample 

of participants and therefore increase “the scope or range of data exposed as well as 

the likelihood that the full array of multiple realities will be uncovered” (Lincoln & Guba, 

1985, p. 40). 

One thing that I learned in my experience building music programmes in various schools, 

which in retrospect I realise was a form of action research, was to make broader and 

more open and flexible plans at the beginning of my efforts, while continuing to work 

on the smaller details of the programme. This accomplished two things: First, at the 

early stages of the music programme, when enrolment was low and playing was weaker, 

it gave both myself and the students I worked with a sense of purpose, a mission, and 

larger goals to keep in mind while slogging through the day-to-day problems and the 

less-than-desired musical experience. Secondly, working on the more localised and 

short-term issues allowed an immediate sense of accomplishment. Learning from our 

immediate problems, successes, and even failures, gave me, my students, and even the 

entire school a sense of forward-moving progress and energy. At the end of the school 

year, I reflected back on the year’s progress independently, with my supervisory 

administration, and with my students, creating and revising both broad and more 

specific long term and intermediate goals, as well as new and revised smaller details to 

work on. Lincoln and Guba (1985) note the idea of emergent design in research, the 

ability to adapt to new ideas, findings and conclusions. With this in mind, I used my 

growth from my ongoing experience while teaching and building programmes, as a 

model for how to approach my study on engaging audiences with classical music. 
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Pilot experience 

McNiff speaks of action research being a living experience, so, while waiting for my 

ethics application to be approved, I decided to give a less formal presentation (not under 

the auspices of the University of Canterbury) to pre-experiment with the approach to 

my future case studies. I accepted an invitation to talk to a Halswell community 

organisation in Christchurch and created a presentation entitled, “What my Father 

Taught me about Classical Music that Heals.” 

I drew from my experience with my friend Seiko Shirai, a therapist who talks about 

taking ownership, being true to our feelings and even our darkness (Shirai, n.d.). I was 

therefore honest and mentioned my discomfort and lack of experience in being in front 

of a more British-centric audience, but also mentioned that our emotions and issues are 

universal. As this was shortly after the Christchurch mosque attack, it was an apt time 

to bring this up. I also mentioned that my father was a depressive, moody at the least, 

but being a typical male of the 1960s (as well as a Russian), he did not allow for those 

feelings or articulate them very well.  

I played recordings that were not the top 40 so to speak of classical works but were close 

to home insofar as they were what my father used to play to me. I did not select just 

orchestral music, and in fact many pieces were solo piano or chamber music. I left out 

composers such as Bartok, Milhaud, Fine, and possibly could have included others such 

as Dvorak. In my presentation I used my PowerPoint notes but also added some 

improvised remarks, such as the French being sexy, and emotions being a physical 

experience; Mahler being angry about death; Bach about being alive and carrying on; 

Stravinsky about physicality and relationships in space and the architecture of musical 

movement. I got spiritual and even religious, and accepting of the darker emotions, and 

the idea of clarity through struggle. 

The audience was 99.9% white, and older, the average age being 70. I surveyed the 

audience at the beginning verbally and was actually surprised at how few people had 

had previous contact with classical music. A middle-class white audience such as this in 

the USA would have had more exposure. But then again, I am from an east coast blue 

state bubble (New York City and the DC/Boston corridor) so there was a culture gap. 



 126 

This is something I realised that I needed to come to terms within future case study 

presentations. I was also at first deterred by the New Zealand Kiwi reserve. Again, 

something for me to acclimatise to. Emotions and feedback were not expressed initially 

but, that being said, I received positive feedback immediately after the presentation. 

Several people came up to me and expressed their gratitude for the presentation and 

others took Christchurch School of Music information brochures to follow up and sign 

up for more presentations.  

From this initial pre-study living experience and continuing throughout the study I began 

to come to terms with my own values. What was it about classical music that I felt was 

so important that it was necessary to try and engage people with it? And, what did I 

want the audience to get out of their engagement with classical music? I needed to, as 

McNiff points out, live my values in my practice. My doctoral research project would be 

about: 

• Identifying and articulating my values 

• Determining whether I am really living and practicing in the direction of my 
values  

• Justifying the values – whether they are the right ones for myself and the 
situation and others in a culturally diverse environment 

• Determining how to judge the quality of practice and research in relation to 
how I have helped myself and others to independently think and develop 
critical perspectives on what I am doing and saying. (McNiff, 2013, p. 26) 

Ethics  

I revised my ethics application several times in order to narrow down the focus of my 

thesis and to avoid ethical issues such as dealing with mental health or specifically with 

a youth population. According to Altrichter et al. (1993, p. 43) “an action research is 

considered ‘ethical’ if research design, interpretation and practical development 

produced by it have been negotiated with all parties directly concerned with the 

situation under research.” I made sure that the processes of presentation, introduction 

of the study, collection of data from the study, analysis of the data, and publication of 

the study were in keeping with the ethical values and stipulations of the University of 

Canterbury.  
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I wished to include in my presentations the idea of classical music being good for the 

spirit, the emotions and the community. My mission has always been to bring any music, 

and especially classical music, to the level of daily life so there is a spiritual and 

emotional connection. From my conversations with my New Zealand therapist friend 

Seiko Shirai, I arrived at the conclusion that music, being the most abstract of the arts, 

allows us to tap into our feelings in a pre-verbal way. Therefore, classical orchestral 

music, or dance or mime demonstration (the absence of words emphasising their 

abstract quality), have the ability to go even deeper and make an even more profound 

impact on our spirit and psyche. I also was cognisant of the difference between listening 

to classical orchestral music via a recording and going to a live concert, and I wanted to 

promote the latter as well. The New Yorker article, “My Soul Is Satisfied: An Intimate 

New Documentary Explores the Source of Aretha Franklin’s Power” articulates the 

power of experiencing live music with others with the following statement: “But it also 

reveals how much membership in a church community depends on a willingness to 

experience the deepest stirrings of the spirit alongside, in view of, others” (Lordi, 2019, 

para. 4). 

Development of the concerts and data collection 

After the approval of my ethics application (See Appendix 3-A, Ethics Confirmation, 

University of Canterbury) the first issue I addressed was how to create multiple formats 

for my presentation of music, talk and demonstrations. This would enable me to test 

out my ideas and approaches to classical music engagement, evaluate their efficacy and 

further develop and improve them. In one respect it might have been better to have set 

up one type of concert repeated with the same audience, the same repertoire, or at 

least a similar repertoire and audience demographics so that my case studies would 

have a more controlled and uniform environment. But given my various positions, as a 

conductor leading an intermediate youth orchestra and a community orchestra, and as 

a guest conductor leading a more advanced senior youth orchestra, I was obliged to ask 

permission from these ensembles to present to the audience during already scheduled 

concerts, and to distribute and collect a survey of responses. However, the varied nature 

of each case study, in terms of audience and repertoire, actually provided an impetus 

for self-reflection and improvement. Changing my repertoire for each concert forced me 
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to delve deeper into not only what particular piece of orchestral classical music works 

best for audience engagement but also what style or type of music, what 

instrumentation, and even what spiritual or emotional content or historical meaning. 

Also, the change in audience demographics, which at first I considered an obstacle to 

the collection of pure data, presented another opportunity to widen my outlook and 

approach with respect to the idea of emergent design (Lincoln & Guba, 1985). The ISO 

concert presentation’s audience consisted of many parents and relations of the 

orchestral players as well as many of my friends and contacts throughout Christchurch. 

The Dunedin Youth Orchestra’s concert presentation also had an audience of many 

parents and relations of the orchestral players but also from the larger Dunedin area, 

especially older followers and repeat audiences of the orchestra.  

According to Piggot-Irvine (2009), action research is carried out within an organisation 

or in the context of those who are involved. I conducted various orchestras in my 

hometown of Christchurch and was also scheduled to guest conduct another orchestra 

in 2020. During August of 2019, once I was confident with the parameters of my 

approach, I first contacted the administrators of my various orchestras to communicate 

my aims and formalise their approval for both my outreach and engagement 

presentation during the concert and the post-concert survey and data collection. 

Approval for concert presentation, survey and data collection was obtained during the 

winter of 2019 with the following concerts scheduled: 

• Christchurch School of Music Intermediate Symphony Orchestra (ISO) – 

November 2019 

• Dunedin Youth Orchestra (DYO) – May 2020 

• Garden City Orchestra (Christchurch) – November 2020 

• Christchurch School of Music Intermediate Symphony Orchestra (ISO) – 

December 2020 

For each concert I would undergo the cycle of planning, acting, observing and reflecting 

as described by Piggot-Irvine (2009).  



 129 

CASE STUDY 1 

Choosing repertoire 

In August and September of 2019, I planned the repertoire of the first two concerts: the 

ISO and Dunedin Youth Orchestras. My choice of repertoire was informed by my writing 

about the definition of classical music in my initial doctoral proposal. At that time, I had 

already begun to select what I did and did not want in my future presentations of 

classical music and case studies. There were both practical considerations, such as what 

I was able to do with the limited resources, time and money, but also a strong and 

central component of adhering to what I believe in. For example: that I do care about 

classical music being narrowly defined as by the masters; that I do not care that it is only 

composed by mostly dead white European men; that I do care that it is presented by 

instruments and specifically an orchestra; that I want to reference the composers that 

my father played and that I grew up listening to; that I do not care where or how classical 

music is presented (live or recording); that I want to bring down barriers and challenge 

the elitism of classical music while at the same time upholding the special and advanced 

nature of that music. According to Cardno (2003), the action researcher is in the middle 

of the situation being researched and is part of both the solution and the problem. The 

action researcher should influence the situation. In order to enhance my practice I 

wanted to work within the constraints of my practice, my working environment, the 

values and history of my practice, and the music I grew up with and loved.  

I chose the repertoire of the ISO concert independently, without any initial consultation 

with the Christchurch School of Music or the players. I took into consideration the 

orchestra’s playing ability, the time frame they needed to learn the music, and my aims 

for audience engagement. Cardno (2003) speaks of collaboration, meaning the people 

with the problem should be involved as active participants. In this case the people are 

the orchestra, and the problem is performing classical music in a way that engages the 

audience more fully. Therefore, I did have the orchestra sight read the music and 

received feedback from them on their enjoyment and willingness to play that particular 

repertoire of music.  

My final choices for the repertoire for the ISO Orchestra (all arrangements for an 

intermediate orchestra) were:  
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• “Jesu Joy of Man’s Desiring” by Johann Sebastian Bach  

• “Wedding March” from A Midsummers Night’s Dream by Felix Mendelssohn 

• “Overture” to Marriage of Figaro by Wolfgang Amadeus Mozart 

• “Turkish March” by Ludwig van Beethoven 

• “Can-Can” from Ballet Parisienne by Carl Offenbach 

This concert presented me with the freest opportunity to choose what I wanted, and I 

purposely stuck to the three major composers or masters of the classical orchestral 

genre, Bach, Mozart and Beethoven, and also included two pop 40 or more recognisable 

pieces by Mendelssohn and Offenbach.  

Refining narration 

Before I did the first concert presentation/case study 1 with the ISO orchestra I used 

other opportunities to refine my narration and survey questions. For example, in 

October of 2019 I was invited to present to the Music Educators New Zealand 

Association (MENZA) conference. During this presentation I described the purpose and 

actions of my doctoral study but also used the audience of teachers and musicians as a 

sounding board for my ideas and a source of new material for my upcoming concert 

presentations/case studies. I asked: What had they done in their own practice to engage 

their audiences or students with classical music? I also asked questions about what 

composers they would present, what repertoire they would present, what emotional or 

spiritual content, historical relevance or even political or philosophical themes that they 

would include in a presentation of classical orchestral music.  

In front of my peers in the field of music outreach and education at MENZA I could both 

state and receive feedback on the essential points of action research as stated by Cardno 

(2003):  

• Why was the research undertaken? What are the issues? 

• What was discovered in relation to the issues?  

• What was done to change practice?  

• What changed? (pp. 117–127) 

During this time before the first concert, while relief teaching music for a teacher on 

maternity leave at Selwyn House School, in Years 2–6 for six weeks, I was able to teach 
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the same classes and students over an extended period of time and I was also able to 

experiment with my approaches to my upcoming concert presentation/case study. I was 

even able to test the practicality and effectiveness of certain demonstrations and 

especially to encourage listeners to become more physically involved with the music 

through movement, gestures and facial expressions.  

Before I created the narration for the ISO concert presentation/Case Study 1, I explored 

how others were presenting classical music on YouTube and Tik Tok. This reflection on 

others’ work, even if informal, called to mind the idea of social construction, i.e., that 

most people are socially constructed to hear classical music in a certain way and what I 

will try to do, even within the confines of a concert environment without access to 

advanced technology such as videos or iPad etc., is to show my audience another 

approach to listening to classical music.  

Survey 

After setting up the orchestra, schedule, venue and repertoire for my ISO concert 

presentation I had to decide whether the next step should be to write the narration for 

the concert or whether to first write the Qualtrics survey questions. As part of the 

process of self-reflection I chose to at least write a draft of the Qualtrics survey questions 

first. It would have been easier to write a narration first and fill it with all sorts of 

interesting facts, concepts or even demonstrations, but by thinking of what questions I 

wanted to ask the audience after the concert I could come closer to what I thought was 

essential in my presentation, then fine tune and refine my approach. Having conducted 

dozens of outreach concert presentations in the past I could, by deciding on what I 

wanted to hear back from the audience, avoid the usual and routine approaches to 

audience engagement I had used before and push myself out of my own comfort zone.  

I decided to create questions that could collect both quantitative data such as age, 

previous experience with classical music, or simple yes/no reaction answers, and 

qualitative data where the listener could respond in narrative detail. While the 

quantitative data would give me concrete and absolute numbers, percentages, and an 

overview of audience demographics and related responses, the qualitative data would 

give me more detailed and personal responses. Both quantitative and qualitative data 
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would allow me to reflect upon the effectiveness of my presentation and instigate 

further goal setting and changes to my approach. Alam writes of how positivism is an 

epistemology about knowing, whereas interpretivism is about the approach to knowing. 

Positivism uses quantitative methods of data collection while interpretivism uses 

qualitative and more humanistic methods, but in some cases quantifiable data can also 

be interpreted qualitatively (Alam, 2016). Moreover, Cardno proposes that as well as 

documentary analysis, action research can use interviews, focus groups, observation 

and questionnaires that use both quantitative and/or qualitative data (Cardno, 2003). 

Developing the survey 

I wrote several drafts of the Qualtrics survey both because the Qualtrics platform gave 

feedback on the strength of my questions and because, while writing the questions, I 

further explored what I wanted to know. Sometimes my questions became deeper, 

sometimes broader, and sometimes more detailed, or other questions would arise from 

earlier ones.  

After I wrote the Qualtrics survey questions, I wrote several drafts of my presentation. I 

wrote an introduction to the concert presentation with an explanation of my doctoral 

study and an invitation to the audience to go to the URL link of the Qualtrics survey and 

answer the survey. I included in my presentation and in handouts given to the audience 

assurances about privacy, anonymity, and the easy and quick completion of the survey. 

I included quantitative questions involving yes/no and scaling/rank answers as well as 

qualitative questions which called for personal responses. From this combination I 

could, as per Cardno (2003) create an evaluation that uses quantitative descriptions 

(measurement) + qualitative descriptions (non-measurement), which would result in 

value judgements. 

I started the Qualtrics survey with a link to an information document which delineated 

all precautions and actions concerning privacy, anonymity and flexibility, for example 

being able to start the survey and come back to it at a later time or start the survey and 

decide not to finish or submit it. I ended the Qualtrics survey with a statement explaining 

how the participant could see a copy of the final report. As well as these actions fulfilling 

the requirements of University of Canterbury Ethics Committee, to me it was also 
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important to give the participants a sense of security and confidence so that their 

answers came from a place of trust and comfort. 

After the ISO concert presentation/ Case Study 1 (B. Cohen, 2021a), I gained an 

understanding of the successes and failures of my initial approach in terms of 

technical/staging aspects, the narration, demonstrations, and the Qualtrics survey itself. 

After analysis of the data and drafting a report of the ISO concert I made plans to revise 

many aspects of my next concert presentation with the Dunedin Youth Orchestra in May 

2020 and felt comfortable that I had plenty of time to work on this revision, over five 

months. 

Dealing with the unexpected: COVID 

Then, all hell broke loose: COVID. At the end of March 2020 New Zealand went into 

lockdown, planned for four weeks and extending into five weeks. The Dunedin Youth 

Orchestra made the decision to cancel the planned concert in May. Not knowing if I 

would be able to conduct an orchestra or present to an audience in the foreseeable 

future I needed to think on my feet and come up with another way to approach my 

research questions. This was, in every sense of the words, a critical incident, the 

definition of which is an “event or situation which marked a significant turning-point or 

change in the life of a person” (Tripp, 2012, p. 24). The critical incident of the COVID 

pandemic forced me to look at my practice of audience engagement in a new way. 

Ultimately, I feel that the obstacle of COVID became an opportunity for me to tap into a 

host of other desires, needs, goals and deeper dreams that I had had for many years. 

Learning and acting through this critical incident was transformative. I agree with Alam 

(2016, p. 42) who states in reference to his own research: “Transformative elements of 

my research enabled me to understand that reality is neither objective as asserted by 

positivism nor subjective as maintained by interpretivism but a complex combination of 

both perspectives.” Transformational theory is not so much about what event actually 

occurs but how, in reaction to the event, the subject understands and explain what 

happens and how it determines their aspirations, their sense of self and their 

accomplishments (Mezirow, 1991).  
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“An act of learning can be called transformative only if it involves a fundamental 

questioning or reordering of how one thinks or acts” (Brookfield, 2000, as cited in Rawal, 

2006). I mentioned earlier that I explored YouTube and Tik Tok’s classical music videos 

that tried to engage or educate the viewer, for ideas on how I could do the same as a 

conductor in a live concert. But what was really uncanny was that the basis of my idea 

for this doctoral study was an article I tried to write but never finished back in the late 

1980s, and the MTV-style classical music video that I also tried to produce at that time. 

As a conductor, from my earliest professional years I always wanted to go beyond the 

confines of live performance and work with media that was relevant to my audiences, 

especially my youth audiences. Working as a music teacher at that time, I gave an 

assignment to my Year 7 music class at a Brooklyn private school to create a classical 

music video project. Working in groups my students listened to one movement from 

Holst’s The Planets and in conjunction with their social studies and science teachers, 

came up with a storyboard of their proposed video. In conference with the other 

teachers, I chose one winner whose video we recorded, produced and edited in a 

professional video production studio. It was a project that I was passionate about, and 

the students and I had a wonderful time while learning so much about not only music 

but mythology, science, teamwork and of course video production. I will never forget 

that project.  

CASE STUDY 2 

Shifting the data collection from a live concert to video 

So, in April of 2020, with the cancellation of my concert with the DYO, I jumped to the 

idea of a music video. However, I could not create an MTV style of music video, as it 

would not be applicable to the research questions of my thesis, nor would it be an 

appropriate continuation of my first case study. That study was about how I personally 

could improve as an outreach and engagement conductor, an ambassador of classical 

music, as a Leonard Bernstein of the 21st century, which was about my own personal 

presentation not what type of music video I could produce.  

At first, I decided on a straight-forward presentation via video link on YouTube. There 

are hundreds of thousands of these types of videos on YouTube, where people explain 

how to do things, how to fix things, or give their own opinions on a subject. A small 
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percentage actually have large followings. My aim was not to produce a video 

presentation on classical music that would gain followers, although in the future that 

might be a wonderful goal. My aim was simply to continue the experiment started with 

my ISO concert presentation/Case Study 1: To examine if what I did or said helped a 

listening audience engage more, and with more depth, to classical music and if so, how? 

And if not, why not?  

The other reason for choosing a more conservative approach to the video production, 

being myself just talking into the camera, was that we were about to enter into a COVID 

lockdown situation for at least four weeks. I would have no access to video production 

studios, extensive additional equipment, or even others to operate the camera, etc. It 

would just be me, in my home, speaking to my computer or phone’s video camera. I was 

not alone though. I shared this COVID moment with others globally and I was able to 

explore with others around the world who were publishing on YouTube the same type 

of personal instruction and engagement videos. I viewed both individuals who produced 

grass roots videos on obscure or very personalised topics, for example birds in their 

backyard, cooking, reviews of great music to listen to, or television shows to watch 

during lockdown, and higher end productions by symphony orchestras, theatre 

companies and museums. Changing poison into medicine, lemons into lemonade, I 

realised that there was a captive audience out there that, because they were in 

lockdown, were hungry for something to watch. Ordinarily I might have been 

embarrassed to ask people to watch my videos and take part in my study, but during 

this extremely unusual and particularly isolating time I felt that it was something good 

to do for others, to open their ears and lives to classical music. I was adapting my 

presentation to my needs and the needs of my audience. 

Development of Case Study 2 

For this presentation/Case Study 2 I decided to make three different video presentations 

with three different works of music by three different composers. I also recorded and 

produced an introductory video so that I could explain the project and give necessary 

information about the study, its anonymity, etc. I also devised a broader introduction 

on why I thought classical music was good to listen to and why it is still important in this 

day and age. Each presentation video and accompanying musical selection was less than 
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eight minutes long. I promoted the study via Facebook and email announcements on 

my professional web page (B. Cohen, 2021f) and there were links to the listening via 

YouTube videos and Spotify. I wanted my listeners to have choices. They could 

independently decide what and how much music and how many presentations they 

wanted to listen to and give their reactions in my survey accordingly.  

I promoted my video presentation/Case Study 2 survey via Facebook and email 

invitations. Because of this approach, I realised that many of my respondents would 

know me personally or professionally and this might skew the results if they felt obliged 

to be positive in their reactions to my presentation and the music. I therefore really 

emphasised in the introduction video and in the information documents that their 

responses were anonymous; I would not know who they were. I also tried to reach out 

beyond my Facebook friends and distribute the invitation to professional and 

community Facebook and email list server groups on which I was little or not at all 

known. In my initial message to both personal and professional/community groups I also 

encouraged recipients to pass on the invitation to their own friends, family and 

community.  

For the video presentation/Case Study 2, I mostly talked, but with small moments of 

either musical demonstration, playing a select passage from the particular repertoire, 

or physically demonstrating an idea or even feeling of the music. I also asked my 

audience to do particular physical movements or think of something, a memory or an 

image. They could choose to do it while the video took place, or they could stop the 

video and rewind it to listen again, or they could physically move or conjure something 

on their own. This aspect of the production proved to be beneficial. Several respondents 

told me that they played the video demonstration several times or stopped and started 

it. Giving the listening audience the space and time to take in what they wanted, to 

process how and in what manner they needed it, became a new tool, in contrast to the 

experience of the live concert presentation. 

Understanding that the New Zealand COVID lockdown might end in less than a few 

weeks’ time, I concurrently decided to quickly create another video presentation/Case 

Study 3. Having already done one type of video presentation and being inspired by the 
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amount of communication being done on the new video platform, Zoom, I decided to 

offer a presentation via Zoom that would be live and possibly more interactive. 

Understanding that the listening audience of my video presentation/Case Study 2 might 

not participate in another study so soon, and that I did not want repeat participants, I 

had saved some groups of people I knew for Case Study 3. I limited myself to participants 

here in New Zealand as the time difference with the United States would be too difficult, 

but in retrospect I wish I had tried to attract participants from the USA as well. However, 

I did decide to offer the same Zoom presentation to three different groups: my ISO 

Orchestra students and their families; my Garden City Orchestra instrumentalists and 

their families; and my Victorious March Band, a concert band I conducted in association 

with the organisation, Soka Gakkai International (Soka Gakkai, 2020). 

CASE STUDY 3  

Development of Case Study 3 

My presentation for this Zoom presentation/Case Study 3 changed considerably from 

the first two case studies for many reasons. First, I felt more comfortable and was more 

aware from previous experience of what I wanted to get across about the music and, 

through the first two case studies, I had discovered what worked and did not work in 

terms of description, humour, demonstration and interactive activities. Secondly, 

because I had a captive audience who agreed to go on Zoom just for the purposes of 

hearing my presentation and filling out the survey, I felt less apologetic about doing it 

and more comfortable with the connection between us. I admit to being socially anxious 

at times; speaking in front of a large audience is one thing but talking with a small group 

of people can sometimes feel even more nerve-wracking. In this respect, knowing most 

of the audience from working with them was an asset but it was also possibly 

detrimental to the objectivity of the survey. Again, the participants in these groups 

might have felt obligated to only convey positive comments in the survey because of 

their already established relationship with me. Thirdly, the communication platform of 

Zoom allowed for a more informal approach to the presentation. Although I still used a 

script and bullet points to present, I also built in time to take questions and remarks 

from my participants. Before each of the three presentations there was a brief period 

of time where participants were hanging out on screen waiting, before the start to the 
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actual presentations. I used this time to chat informally and to find out if participants 

wanted to use their real names on the Zoom screen. This ice-breaking time proved very 

beneficial to each of my three presentations. Participants were more open to 

responding to my presentation, giving verbal feedback, answering questions or taking 

part in the activities.  

I am aware that many in the audience of all three zoom presentations had already been 

exposed to classical music through their playing of instruments in my ensembles or 

being the family members of those who played instruments. I was concerned about this, 

that I was in a way preaching to the choir. But that being said, I also knew that many 

participants, especially youth, had had only limited exposure to classical music, possibly 

only through playing in my ensembles and not through any self-initiated listening. 

Engagement with classical music means, to me, to become more personally involved 

and connected with classical music, not necessarily just to be introduced to it. Therefore, 

to engage an audience already exposed to classical music with the aim of connecting 

more deeply and personally to the music was a sufficient goal of this particular case 

study. Therefore, the results from the survey responses could be analysed with a view 

to my further growth as an ambassador of classical music, and an updated Leonard 

Bernstein of the 21st century.  

By the time I gave this Zoom video presentation/Case Study 3, New Zealand had moved 

from Alert Level 4, strict lockdown, to Alert Level 3, where there was some allowance 

for activities and learning outside the home. However, my participants were still mainly 

confined to their households and family/personal bubbles. This contained atmosphere 

helped me to successfully present to a captive audience and, I propose, helped my 

audience stay hopeful, motivated and even joyful during a stressful period of time, by 

listening to, understanding and engaging with classical music (B. Cohen, 2021b). 

The presentation itself was still mostly a lecture-type demonstration but with more 

breaks to either demonstrate music or involve the audience physically in the 

presentation. Because of the Zoom format of this presentation, I was also able to pause 

my presentation to get personal feedback or questions from members of the audience. 

I asked people to raise their hands or give thumbs up or thumbs down gestures, and 
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encouraged them with pointed questions to give feedback, especially towards the end 

of the presentation. I took the time to analyse the data from these two video 

presentations. It was interesting to compare the data between the video presentations, 

and also to compare the data between the video presentations and the earlier live 

concert presentation.  

CASE STUDY 4 

Development of Case Study 4 

In November of 2019 I had worked in conjunction with the president and a musician 

board member of the Dunedin Youth Orchestra to arrive at a programme that would be 

attractive to both the audience and orchestra––challenging but accessible for the 

orchestra, with a theme, and also in keeping with my aims for audience engagement. 

The theme of the concert had a socially and even politically potent meaning: “Orchestral 

Empowerment.” This choice of repertoire and theme for the Dunedin Youth Orchestra 

was in keeping with Cardno’s view that one of the aims of action research is social justice 

through the empowerment of others (Cardno, 2003). The following is a brief description 

which I wrote for the orchestra’s use in its programme notes: 

The May 2020 concert of the Dunedin Youth Orchestra will be about, by direct 
request of our young players, empowerment.  

How can classical music inspire us to make change in our personal lives, our 
families, our communities, our societies and our world? The canon of classical 
music that we still programme was composed in its time as forceful statements 
of spirit, change and call for action. Although the particular historical 
circumstances and politics of the works of our classical masters (i.e. Mozart or 
Beethoven) have changed in detail the essence of those statements remain the 
same. Classical music can give to the musician (listener and player alike) the 
inspiration to: move forward, stay strong, appreciate our environment, 
remember injustice, and yes approach life with a seeking spirit and joy. All these 
messages of empowerment and many more can be found in the varied 
programme we have selected for our May 2020 concert.  

Empowerment through:  

Magic Flute Overture W.A. Mozart- The search for truth and reason, love and 
enlightenment 

Remembering Parihaka Anthony Ritchie – Remembering injustice & speaking 
out for justice 
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Little Suite from The Insect World and The Aviary Richard Rodney Bennett – 
Appreciating the beauty of the natural kingdom of birds and insects 

Concerto To be named per the DYO Concerto soloist competition  
Moldau B. Smetana – Appreciating the beauty of our environment 
Symphony 7 Movement II and III L.V Beethoven – Remembering those who 
sacrifice for us 

Danzon 2 G. Marquez – Feeling joy in dance and connecting to our folk roots 

At the end of May – beginning of June, the Dunedin Youth Orchestra re-opened the 

possibility of holding the cancelled May concert I was to conduct, scheduling it for July. 

This was tentative at best, since no one knew what the situation with COVID would be. 

Also, the circumstances of the concert would be severely affected by the previous 

cancellation and the lack of clarity about COVID. The Dunedin Youth Orchestra 

rescheduled the concert for a different concert hall and cut out the post-concert 

reception/supper. I had kept rehearsals going during the COVID lockdown via Zoom, but 

the level of playing was weaker than it would have been if we had been able to rehearse 

together. We had fewer live rehearsals in preparation than usual. Therefore, it was 

decided to cut certain repertoire items out of the programme, namely the Rodney 

Bennett and the Beethoven. This was also a changing-lemons-into-lemonade moment 

for me, since with less music it allowed me more speaking and demonstration time. As 

a newly known guest conductor who wanted to interact more with her players, I was 

especially keen to involve my orchestra as much as possible in the demonstration. As in 

the first ISO Concert presentation/Case Study 1, I had players, sections of players, or the 

entire orchestra play excerpts of the music to demonstrate certain ideas or concepts in 

this DYO concert presentation/Case Study 4 (B. Cohen, 2021b). The young players of the 

DSO were truly enthusiastic about doing these demonstrations, and I felt that because 

of this there was some extra connection between the instrument of the study, the 

orchestra, and the recipients of the presentation, the audience. I also selected a player 

to give an introduction to the piece Remember Parihaka in te reo (Māori language), 

creating a cultural bond to Aotearoa New Zealand, with the recognition of a darker 

incident in its history.  

The audience of the Dunedin Youth Orchestra concert gave me the impression of being 

much more experienced with classical music, many of them being friends and families 
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of advanced players and having supported them in earlier concerts. I was pleasantly 

surprised to discover in the data, however, that there were still some in the audience 

who had had limited exposure to live or recorded classical music, and some who had 

reservations and even less than positive feelings towards classical music. Again, as in 

previous case studies, the concept of engagement can go beyond the strict confines of 

introduction or appreciation and delve deeper into a sense of a truer and wider 

connection and further interest in experiencing classical music. 

According to Cardno, evaluation is either formative––done during the activity, or 

summative––done after the activity (Cardno, 2003). My evaluation of myself as an 

outreach and engagement conductor used, throughout all the case studies, both 

formative and summative approaches: formative during the actual live performances, 

recording of videos and live-stream video presentations; and summative, in reviewing 

the data collected through the Qualtrics survey as well as video recordings of my 

presentation.  

Development of Case Study 5 

After the July DSO concert presentation/Case Study 4 I initiated one additional case 

study that was quite different from the presentation concerts and videos of Case Studies 

1–4. I wanted to learn to better myself as an outreach and engagement conductor from 

two other instruments with previous experience in delivery: orchestras and conductors. 

Therefore, I created a Case Study 5 which consisted of data collected from two separate 

questionnaires, the first distributed to orchestras in New Zealand, the United States and 

Australia, and the second distributed to conductors in those same three countries. The 

majority of respondents, both orchestras and conductors, were from the United States. 

Because of the depth and length of data and reporting from the concert presentations/ 

Case Studies 1 through 4, I have decided not to include in this research study an 

information and analysis of Case Study 5 but hope to address findings from it in future 

writings. 

Eisner contends that the outside researcher enters the classroom “to collect data and 

to leave” (Eisner, 1985, as cited in Rawal, 2006, p. 20). In certain respects both 

orchestras and the conductors who serve them could be considered outside 
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researchers, leading their audience towards a goal that is not necessarily in keeping with 

their own needs, namely, a live concert. As well, the role of outside researcher can often 

be found in orchestras, in the educational, marketing and even the development roles 

of outreach and the outreach conductor, whether as music director, assistant conductor 

or a special guest acting in a prescribed role. Kemmis states that professional or outside 

researchers might tell an “uneven story as there is a separation of roles” and “this could 

create an inconsistency between the thoughts, motives and loyalties of the proactioner 

and the researcher” (Kemmis, 2006, as cited in Rawal, 2006, p. 20). It can be proposed 

that there is a divide between classroom practice and orchestra outreach; that they are 

two parallel paths that do not intersect. Yes, orchestras provide external programmes 

for their community, for example, outreach workshops brought to the classroom, and 

invitations to concerts, which, as well as their obviously educational mission, give the 

impression that the orchestra’s external need of generating new audiences has also 

been met. Moreover, with these outreach programmes, it can be asked if the conductor 

or presenter who leads them is empowered with training and reflective practice. Rawal 

refers to Taylor when he states “their concern that artists and teachers have avoided 

research and equally academics have avoided researching in the arts, each with the 

arrogance of not really understanding the other” (Taylor, 1995, as cited in Rawal, 2006, 

p. 22). 

As both the conductor and the self-reflective researcher, and as a music director and 

teacher with a vested interest in her orchestra, by adopting a broader outlook and 

definition of success in terms of engagement. I could also, through my Qualtrics 

questionnaire, motivate both orchestras and conductors to refresh their outlook, as well 

as presenting them with the comprehensive results of the study.  

With no presentation involved in this case study, my survey questions and the answers 

to them became the sole impetus for my reflective process. Creating questions that 

were general enough to answer quickly and others that required more in-depth 

responses was a particular goal. There were some “softball” questions that any and 

every respondent could answer but others which I considered elephant-in-the-room 

questions: those that asked about deficiencies in talent, frustrations with organisational 

approaches, etc. Because of the COVID lockdown in the United States, it was both an 
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opportune and awkward time to ask questions about audience engagement. Opportune 

in that, amidst COVID, out of work conductors and housebound orchestral education 

directors had the time to not only answer the survey but possibly answer with more 

depth and consideration than they otherwise would. Awkward in that, given the very 

real possibility that the world would not return to normal at any time soon, if at all, the 

idea of live orchestra outreach and engagement presentations may have little relevance. 

Real-time application could still be argued, however, in that the basic concept of the 

qualities of an outreach presenter, whether live or on video, were still important. The 

world might be changing in the time of COVID but being a successful ambassador of 

classical music, a Leonard Bernstein of the 21st century, remained a realistic goal. I asked 

fewer questions about delivery techniques, use of multi-media and interactive 

technology, and venues, and more about the personal traits and characteristics of an 

outreach and engagement conductor/presenter.  

As part of the action research process, I changed not only my presentation but also, after 

reflecting on the data collected from the previous case study, I changed the questions 

for the following case study. Questions also changed according to the format: from live 

concert to pre-recorded to live stream video back to live concert and, finally, to 

questionnaire only (for orchestras and conductors).  

Data analysis and trustworthiness 

From the following stated process of designing, distributing and analysis of data I 

propose that the data presented is trustworthy and sound: For each concert or video 

presentation/Case Study I prepared an information and consent form for potential 

participants, which could be easily accessed by URL link (see Attachment 3B, Case Study 

1, Appendix 3-B Adult 18 and Over Concert Information and Consent Form; and 

Appendix 3-C, Under 18 Concert Information and Consent Form). Through this form I 

was able to explain the purpose and process of the study, the participant’s role in the 

study, and confirm that the participant’s answers would be confidential and anonymous. 

This was a requirement of the University of Canterbury Human Ethics Committee and 

the document I prepared had to be formally approved before I could proceed with the 

study. Through this process I could be assured that participants were fully cognisant of 

the importance of their voice in this study and that they could feel comfortable and safe 
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giving honest opinions about the music and my conducting, whether positive or 

negative. In the email announcements to participants I specifically stated: “Your answers 

will be anonymous, and no contact info collected so don’t try and be kind in your 

response because you know me,” so as to prevent friends and family from skewing their 

responses in order to be nice. (See Appendix 3-D, Email to USA old contacts and friends 

Survey 2 August 2020).  

I designed, distributed and analysed the surveys for all the case studies through the 

Qualtrics online platform (see Appendices 3-E, 3-F, 3-G and 3-H Qualtrics Online Survey 

Questions Case Studies 1, 2, 3 and 4). The University of Canterbury requires all research 

study surveys to be done through this company and has its own account and services 

for free access by students (Canterbury Qualtrics, n.d.; Qualtrics). 

During the process of creating the Qualtrics surveys for each case study I followed the 

recommendations of the Qualtrics online platform for best worded question-and-

answer formats. I also conferred with Qualtrics support by phone for additional help 

with technical issues. I made some mistakes in the design of the April 2020 pre-recorded 

Video Case Study 2 survey, which prevented me from collecting qualitative data for 

some questions, so I decided to re-release that video in August of 2020 to new 

participants with a corrected Qualtrics survey. I was able to collect the missing 

qualitative answers from this revised survey.  

The Qualtrics platform gives an array of reports on survey answers and I was able to 

collect both quantitative data, for example number and percentages of participants who 

liked a piece of music presented, and qualitative data, such as short or long descriptive 

answers relating to, for example, what participants felt when hearing a piece of music. 

In this way I was able to support my research with both objective data that provided a 

firm basis for conclusions, and subjective data that allowed me to explore and theorise 

in a richer and deeper way.  

Analysing the data, both quantitative and qualitative, and preparing a comprehensive 

report from each concert presentation/case study enabled me to form the opinions 

which led to my overall conclusions. Piggot-Irvine differentiates between action learning 

and action research stating that “there is a difference between action research and 
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action learning.” Action learning “does not have a requirement for public accountability” 

while with action research there is “an expectation that the methodology and use of 

methods for gathering data will be explained so that they can be publicly 

scrutinised”(Piggot-Irvine, 2009, p. 23). There is also a difference between action 

learning and action research in terms of time. The extended period of time allowed for 

in action research is not necessarily available to one who is more busy in the field of 

practice. Therefore, the case studies I undertook, with the commensurate research and 

time it took to complete them, while containing elements of action learning, were in 

keeping with action research. “The most important element in action research is 

reflection: it lies at the core of action research” (Somekh, 1995, as cited in Rawal, 2006, 

p. 28) Reflection in the context of this study is meta-thinking, whereby I considered the 

relationship between my thoughts and past, present and future actions in context 

(Kemmis, 1985, as cited in Rawal, 2006, p. 28). Cardno refers to Wallace who contends 

that “action research requires a more formalised approach to data-gathering, and must 

be published to achieve its status as research as opposed to a form of organisational 

development” (Wallace, 1987, as cited in Cardno, 2003, p. 41). 

Rawal cites Schon who describes “reflection on action,” which occurs after the activity, 

“reflection-in-action” which occurs during the activity and finally “knowing-in-action” 

which is tacit knowledge and “the way we deal with the situation of surprise” (Schon, 

1983, as cited in Rawal, 2006, p. 29). Over the course of my study, with the ongoing 

experience of my concert presentations/case studies and my reflection on them, my 

knowing became more implicit, instinctive, and innately natural. By understanding my 

art of conducting and my art of presentation through knowing-in-action and then 

theorising about it, I then will acquire knowledge-in-action, with the essential purpose 

of transformation, which is an art in itself.  

Through this transformative process involving reflection on action, reflection in action, 

knowing in action and knowledge in action, and in reference to Cardno, I isolated 

particular issues within issues, such as differing audience populations, differing formats 

of delivery, and different necessities of repertoire choice, and came up with strategies 

to address these issues. Also, as per Cardno, my evaluation of these strategies occurred 

both during the process and after the process was complete. My investigation and 
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evaluation did not need to be linear but shifted as I undertook each case study. It was 

an organic process, which generated both new and connected ideas and problems 

(Cardno, 2003).  

The challenge of this action research was not so much to produce reliable and consistent 

results, nor to use the results of the study to “predict consequences for the whole 

population” (Cardno, 2003, p. 53). Using mostly quantitative data necessitates 

reliability. But this action research project was, in Cardno’s words, “small and 

situational” and instead there is more concern for “providing a valid (that is, precise and 

truthful) description of what is said or done in a specific situation” (Cardno, 2003, p. 53). 

This study’s qualitative research was more focused on validity than reliability and was 

motivated to establish internal validity, which means a concern with the design 
and implementation of all stages of the project, to ensure that the way the data 
is gathered, analysed and presented meshes with their commitment to what is 
intended and what is important. (Cardno, 2003, p. 54) 

In each case study report I presented quantitative data including charts and tables 

reflecting numbers and percentages of responses as well as qualitative data including 

audience responses by direct citation, indirect summary and the visual aid of word 

clouds. “Word clouds can be a useful tool for preliminary analysis and for validation of 

previous findings.” (McNaught & Lam, 2010, p. 630)  

Cardno suggests triangulation to increase validity in action research. One of several ways 

to accomplish and to strengthen the credibility of the project is to seek information from 

“multiple sources in order to generate layers of data” (Cardno, 2003, p. 54). My 

presentation and surveying of multiple audiences, and multiple types of audiences, 

using varied formats and presentation styles, was a way to triangulate, or approach my 

“collection of data from different angles or perspectives, and [draw] the results together 

to create a more substantial view of the situation” (Cardno, 2003, p. 54). Piggot-Irvine 

delineates two different types of evaluation which can be mixed together where 

“improvement overlaps with assessment, or process with outcome” (Piggot-Irvine, 

2009, p. 29). 
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Table 4-A: Evaluation table 

Stage / Purpose Improvement Assessment 

Process Process-improvement 
evaluation 

Process-assessment 
evaluation 

Outcome Outcome-improvement 
evaluation 

Outcome-assessment 
evaluation 

 

Osteen (2000) cites Lincoln and Guba (1985), when he speaks about trustworthiness as 

a necessity. So, trustworthiness in this study was accomplished through:  

• Credibility via activities such as prolonged engagement, persistent 
observation, triangulation, peer debriefing and member checks (Lincoln & 
Guba, 1985, p. 301)  

• Transferability, dependability and confirmability  

• Transferability through thick description 

• Dependability which can be achieved via credibility  

• Confirmability, which can be achieved through triangulation and the keeping 
of a reflexive journal 

• Audit Trail, such that “all field notes interview and peer de-briefing 
transcripts, documents collected from participants, write ups of field notes, 
documents obtained through research and a methodological Log have been 
preserved, maintained, and are available for examination” (Lincoln et. al., 
1985, as cited in Osteen, 2000, p. 71). 

Whitehead (1998) describes how research makes use of four different types of 

knowledge: 

• Intuitive (when coming up with an initial idea for research)  

• Authoritative (when reviewing the professional literature) 

• Logical (when reasoning from findings to conclusions) 

• Empirical (when engaging in procedures that lead to these findings). 

As part of the audit trail process, I have maintained a systematic, self-reflective journal 

as well as detailed notes from my case studies (including full and bullet pointed 

narration scripts) and copies of Qualtrics survey questions, which are all available for 

interested readers. Through the process of creating, planning, implementing analysing 

and writing about this research study I have acquired knowledge about my practice 

which I can apply to my future endeavours as an outreach and engagement conductor 
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as well as in my efforts to transfer this knowledge to the work of orchestras, conductors 

and others, with the same or similar goals.  
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Chapter 5. Findings, Case Study 1  

Christchurch School of Music Intermediate Symphony Orchestra, November 2019 

Introduction 

The purpose of this first case study was to create a model for future instances of 

conducting a concert and giving a narrative presentation to a live audience. The goal 

was, through action research methodology, I would then create updated and hopefully 

improved versions of the model in future concert/presentations. The goal of the concert 

/presentation was to inspire the audience to listen to classical music, if not as new 

listeners, then if as previously experienced listeners, to listen to classical music more. 

As mentioned in the Introduction chapter, the original plan was to conduct and present 

four concerts, the first and last with the Intermediate Symphony Orchestra of the 

Christchurch School of Music and two others with the Dunedin Youth Orchestra and 

Garden City Orchestra. So, while producing, analysing the experience and data from the 

audience survey, and reporting on the experience and survey data of this 

concert/presentation I was at the time unaware of the future interruptions and changes 

due to the COVID pandemic. I chose to keep future and final drafts of this case study as 

free as possible from any pandemic experience perspective.  

PART 1: CONCERT INFORMATION 

Venue and staging 

My first presentation for my doctoral study was given at the Christchurch School of 

Music (CSM) Intermediate Symphony Orchestra concert on November 30, 2019. The 

Intermediate Symphony Orchestra (ISO) is an intermediate level orchestra of students 

ranging in age from 8 – 14. The concert presentation was from 10:30 – 11:30 during 

ISO’s regularly scheduled rehearsal time. I particularly arranged for this concert to be 

separate from the ISO’s normal schedule of performances, which usually were held in 

conjunction with other ensembles from CSM (see Appendix 4-A, ISO Concert 

Announcement Case Study 1 and Appendix 4-B, ISO Survey Handouts Case Study 1). 
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Production  

The concert presentation was held at ISO’s regular rehearsal location, the Catholic 

Cathedral College auditorium (B. Cohen, 2021a). The orchestra was seated in two blocks 

of chairs on the floor in front of the stage. I did not have a podium. I used a hand-held 

wired microphone connected to a small speaker.  

There were no other staff nor any official support from CSM. Several parents helped, 

and I had two friends who also assisted but, for the most part, the concert - from start 

to finish - was fully in my hands and my responsibility. As well as presenting the concert 

by way of a narration and conducting the orchestra, before, during and after the concert 

I directed the following: the set-up of the chairs for the audience and orchestra, the set-

up and break down of the audio equipment, the distribution of programmes and survey 

information documents, the timing of the start and finish of the concert, and the clean 

up after the concert.  

The most difficult aspect of this concert presentation was the fact that I had to wear 

several hats at once, both in preparation and during the event itself. I was at the same 

time conductor, presenter, producer, manager and even employee, as I was also 

responsible for my students in the orchestra. Although I had some parents and friends 

helping me, I was essentially wholly responsible and in charge, and only I could make 

the decisions on what, where, and when. When considering the mixed personas of the 

outreach conductor it is already more than enough to combine being entertainer, 

teacher, conductor, spiritual leader, and yes even therapist! This is especially important 

when considering that my role of musical ambassador requires the kind of preparation, 

creativity and flexibility that an actor or other performer would need.  

In comparison, a teacher has a classroom, schedule, supplies and equipment which are 

set up and provided by the school, and they can simply choose from an array of 

possibilities to create the best lesson for their students. On reflection, in future concert 

presentations of this kind, delegating responsibilities to others ahead of time, with clear 

decisions and directions, would be advantageous. Freeing myself from managing and at 

least co-producing the presentation would allow me to concentrate on my crucial roles 

as conductor and presenter. When we think of the word “conductor” as meaning 
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literally to connect from one source to another, as in a conductor of electricity, the 

subsidiary roles of producer, manager, technician, etc., are a distraction from the main 

line of connection.  

Repertoire  

I chose the repertoire keeping in mind what my youth orchestra needed in terms of 

learning, advancement and enjoyment, as well as what I wanted to introduce to the 

audience. I wanted to stick to the masters of classical music and therefore chose the 

following pieces, all arrangements for the intermediate youth orchestra level of playing:  

• “Jesu Joy of Man’s Desiring” by Johann Sebastian Bach  

• “Wedding March” from A Midsummers Night’s Dream by Felix Mendelssohn 

• “Overture” to Marriage of Figaro by Wolfgang Amadeus Mozart 

• “Turkish March” by Ludwig van Beethoven 

• “Can-Can” from Ballet Parisienne by Carl Offenbach 

Promotion 

I promoted the concert through email and Facebook contacts in Christchurch: co-

workers, friends, religious and social groups. I asked the young players in my orchestra 

to invite friends, classmates and relatives as well. I sweetened the deal with my 

orchestra players by offering an after party for players and friends. Therefore, I assume 

that many attendees were most likely parents, family, and friends of the players of the 

ISO orchestra. I did, however, notice at least a dozen people present who I had invited 

through my social email and Facebook lists. Because there were no advance ticket sales 

and there was limited production support, I was not able to take an exact count of the 

audience, but through my own and others’ visual observations there were 

approximately 120 in attendance. 

Narration and script 

I wrote several drafts of the narration presentation, first using bullet points and an 

outline of ideas, then fleshing out to a word-by-word script, and then reducing it again 

to bullet points. In the narration I included an introduction to the concert, which stated 

its purpose in connection with my PhD study, information about Leonard Bernstein and 



 152 

his Young People’s Concerts, and remarks about classical music and its worthiness. After 

this introduction to the concert, I also included an introduction to each piece that we 

played. In retrospect, especially after hearing the comments from respondents, I should 

have kept my introductory remarks to a minimum and not made so much of a case for 

classical music, but instead allowed the audience to discover this for themselves from 

their experience of the concert. 

Within the narration I introduced the music, musical techniques, ideas and concepts, 

both through demonstration by the orchestra and through various approaches including 

analogies and physical involvement of the audience. I attempted to integrate various 

teaching approaches to differentiated listening/learning.  

I presented intellectual concepts concerning the history of and the stories behind the 

music and the lives of the composers. I made sure to keep these points connected to 

the daily life experiences and understanding of the audience. I also had the audience 

interact: asking them to complain to each other, which was a surprising and fun activity 

for them being outside the usual positive social expectations or make a crescendo and 

diminuendo by repeating saying the word watermelon (as well a way to have them 

actually create a musical effect).  

I spoke directly about emotions and the spiritual. My speaking about not having to 

believe in Jesus to feel the sense of desire, faith and hope found in the music of Bach, 

the excitement of falling in love in Mendelsohn, or the sense of struggle to overcome 

problems in Beethoven, might have been a bit shocking to some in the audience but was 

also another way to break down the barrier between the audience and the music. My 

role was, in a way, like that of a classical music therapist in that I was publicly articulating 

and admitting to the deeper and sometimes darker emotions found in the music. This 

was something I particularly enjoyed. This empowering and cathartic aspect of classical 

music is to me, truly important. 

Reading from a script, even a bullet-pointed script, made it difficult to keep myself 

spontaneous, joyful, enthusiastic, and humorous, which are my strong points. When I 

went off script a few times I felt that I touched the audience in a deeper way. But going 

off script also increased the timing of the presentation. I am wary of depending on my 
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memory but need to try harder to memorise the script in future presentations. I also 

need to rewrite my script more often, not only to reduce it to more succinct bullet points 

but also to weed out any unnecessary or time-consuming information. Shorter, 

pinpointed ideas and concepts are the goal. The process of rewriting will help me to 

balance out being the teacher with being the entertainer, saleswoman, spiritual leader, 

and therapist.  

Key factors for engagement 

Before the orchestra played a full performance of a piece, I often had them first play 

excerpts from the piece. This allowed me to introduce various concepts or factors that 

the audience could listen for during the subsequent performance, such as:  

• Musical technique  

• Analogies  

• Physical motion and visceral feel  

• History, intellect, understanding the story and composers – as in explaining that 

Bach was Lutheran and had 20 children  

• Musical and non-musical participatory activities  

• Spiritual and emotional  

PART 2: ANALYSIS OF DATA 

As mentioned in the methodology chapter, I distributed to the audiences slips of paper 

with a link to my Qualtrics survey. I allowed for several weeks before compiling a report 

and reviewing the data.  

Audience demographics 

An understanding of my audience was important in order to develop improved models 

of concert presentations and surveys. The charts below represent the analysis of age 

and previous engagement with classical music.  
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Chart 5-A: Audience Participation 

Number of survey participants: 

 

To facilitate reading, charts in all case studies will show percentages as opposed to 

numbers 

Chart 5-B: Question 3 – How old are you?  

Age of respondents who initially signed into the survey: 

 

 

AUDIENCE PARTICIPATION 

Did not respond to survey
36 participants

38%

Responded to Survey
84 participants           

62% 
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The 39 respondents included a broad mix of ages with the majority being in the age 

group 36 – 50. But of special interest are those respondents aged 6 – 17. It is a given 

that in many concerts the age of the audience will be fairly uniform, for example, either 

a youth outreach or a subscription concert will have a majority of children or older adults 

respectively, and a uniform approach to addressing one or the other is acceptable. A 

broader presentation though would be appreciated by a diverse audience and could be 

repeated and widely disseminated to different sets of live audiences or through media. 

In future concerts I would like to encourage the orchestra players to take the survey. 

This might skew my results in that these instrumental players already connect to 

classical music. However, many of these players may not listen to classical music apart 

from playing it, or they may not attend live concerts. Youth orchestra players are a 

population that a classical music ambassador can engage even more fully. 

I would have also liked to attract a more diverse cross-section of the general public to 

the concert and my study. Most of the audience were friends, family and general 

contacts of the orchestra and myself. One of my goals is to attract other communities 

such as immigrants, those of low economic status, Māori and Pasifika in New Zealand, 

African American and Hispanic in the United States, or other indigenous communities, 

and especially those who do not know others who play or listen to classical music. But 

within the constraints of this thesis and the orchestra communities that I represent, this 

is a goal I may not be able to successfully accomplish. Then again, it might be in classical 

music’s best interest to focus on the kinds of people who are already somewhat 

connected to classical music (through friends and family such as this audience) but not 

connected enough to proactively listen to recordings or attend concerts. Lastly, organic 

recruitment, i.e., introducing our whānau), friends and family and those connected to 

them, might be a way of generating a more solid base of engagement. In support of this 

idea, it was found in the recent USA elections that a stronger voter turnout was 

generated through friend-to-friend social media contact rather than through 

anonymous calls or door knocking (Tyler, 2020). 

Previous engagement with classical music  

In future surveys I would like to survey not only previous experience of classical music 

but also previous experience of playing an instrument or singing in a choir. 
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Chart 5-C: Question 4 – Have you listened to classical music very much?  

 

The combined total of 30 respondents, at 71.42 %, who listened to classical music not 

much or only a little are the audience that outreach presentations are truly aimed at. 

However, as studies have found, classical outreach presentations are largely exercises 

in futility in that they preach to the choir; outreach and education concerts do not 

usually convince people who ordinarily do not go to concerts to go to more concerts 

(Wolf, 2006). Would my presentation make a difference to these respondents’ future 

plans to attend concerts or to at least listen to classical music? Is that in the end the true 

goal or is it enough that, for example, as per the goals of public funding of the arts, a 

listener is simply engaged and positively affected by the experience? 
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Chart 5-D: Question 4 – Have you listened to classical music? Filtered by age group. 

 

The data from Chart 5-B, Question 4, filtered by age, reveal respondents have, in various 

age groups, been given the opportunity to listen to classical music in live concert settings 

but think they have listened either not very much or only a little. I can suppose that their 

level of engagement while attending live classical concerts was low. At the beginning of 

my presentation, I explained the difference between hearing and listening; listening 

being something that involves a something deeper. The purpose of a presentation like 

this, and the subsequent study, is to find how to engage this cohort who do not feel they 

are engaged with classical music, to listen in a deeper more vital way. 

It was anticipated that those who responded that they had never been to a classical 

concert before would be in the younger age groups, 6 – 12, 13 – 17, or even 18 – 34. But 

one should not automatically assume that someone of adult age would have been to a 

classical music concert and exposed to a deeper listening experience, as shown by this 

response written by a respondent aged 51 – 64: “[My experience of classical music is] 
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from stage musicals, movie themes and television. Not to forget the overhead music 

played in restaurants and fancy department stores.”  

Chart 5-E: Question 5 – Had you been to a classical music concert before this concert? If 

so, how many times?  
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Chart 5-F: Question 5 – Had you been to a classical music concert before this concert? If 

so, how many times? Filtered through Question 4 – Have you listened to classical music 

very much? 

 

Attitude towards classical music  

Chart 5-G: Question 6 –Before you came to this presentation how did you feel about 

classical music? 
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Chart 5-H: Question 6 –Before you came to this presentation how did you feel about 

classical music? Filtered through Question 4 – Have you listened to classical music very 

much? 

 

Chart 5-I: Question 6 – Before you came to this presentation how did you feel about 

classical music? Filtered through Question 5 – Had you been to a classical music concert 

before this concert? If so, how many? 
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In summary there is a full gamut of listeners who can be engaged further: from those 

who like classical music but do not attend or listen very much to those who attend and 

listen but who do not care about or like classical music.  

One respondent, aged 36 – 50, “liked” classical music and, listened to classical music “a 

little” but, had never been to a classical concert. This signals a difference between why 

someone does not listen to classical music and why someone does not “attend” classical 

music concerts; two separate problems to be solved and two separate solutions to be 

found. Although I will touch upon the aspect of live concert attendance in my 

presentation, I will concentrate in this study more on the challenge of engaging people 

in listening to classical music without necessarily having to attend a concert.  

Chart 5-J: Question 6 – Before you came to this presentation how did you feel about 

classical music? Filtered through Question 3 – How old are you?  

 

There were many respondents who “liked classical music” and a small minority of 

respondents who “did not like classical music very much.” But there was also a middle 
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component of respondents who “did not really care about” classical music. One could 

conjecture that these were youth or adults who attended out of family obligation. No 

matter what age, this “I listen but I don’t care” type of audience is who I can reach and 

engage with a presentation that ignites and inspires personal interest and connection. 

From the responses to Questions 4 through 6 and through filtering, I arrive at the 

expected: in a concert by youth with parents attending, there was a full gamut of 

listeners with a mix of experienced and inexperienced listeners. I can create one 

approach for the respondent who is less experienced with listening or attendance to 

engage them more with classical music. But I could also engage the experienced listener 

who does not attend concerts, or who attends concerts but does not really listen to or 

care for classical music. The concert experience for many respondents can be different 

than the usual, convincing them in some more personal way that it is worth the time 

and effort to listen, attend and engage more. There could be more in my presentation 

that convinces listeners to venture outside the boundaries of their normal experience. 

The participation in the survey of the 28.57% of respondents who listened to classical 

music “a lot” can be considered a bonus. There is an approach to this cohort that can 

inspire them to listen differently, to feel more pride and confidence in their enjoyment 

and to better articulate why. In this way they become personal ambassadors of classical 

music, able to invite others in their circle of friends and family to join them in the 

classical music experience.  

Word clouds 

I wanted to sift through both qualitative and quantitative data in whatever way possible 

to find the gems, so to speak, of ideas, opinions and feelings that would lead me to a 

greater understanding of how to better engage my audience with classical music in 

future presentations. Different formats of analysis provided me with different styles of 

learning and understanding for example: full responses per question or Qualtrics Text 

IQ where key words can be grouped and organized and Excel spreadsheet filtering.  

I used the Qualtrics online survey platform to automatically generate word clouds of 

responses. For each question, the Qualtrics electronic program would gather all words 

from all responses and create a word cloud which could be displayed visually in various 
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forms and in various colours. Word clouds were effective for me as an intellectual 

processing of words replaced by a more visual experience. The larger size of the word in 

the word cloud reflects the larger amount times that it was used by various respondents 

and reflects key and repeated words used in responses to questions. Although not as 

exact in analytical terms as other formats, word clouds gave me a gut sense of 

participant response, which I could then follow through with more detailed examination 

through other reporting platforms. Certain words were obviously in the foreground of 

the word clouds, used by many in direct response to my questions, for example, 

“classical,” “music,” or “listen.” But in the middle and background of these word clouds 

other words appeared that were repeated by several or mentioned by one. These words 

both positive (“enthusiasm,” “enjoy,” “fun,” “passionate”) and negative (“nothing,” 

“bore”) visually and even viscerally alerted me to future possibilities of data exploration. 

Some but not all factors of engagement found in the full responses are found in the word 

clouds. The following is a representative example of word clouds from this case study.  

Word Cloud 5-A: Question 7 – Can you describe in a few words what your feelings were, 

positive or negative, about classical music before coming to this presentation? 
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Boring 

There were two respondents who mentioned the aspect of boring, with comments as 

“boring, reminds me of old people.” Boredom is about not connecting, feeling the 

relevance, or being physically or emotionally stimulated. It might help to show such 

respondents a variety of approaches to classical music through explanations and stories, 

by connecting the music to daily life, emotions and spirit, or encouraging physical and 

visceral responses.  

Understanding and knowledge 

Some respondents felt that there was a gap in their enjoyment of classical music 

because of a lack of understanding or knowledge, as shown in such responses as: 

“beautiful, but I can not understand them,” and “I enjoy classical music ... I don't have a 

lot of knowledge about classical music.” A strategy for this type of audience might be to 

provide more technical information about the music, provide background and stories, 

and again, to make connections between the music and their physical, emotional and 

daily life. 

Feelings, emotions, moods, and spirits 

Some respondents referred to emotions or engagement when qualifying their 

enjoyment of classical music, for example: “I have to be in the right mood to listen to 

classical music,” and “makes me feel happy when I listen to classical music.” More 

hands-on activities that get these audience members involved on a visceral level might 

be appropriate as well as providing connections to daily life and to their emotions and 

spirit. 

Time 

Many respondents referred to a lack of time when qualifying their attitude towards 

classical music, for example: "Positive. But just never have time to listen [to it],” or, “I 

enjoy classical music and wish I had more time to listen to it… .” Showing how to easily 

access classical music on a day-to-day basis or through concerts might be an appropriate 

approach to this type of listener. 
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Respondents who had positive feelings towards classical music did not mention aspects 

of understanding and knowledge or time as reasons. I surmise that convincing a 

potential listener of classical music that it is worth the time and the effort to understand 

it may be a valuable but not necessarily the only avenue of approach. 

What presents itself in respondents’ descriptions of their feelings towards classical 

music is that, in an outreach and education presentation, family or even a regular 

subscription concert, the audience will be made up of people with a wide range of 

experience of listening to classical music and a wide range of attitudes towards classical 

music. A presentation must, in terms of previous experience and attitudes towards 

classical music. aim high and low, wide and narrow,  

RESPONSES TO PRESENTATION 

Factors of engagement 

I analysed responses through several analytical frameworks, including Excel spreadsheet 

sorting, word clouds and the Qualtrics survey platform’s Text IQ format where responses 

can be organised by category. I arrived at the following factors of engagement that in 

future case studies and concert presentations might be applied again, refined or 

combined. 

Familiarity and exposure 

Eight participants responded to the music presented, “still not interested or worse.”  

If knowledge, emotions or visceral feeling cannot connect these respondents with 

classical music then what can? It is possible that consistent exposure to classical music 

might win over those who do not engage in any other way. 

Humour 

Two respondents, both aged 6-12, learned about the music from my talk “nothing” and 

“nothing really.” From this I conclude that my presentation might have gone over their 

heads, or I talked too much. But the same respondent who answered “nothing” 

commented later in the survey that they became excited “when the orchestra went 

Boo.” This suggests that the use of humour connected with this listener.  
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Interactive 

The respondent who answered that they learned “nothing really” went on to suggest 

that my performance could be improved if there was “less boring talking like when she 

talked about the different type of orchestras. You could also make it more 

fun/interactive for the kids in the audience that would be great thanks!!!!!!!!!!!!” In 

future presentations I will aim to create more interaction between myself and the 

audience, the audience themselves, the orchestra and the conductor, and especially 

between the orchestra and the audience. It is as if the “fourth wall” of the theatre needs 

to be opened, less in narrative terms and more in playful fun ways. I will look to include 

more fun or playful activities in which the audience can participate actively in a variety 

of ways (i.e. with heart, mind, spirit or body) in the concert, and to aim for that first 

“ahhhh” listener reaction to even just one moment of music.  

Time 

Sixteen respondents mentioned time and that the introduction to the concert could 

have been shorter. For example: “Keep the intro shorter so you can talk more about the 

composers and music.” In the context of a short one-hour presentation/concert I 

needed to accomplish both musical and PhD goals. I felt I rushed my presentation and 

spoke too loudly and too quickly at times as a result. In the future I will make sure that I 

schedule only enough repertoire which allows my presentation to breathe and I will aim 

to not over-write my narrative. Making less of an effort to explain my study or convince 

the audience to listen to classical music will shorten my introduction and enable me to 

focus more on the music and engagement goals. 

An excellent suggestion was made by one respondent: “Bring the orchestra in a little 

earlier and show us that joyful interaction between teacher and student/conductor and 

orchestra.” In addition, there were two responses that suggested improvement via this 

particular issue: “Stick to the topic at hand,” and “Try not to change tack at very short 

notice as the players can get a bit lost.” These respondents felt that I went from one 

point about the music to the other too quickly and there was a rushed feeling to my 

presentation. I need to pace myself and even allow small moments of quiet and space 

between my remarks. In future presentations I will try to keep the links tighter and 

shorter between narration and music. 
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Another remark was wonderfully precise: “Make sure you can see a clock.” In future I 

need to make sure I have a clock to view but which is not seen by the audience or have 

someone cue me on timing. I should not obviously look at my phone or a wristwatch.  

Conducting 

Most remarks about my conducting were about musical rather than physical aspects. 

However, I was pleased with comments that particularly noted that my conducting 

helped convey feeling, such as: “I like the clear movements, and the changes depending 

on the mood conveyed. Not just time keeping,” and “She’s very expressive with her 

body. It helps interpret the mood of the music.” I have always emulated Leonard 

Bernstein’s physical, emotional and musically descriptive physical style of conducting as 

opposed to that of other leading conductors who are more focused on the technicality 

of the music, and who are less a part of the show. For an audience that is not yet engaged 

with music I believe the physicality of the performance of the conductor does have a 

positive effect.  

There were though negative responses to my conducting that referred to it as being 

distracting and that my conducting took away from the listening experience, including: 

“She moved more than she normally does and it took away the chance to sit there and 

listen and relax,” and “It would be better if she wasn't there because it was distracting.” 

For these listeners a less showy style of conducting, with minimal gestures, that allows 

the orchestra and the music to connect with the listener without going through the 

conductor is preferable. The young players of this orchestra though also needed more 

obvious gestures at times. If I can better prepare the orchestra musically in advance I 

will be able to pull back from the more outwardly physical conducting of certain pieces. 

Understanding the differentiated listening needs of the audience, I will aim to 

intersperse my approach to pieces with both minimal and expressive conducting and to 

keep in mind that at times, as Stravinsky once said, “less is more.” Ultimately, as I can’t 

please all the people all the time, going for a balance between stronger periods of 

connection and lesser or even negative moments is a reasonable aim.  

There were responses that were neutral or general in reaction to my conducting 

including: “Didn’t notice” and “used to her conducting.” The happy medium between 
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those who enjoy or are inspired by my physical conducting and those who are put off 

are those who do not notice it, and that is not such a bad thing. In the future I might 

alternate between conducting one piece very physically and expressively and another 

piece with more minimal gestures and explore which works better or whether there can 

be different approaches for different repertoire or audiences. 

One participant commented about my physical movements and conducting responded 

“It helped, as it illustrated the feelings in the music.” The word “illustrated” is exactly 

what I was hoping for in a response. My conducting is meant to concretise, to give a 

visual representation of what is musically, physically, emotionally, and spiritually 

inherent in the music. I would like to develop a better conducting technique, using my 

baton not only to bring out better playing from my orchestra but also to show the 

audience in a more focused, concise way, what is going on in the depths of the music. 

This refinement of stick technique might also solve the problem of different listening 

styles. I can conduct both for the listener who needs a show and at the same time, with 

more focused gestures, stay out of the way of the listener who needs an unobstructed 

experience of the music. 

Inspiration, enthusiasm, energy and passion  

Six responses included the idea of enjoyment and fun, and this sense of inspiration and 

energy is a primary aim of my conducting:  

I love Beth’s physicality as a conductor. Part of the enjoyment of attending a live 
concert comes from the energy of the performers – the conductor every bit as 
much as the players. It turns the event into both an auditory and visual spectacle. 
It’s entertainment! (Whether you think it should be or not). 

Such responses reinforce my belief in the conductor as entertainer, show woman, to 

literally be the conductor that takes one source of energy (the music and the orchestra 

producing the music) and sends it to another (the audience) and vice versa. I was pleased 

to read that one listener articulated how they enjoyed the thrill of the orchestra and the 

interaction between conductor and musicians. For future performances and 

presentations, I will try to involve the orchestra more in my presentation, not just 

through their musical performance but also through the emotional and physical energy 



 169 

they can give to the audience. I will also allow myself to be enthusiastic, energetic and 

emotive with my physical conducting gestures. 

Understanding music technique and compositional tools 

Some respondents commented that my explanation of the music helped them engage 

more, for example: “I thought a bit more about the melody and counterpoint in Bach’s 

work,” and ”[it helped me understand] nuances of music, some of how composers 

create suspense and feelings in music.” I learn from this that talking about and showing 

the nuts and bolts of the music is still vitally important for engagement. I need to 

continue to present the technical aspects of the music especially combined with or 

supporting other factors of engagement. 

Participants commented that what got them most excited or engaged with classical 

music was my suggestion to listen to rather than just hear the music: “Beth said to try 

to really listen attentively to the music.” My aim was to encourage the audience to 

understand that by actively listening to the music they would then be able to connect 

more on a visceral and emotive level rather than just having a technical understanding. 

One respondent expressed this, saying that I encouraged them “to listen to the music 

more deeply and use it in a type of meditative fashion so that it is an emotive not just a 

cerebral experience.” In the future I want to show the audience that listening can be a 

meditative experience and even listening when bored is a viable option.  

Understanding history, composer, story, background  

There were a considerable number of responses to the presentation that mentioned the 

factor of stories and understanding. I want to differentiate, in my next survey, between 

understanding the technical aspects of the music and understanding the history and 

stories behind the music. This does contradict the view I previously had that listeners 

might be bored with facts and history. Audiences do connect if information is well 

presented, possibly by presenting with energy and personality, or by offering smaller 

more easily digestible ideas instead of longer narratives. The question also arises, do 

different age groups respond differently to different types of information? 
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Background music/daily life connection 

I find it interesting that while listeners do not need to know about how a television 

works, how to play a sport or how a pop song is composed to enjoy watching or listening, 

they feel a negative distance and separation from the classical orchestra because they 

sense that they do not understand it. This might be because the classical orchestra still 

seems to be an old thing, an anachronism, and something removed from daily life with 

instruments that feel alien to our usual comfort zone. Hitting a drum or strumming a 

guitar is much easier to imagine oneself doing than playing the violin. Kicking a soccer 

ball is still kicking a soccer ball even if you are not Beckham. Bringing classical music into 

daily life can be witnessed in the effort by many orchestras to bring performances to 

places outside the concert hall. I suggest that a greater effort be made by a consortium 

of community and professional classical music organisations and supporters to initiate 

the broadcasting of classical music as background music to daily life activities in, for 

example, restaurants, stores, shopping malls, sports events or even ski resorts. A 

classical music day in a town or neighbourhood would not only positively affect the 

appreciation of classical music but also bring a diverse and sometimes polarised 

community together.  

Imagery 

This excerpt from one respondent’s answer to how I might improve my talk inspires me 

to continue to use imagery and associations in my presentations: “The parts which 

worked best were the live examples of learning points – brief, humorous explanation 

followed immediately by an illustrative passage of music.” 

Daily life and personal connections  

In response to my efforts to connect the music with their everyday life experiences, my 

presentation enabled some listeners to see how the music was as relevant today as 

when it was written, and how this helped them to engage with the music: “She gives us 

as an audience a lively heartful connection to the music through story and awakens us 

to what is really going on in the music.” Talking about Mozart’s portrayal of love and 

jealousy, Bach’s having 20 children, or Beethoven walking for days to study with Mozart 

and then having to study with Haydn instead, gave listeners a personal connection to 
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the music applicable to their own daily lives. I will aim in the future to include more 

information that is relevant to listeners. 

Feelings, emotions and spirit 

There were many responses that used words pertaining to feelings, for example: 

The feelings that were written so long ago ... are still with us today. We still feel 
the same emotions in that they had then and we have now with love and 
happiness, sadness, fear, anger and the act of surprise. 

The breadth of time since composition of some of the pieces – yet they still carry 
and present the emotions and issues we continue to face as human beings. 

In future presentations I would like to include more of these internal components. 

Linking the music to feelings, emotions and spirit was consistent with showing the 

audience daily life connections, stories and understanding. Each of these aspects 

supports the others. I will continue to find ways to explore the emotions and spirit of 

the music and have the courage to talk about feelings in front of an audience. Even if 

some listeners do not feel comfortable with that more personalised aspect of my 

presentation there will be others who will become more engaged as a result. I will try to 

tie all these three aspects of the music together: feelings, stories and understanding, 

and daily life connections. 

Accessibility and approachability  

This response supports my desire to continue to search for ways to find pathways of 

access to listeners. : “I was already a fan, but I’m a fan of music in general. She certainly 

made those pieces more accessible though...”  

Fun, funny and humorous 

Participants commented: “Figaro was a naughty boy!” “Keep it light and funny in 

between so that it doesn’t become too high brow and serious.” When analysing 

responses through the Texts IQ of Qualtrics data analysis, humour placed a surprising 

third in the number of responses to Question 15 – “If you were to describe Beth Cohen’s 

talk to a friend, what would you say to them to convince them to come and listen?” “She 

is very funny and energetic,” and “I would say that she is a fun conductor who will keep 
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you laughing in between the serious bits.” My sense of humour, as I’m Jewish American, 

might be unfamiliar to this New Zealand audience, especially considering the variety in 

their ages, but somehow, I would like to find more moments of, if not laughter by way 

of jokes, remarks, or informal asides, then pure joy from a sense of playfulness or 

irreverence 

Analogies and comparisons 

From this comment I can deduce that making analogies and comparisons is a factor in 

connecting the music to the audience’s daily lives: “[Beth] made it relevant to modern 

society with comparisons.”  

Accessibility, friendliness, casualness 

I take note of the following responses to how I can improve as an outreach and 

engagement conductor: “I really like the idea of the orchestra playing small excerpts 

from the music, and having a personal approach to explaining the music to the audience, 

and how it is universal and still very relevant to audiences today.” and “I like it when the 

conductor keeps an overall ‘casual’ style. If it becomes too serious then it would put me 

off.” Personality and energy act as a daily life connection. Informality, being casual and 

relaxed, connects the audience to the process of making classical music.  

Desire and wanting 

One listener commented “You made me wanted [sic] to listen and play classical music. 

You also made the whole experience enjoyable.” Noting the word “wanted,” in the 

future I will try even more to create a feeling of desire, for the audience to want 

something from the experience of listening, even if it has nothing to do with the actual 

playing or listening to classical music, for example, wanting a piece of cake, a relaxing 

experience, or an experience a sensation or feeling.  

Engagement, enthusiasm, energy, passion 

I received the following responses to the question on what respondents would say to 

convince a friend to attend one of my concerts: “Go and listen to this passionate woman, 

she will change your mind,” “Beth is a New Yorker. Enjoy! She’s passionate, lively, 

generous and wakes up what could be an old rusty dinasour [sic],” and “She’s very fun 
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and entertaining and the way she presents everything is very exciting.” These comments 

reveal that passion and energy are very important factors in my presentation. I will 

embrace my persona of conductor-as-entertainer, using energy, passion and 

connectiveness. 

In response to asking for suggestions for how to improve my performance as an 

outreach and engagement conductor, this remark revealed to me something quite 

subtle and yet powerful: “You have the right personality and confidence Beth. You are a 

beautiful person, intelligent and witty. Just do your thing!” I will remain true to myself 

and confident about my belief in classical music. In this respect my attitude can be like 

that described in Buddhism, in which the four ways of the Buddha are to open the door, 

to invite, to discuss, and to induce.  

Participation, audience involvement, hands on 

This is how one participant suggested that I improve my talk: “Keep the audience 

participation.” I want to find more ways to actively involve the audience in the classical 

music experience, above and beyond listening. Physical, social, imaginative, and musical 

do-it-yourself (DIY) experiences are what will engage the listener on a deeper level. 

Connections between orchestra, conductor and audience 

Another participant suggested “Keep the asides to orchestra – they’re fun.” I like how 

this participant used the word “asides.” I talked to the orchestra and related to the 

orchestra separately from the audience, calling out to them, asking them to do things or 

having them do things to me, for example having them surprise me by saying “boo.” 

Other responses to this aspect of my presentation also mentioned the factor of 

connections between orchestra, conductor and audience:  

When you have such a good rapport with the members of the orchestra, you 
should show it off – it’s a big part of what music is all about, and not an aspect 
of orchestral playing everyone gets to see. It’s an insight into what goes on in 
rehearsals, and could encourage an otherwise shy young musician to join an 
ensemble. 

It’s wonderful to witness the interaction between the conductor and musicians, 
easier for musicians to respond to an expressive conductor, and exciting to see 
the obvious thrill they are experiencing. That transmits directly to the audience. 
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…the warm rapport with the members of the orchestra. I think they knew they 
were appreciated, and this was clear to the audience members as well. 

A suggestion for how I could improve was: “Bring the orchestra in a little earlier and 

show us that joyful interaction between teacher and student / conductor and orchestra. 

Audience hooked from that moment onward.” Creating a playful and warm connection 

with my instrument, the orchestra, creates an energy that the audience can also connect 

with. Moreover, that connection between orchestra and conductor creates an 

additional link between the orchestra and audience. This relationship between 

orchestra, conductor and audience leads the listener along an emotionally accessible 

pathway to classical music.  

Communication and dialogue 

Other suggestions for improvement were on the importance of communication and 

maintaining a two-way conversation with the audience: “[Beth] could start by asking 

what do people want to hear,” “Communication. Listening to their opinions. 

Compromise.” Teaching is a dialogue not a lecture. The back and forth where the 

teacher learns from the student as much as vice versa is what creates a dynamic and 

positive learning environment with concrete results for all. Establishing communication 

both within and beyond the orchestra, where there is a give and take of ideas, is a 

creative engine for engagement.  

Media 

I noted this suggestion: 

Each of the pieces you video-recorded today could be edited separately and 
could run as tiny TED-type talks on social media. They would be about the right 
length. No need to change presentation style. It’s already a cracking combination 
of auditory and visual. A bit of slick editing and ... a series of videos on your own 
YouTube channel? Or something like that. 

Older-aged population 

Other suggestion included reaching out more to the older age group, including funded 

programmes for retirement villages and rest-homes, as this kind of participation would, 

according to one respondent, “keep up the health and fitness as we age.” 



 175 

Summary 

In summary, there are many factors of engagement that can be utilised to support 

audience engagement with classical music (see Table 5-A, Factors of engagement Case 

Study 1 at the end of this chapter). Some of these factors, while possibly being construed 

as obvious, can become stronger in effect with more consciousness or at least more 

creative approaches. Other factors I propose might be taken for granted and yet possibly 

need to be acknowledged and brought to the fore. It is possible that additional factors, 

less apparent or at least more oblique can be crafted and given more concrete and 

obvious effect. As mentioned earlier, refining and combining these factors in future case 

studies might not only lead to stronger engagement but as well to the discovery of new 

engagement factors. 

Tracking respondents  

In this case and others that follow I have chosen to more deeply explore the responses 

of participants who did not care for, like or listen to classical music before this study. I 

include their critical responses to my presentation as a way to further pursue the 

answers to my research questions which especially focus on Bernstein’s ability to win 

over listeners, especially those who were less engaged with classical music. Thus, if I can 

better understand the reactions of audience members who still remain unmoved, I can 

progress in my development as a Leonard Bernstein of the 21st century. 

One participant, 6 -12, who had been to “several or many” classical music concerts but 

did not really care about classical music did not register any positive change in attitude 

after my presentation but stated that my conducting was entertaining, that they wanted 

more humour in my presentation and was excited by my Marriage of Figaro jokes, 

stating “No your conducting was very different as in it actually looked like you were 

having fun unlike other people who just keep straight faces.” I will continue to bring out 

the humour and light-heartedness of classical music. 

Another young respondent stated that there should be “less talking more music” but 

went on to say that “a bit about the talk hooked me in.” The quality of the talk, shown 

by the amount of interaction and participation in the talk, is what matters. 
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Of the three other adults who had attended several or many concerts but only listened 

a little and did not really care about classical music, two responded positively to the 

presentation stating: “I see classical music in a new light now, and I feel motivated to 

explore classical music more,” and “very great.” Stories and humour helped these 

listeners, as well as the orchestra playing small introductory excerpts. They responded 

to my enthusiasm and energy although one respondent said that there should be “less 

talk.” 

PART 3: CONCLUSION 

In conclusion to this initial case study, I take note of particular factors for my own 

consideration.  

Time 

The concert went over the one hour scheduled, and at times there was a rushed 

atmosphere. In the future I need to programme less music, teach less, include more 

succinct information, and more quickly generate audience interactions and 

participation. 

Conducting 

I mostly conducted using exaggerated gestures, showing aspects of the music in my 

baton technique and also showing the emotional content of the music. The orchestra, 

made up of young players, needed this to play correctly, play musically and stay engaged 

with the outreach aspect of the performance. In the future I would like to refine my 

baton technique to show more with smaller gestures, and to have the audience connect 

more directly with the orchestra’s playing. This will allow those who are distracted by 

my conducting to relax into the music. 

Culture and persona 

I am always somewhat uncomfortably aware that, being an American, particularly an 

east coast Jewish American, I am not truly part of the Kiwi culture. I have a sense of 

holding back at times, sticking to the script instead of possibly coming up with an 

improvised remark or gesture while talking. To know myself, and to allow myself to be 

true to myself and yet also to transcend assumptions and understand and work with the 
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needs, attitudes and even constraints of my audience, is a constant back and forth and 

something that every live performer experiences. An outreach conductor is not just a 

conductor and a speaker but also an actor and teacher who must constantly develop, 

through self-reflection and analysis, the art and craft of live performance. 

Technical and physical 

I had issues with the audio at the concert. My microphone was plugged into a guitar 

amp with plenty of cable, but it was not turned on at first and I had to fix that issue by 

testing the microphone. This interfered with the theatrical feeling of the concert. 

Mentioned by a respondent was the idea of a better microphone. I would have liked to 

wander into the audience, especially as it was on the same floor level as the orchestra, 

but the microphone and cord kept me from moving. The ideal situation would be to 

have a headset or lapel microphone so that I could free both my hands while speaking 

in order to allow myself to be more physically interactive with the audience. This would 

also allow me to not have to concentrate on finding the microphone and turning it on 

between musical selections. This is a distraction to me and the listener. When the 

audience thinks, “oh, Beth needs to turn on the microphone,” for one split second their 

focus is away from the joyful experience of listening and understanding. Being alerted 

to a technical moment breaks the suspension of disbelief that allows an audience to be 

immersed in the theatre or a film. Listening to classical music asks for a similar 

suspension of disbelief. The listener is not sitting in a chair amidst others, but in their 

own world transported by the music to another place and any technical issue that 

becomes apparent to the audience interferes with that process. What’s more, freedom 

from the constraints of a wired hand-held microphone would give the added plus of 

being more physical in my presentation beyond conducting.  

Because the audience was at floor level with the orchestra the sight lines to the 

performers were difficult, especially for those younger children in the back of the hall. 

Planning an outreach concert in a concert space where the audience can see the 

orchestra more easily and be closer to the conductor and the orchestra is a plus.  
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Research questions 

In this first case study I began to see a path towards addressing my three research 

questions: 1) What does it take to be a Leonard Bernstein of the 21st century – a 

successful ambassador of classical music?; 2) How might orchestras consider the needs 

of a diverse audience?; and 3) What theoretical principles and values can be embedded 

in any concert, whether it be a formal subscription or community outreach or education 

concert, or even a lecture presentation with recorded music? Certain aspects of the case 

study, personal reflections on my narrative, conducting, presentation and production 

for example, contribute towards an approach to these research questions but might be 

more subjective and variably applicable to others in the field of audience engagement. 

I suggest though that the following factors of engagement that I have uncovered might 

be the universal nuggets of gold so to speak in mining my way towards not only answers 

to the research questions, but additional questions.  

Table 5-A: Factors of engagement Case Study 1 

Factors of Engagement Case Study 1 

Analogies and comparisons 

Accessibility and approachability 

Boring 
Communication and dialogue 

Conducting 

Connections between orchestra, conductor and audience 

Daily life and personal connections 

Desire and wanting 

Engagement, enthusiasm, energy, passion 

Feelings, emotions and spirit 

Familiarity and exposure 

Fun, funny and humorous 
History, intellect, understanding the story and composers 

Humour 

Imagery 
Inspiration, enthusiasm, energy and passion 

Interactive 
Media 

Musical and non-musical participatory activities 

Musical technique 

Older-aged population 

Participation, audience involvement, hands on 
Physical motion and visceral feel 
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Factors of Engagement Case Study 1 

Time 

Understanding and knowledge 

Understanding history, composer, story, background 

Understanding music technique and compositional tools 
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Chapter 6. Findings, Case Study 2  

Pre-recorded videos: April and August 2020 surveys  

Introduction 

The purpose of this second case study was originally to follow up on the first case study: 

to refine, improve, add or delete from the narration, delivery, survey and analysis of the 

first concert presentation. My second presentation for my doctoral study was planned 

as a concert with the Dunedin Youth Orchestra in May 2020 but, due to the COVID-19 

pandemic, New Zealand imposed a stay-at-home order for all citizens in March, and the 

Dunedin concert was cancelled. At that point I thought that I could make lemonade out 

of lemons and produce a video for the bored and captive audience staying at home, not 

only here in New Zealand but also in the USA and Australia. The disruption of COVID 

produced the positive outcome of a new platform for delivery, a more focused audience, 

and the selection of musical repertoires less dependent on orchestral needs and more 

based on the needs of my study and my personal taste. 

Understanding the necessities of a new presentation format, the original Case Study 1 

model changed significantly but in keeping with my action research methodology, I was 

able to apply much of what I learned from Case Study 1. Foremost was the idea of factors 

of engagement and from my analysis of Case Study 1 I was able to include and derive 

additional factors. My analysis of audience demographics, attitudes towards classical 

music and reactions to the music and my presentation also brought me to a better 

understanding of the needs of my listeners and helped me to both refine my 

presentation, include more engaging descriptions, teaching and activities and, broaden 

its scope to reach a more diverse cohort. Lastly, reviewing the actual Case Study 1 online 

survey I was able to correct flaws in survey wording, technical set up and create 

additional questions that could deepen and expand the data I could collect in Case Study 

2. 

The COVID pandemic both restricted and inspired this presentation. This was a 

wonderful opportunity to present classical music not only to the Christchurch and wider 

New Zealand communities but also to those in the USA and Australia who were also 

stuck in their homes. It was, in every sense of the word, a captive audience. I was 
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motivated to get this achieved quickly, not knowing how long lockdown would last and 

knowing that the last thing people would want to do after the lockdown is stay at home 

and watch a video. These videos were also severely restricted in production values as, 

being also in lockdown, I could not get help from others, especially professionals, to 

produce the recordings and could not access any additional equipment beyond my own 

computer, smartphone and iPad. Post-production editing was also limited by both my 

personal budget and the need to release these videos before the lockdown ended.  

These restrictions and limits to production though created a positive effect. I had to rely 

solely on myself, my words, my actions and mannerisms instead of video editing and 

audio effects. I had to become more adaptive and responsive as a presenter, teacher, 

and producer. I had to address my study’s research questions in a different and more 

creative way, outside my comfort zone of conducting. A re-statement of this study’s 

research questions follows: 

1. What does it take to be a Leonard Bernstein of the 21st century – a successful 

ambassador of classical music? 

2. How might orchestras consider the needs of a diverse audience? 

3. What theoretical principles and values can be embedded in any concert, whether 

it be a formal subscription or community outreach or education concert, or even 

a lecture presentation with recorded music?  

The first research question of this thesis is what does it take to be, not what does it take 

to film or produce like a Leonard Bernstein of the 21st century. The essence of this is: 

what do I say, what do I do, and what do I ask the audience to do in order to engage and 

inspire? Also, if I am trying to be responsive to the 21st century learner then being online 

is where they are. Furthermore, in relation to Research Questions 2 and 3, the actual 

content of the presentation must be the primary force for success in addressing the 

needs of a diverse audience and upholding select principles and values. During that time 

of rushed writing, recording and production I thought of the composer Igor Stravinsky: 

after successfully writing large orchestral pieces in Russia, such as Rite of Spring and 

Firebird he was, during World War I, in exile in Switzerland with a limited number of 

musicians at his disposal. With this new restriction on his creativity, Stravinsky wrote a 
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seminal work in the classical music canon, L’Histoire du Soldat. Scored for merely seven 

instrumentalists (with dancers and narrator) The Soldiers Tale broke new ground and is 

played to appreciative audiences to this day. While producing these classical music 

presentations and the following live stream video again I refer to Stravinsky: less is more 

(Smith, 2003). 

This case study is presented in a slightly different format than Case Study 1 reflecting 

the change in delivery from live concert to online pre-recorded video as well as, through 

action research methodology, refinement of my analysis process. 

PART 1: PRESENTATION VIDEO INFORMATION  

Venue and staging 

I planned a video presentation and music that could be easily accessed through a series 

of YouTube URL links.  

Production 

One of the initial questions to be addressed was how long my presentation video should 

be. I decided that the video should in fact be a series of videos for easier accessibility. 

Viewers could select which presentation video to watch from a choice of three videos 

based on musical repertoires, and one additional one serving as an introduction to the 

presentation series. In order to keep my videos short and to the point and to allow the 

survey respondents a flexible approach to listening, I separated out the music recordings 

for listening from those of the videos by creating links to YouTube recordings of pieces 

introduced in my presentation, which could be based on the viewing of only one video 

or all four. A listener and potential survey respondent could conceivably watch only two 

videos (the introduction and one music presentation video) and listen to one musical 

recording. In total this listener would spend less than 15 minutes of their time being 

introduced to a piece of classical music. A respondent could also skip the introduction 

entirely, watch a video and listen to a musical selection, and still be able to respond with 

sincerity and depth to my survey.  
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Repertoire 

The next question to be addressed was around the choice of repertoire for the 

presentation, including: how much music to introduce and whether to present already 

recognised or top 40 hit pieces to a less experienced audience, introduce lesser-known 

works by known composers, introduce lesser-known but still those to be considered 

major composers, for example not Bach or Beethoven but Mahler or Schubert, and/or 

introduce compositions by women and other ethnic, racial and national groups 

underrepresented in the established classical canon. In the end I decided on both a 

conservative and personal approach. I chose three of the most important composers in 

the classical music canon: Bach, Mozart and Beethoven. I chose music that I personally 

loved from my own childhood listening experience. However, I chose movements from 

possibly lesser-known works by these famous composers and also from piano concertos, 

which are likely to be less well-known than symphonies or other orchestral works. I 

decided to include a first, second and third movement to give a broad spectrum of what 

a piano concerto presents: the first movement from Bach’s “Keyboard Concerto #1 in D 

minor, BWV 1052”; the second movement from Mozart’s “Piano Concerto #21 in C 

Major, K467”; and the third movement from Beethoven’s “Piano Concerto in G Major 

#4, Op58.” I had in mind that the selection of repertoire must keep in mind the diverse 

needs of the audience. I wanted to strike a balance between the need to continue the 

popular and accessible, the imperative to continue the classics and, finally, the 

obligation to introduce the new, the unknown, and the underrepresented. Below is a 

chart of the selection of videos offered to participants (B. Cohen, 2021f). 
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Chart 6-A: List of videos 

 

Promotion 

I promoted this video, by way of convenience sampling (Higginbottom, 2004), to my 

friends, family, and both present and previous professional contacts (see Appendix 5-A, 

Video Promotion Emails Case Study 2 and Appendix 5-B, Facebook Post Case Study 2). 

Being an American expatriate in New Zealand, with family in Australia, allowed me to 

promote to three different countries. I understood that my circle of friends and 

professional contacts might reflect my love of classical music but extending the 

invitation to, for example, teachers I used to work with in USA public schools, my USA 

insurance agent, plumber, accountant, and even my cousins, helped to expand to a non-

classical music audience. I also used snowball sampling (Ghaljaie et al., 2017), by asking 

my contacts to spread the word to others about my presentation and survey via 

Facebook or email. I could have attracted more viewers if I had posted an 

invitation/announcement on additional social media platforms such as Twitter or even 

Tik Tok. However, the goal of this presentation was not necessarily to attract a massive 

number of listeners, just enough listeners who might then take my survey. However, if I 

produce future video presentations, I will be sure to hire knowledgeable social media 

consultants to disseminate the classical music product to a wider audience. 

Understanding the audience can come from better use of media and vice versa. 
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Narration and script 

As in Case Study 1, the approach to narration, via script reading, by bullet points, off 

script by memory or off script ad hoc was an issue. In Case Study 2, because it was a pre-

recorded video presentation and I had neither the time nor the ability to edit out 

mistakes, I felt more inclined to read from a script. I tried several times to record more 

off-script video takes but each time there came a point where I badly bungled a word or 

forgot a point and had to record another version. Without the energy and interplay of a 

live audience even bullet points were not enough. I experimented with placement and 

ended up reading my narration script on my iPad located on a stand above the computer 

camera so that I could make eye contact as much as possible with the audience. In this 

I was inspired by New Zealand Prime Minister Jacinda Ardern’s informal COVID Facebook 

videos, where she seems to be looking at the camera but actually is reading from a script. 

A positive from the COVID lockdown was a more personalised, albeit grass root 

production.  

Factors of engagement 

When writing the narration for the videos I included the factors of engagement that 

were found in and developed from Case Study 1.  

PART 2: ANALYSIS OF DATA  

I promoted my video presentation and survey in April of 2020. I found and fixed a 

technical issue with the collection of data in the April Qualtrics survey; participants were 

unable to register qualitative responses to two questions. I promoted and released the 

same videos and music with the same but technically corrected survey again in August 

of 2020. The following charts and word clouds reflect responses from the August survey 

only.  

Audience numbers and participation (video views) 

Watching the introduction video only, was not my intended choice for any future 

respondent to the survey but in fact four viewers did only watch the introduction video 

while two of those viewers listened to the music without watching my presentation 

videos about the music. Sixty-three people participated in the survey.  
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Chart 6-B: Question 2 – Which video did you watch? 

 

While understanding that a view on YouTube means that someone merely clicks on a 

video and does not necessarily watch the whole thing or listen completely to a 

recording, I still was satisfied with the viewing and listening results. 

Chart 6-C: Question 3 – Which music did you listen to? 

 

I noted that there was a marked tailing off of viewers going from the first introduction 

video through to the fourth Beethoven video. As a teacher I tried to hedge my bets, so 
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to speak, by introducing a varied programme of music with an underlying tie, being the 

first second and final movements of three different piano concertos. In the future, 

without the purpose of a survey and with greater access to editing and production, I 

would present one brief video and have audio content embedded within the video 

instead of separated from it. Attracting an audience, however, is different to engaging 

an audience, and my focus right now is testing what engages those who are already 

willing and able to watch my presentation and take my survey. The need for the teacher 

to introduce content, impart information, and inspire engagement needs to be balanced 

with the impresario whose aim it is to attract an audience, entertain the audience, and 

sell the product.  

Age of respondents 

Chart 6-D: Question 4 – How old are you? 
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Previous engagement with classical music 

Chart 6-E: Question 5 – Have you listened to classical music very much? 

 

Chart 6-F: Question 6 – Have you been to a live classical music concert before? If so, how 

many times? 
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As in Case Study 1, there were respondents who liked classical music but did not attend 

concerts very much or at all. The purpose of my study is to find out how to engage 

people with classical music, not specifically how to promote attendance at classical 

music concerts. Being in video format I did not feel compelled to convince the audience 

that attending live concerts was a way to enjoy classical music or even a necessity for 

engagement. said, Engaging an audience with classical music through visual and audio 

media can be though a steppingstone towards live concert attendance.  

Attitude towards classical music 

Chart 6-G: Question 7 – Before you came to this presentation how did you feel about 

classical music? 

 

Table 6-A: Text IQ responses of topics Question 7 – Before you came to this presentation 

how did you feel about classical music? Question 8 – Can you explain why? 

Childhood family listening and playing 8 

Did not care / like classical 4 
Other 9 

Feelings, emotions, mood and spirit 9 

Movies 2 
Pictures, imagination, transporting and 
analogies 

5 

Quiet, restful and calming 5 
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Accessibility 

By looking at comments from both the April and August responses to the follow up 

question, “can you explain why?” certain underlying factors of engagement (or lack 

thereof) can be gleaned, many of which were found in Case Study 1 including: 

accessibility; understanding history, composer, story and background; understanding 

music technique and compositional tools; and time. I discovered the following additional 

factors of engagement as well. 

Beauty and inspiration 

Some respondents were touched by classical music’s beauty and inspiration for example 

in these statements: “I like classical music because it’s beautiful,” “I am touched by the 

beauty and power of it.” Beauty is an elusive attribute to capture and convey to a 

listener. Is one listener’s beautiful melody another listener’s boring series of notes? I 

aim to find universal attributes of beauty that a diverse audience will appreciate. 

Calming, relaxing and meditative 

A major idea expressed by respondents was that classical music can help quiet the mind: 

“I find it relaxing,” and “I can connect with it – it may be calming, uplifting, reflective.” 

Classical music can at the same time be relaxing and thought provoking: “Intellectually 

stimulating and calming when I’m stressed, out of sorts or just plain tired,” and “Classical 

music is soothing, gentle, real, moving, grand, inspirational, relaxing, exciting, 

educational, and preferable to a lot of modern music.” That classical music can be both 

calming and stimulating is another example of its universality. I am reminded that I need 

to create a wholistic approach to my presentation, with the inclusion of many facets of 

responses that encompass seemingly contradictory approaches to listening and 

appreciation. 

Childhood 

A dominant reason why respondents listened to or liked classical music was because of 

childhood experience of either playing or listening to it in the home, as seen with the 

following selected comments: 
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I don’t know that much classical music but my parents had a handful of records 
mostly Chopin and listened to this often. I really enjoyed his music it sometimes 
made me feel a little melancholy and peaceful. Later I heard some classical music 
at school. 

The reason I like classical music (but not to the exclusion of other music) is 
because as a child my parents, and extended family, had classical music often 
being played. 

Conversely, there were those that mentioned not having a childhood experience as the 

reason why they did not like classical music: “I just never learned to appreciate it. I did 

not grow up with music in my house,” and “I didn’t grow up with classic [sic], what’s 

popular gets the attention.” Childhood connection is a key factor in the enjoyment of 

not just classical music but so much else in life, i.e., a favourite food or sport. If a listener 

has not had exposure to classical music as a child, is it somehow possible to replace that 

with another connection through classical music that takes the listener back to their 

childhood in other ways instead? Is it possible to connect them to classical music by 

tapping into other factors such as innocence, simplicity, physical movement, images, 

memories or feelings, which can arouse childlike responses? 

These factors, although mentioned in Case Study 1, took on additional meaning and can 

be discussed again. 

Feelings, emotions, moods and spirit 

The evocation of feelings, emotions or moods, are key reasons why many respondents 

liked classical music: “…. it accesses my emotions,” and “It provides me with an 

opportunity to be with myself, to concentrate on my emotions, thoughts etc.” But one 

respondent mentioned emotions when explaining why they did not care about or did 

not like classical music: “I couldn’t relate to it emotionally, and it pretty much annoyed 

me. I felt shut out of it, and I couldn’t understand what people who love it are getting 

that I don’t get.” Presenting the emotional content of classical music can be a two-edged 

sword. Many listeners will engage with the internal message but if a listener does not 

relate to the emotions expressed there is a resulting disconnect. An array of emotions 

might be presented to an audience. 
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Imagery, imagination, pictures, transporting, journeys, analogies and memories 

Classical music can not only conjure up images, but also bring back memories, and 

transport the listener to other realms: “Listening to classical music is wonderful. It 

transports me to magical worlds – some happy, some sad. The experience is always 

worthwhile even when the music is sad. As an older person I find music stirs up many 

memories,” “I have recently started to appreciate the way classical music can take me 

on a journey rather than just singing along to pop songs.” Even when a listener does not 

understand classical music its imagery helps them to enjoy the experience:  

I like classical music because it’s beautiful, but don’t know much about it. It often 
functions as background music because my ear isn’t trained to follow what’s 
going on. Most classical music I learn from movies first, because I can associate 
images with the mood or feeling being portrayed. Stanley Kubrick’s films, for 
example. 

The dreamlike quality of classical music that goes beyond any concrete or realistic 

phenomena is important to convey.  

PART 3: RESPONSES TO MUSIC 

Word clouds and charts 

Before discussing responses in detail, the following are charts and word clouds of 

responses to each of the three musical selections after my presentations. The charts, 

especially filtered through other responses, allowed me to see some element of success 

in my presentation although there remained a portion of the participants who did not 

change their previous attitude towards classical music specifically in response to the 

repertoire. As in Case Study 1 the word clouds were one of several formats, albeit more 

visually inspired than others, through which to search for key factors of engagement.  
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Chart 6-H: Question 9 – After watching Beth Cohen’s presentation how did you like 

Bach’s Keyboard Concerto #1 while listening to it? Filtered through Question 7 – Before 

you came to this presentation how did you feel about classical music? 

 

Word Cloud 6-A: Question 9 – After watching Beth Cohen’s presentation how did you 

like Bach’s Keyboard Concerto #1 while listening to it? Question 10 – Can you explain 

why? 
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Chart 6-I: Question 11 – After watching Beth Cohen’s presentation how did you like 

Mozart’s Piano Concerto #21 while listening to it? Filtered through Question 7 – Before 

you came to this presentation how did you feel about classical music? 

 

Word Cloud 6-B: Question 11 – After watching Beth Cohen’s presentation how did you 

like Mozart’s Piano Concerto #21 while listening to it? Question 12 – Can you explain 

why? 
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Chart 6-J: Question 13 – After watching Beth Cohen’s presentation how did you like 

Beethoven’s Piano Concerto #4 while listening to it? Filtered through Question 7 – Before 

you came to this presentation how did you feel about classical music? 

 

Word Cloud 6-C: Question 13 – After watching Beth Cohen’s presentation how did you 

like Beethoven’s Piano Concerto #4 while listening to it? Question 14 – Can you explain 

why? 
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Factors of engagement 

Through an action research methodological approach I was intent on highlighting in my 

presentation factors from Case Study 1 and additionally to include the dual-sided effect 

of classical music for example: accessibility versus elite; childhood experience versus 

newness; calmness versus excitement; complexity and simplicity. I found in the analysis 

of Case Study 2 data a repeat of many factors of engagement found in Case Study 1 for 

example: Accessibility and approachability and others which again are discussed further 

below.  

Time 

I did not directly address the issue of time that was brought up by respondents in the 

first survey, for example, not having the time to listen or not feeling that classical music 

is worth the time. However, I encouraged my audience to do other things while listening 

to the music of Mozart, to see if the sweet and dreamlike atmosphere of the music 

positively affected mundane tasks such as washing the dishes or going for a walk. One 

respondent stated: “I loved the flow. It carried me along and I enjoyed it to the end.” It 

is important to convey the idea that classical music can be part and parcel of everyday 

life and routine, and to make daily life connections with the listener.  

Beauty 

Beauty is such an abstract and subjective concept, but I was quite open and enthusiastic 

in revealing my love for particularly beautiful moments in the music. Here, a response 

to Mozart:  

This is an absolutely beautiful, haunting melody that just gets stuck in your head 
– in a good way! I find it all absorbing, if it was playing in the background, my ear 
would tune in to it straight away and I would engage with it regardless of what 
else was going on. 

Calming, relaxing and meditative 

The calming and relaxing effect of Bach and Mozart was mentioned: “calming music and 

nice pictures,” “Flows, peaceful, calming, rhythmic and soothing.” 
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Complexity and simplicity 

Pointing out that classical music can be at the same time complex and simple, resonated 

with certain listeners of Bach: “Plus, I love that something so outwardly simple can be 

so powerful. Definitely a case of less is more” and “...complex enough to engage me,”  

Feelings, emotions, moods, spirit 

The emotional component of Bach is not often discussed, but I spoke of how his 

Keyboard Concerto was in minor mode, which feels sad, but also has strength and 

power. I revealed my own feelings and mentioned the words “angry,” “dark” and the 

scene in Star Wars where Luke Skywalker finds out that Darth Vader is his father. One 

listener commented: “I liked the first few bars listening to the strength and movement 

as Beth portrayed it – sad but powerful.” Pointing out the sweet sadness or poignancy 

in the Mozart piece may have helped listeners engage: “Already liked Mozart, but the 

presentation made me take more from the music that I hadn’t previously – in terms of 

the feelings and imagery expressed by the music,” and “Learned that Mozart can sound 

both happy and sad even if it’s in a major key.” 

For Beethoven, I conveyed the feeling of a strong spirit in the face of obstacles and the 

sense of victory that comes with struggle, suggesting to the audience that they pretend 

to raise and swing a glass of beer to celebrate a sporting victory or, better yet, the end 

of the COVID pandemic. Listeners responded in kind: “I could see myself swinging a beer 

glass, enjoying time with my friends,” “His music reflects completely his life struggle. 

The ability to convey this in such a way that everyone can feel experience the full 

spectrum of emotions and triumph in the end. Astonishing!” 

Imagery, imagination, pictures, transport, analogies, and memories 

Trying to set an example for listening, I conveyed images, memories and analogies in my 

presentation, and my listeners responded in kind. I compared the melodic lines or 

counterpoint of Bach to a spider’s web, and his music as a whole to a perpetual-motion 

machine or a clock. Respondents commented on the Bach:  

When I started listening it felt like the music was in a rush – I could imagine 
someone on a mission or of importance arriving and everyone taking notice. 
Listening to it I could imagine the piano being the person and their life being busy 
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and rushed and the strings felt like it was an echo of their emotions I don't know 
if that makes sense but it’s what I thought when listening. 

Again it took me to a place, I imagined traveling, busy places, airports and cars 
on motorways. There were lots of people. 

The analogies I gave for the Mozart of walking high above on a tight wire, or stretching 

toffee, may have helped bring forth many reactions, including: “Actually I enjoyed 

listening to the music while watching the images of various flowering shrubs and plants, 

that appear in Spring. (I’m also a keen gardener),” and “I noticed more ‘quivering’ – 

happy but sad – some parts a little unstable like a water glass on a table that’s just been 

bumped – ripples of potential sadness or something just about to turn that way.” 

My presentation and the music of Beethoven brought this imagery to listeners: “I just 

thought about a little kid causing trouble and an older girl trying to get him to stop,” and 

“It’s like a bull in a china shop but what a bull! The one you worship for its strength, its 

leadership.” 

Understanding history, composer, story, and background / Understanding Musical 

technique and compositional tools 

Most classical music ambassadors consider an understanding of either the techniques 

or the history/story of the music to be a core component of engagement, and I was sure 

to include both aspects in my presentations of each composer. To keep things short and 

sweet I kept my discussion to only one or two facts each about musical technique and 

understanding per composition, and my audience as a result were able to focus on those 

particular facts in their responses. For example, in response to the Bach: “The use of 

what Beth calls ‘tension and release’. I listened out for these things.” My presentation 

on Mozart gave listeners ideas such as: “The continued use throughout of triplets behind 

the main melody. Also the ‘tension and release’ in a couple of places. Beth’s intro gave 

me these things to listen for.” And responding to Beethoven: “The theory that each key 

has a different effect on us. e.g. G major is magnificent at ease and having faith and 

friendship,” “Beth’s mention of motifs being repeated or re-used across a variety of 

instruments gave me these to listen for, in a work I’m very familiar with.” One 

respondent commented: “Open doors, add little tidbits [sic] of info here and there 

rather than dumping….” There is a duality between imparting information for 
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understanding versus unloading too much content. A balance must be struck between 

the two. 

In terms of understanding the story, history or information about the composer, 

listeners responded to my discussion with comments such as: “Well I didn't know Bach 

had 21 children!! Or that he had written quite that quantity of music,” “Hearing Beth 

talk so reverently about Mozart’s genius. Knowing Amadeus means kissed by God is 

beautiful!,” and “I don’t think I’d realised before just how tough Beethoven’s life had 

been....” 

Movement, physical, and visceral feeling 

I was aware of the need to inspire a physical sensation in my video audience, especially 

as they were locked inside during COVID. I included two to three activities or 

demonstrations per composer that physicalised my presentations either through my 

own demonstration or by encouraging the listeners to move for example: doing a hip 

hop dance, clapping a rhythm, or swinging a mug of beer. Listeners responded: “I also 

found your intro videos very engaging. My husband and I started dancing to it” and 

“Swung mug of coffee and felt ‘victorious.’” I want in the future to inspire more of a 

physical sensation in my audience in response to the music, explore more the visceral 

quality of music, and the ideas of motion and movement. 

Styling of a musical era 

I took note of neutral and negative reactions to the music in order to learn what to avoid 

or include in future presentations. In response to the Bach: “I don’t know this piece – I 

liked it, but not as much as the other two. Quite ornate and ... boring,” The styling of a 

musical era, for example, Baroque ornamentation or 20th century atonalism, is an 

important factor to show to engage my audience.  

For the Mozart piece, my emphasis on the calm and gentle nature of the music backfired 

with some listeners: “It was ok but not great – It’s nice background music but would not 

especially listen to it” and “The piece by Mozart was too ‘sweet’ for me.” It is important 

to show a variety of music in a presentation and convey that, classical music is like a 

buffet of food, and one does not need to like every single dish served.  
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The Beethoven piece brought about the following negative reaction: 

This is going to sound odd but it sounds bangy crashy to me. I like to listen to 
music and let my mind wander. I don't mind loud music but I need a feeling from 
it and I didn’t get this, lucky for me the composer will never read this. 

It is interesting to note that this listener who did not like Beethoven. did like Bach and 

Mozart. It might be a consideration in future presentations to either present a variety 

of composers, styles and eras, or to focus attention on one stylistic era . 

As mentioned earlier, because of a technical issue with the collection of data the April 

survey did not record qualitative responses to each piece after my presentation. But I 

gleaned from the August survey report the following statistics:  

Chart 6-K: Question 9 – After watching Beth Cohen’s presentation how did you like Bach’s 

Keyboard Concerto #1 while listening to it? 
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Chart 6-L: Question 9 –After watching Beth Cohen’s presentation how did you like Bach’s 

Keyboard Concerto #1 while listening to it? Filtered through Question 7 – How do you 

feel about classical music? 

 

Chart 6-M: Question 11 – After watching Beth Cohen’s presentation how did you like 

Mozart’s Piano Concerto #21 while listening to it? 
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Chart 6-N: Question 11 – After watching Beth Cohen’s presentation how did you like 

Mozart’s Piano Concerto #21 while listening to it? Filtered through Question 7 – How do 

you feel about classical music? 

 

Chart 6-O: Question 13 – After watching Beth Cohen’s presentation how did you like 

Beethoven’s Piano Concerto #4 while listening to it? 
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Chart 6-P: Question 13 – After watching Beth Cohen’s presentation how did you like 

Beethoven’s Piano Concerto #4 while listening to it? Filtered through Question 7 – How 

do you feel about classical music? 

 

I can arrive at the following conclusions from the foregoing statistics from all three of 

my composer presentations: They were valuable for encouraging those who already 

liked classical music to become more engaged. My presentations were also influential 

on those who did not really care about classical music, bringing them closer to a level of 

enjoyment. However, my presentations did not do very much for those who did not like 

classical music.  

PART 4 – RESPONSES TO PRESENTATION 

Word clouds and charts – Introduction  

As in Case Study 1, I created word clouds (a representative sample below) to give a more 

visual and creative impetus to the analysis of responses. By filtering responses through 

other responses in the charts, I was able to analyse the success of my presentation in a 

more detailed way.  
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Word Cloud 6-D: Question 17 – Has Beth Cohen’s talk changed your feelings about 

classical music? How? 
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Chart 6-Q: Question 19 – Do you think you might want to listen to more classical music 

recordings at home, in the car, at the office etc. or at a live concert after listening to this 

presentation? Filtered through Question 7 – Before you came to this presentation how 

did you feel about classical music? 

 

Word clouds and charts – Summary 

In my action research methodological approach, with the purpose of improving future 

presentations and case studies, I took note of words such as: enjoy, understanding, 

engaging, interesting, informative, feelings, short, question, passionate, convince. The 

presence of these and other words in participant responses were a general signal that I 

was moving forward towards the goal of audience engagement. Looking at the 

percentage of respondents who previously did not like or care about classical music but 

who responded that they would in fact listen more in the future that there was some 

success in the presentation. 
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Previous factors of engagement 

I analysed responses through the filter of topics arrived at from my analysis of the report 

on Case Study 1. Additional factors came to the forefront because of the new pre-

recorded video format as opposed to that of a live concert. Not only did my presentation 

change because of the switch to a video format but my audience also changed. Inviting 

potential audience and survey respondents through email and social media during a 

time of COVID lockdown throughout the world, resulted in not only a different audience 

demographic but also a different audience attitude and response to classical music. I 

possibly had a more involved audience in that they willingly responded to my invitation 

to participate. Some factors which were previously uncovered in Case Study 1 are again 

present in this case study, possibly with expanded titles.  

Accessibility, friendliness, casualness, informality, approachability 

Respondents commented on why their feelings about classical music improved, for 

example: “Perhaps the more casual approach she took e.g. drinking beer with friends in 

a pub, lowered the expectation(s) that are associated with classical music.” Respondents 

also made the following recommendations to improve my presentation: “Be more 

natural! Less scripted :),” and “Maybe to use layman terms when explaining the 

structure.” From the above comments I can reflect that approachability and casualness 

are key elements to making classical music more accessible.  

Daily life, personal connections, and relevance 

I was intent on giving my audience a personal, real-world connection to classical music 

relating to their own daily lives and I received responses such as: “It opened me up (a 

little) to persevering with pieces I wouldn’t normally – especially after hearing some 

background about the composers and comparing music to modern day feelings or 

events,” and “If you watch Beth’s video you will understand why Beethoven’s music is 

still as relevant now as when it was written.” I talked about things that listeners could 

relate to including my own personal experiences, and listeners responded to this, such 

as: “Loved that her father woke her and sister in mornings to these sounds though!” 

Stories that have relevance, showing composers as having contemporary issues and 

problems creates a daily life connection for a listener. 
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Feelings, emotions, moods, and spirit 

As with those respondents from Case Study 1, many participants commented on how 

feelings, emotions and spirit helped them to engage more with classical music, as seen 

with these selected comments: “She said about how each composer probably felt when 

writing their concerto and the pieces made you feel how they might have been feeling,” 

and “Listening to classical music is a great way to zone in on inner feelings. The music 

can evoke all kinds of emotions.”  

However, there was one respondent who reacted to my personal approach with 

I think Beth is a wonderful teacher and has a lot to offer. She needs to tone down 
the emotional connections. I’m sure she has a wealth of experience to share. I 
think she is good with children. Maybe she needs to step back a bit in a 
presentation. 

These differing comments show that some listeners will be turned off by too much 

emotional content, but others will be in fact more strongly engaged. I would like to 

explore this duality: go further in my personalised presentation of classical music while 

in the same presentation, present a more removed and objective approach.  

Engagement, enthusiasm, energy, passion 

Respondents commented on the engaging energy of my presentation. It was not just 

what I said but how I said it: “More than anything she said, it was the clear passion in 

her expression and her eagerness to share that passion definitely made me want to 

check out more classical pieces,” and “Her love of classical music (and of the composer) 

is contagious and encourages others to listen carefully to the music.” There were though 

some who were turned off by my over exuberance: “Tone down the movement. The 

words are enough, but it gets a [bit] full on for those who are trying to listen and learn.” 

I want to find a balance between being understated and calm versus exuberant and 

excited in my presentations, so that I can connect to a variety of audience needs. A 

passionate and enthusiastic approach and a more removed and intellectual approach 

are, to cite a Buddhist concept, “two but not two, not two but two.”  
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Fun, funny, humorous 

Being funny, telling a joke or making an amusing comment helped some listeners 

engage: “She’s quirky and funny,” and “You/she smiled and looked really happy a couple 

of times when conducting/dancing, but less so when speaking.” I can see from this that 

by sticking to the script, I lost spontaneity and therefore a sense of fun but there were 

aspects of my script that still came through as light-hearted.  

Movement, physical, visceral feeling 

Including physical movement both by modelling and suggestion in my video 

presentation had a strong effect on listeners: “I liked the suggestion of moving my body 

to the music. I’ve always tapped or nodded but it feels good to sway more (at least in 

the privacy of my home),” “Lots of music is dance based so we should look at bringing 

movement back – there’s too much discontent from physical [sic] in life I feel.” 

Negative reactions to movement and physicality were expressed by some respondents: 

“Have an open mind. You might find some of the ‘dancing’ movements exaggerated – 

but stick with & see what you can learn about classical music,” and “Tone down the 

movement. The words are enough, but it gets a [bit] full on for those who are trying to 

listen and learn” Although it is advantageous, it is not necessary to get the audience to 

physically participate with or to the music. Showing movement, entertaining the 

audience with a dance or gesture can be just as effective as getting them to actually 

move. There will be some who shy away from or who are even annoyed by suggestions 

to move, or by watching what they consider over-exuberant physicality, but again, 

covering the diverse needs of an audience means sometimes stepping outside of the 

box and asking for and giving more rather than less.  

Time 

There were respondents who thought the videos could be shorter and more concise: 

“You could get to the point quicker in some places, and not talk as slowly. Slightly quicker 

pace of explaining or introducing,” “Some of my friends would watch it, but it might be 

more palatable in much shorter videos – like 30-45 seconds long. So more videos, but 

each shorter?” But there were others who thought the time taken in the presentations 

was short and/or appropriate: “The video is quick, but you still get a lot of information,” 
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and “I think these were great – just the right length. If they were longer, it’d feel like too 

much information at once.”  

For others, time was an essential quality for engagement: “She enabled me to take the 

time, to give it time; for that I’m extremely grateful,” and “I like to be able to control the 

time of when I’d like a break.” To embrace a duality with respect to time, where the 

substance of a longer video is at the same time presented in a shorter and more precise 

way, might be possible through more advanced production values such as fast-cut 

editing, and the inclusion of the music within the video as background, for example. That 

being said, would my personality and spirit be sacrificed to conciseness and production 

quality?  

New factors of engagement 

In Case Study 2, I uncovered in participant responses new factors of engagement which 

I could use in later concert presentations / case studies. These factors might or might 

not have been present in Case Study 1, but they appeared in this case. My unearthing 

of new factors of engagement might have been a result of the change in presentation 

format of this case study from concert presentation to pre-recorded video, the updated 

survey platform or admittedly by the fact that from the initial experience of analysis in 

Case Study 1 I was now capable of digging deeper into qualitative data.  

Listening approaches 

Understanding the act of listening is a concept that I tried to bring across in my 

presentation. Being aware that one can listen in different ways with different intents 

and effects helped my audience engage with classical music. Responses to my 

presentation included two seemingly opposite approaches to listening: “Don’t listen to 

it if you’re in a rush or have something on your mind, ...requires a lot of attention,” 

versus,  

Give it a go you may not like all the music presented to you but thats [sic] ok ... 
also I think a great message is you don’t have to make time, sit down and 
concentrate, you can listen to it anywhere or even whilst you are doing other 
things. 
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This next comment reflects an essential concept that I presented – the difference 

between hearing and listening: “Beth makes sense of the reason why we should listen 

(not just hear).” Hearing music is different to listening to music. Listening can be both 

relaxed and removed, or intent and concentrated. Both ways of listening can be shown 

to a classical music audience.  

Live performance 

Because this video recording was released during a world-wide COVID lockdown and 

while many were still unable to experience live concerts, this led to some comments 

expressing a yearning for live music: “It’s not likely that any of us will get to many live 

concerts for a while so we should enjoy the music on recordings. However there is 

something special about hearing a live concert. Hope they’ll be back soon,” “Oh if only 

we had live concerts these days.” 

Reflecting the other side of the coin, these respondents stated: “I probably prefer live 

performances. But that implies a longer commitment of my time than I would probably 

want (I think after a bit I would get anxious/bored, but it’s not appropriate to just walk 

out!),” and “I probably won’t go to many concerts, they seem stuffy and I hate sitting 

for ages, but I enjoyed listening to the Bach and Mozart, in the car would be good or 

around the house.” Again, two opposite listening needs are reflected, those who want 

versus those who don’t care to attend live concerts. Understanding that my 

presentations are either live or in video format, I could include a discussion of the other 

format experience. 

Beauty, power, and inspiration 

Respondents were engaged by my conveyance of beauty, power and inspiration, not 

only through words but also through my tone and spirit: “Yes. Beth’s description of these 

3 pieces was inspiring and increased my understanding and appreciation of the 

composers and their music.” To “inspire” means to stir, to instigate. And to inspire an 

audience to listen and engage more with classical music can mean to move them out of 

their comfort zone. My heightened spirit and my appeal to emotions and appreciation 

of beauty might overwhelm and lead some viewers to actually withdraw, but others will 

be moved to engage more with classical music. 
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Dual approaches 

Although my presentation style was primarily energetic and enthusiastic, I tried to also 

communicate that sense of calmness and quiet one can achieve through classical music. 

Again, using two separate and seemingly dual approaches with resulting opposing 

effects is a way to engage the diverse listening audience, as seen in this response: 

“During this pandemic, I need help staying strong, letting myself connect to the sadness 

I feel, and ways to keep calm. Beth showed me how music can be a very powerful tool 

to achieve these goals.”  

Making room for the music 

Being an exciting and dynamic presenter while at the same time making room for the 

music is also important seen in this remark: “I fell [sic] it is less about her and more about 

the music. She is making a great start.” 

Targeted audience 

The need to be aware of the diverse needs and capacities of adults or children came 

through in various responses:  

Who is your prime audience? My 11 year old grandson may well enjoy listening 
to music and commenting, he could watch a BIT of the videos but would [not] 
watch all through. Should you have slightly different versions for different 
ages????/ levels of understanding? 

It was useful to be reminded of the Mozart being used in the movie, Elvira 
Madigan – but this would probably only be of interest to an adult audience. 
Younger people wouldn’t have a clue about that movie! 

But there were also those who thought the videos were aimed at a younger audience: 

From the video it felt as if the approach and explanations were meant for quite 
a young audience, if that is the target audience that’s great, but if adults are the 
target audience I think the approach has to be a bit more adult. 

Crossover or multi-targeted approach to audience demographics 

Respondents recommended the following to improve my presentation and role as an 

outreach conductor/ambassador of classical music, again bringing up the issue of the 

target audience: “I wasn’t really sure who Beth’s target audience was. However, her 
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presentation skills are excellent,” and “I’d suggest Beth distinguishes between 

presenting to an adult audience, and to a younger audience (of school-age students).” I 

take the recommendations to aim at a particular age group to heart and yet I also know 

that Bernstein’s Young People’s Concerts were a success, not just with the target 

audience of young people but with listeners of all ages. I wish to include an element of 

discussions and participatory activities that apply across the board and are universal in 

quality, reaching a diversely aged audience. I look to contemporary children’s movies 

such as Toy Story or Finding Nemo and Monsters Inc., which, while aiming at a youth 

audience build in humour and references that adults (and only adults) can enjoy. A cross-

over or multi-targeted approach to audience demographics can in fact be created.  

Absence of lyrics and abstract 

I uncovered a new factor to explore, through the following comments: “Liked how Beth 

described not being influenced by spoken word, and formed her own outcome,” and 

“Time to have another listen, especially when I don’t want music with words.” I spoke 

in this pre-recorded video about how orchestral classical music gives us something other 

music, especially pop/rock/hip hop does not, the space to feel and think. The absence 

of lyrics in orchestral classical music allows the listener to enter into an entirely abstract 

realm. This is a talking point which I want to include in future presentations. 

Direct experience, capacity without instruction 

I discovered another factor through this comment: “Made it a bit more interesting. But 

does that mean that one needs to do ‘homework’ before listening to classical music, to 

be prepared to appreciate it?” I need to give listeners the direct experience or pre-

understanding experience of listening to classical music and dig into their feelings and 

understanding after their encounter with a classical selection, so that they can feel 

assured of their own capacity for listening and engagement, with or without instruction 

or support.  

Connections to other genres of music 

Listeners reflected on the connections to other genres of music, especially pop, with 

comments such as: “Perhaps draw comparisons to genres of music that others would be 

more familiar with? Like how cadenzas are epic break sections that build up,” and 
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“Beethoven rocks.” One listener wanted me to take it further, with the comment: “I 

would like to seek out classical music that is more out of the box in style. I love Nigel 

Kennedys [sic] choices of music for example.” I want to find more comparisons or 

analogies between what happens musically in classical music to what happens in rock, 

pop or hip hop. Presenting Bach, Mozart and Beethoven, I stayed in the box in this pre-

recorded video, but I take the above advice to heart. I would also like to present 

contemporary music and music from composers beyond the white, male, European 

norm of the classical canon.  

Patronise 

Several respondents stated that their feelings about classical music had not changed 

with comments that focus on attributes of my presentation that I will try to improve, for 

example: “Her speech is very clear but slightly patronising,” and “Talk faster and don’t 

patronise the audience; alternatively do different presentations for novices and 

experts.” The word “patronise” in this context I suppose means to condescend or talk 

down to. The information I imparted to the audience might have been a bit too much to 

digest or, the style and manner in which I communicated might have reflected an “I 

know this and you don’t” attitude. This is in direct contrast to the comments mentioned 

earlier, that referred to my accessibility, friendliness and relaxed style. I do think that 

this is another dichotomy that needs to be accepted. There are those who, in order to 

be drawn into the music, need a more formal tone with information given in an 

authoritative manner, and others at the same presentation who require a more casual 

and informal approach.  

One response caught my attention: “Is there any way that people can ‘experience’ music 

other than listening, singing and playing?” My answer to this question is, yes, other than 

listening, singing and playing, there are movement, imagination, and emotional or 

spiritual responses. A listener can experience classical music on a deeper and more 

engaging level in a variety of ways.  

Heart and mind 

The heart and the mind are two sides of the same coin and it is important to show both, 

as reflected in these comments: 
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In her introduction and in the clip on Bach, she did two things that ‘work’: She 
described her love of, and bond with, classical music in a way that encourages 
her audience to feel the music too. And she gave a short piece of factual 
information that one may not have known. Thus I feel she helped people connect 
to classical music through both the mind and the heart. 

I would tell them that it opened my eyes (or more precisely, my ears and my 
heart) to classical music. 

Evocative words 

Evocative words as well as imagery, can create the jump in time from the classical 

composer to our contemporary real-world space: “Perhaps the more casual approach 

she took – e.g. drinking beer with friends in a pub, lowered the expectations that are 

associated with classical music.” Another respondent said that they would say the 

following to convince someone to listen to my presentation: “She said that Beethoven 

rocks.”  

Physical presentation 

Respondents recommended how I could change some aspects of my own physical 

technique: “Choreograph the examples of moving to the music so its bolder and more 

confident!” and “I liked the occasional use of visual emphasis in hand gestures, 

poses/dance moves, expressions, etc. – I am quite distractable, and these moments 

helped to regain my attention.” Earlier, I quoted one respondent who stated I moved 

too much, but the above respondents enjoyed this and even wanted more. Again, a 

duality this time between more and less physicality. Can I be both restrained with 

smaller gestures and quieter comments, and enthusiastic with larger more exuberant 

movements in the same presentation? This comment shows how revealing to the 

audience why a conductor moves a certain way and even how a non-conductor could 

use those gestures, would help take a way a layer of mystery from classical music: “Also, 

maybe an example of how she conducts music and to speak a little bit about that.”  

Script preparation, reading versus spontaneity 

Contemplating the comment: “You/she smiled and looked really happy a couple of times 

when conducting/dancing, but less so when speaking,” I realise that even with bullet 

points I was too tied to the script. I must prepare even more diligently so that I can be 
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more spontaneous when speaking. Reading from a script does not do me any favours 

and takes away from my energy and enthusiasm.  

Production 

There were critical comments concerning technical issues with the video and audio of 

the presentation. I take note that the audio was not loud enough: “It must be louder, I 

had to strain to listen to it…,” and “The sound of the recordings in the video was 

distorted. Might be better to embed in the video. Just a thought.” 

Other respondents commented:  

I wonder if using props, or even visual cues added in via a video editor (e.g. a 
written definition, a few bullet points, an image, or a short score of music being 
displayed alongside the speaker during certain parts) would help engage the 
viewer and more effectively get some points across. 

I liked the use of props – more could be used. It could be good to have a flip-
chart behind in the video, to write key words or concepts on. It is always good 
on video now to have the text/caption function – this helps communication. 

As stated earlier, I was limited in production values due to the COVID lockdown, but in 

the future I need to put more time, effort and money into production. The video and 

audio design and technique are in certain respects as important to engagement as the 

narrative and musical content.  

Media 

Understanding the successful factors in my pre-recorded presentations I can reach a 

wider audience using social media platforms to disseminate my message of how one can 

engage with classical music as seen in these comments: “More videos. They were great,” 

“Social media!! Start a Facebook page, post a weekly short piece for people to follow. 

Perhaps include some pieces that the NZSO are playing at their next concert,” and “If 

not already doing this, get people to subscribe to your blog or media modality and 

introduce a new piece each month.” 
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Select respondents  

As in Case Study 1, I will now focus again on those respondents who either did not like 

or really care about classical music, who did not listen to it much or, had attended none 

or only one or two concerts.  

Chart 6-R: Question 19 – Do you think you might want to listen to more classical music 

recordings at home, in the car, at the office etc. or at a live concert after listening to this 

presentation? 

 

Looking at some of respondents who stated that they did not like or did not really care 

about classical music, the presentation did spark greater interest in listening to more 

classical music. 

Respondent A, from the aged 65 and over group, who did not listen much to classical 

music and had only attended one or two concerts, commented about classical music 

that: “I couldn’t relate to it emotionally…felt shut out of it, and I couldn’t understand 

what people who love it are getting that I don't get.” Respondent A “loved the Bach” 

because “Beth’s introduction to it somehow made it come alive for me. It was 

interesting, exciting, rich,” and “loved the Beethoven” because “it felt exciting, moving, 
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stirring, emotional, strong, and beautiful. The flow back and forth of emotions was 

sensational as the music expanded and contracted.” Respondent A learned from my 

presentation “…to feel the strength and humanity in the music,” and commented that 

“all her images were exciting and engaging to me, and they really enlivened my 

experience of the music. Her specific explanations about the music had me listening for 

details in a new way.” This respondent stated that the presentation “has changed [my] 

feelings for classical music” and that they would listen to more recordings in the future, 

commenting, “I think I’m going to start listening to it now, and I have never wanted to 

before. I thought there was something wrong with me because I didn’t get it,” and “It 

opened my eyes (or more precisely, my ears and my heart) to classical music.” I note 

that this respondent did not previously feel emotionally connected to classical music 

and the presentation was successful on a heart-to-heart level.  

Respondent B, from the 65 and older group, who did not listen to classical music much 

and had attended only one or two concerts, stated: “I prefer to play classical music (on 

piano) than listen to it. Not sure why.” Respondent B also commented: “Showing how 

movement may be inspired by the music, was interesting.” This respondent was not sure 

if he/she would listen to more classical music after the presentation, with the comment: 

“I probably prefer live performances. But that implies a longer commitment of my time 

than I would probably want (I think after a bit I would get anxious/bored, but it’s not 

appropriate to just walk out!).” Again, a connection through emotions is a key to 

successful engagement as well as giving listeners a chance to physically feel the music. 

Time is a factor to be addressed. The issue might not necessarily be to convince someone 

to spend the time to listen to classical music, but to convey that it is okay to use classical 

music as background music and also to reveal that it is perfectly reasonable to get bored 

at a concert and even walk out! 

Respondent C, from the 13-17 age group, did not really care about classical music and 

had only attended one or two concerts. Respondent C did not really like any of the music 

presented and was not sure if they would listen to more classical music but would say 

this about the presentation to someone else: “It is cool she tries to get you to like 

classical music, you should try it.” I wonder, what did I do or say, that was specifically 

“cool”? 
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Respondent D, from the 18-35 year age group, used to play the cello and grew up with 

classical music but did not really care about classical music, listened only a little and had 

attended one or two classical concerts. This respondent liked the Bach but was not sure 

if they liked the Mozart and Beethoven. Respondent D commented that  

The ‘falling sequential suspension’ explanation, while brief, piqued my curiosity 
– I stopped playing piano before I got too deep into music theory, and it 
reminded me that I still do want to one day understand the building blocks of 
music a little bit better. 

and in response to the question about a change in feelings towards classical music, they 

stated:  

I have recently been trying to learn music theory again, and this is just an extra 
push in that direction – and a reminder that a good reference point for theory 
may be classical music in a lot of cases! 

Respondent E, from the aged 13-17 group, who did not care about classical music, had 

listened only a little and had attended several or many concerts, only listened to the 

Bach but liked it, stating: “I learnt that Bach wrote a lot of music too! Wow.” Respondent 

E also commented: “When she asked us to listen out for particular parts that made it 

more engaging because I wanted to then go and hear the parts in context.” Respondent 

E’s feelings about classical music did change: “She has made me more interested in 

listening to classical music and I want to go and listen to the other two pieces that I 

didn't listen to before.” They described my presentation: “That it was quite informative 

and made me want to listen to classical music because I was listening out for particular 

parts. Also that you learn a lot about music theory and classical composers too.” 

Respondent E stated they would listen more to classical recordings: “Yes because now I 

want to explore classical music and find pieces that I like.” 

Respondent F, from the 36-50 group, who did not really care about classical music, 

listened only a little and had attended one or two concerts, stated that classical music 

“was uninteresting to me,” liked Bach, Mozart and Beethoven, and commented in 

response to the Bach and the Mozart: “I liked hearing your explanation about the various 

melodies, and [you] gave me a better understanding of the piece of music.” When asked 

if his/her feelings about classical music had changed, Respondent F stated: “Yes, that it 
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is more in depth and has so much more meaning,” and that he/she would listen more 

to live concerts: “I love live concerts and knowing a little bit more about classical music, 

I would listen more – I enjoy seeing the passion on musicians faces when playing.” 

Respondent F repeated the idea of passion when commenting on my presentation, 

saying, “that she is passionate and explains in simple terms.” 

Two other respondents, aged between 36-50 and 51-64, neither of whom really cared 

about classical music and listened only a little, appreciated my enthusiasm, responding 

respectively: “Her enthusiasm of [sic] the music was catching,” and “It was wonderful 

seeing how happy and enthusiastic she was talking about classical music. It is important 

to love what you do in life because of the success you will have.” I propose that 

explanation and understanding is, as it has always been, a key connector to classical 

music but passion and energy from the presenter is also important.  

PART 5: CONCLUSION  

In this pre-recorded video presentation, with the tool of action research methodology, 

I used approaches and factors that I gleaned from Case Study 1 and expanded and 

improved upon them. This case study has shown responses to those approaches and 

factors as well as the uncovering of additional factors and positive and negative issues 

with my video presentation. This case study arrived at those factors through data 

collected through three areas of the survey: 1) The audience’s previous attitude and 

experience with classical music; 2) The audience’s reaction to the music after the 

presentations; and 3) the audience’s reaction to my presentation and suggestions for 

the future. Using action research methodology, I also attempted to improve upon 

previous methods of collecting, analysing and reporting qualitative and quantitative 

data.  

The repetition of factors both from Case study 1 within the analysis of responses to the 

music as well as my presentation allowed for me to also refine the articulation and 

labelling of factors and further unpack and dissect the essence of what creates or 

prevents engagement with classical music. Several factors listed here in Case Study 2 

were not necessarily outrightly positive factors of engagement, for example boring, but 
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I felt could be included so that they might be somehow transformed into something 

more effective (i.e. boring becomes calming).  

In this action research methodological approach it is interesting to view the factors of 

engagement I uncovered from both case studies together (see Table 6-B, Factors of 

engagement Case Studies 1 and 2 at the end of this chapter). From Case Study 1 to Case 

Study 2 many factors of engagement are repeated, others are developed and extended, 

some are not included, while others are newly generated. It is interesting to find how 

and if this exploration of factors of engagement will appear in Case Studies 3 and 4.  

The factors of engagement listed below and other conclusions that I have reached 

through self-study and observation developed through Case Studies 1 and 2 are now 

creating building blocks to help me set up a wider and at the same time more complex 

approach to this study’s three research questions.  

Table 6-B: Factors of engagement 

Case Study 1: ISO Concert November 2019 Case Study 2: Pre-recorded video 

Analogies and comparisons Absence of lyrics and abstract 

Accessibility and approachability Accessibility, approachability, 
casualness, friendliness, and 
informality 

Boring Beauty, power and inspiration 

Communication and dialogue Calming, meditative, relaxing and 
restful 

Conducting Connections to other genres of music 

Connections between orchestra, conductor 
and audience 

Complexity and simplicity and 
quietness 

Daily life and personal connections Childhood 

Desire and wanting Crossover or multi-targeted approach 
to audience demographics 

Engagement, enthusiasm, energy, passion Daily life, personal connections, and 
relevance 

Feelings, emotions and spirit Direct experience, capacity without 
instruction 

Familiarity and exposure Dual approaches 

Fun, funny and humorous Engagement, enthusiasm, energy and 
passion 

History, intellect, understanding the story 
and composers 

Enthusiasm, energy, passion 

Humour Evocative words 
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Case Study 1: ISO Concert November 2019 Case Study 2: Pre-recorded video 

Imagery Feelings, emotions, moods and spirits 

Inspiration, enthusiasm, energy and passion Fun, funny, humorous 

Interactive Heart and mind 

Media Imagery, imagination, pictures, 
transporting to another place, 
journeys, analogies and memories 

Musical and non-musical participatory 
activities 

Listening approaches 

Musical technique Live performance 

Older-aged population Media 
Participation, audience involvement, hands 
on 

Movement, physical and visceral 
feeling 

Physical motion and visceral feel Movies 

Time Making room for the music 
Understanding and knowledge Participation with the presentation 

Understanding history, composer, story, 
background 

Patronise 

Understanding music technique and 
compositional tools 

Physical and visceral feeling 

 Physical presentation 

 Production 

 Self-reflection 
 Sharing with others 

 Styling of a musical era 
 Targeted audience 

 Time 

 Understanding background, 
composer, history, and story 
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Chapter 7. Findings, Case Study 3  

Live stream video, May 2020  

Introduction 

As with the second case study, the purpose of this third case study changed due to the 

COVID pandemic. During a nationwide pandemic lockdown in New Zealand and 

following action research methodology instead of improving upon Case Study 1’s live 

concert presentation format I had the choice of either fine-tuning the pre-recorded 

video model established in Case Study 2 or establishing a new live stream video model. 

I considered the limitations and issues of the pre-recorded video format that I 

discovered including: my own formality in presenting due to a lack of audience presence 

and lack of production values without professional support (editing, visual effects, sound 

quality). Recognising that many others around the pandemic world were resorting to 

live stream delivery, I decided that when in Rome, do as the Romans do, I would do the 

same.  

Creating three different case studies with three different formats was not what I 

originally intended, but in the end provided, as part of the action research methodology, 

an opportunity to find more universal themes and concepts, including engagement 

factors, that would cross over from one delivery platform to another. It also widened 

the scope of this study to encompass more than just live concert presentations and the 

conductor as presenter. Despite or because of the change in presentation format my 

survey and analysis of data developed as a result of the previous case studies allowing 

me to refine my focus on factors of engagement. Again, through action research 

methodology I have altered the format of reporting this case study to reflect both the 

change in delivery from pre-recorded to live-stream video and further development of 

my approach to analysis. 

PART 1: PRESENTATION VIDEO INFORMATION  

Venue and staging 

I reached out to a still stay at home in COVID lockdown audience to participate in a live-

stream video presentation through the Zoom media platform. I did not know whether 
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the COVID lockdown would end any time soon, and I was not sure whether my potential 

viewers would still be willing to participate in a media presentation if they were released 

from stay-at-home restrictions. Therefore, I completed the planning and production of 

this presentation as quickly as possible  

As in the previous pre-recorded video presentation, I was impacted by limited access to 

technology, equipment and support personnel. In future live-stream videos, I will allow 

myself more time to develop video editing, props and other media techniques to 

support the presentations.  

Production  

These live stream video presentations (B. Cohen, 2021c, 2021d, 2021e) were an 

outgrowth of my pre-recorded presentation: during the production and implementation 

of the pre-recorded presentation in Case Study 2, I realised that I missed the feel of a 

live audience, something that gave me the impetus to be more spontaneous and less 

scripted. I wanted to present a live-stream video that would allow me to at least see my 

audience on a screen.  

I had learned from remarks from the pre-recorded video survey that going to a YouTube 

link and listening to the music separately from the presentation was a minus for some 

listeners. I wanted everyone to listen to the music in the video presentation 

simultaneously. Because it was a live broadcast, I could more easily present the music 

in a give-and-take way, even with limited technical facilities. In the pre-recorded video I 

wanted my listening audience to have the time and freedom to listen to the musical 

recording whenever and however they wanted. In this live stream-video we would listen 

together.  

I decided to use the Zoom platform since so many people in COVID lockdown around 

the world were using it to meet in groups. The Zoom platform allows for interaction but 

with limitations. Only one person can speak, be heard or seen at a time, so while I still 

wanted some informal interaction between myself and my listeners and amongst the 

listeners themselves, I knew that for the most part the live stream video was still about 

me doing most of the talking and presentation. I did, however, include a chat room 

experience where everyone could write their comments about the music. In hindsight I 
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wish I had given myself more time and space to allow my participants to interact with 

me and each other. My pacing was a bit rushed, and I did not give them quite enough 

time to explore some of my ideas on their own, for example, moving or playing a musical 

scale. 

Repertoire 

I chose one short piece of music to present. After feedback and self-reflection on the 

second pre-recorded video presentation I decided to choose a less well-known and more 

contemporary piece: Sea Interlude #2 Sunday Morning from Benjamin Britten’s opera, 

Peter Grimes. In contrast to live concerts where I am dependent on the combination of 

what the orchestra can handle playing and what the concert audience can handle 

listening to, my choice in this live-stream video, like that in the earlier pre-recorded 

video, could come directly from the heart. I knew Sea Interlude #2 Sunday Morning from 

my father’s collection of recordings, and I remember it was one of his favourites and I 

felt very attached to the selection of Sea Interlude #2 Sunday Morning. Choosing 

repertoire that is personally resonant allows the ambassador of classical music to 

establish a more intimate connection between the listener and the music. 

Promotion  

I presented the same content to three different live-streamed video audiences on the 

same day in May 2020. Previously, in April, I had asked friends, family and other contacts 

to watch my pre-recorded video and so was hesitant to ask them again to give their time 

to my PhD study. Moreover their responses in the survey would be biased by their 

previous pre-recorded video experience. So instead, by email invitation, I asked three 

new groups of people who I had not invited to participate in my surveys before: 

members of Christchurch School of Music Intermediate Symphony Orchestra (ISO) 

(www.csm.org); SGI Victorious March Concert Band (VMB), which is based in Auckland 

(www.sgi-nz.org); and Garden City Orchestra (GCO) (www.gardencityorchestra.org.nz ) 

(see Appendix 6-A, Live Stream Video Promotion Email Case Study 3). I knew that 

members of the Garden City Orchestra would skew results in that they were already 

playing and enjoying classical music on their own. So, I analysed the results of this 

presentation from a slightly different angle, looking at the reactions of those who are 

known to be interested in classical music as well as those who are not. Understanding 
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how to engage even more fully those who have had some exposure and some interest 

in classical music can also be a goal.  

With an awareness that each of the three groups came with a different set of needs, 

capabilities and backgrounds, I decided to give the same presentation to each group 

separately. This also allowed me to practice my presentation on one group of mostly 

adults who were already exposed to classical music (GCO), then change it accordingly 

for a second group of youth and their parents (ISO) who were younger and only 

somewhat exposed to and engaged with classical music, and then finally present to a 

third group comprised solely of youth and young adults who, although exposed to 

concert band repertoire, were the least exposed and engaged with classical music 

(VMB). The question arises, can the same live-stream video narration/presentation be 

given to a variety of audiences with different needs, capacities and experiences of 

classical music? 

Narration and script 

Having experienced a lack of spontaneity and a negative sense of constraint from 

reading a script during my presentation of the pre-recorded video, I was determined to 

be more informal, more relaxed and less scripted in this live stream video. The presence, 

even if only on screen, of a live audience demands a more animated demeanour, so I 

condensed the script of my original narration to basic bullet points. It was difficult that 

I was not able to hear the participants while I presented. I could gauge no feelings or 

reactions other than mostly blank stares on the video screen. In future I would like to 

invite participants to react more through the chat room and give myself more time and 

space to read and respond to reactions while I present. Opening up conversation 

between participants is difficult. In the future is the best possible format Zoom break 

out rooms where I ask participants to talk to each other, which might be difficult for 

attendees, or, do I admit that this format is, by nature, a webinar? In which case I am 

the MC and take responses as they come and feed them back to the audience for further 

reactions via written chat.  
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Factors of engagement 

I used my action research methodology to provide a framework of learning from 

previous experiences and carried that forward to the present case study. After reviewing 

both the first concert and second pre-recorded video presentation data in Case Studies 

1 and 2, I shortened my introduction to the presentation and cut my comments on the 

benefits of classical music. I also decided to open with a question and instigate in my 

audience a pre-experience of the music, an emotional, visceral and physical feeling 

rather than information about the musical work. Throughout the presentation I 

attempted to use the same factors of engagement that I uncovered in the previous two 

case studies.  

Learning from the previous presentations, I made the effort to find additional factors.  

PART 2: ANALYSIS OF DATA  

Although there were three separate live-stream video presentations, each one having 

the same content, employing an action research approach I worked to improve my 

delivery based on each previous experience. The following is a summary of the 

responses from all three live stream audiences and survey participants.  

Audience numbers and participation 

The following chart shows the total number of viewers of and percentages in each live 

stream presentation, bearing in mind that other family members might also have been 

present but not recorded on video or audio. Like the pre-recorded video this live stream 

video presentation could easily be presented again to a larger and more diverse 

audience. 
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Chart 7-A: Number of live stream video survey respondents 

 

Chart 7-B: Question 1 – How old are you? 

 

I was pleased that a greater percentage of viewers were between the ages of 13 and 51 

than in my previous case studies, reflecting the composition of my youth orchestra and 

concert band.  
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Number of live stream video survey initial 
respondents: 29
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Previous musical experience  

I added a new question to the Qualtrics survey based on the assumption that as the 

invitation to participate was to members of my orchestras and bands, most participants 

would currently play an instrument. But a fifth of the participants, members of ensemble 

players’ families, answered “no” to this question: 

Chart 7-C: Question 2 – Do you take lessons on an instrument, play in a band or orchestra, 

or sing in a choir? 

 

Previous engagement with classical music  

Based on data collected from the previous two surveys I wanted to differentiate 

between listening to classical music in the background and a deeper level of engagement 

with listening to classical music, and therefore added the qualifying statement: 

“’Listened to’ means beyond hearing classical music in movies, commercials or as 

background in media or shopping malls etc.”  
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Chart 7-D: Question 3 – Have you listened to classical music very much before watching 

this live stream video presentation? (“Listened to” means beyond hearing classical music 

in movies, commercials or as background in media or shopping malls etc.) 

 

Attitude towards classical music 

Chart 7-E: Question 4 – Before you watched Beth Cohen’s video presentation how did 

you feel about classical music?  

 

16 /  76%

2 /  10%
3 /  14% 

Liked Didn't care Didn't like
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Table 7-A: Question 4 – Before you watched Beth Cohen’s video presentation how did 

you feel about classical music? Question 4 – text: Whether positive, negative or neutral 

can you say why you felt a certain way about classical music? 

Childhood family listening and playing 3 

Composers 3 
Didn’t care / like classical 5 

Other 8 

Quiet, restful, calming, relaxing 2 

Background 3 

Boring 2 
Feelings, emotions, mood and spirit 8 

Picture, imagination, transporting and analogies 1 

Understand 2 

 

Participants responded with positive affirmations of classical music and, as in other 

surveys, many attributed their genuine feelings to their childhood experiences such as: 

“I grew up playing in orchestras at CSM so I think familiarity and exposure is a big part 

of why I like classical music as an adult… .” Other participants mentioned that it was the 

emotional component of classical music that they engaged with: “Personally, I love 

classical music. To me I can feel every single emotion that cannot [be] expressed in 

words that the composure [sic] put into the piece through every single note.”  

I can add additional layers to my previous factors, as in the remark of one respondent 

who mentioned the idea of emotions and a journey to other places: 

The mood I bring to listening often takes me somewhere else as I listen. 
Sometimes the state of mind that precedes listening is entirely altered. I am in 
moments, I am in landscapes or cityscapes, I am in paintings, I am in 
relationships. It is heterogenous and not inevitable. 

Classical music’s ability not only to tap into but to alter moods and emotions is an 

engagement factor to be explored. This same respondent also stated: “Classical music 

gives me space. It gives me a sense of deep peace, of privilege, of humanity.” Beyond a 

sense of calm and relaxation is the idea of space. I mentioned this when speaking about 

the lack of lyrics in orchestral classical music but could explore this factor even more. 
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Another respondent gave a particularly interesting view of the process of engaging with 

classical music: “For me, it was like reading. I didn’t quite like [it] at the beginning but 

after realising how much classical music still exist[s] in present-day, I started to enjoy 

and maybe understand it better...” Repetition and continuity of approach are important 

factors in deeper engagement with classical music. A series of shorter, easier to digest 

presentations might lead to better engagement from certain listeners than one long 

presentation or concert. 

Factors in disengagement from classical music include not bothering to search it out in 

concerts or media, only using it as background music, not understanding it, and this 

comment which refers to not knowing how to discriminate or choose between different 

types or quality of classical music: “There is such a wide variety of classical music, that 

more often than not isn’t enjoyable to listen to.”  

PART 3: RESPONSES TO MUSIC 

Word clouds and charts – Introduction 

The following chart and word cloud is from responses by the third group of live stream 

video viewers, the Soka Gakai Victorious March Band. This group was chosen because it 

was larger in size and more in diverse listening experience. 

Chart 7-F: Question 5 – After watching Beth Cohen’s live video presentation how did you 

feel about Sea Interlude #2 “Sunday Morning” after listening to it?  

 

17 /  77%

2 /  9%
3 /  14%

Liked it didn't like it Mixed
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Word Cloud 7-A: Question 5 – After watching Beth Cohen’s live video presentation how 

did you feel about Sea Interlude #2 “Sunday Morning” after listening to it? 

 

Word clouds and charts – Summary 

The chart and word cloud reflected a degree of success: a good percentage of 

participants liked the music and much of what I intended to share with the participants 

was reflected in the words. I took special note of the words, “pace,” “mood,” and 

“scene.”  

PART 4: RESPONSES TO PRESENTATION 

Word clouds and charts – Introduction 

Again, the word clouds and charts below are from responses by the third group of live 

stream video viewers, the Soka Gakai Victorious March Band. Larger words reflect more 

usage. 
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Word Cloud 7-B: Question 6 – Did you learn anything about Sea Interlude #2 “Sunday 

Morning” after Beth Cohen’s presentation? If yes, what did you learn? 

 

Word Cloud 7-C: Question 9 – If you were to describe Beth Cohen’s video presentation 

to a friend what would you say to them to convince them to watch it? 
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Chart 7-G: Question 8 – Has Beth Cohen’s presentation changed your feelings about 

classical music?  

 

Word Cloud 7-D: Question 8 – Has Beth Cohen’s presentation changed your feelings 

about classical music? 

 

15

2

YES NO
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Word Cloud 7-E: Question 9 – If you were to describe Beth Cohen’s presentation to a 

friend, what would you say to them to convince them to watch it? 

 

Chart 7-H: Question 10 – Do you think you might want to listen to more classical music 

recordings at home, in the car, at the office etc. or at a live concert after listening to this 

presentation?
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Word Cloud 7-F: Question 10 – Do you think you might want to listen to more classical 

music recordings at home, in the car, at the office etc., or at a live concert after listening 

to this presentation? 

 

Word Cloud 7-G: Question 11 – What would you say to Beth Cohen to help her improve 

her presentation? 
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I included three additional questions about whether participants had listened to 

previous presentations and asked whether they had preferred any particular one and 

why. However, these questions did not give me enough insight into engagement factors 

to list in this case study and went beyond the boundaries of this study. In future studies, 

delivering multiple presentations to a single audience and then analysing preferences 

and reactions to each would give a different insight into what makes for success.  

Word Cloud 7-H: Question 15 – The purpose of this study is to find out how to engage 

people with classical music. Do you have any suggestions?  
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Word Cloud 7-I: Question 16 – The purpose of this study is to find out how Beth Cohen 

can improve as an outreach and engagement conductor or, as an ambassador of 

classical music. Do you have any suggestions? 

 

Word clouds and charts – Summary 

Again, as in earlier case studies, the above word clouds gave me an initial glimpse into 

where I could find key factors of engagement with words appearing such as 

“background,” “passionate,” and “information.” The combination of words floating in a 

visual display allowed me to take in the ideas expressed in a different manner, through 

an alternative pathway so to speak.  

As per the above charts, I propose that there was a general success in engagement with 

more participants expressing a positive change in attitude towards classical music and 

an increased in listening to classical music, whether live or through recording.  

Factors of engagement - Multilayering  

Many of the same factors from earlier case studies came up in the three group responses 

to the presentation. Many of these previously mentioned factors gave me new insights 

for example with Fun, funny, humorous the idea that no matter what the overall mood 

of a piece of classical music there is some way to communicate a fun element in the 

music and/or at least pleasurable approach to the engagement with the music. With 

Engagement, enthusiasm, energy, passion I arrived at the idea that passion, enthusiasm 
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and energy are important elements in bridging the media divide between presenter and 

audience. With Movement, physical, visceral feeling I was able to articulate that 

Including physical participation and visceral experience is a way to give listeners a sense 

of creative independence and the room to feel and react the way they need to in order 

to engage more deeply with classical music.  

I uncovered these new or variations on previous factors of engagement for all three 

groups in this case study, or at least issues to address. 

Neutral or negative  

Some participants were neutral or negative about the music: “I tend to like more slow 

tempo music, so I didn’t love it. But it was a really pretty song,” and “It was a bit too 

dramatic so I didn’t like it too much.” Although a listener might not particularly like a 

piece of music, positive engagement with classical music still might occur if the 

presentation provides a variety of paths to enjoyment, participation and understanding. 

Contrast and comparison 

I was intrigued by the following suggestion for how to engage people with classical 

music:  

Visual engagement helps, like moving pictures, videos, flash talks, power point 
[sic]. Contrasting one composer and song with another, so we can compare the 
main song you are talking about, with another song. By offering a contrast, it 
may give the listener a reference point of their own like/dislike/preference. And 
thereby engage them more with the primary tune you are sharing. 

The concept of contrast and comparison can be considered an additional factor of 

engagement.  

Time – taking the time to acclimatise the audience  

I note here the idea of a gradual, easy process; listeners who need to be slowly drawn 

in rather than being overwhelmed with information or even feelings about music: 

I think what Beth is doing is very clever in engaging audiences – by slowly 
acclimatising audiences to classical music by making it fun and unintimidating, 
using metaphors to engage the audience and gradually draw them in, increasing 
over time the amount of technical information given. She’s doing perfectly. 
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Exercises and training  

One respondent wrote:  

When she got us to loosen up on the first listen of the piece, she did exercises to 
help us engage and think of particular moods and images, it really unlocked the 
piece for me on a really different and awesome level; once she told us what the 
story was after all this, I feel I understood the piece much more than if I’d just 
listened to it or with the story in my head without the exercises she did with us. 

The key point in this comment is the idea of performing exercises; to go beyond making 

analogies, or conjuring images myself and to somehow, through physical, mental or 

participatory training, get the listener to feel those transportive musical effects for 

themselves. 

Technical 

Some technical concerns were brought up concerning both physical and audio/visual 

aspects. Although others were satisfied with the pacing of my talk, one respondent 

commented that I could “talk little bit slower and softer.” As I queried in Case Study 2, 

should I vary the pacing of presentation so that I meet the needs of both those who 

need slow and soft and those who want faster and stronger? Or should I create one 

presentation with one style and another presentation with the contrasting style? 

Time 

Respondents commented on the length of the presentation: “It was perfect length, 

perfectly pitched to family audience, well researched with enough information to 

interest but not overwhelm. Very good.” Another respondent suggested: 

The delivery pacing was good, enthusiasm noted and use of media well 
prepared...Musicians with a teaching background have to be careful not to 
provide too much detail but establish where the listener is now and then lead 
them to another place... slowly. Most people cannot cope with too much 
information at once. 

I take note of the suggestion not to fall into the common tendency of many musician-

educators of including too much information in too short a period of time.  
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Given that it was a live stream presentation, and after the extended COVID lockdown, 

these factors took on different aspects and contained subtle variations, especially as it 

was an experience for participants that could be thought of as more socially connected 

(listening to music with others on screen), and personalised (less people in the video 

room than in a concert hall). After processing and analysing data from earlier case 

studies I became more aware of the multilayering of factors. One factor of engagement 

can instigate or at least support another.  

Understanding musical technique and compositional tools / Feelings, emotions, moods 

and spirit / Space for different feelings 

Giving listeners an understanding of the technical components of the music and how 

they are linked to the story and emotional content of the music revealed a new factor 

of enjoyment:  

First time I listened to it, without any instruction, it was weird. Her instruction 
allowed me to feel the music in my own way, not the one right way, and all of 
the sudden, I can picture the scene as I heard the sound. 

The conversation took me into the music. There was a danger that the speaker’s 
own perspectives would shape my responses, but they didn’t... 

Allowing room for different perspectives and feelings gives listeners the freedom to 

engage in their own way giving them a sense of confidence in their own ability to 

independently enjoy and engage with classical music. 

Understanding musical technique and compositional tools / Understanding history, 

composer, story, background / Feelings, emotions, moods and spirit 

I was pleased to read that participants connected their technical understanding of the 

music to their understanding and appreciation of the story and emotional content. 

Listeners learned that 

Modes. Dorean [sic] mode. Lidian [sic] mode – Eerie. Chilly this is why he put it 
into this piece. Intervals have effects on us. 

Yes. I liked the rhythms she told us to listen for. The different parts to watch out 
for. The ‘backstory’ of Peter Grimes was also really helpful. If you hear the bells, 
you hear bells, but if you know it’s about Sunday then it all makes more sense. 
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It is vital to connect the presentation of musical technique and ideas to the story, spirit 

and feelings embedded in the music. With this connection a deeper level of engagement 

can be accessed. The listener can realise personal independence in their musical 

detective work. If guided correctly, what a listener sets out to find in the music will be 

what they will actively listen for and respond to. 

Enthusiasm, energy, passion / dual and multiple approaches / dialogue 

The following comments that appeared in answers to various survey questions, 

mentioned my style, approach, and the way I interacted with the audience: 

She has an enthusiasm that is infectious whilst allowing for you to NOT agree 
with her. 

Her introduction is not just one option, having lots of different approach[es], 
making me think I am allowed to appreciate the music in my way, not the 
technical way, or the way the musician should do…Certainly, a great guidance. 
Like when we go to a tourist spot, a good tour guide makes [a] huge difference 
on the whole experience, not just being there and taking photos. I hope you 
know what I mean. 

Another pathway to engagement is the idea of a dialogue, a give and take between 

presenter and audience: “A one on one presentation would include questions... maybe 

a live session would also include questions... and even more importantly respond to 

those questions in an engaging way.”  

Feelings, emotions, moods and spirit / daily life, personal connections and relevance / 

understanding history, composer, story, background / Understanding musical technique 

& compositional tools   

Respondents mentioned the factor of daily life/personal connections to feelings and 

emotions as a way to improve my presentation: 

The way Beth ties music with everyday emotions. Before this classical music has 
always been just a background music. Didn’t think much of it. After this session, 
Beth inspired me to listen to the music to see what story it is telling. And how 
relevant it is even to modern times. 

I felt I could follow each point she made. I learnt about different sounds and 
emotions attached to major or minor keys. And about the story behind the song 
and the drama inside of it.  
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Offering an understanding of musical techniques and compositional tools and linking 

these to the listener’s daily life and personal connections, and exploring the emotions 

and feelings behind the music, can be mutually supportive processes that lead to a 

deeper engagement with classical music. 

Live performance / recordings / media 

Participants commented on whether they would listen to more live or recorded classical 

music after the presentation with remarks such as:  

Live concerts excite me more as I can see the players’ emotion & presentation. 

I realised that I prefer to see the concert while listening, that’s maybe why I use 
more YouTube than Spotify to listen [to] classical. I love live concerts but I’m 
more used to listen [to a] recording because its [sic] more convenient. 

The following respondent was influenced by this presentation to make a change in 

listening habit: “I have already started to listen to classical music in my 1 hour car drive 

to work & back. I will definitely go to watch live classical music from now on.” Again, as 

I stated in Case Study 2, one avenue of presentation––live, recordings, or visual media–

–should not preclude inspiration to engage with classical music through another. 

Whether live, pre-recorded or video, each type of listening experience can support the 

other. 

Repertoire, short extracts 

Suggestions from respondents on how to better engage people with classical music 

included:  

It’s hard to get people to invest time and money in a ticket to a performance, but 
having it thrust on them or making it easier (shorter/cheaper) is probably key. 
Once you’ve seen a live performance you’re more likely to go to another. 

I think what Beth is doing is very clever in engaging audiences – by slowly 
acclimatising audiences to classical music by making it fun and unintimidating, 
…increasing over time the amount of technical information given. She’s doing 
perfectly. 

Both statements of having classical music “thrust on them” and “slowly acclimatising” 

point to the same approach: little by little in short spurts works well, even beyond the 
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boundaries of one particular piece of music, as also suggested by this respondent: 

“Maybe short recordings of individual motifs from music pieces to highlight ideas and 

help with listening?” In other words, it can be useful to give a short presentation of one 

musical idea seen in various works of music, rather than presenting one entire piece 

with various musical ideas.  

Visuals 

Participants requested more technical additions in terms of visuals, for example: “I think 

it might be a bit more engaging if there was something to look at that was interesting 

too. It was enjoyable for the ears because there was lots of music and talking to listen 

to, but maybe if we watched something too (or Beth showed us instruments in real life? 

that might make it seem more real) it would be cool.,” and “Visual engagement helps, 

like moving pictures, videos, flash talks, power point [sic]..” Even with technical 

limitations, small visual additions to the presentation can keep the listener focused and 

enhance their understanding of the music. These could include the title of the piece, 

composer, review of musical technique, review of story, background, or even GIFs that 

somehow capture the expression of emotional, spiritual, physical feeling or images, 

analogies, etc. In the future, with additional time and technical facilities, I envision an 

MTV or Tik Tok video presentation of classical music. 

Select respondents 

As in previous case studies I took note of those in Case Study 3 who stated that they only 

listened to classical music a little or who did not like or care for classical music. I wanted 

to see what effect my presentation had on these particular respondents and glean from 

their responses both positive and critical, additional insights into my presentation and 

engagement factors.  

Respondent A (aged 51-64) who listened to classical music but only listened “a little” 

responded to the music “first time I listened to it, without any instruction, it was weird” 

but later after the presentation “Yes, She let me be the freedom to move my body as I 

feel. and all of the sudden, I can picture the scene as I heard the sound.” Respondent A 

learned from my presentation that 
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I thought to listen to classical music, I have to be still and just open up my ears, 
but I can say/sing something when I feel like it and I can move/dance when I feel 
like it. and I could feel that music lifts me and put me in the scene of Sunday 
morning. 

and suggested to improve the presentation to “Yes, She let me be the freedom to move 

my body as I feel.” I propose that I somehow won over this listener by opening avenues 

of enjoyment through movement. Respondent A was less concerned with 

understanding the music and more connected by way of visceral feeling. The participant 

also appreciated that there is not one approach to appreciation, there is freedom and 

individuality in classical music appreciation.  

Respondent B (aged 18 – 35) feelings towards classical music were that they: “… Never 

thoroughly paid attention to it and didn’t really understand much of it.” This 

participant’s response to the music selection was: “It is like watching a Disney or 

adventure movie. Very magical. Very colourful and lots of expressions to it,” and that 

they learned that “…How every music composed, tells a story or history piece of music 

and how it is composed tells has its own story or history.” My presentation engaged and 

excited the listener: “The way Beth ties music with everyday emotions. Before this 

classical music has always been just a background music. Didn’t think much of it. After 

this session, Beth inspired me to listen to the music to see what story it is telling. And 

how relevant it [is].” Bringing classical music out from a generalised background to a 

present and engaged level of enjoyment was achieved by giving this listener the 

understanding of the story and feelings brought about by certain musical aspects. The 

respondent used the word “relevant” in several of their answers. Through 

understanding of the story, the music, and the emotional effects of the music, 

Respondent B was able to connect with classical music in a more personalised way, and 

classical music became more of a choice. 

Respondent C (aged 51 – 64) stated, “I did not care about classical music much, as I did 

not really understand it.” In response to the presentation: “I got to know the background 

of the music & could therefore ‘feel’ the music,” and “Yes, it conjured an image in my 

mind, that I could relate to.” Commenting about how their feelings changed about 

classical music, Respondent C said they could now appreciate it so much more adding: 

“I will also join classes to understand music better. She has truly inspired me.” “I have 
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already started to listen to classical music in my 1 hour car drive to work & back. I will 

definitely go to watch live classical music from now on.” Respondent C described my 

presentation as “inspirational, unique, passionate & joyful.” Inspiring this listener to feel 

the music through understanding the background, invoking accessible and relatable 

imagery, and motivating the listener through my own passion and enthusiasm helped 

engage them. 

Respondent D (age group 36-50) expressed his feelings about classical music as: “There 

is such a wide variety of classical music, that more often than not it isn’t enjoyable to 

listen to.” Respondent D’s reaction to the presentation was: “I like to hear a little 

information about the music, the explanation gives you something to think about, and 

pick out the relevant sounds.” They learned from my presentation that: “At the time 

Beth’s descriptions helped with the ‘story’ of the music, I learned that its worth having 

a deeper understanding to appreciate the music more.” Respondent D stated that “Beth 

was very enthusiastic about the music and you get caught up in that, which in turn made 

the music more interesting.” and described how their feelings had changed about 

classical music: “If I go to a concert again I am willing to do a little homework so I get 

more out of the performance.” Describing my presentation to others with “Beth has an 

energy that makes you want to understand the music more.” Respondent D suggested 

that to improve the presentation “Possibly some slides, images of the composer, their 

home, and times they lived in to tie the music to the creator” and that in order to engage 

people with classical music, “Conductors should engage with the audience, any 

additional information like why this music was chosen for the concert, their opinion of 

the music, what qualities the conductor want to bring out of the orchestra.”  

Respondent E (age group 36 – 50), who liked classical music and listened “a lot” 

commented on my presentation: “It was a bit too dramatic so I didn’t like it too much.” 

From this neutral or negative reaction, I would propose that nothing stood out in my 

presentation, nothing grabbed or energised this listener. But Respondent E did state 

that their feelings did change about the music: “A bit. She described the background of 

the music which made me understand it more,” and “she describes thoroughly so it’s 

worth listening to.” So, despite their initial comment to the contrary, this participant did 

react favourably to my description of the music and wanted more. I propose that 
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planting the seeds of engagement in a non-committal or even negative listener can lead 

to future engagement. 

PART 5: CONCLUSION 

In Case Study 1 I gleaned themes and factors towards engagement such as daily life 

connections, understanding story, or emotions and feelings. In Case Study 2 I found a 

duality of approaches to these factors. In Case Study 3 I have found multiple as well as 

mutually supportive factors, additional factors towards engagement, and deeper facets 

of previous factors. (see   
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Table 7-B, Factors of engagement Case Studies 1, 2 and 3 at the end of this chapter). I 

take note of a repetition of factors across case studies but was not concerned that other 

factors did not repeat. The nature of the presentation and the limited repertoire 

presented might have precluded certain responses from participants.  

In keeping with my action research methodology, my approach to writing narration, 

conducting, presentation and production has been refined over the course of these 

three case studies and that this development contributes to answers to my research 

questions. In Case Study 1 I qualified that my approach would lead to answers that might 

be less universal, more personalised and subjective. But after the action research 

methodology of three case studies, I now though suggest that certain conclusions I have 

arrived at could be generally applicable to others in the field.  

In the mining for answers to my research questions I referred to the factors of 

engagement I uncovered in Case Study 1 as “nuggets of gold” and in Case Study 2 as 

“building blocks.” Here in Case Study 3 I suggest that these factors of engagement listed 

below, extended, developed and multi-layered, transform from building blocks, to larger 

structures. I change the analogy from mining for answers to creating a series of 

platforms to reach the answers.  
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Table 7-B: Factors of engagement: Case Studies 1, 2 and 3 

Case Study 1: ISO Concert 
November 2019 

Case Study 2: Pre-Recorded 
Video 

Case Study 3: Live Stream 
Video 

Analogies and comparisons Absence of lyrics and 
abstract 

Accessibility, 
approachability, 
casualness, friendliness, 
and informality 

Accessibility and 
approachability 

Accessibility, 
approachability, 
casualness, friendliness, 
and informality 

Beauty, power and 
inspiration 

Boring Beauty, power and 
inspiration 

Calmness, relaxation, 
quietness 

Communication and 
dialogue 

Calming, meditative, 
relaxing and restful 

Conducting and physical 
presentation technique 

Conducting Connections to other 
genres of music 

Contrast and comparison 

Connections between 
orchestra, conductor and 
audience 

Complexity and simplicity 
and quietness 

Daily life, personal 
connections 

Daily life and personal 
connections 

Childhood Direct experience, 
immersion without 
instruction 

Desire and wanting Crossover or multi-targeted 
approach to audience 
demographics 

Dual approaches 

 

Engagement, enthusiasm, 
energy, passion 

Daily life, personal 
connections, and relevance 

Emotional and spiritual 
connection 

Feelings, emotions and 
spirit 

Direct experience, capacity 
without instruction 

Engagement, enthusiasm, 
energy, passion 

Familiarity and exposure Dual approaches Enthusiasm, energy, 
passion / dual and multiple 
approaches / dialogue 

Fun, funny and humorous Engagement, enthusiasm, 
energy and passion 

Evocative words 

History, intellect, 
understanding the story 
and composers 

Enthusiasm, energy, 
passion 

Exercises and training 

Humour Evocative words Feelings, emotions, moods 
and spirit 

Imagery Feelings, emotions, moods 
and spirits 

Feelings, emotions, moods 
and spirit / daily life, 
personal connections and 
relevance / understanding 
history, composer, story, 
background, musical 
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Case Study 1: ISO Concert 
November 2019 

Case Study 2: Pre-Recorded 
Video 

Case Study 3: Live Stream 
Video 

Inspiration, enthusiasm, 
energy and passion 

Fun, funny, humorous Fun, funny, humorous 

Interactive Heart and Mind Images, imagination, 
transporting to another 
place, journeys, analogies 

Media Imagery, imagination, 
pictures, transporting to 
another place, journeys, 
analogies and memories 

Listening approaches 

Musical and non-musical 
participatory activities 

Listening approaches Live performance / 
recordings / media 

Musical technique Live performance Memories 

Older-aged population Media Movement, physical and 
visceral feeling 

Participation, audience 
involvement, hands on 

Movement, physical and 
visceral feeling 

Neutral or negative 

Physical motion and 
visceral feel 

Movies Participation with the 
presentation 

Time Making room for the music Repertoire, short extracts 

Understanding and 
knowledge 

Participation with the 
presentation 

Time 

Understanding history, 
composer, story, 
background 

Patronise Time – taking the time to 
acclimatise the audience 

Understanding music 
technique and 
compositional tools 

Physical and visceral feeling Patronise 

 Physical presentation Space for different feelings 

 

 Self-reflection Understanding history, 
composer, story, 
background 

 Sharing with others Understanding musical 
technique and 
compositional tools 

 Styling of a musical era Understanding musical 
technique and 
compositional tools / 
feelings, emotions, moods 
and spirit / space for 
different feelings 

 Targeted audience Space for different feelings 
 Time Understanding history, 

composer, story, 
background 
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Case Study 1: ISO Concert 
November 2019 

Case Study 2: Pre-Recorded 
Video 

Case Study 3: Live Stream 
Video 

 Understanding background, 
composer, history, and 
story 

Understanding musical 
technique and 
compositional tools / 
understanding history, 
composer, story, 
background / feelings, 
emotions, moods and spirit 

 Understanding musical 
technique and 
compositional tools 

Visuals 

  Enthusiasm, energy, 
passion / dual and multiple 
approaches / dialogue 

  Feelings, emotions, moods 
and spirit / daily life, 
personal connections and 
relevance / understanding 
history, composer, story, 
background / 
Understanding musical 
technique & compositional 
tools 

  Live performance / 
recordings / media 
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Chapter 8. Findings, Case Study 4 

Dunedin Youth Orchestra July 2020  

Introduction 

The purpose of the fourth and final case study was originally to be a wrap up of four 

successive concert presentations with myself conducting. Now from the COVID changes 

this case study still acts as conclusion but also as well, a book end to the first concert 

presentation in Case Study 1. From Case Study 2 to 3 I was able to update and improve 

a video presentation and from Case Study 1, Case Study 4 represents a refinement of a 

live concert presentation. There was also, in action research terminology, a direct spiral 

moving from Case Study 1 through Case Studies 2 and 3 and arriving at Case Study 4. 

While the processes of writing narration, conducting, presenting and production 

changed according to format, general concepts remained the same throughout. Factors 

of engagement were unearthed in Case Study 1, further discovered and developed in 

Case Study 2 and combined in Case Study 3. Now in Case Study 4 in the effort to reach 

answers to this study’s research questions, the goal will be to further build upon these 

factors.  

In keeping with action research methodology, the surveys used in the ongoing case 

studies have developed with new questions added and other questions altered or 

removed. The format of reporting the ongoing case studies has developed as well. 

Having arrived at a way of viewing and reporting on the data and experience of 

presentation, the format of Case Study 4 is more like that of Case Study 3, rather than 

returning back to the format of the bookended live concert presentation of Case Study 

1.  

PART 1: CONCERT INFORMATION 

Venue and staging 

My fourth presentation was with the Dunedin Youth Orchestra (DYO), a concert 

originally scheduled for May 2020 then rescheduled for July 2020 (see Appendix 7-A 

Dunedin Youth Orchestra Concert Flyer Case Study 4). The concert took place at the 

Castle Theatre on the campus of the University of Otago in Dunedin (B. Cohen, 2021b). 
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The concert venue consisted of downward-sloped and angled seating to a flat stage 

below. I asked for a microphone and an extra stand to hold my narration’s bullet-pointed 

notes. From my experience with my first concert presentation with the Intermediate 

Symphony Orchestra in November 2019, I wanted but was unable to locate a lapel 

microphone and, as in the ISO concert I had to hold a wired microphone in order to 

speak to the audience. With better audio technology I would have been able to 

physically free myself from the constraints of being the conductor, i.e., in the manner of 

a talk show host, which would have helped me to connect more with my audience. 

Studies have in fact shown that enhanced audio technology can in fact improve teacher 

effectiveness and student aural perception (Barker, 2020; Gordon-Langbein & 

Metzinger, 1999).  

Production 

From my previous experience in the ISO concert, I knew to delegate production tasks. 

The administration and players of the DYO assumed responsibility for distributing 

information and consent forms about my survey. All other management tasks 

concerning the concert, for example, stage set up, music, audio etc., were handled by 

others. That said, I still felt conflicting pressure from my two tasks: conducting a difficult 

concert and presenting to and engaging the audience. It is telling that I arranged for two 

different cameras to record the concert, one from the back of the orchestra to record 

my conducting (for future professional work) and one from the back of the audience to 

record my spoken presentation. I admit that I appreciate those outreach concerts I have 

seen that have had a separate person presenting rather than the conductor. The role of 

the conductor and the role of ambassador of classical music are not necessarily mutually 

supportive. To turn one’s back to the audience, even for the purpose of conducting, 

creates a boundary, a gap between the ambassador and the listener. It might be 

optimum to find someone else to conduct in order to for the presenter to be able to 

focus on engagement. Then again, the visceral link that is established when the 

conductor also presents, adds organically to the presentation. Witness the topic of this 

study, Bernstein’s conducting the Young People’s Concerts.  
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Repertoire  

The DYO commonly gives its concerts a title that reflects a theme, something that also 

might strengthen audience engagement. The DYO administration, its president and 

player representative/manager, were less inclined to include the word “engagement” in 

the title, so we came up with an idea that we felt would lead to engagement––the idea 

of empowerment.  

The concert repertoire needed to be chosen with two considerations: according to the 

playing ability of the DYO’s young musicians; to attract and satisfy the audience most of 

whom, as DYO friends, families and followers were already experienced with classical 

music.  

A concerto was also included, performed by the winner of their concerto competition. 

As a result of these considerations the concert repertoire was chosen with the theme 

and title in mind: “Orchestrated Empowerment,” with the following repertoire listed 

below with links to audio performances: 

• “Overture” to The Magic Flute by Wolfgang Amadeus Mozart 

(https://www.youtube.com/watch?v=Vwub-9dZLFU) 

• “Remember Parihaka” by University of Otago Professor of Music and well-

known New Zealand composer, Anthony Ritchie 

https://www.youtube.com/watch?v=beWcT0C0_zs) 

• Cello Concerto #1 by Camille Saint-Saëns (https://youtu.be/pfBkzWNQTpI) 

• Seventh Symphony – “Movement II” by Ludwig van Beethoven 

(https://youtu.be/Vi05EG6sTVQ) 

• The Moldau by Betrich Smetna 

(https://www.youtube.com/watch?v=3G4NKzmfC-Q) 

• “Danzon #2” by Gabriel Marquez 

(https://www.youtube.com/watch?v=ZXeWiixwEz4).  

Because of the cancellation of rehearsals and the May concert due to the COVID 

lockdown, the orchestra had less time to prepare for the scheduled July concert. As a 

result, we decided to cut Beethoven’s Seventh Symphony – “Movement II” so we could 
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better rehearse the other pieces. Working with the DYO gave me the opportunity to 

programme more difficult to play pieces than with the ISO concert (Case Study 1), and 

to present a full programme of music rather than the selections of music offered in the 

videos of Case Studies 2 and 3. 

I was happy with this choice of repertoire in that it allowed me to, through action 

research methodology, address some of the repertoire issues raised in previous case 

studies. First, I wanted to programme a repertoire outside of the usual canon of 

European classical masters. Programming a piece by a New Zealand and, better yet, a 

Dunedin local and living composer (Ritchie) would give the audience a sense of 

relevance and even personal connection. Programming “Danzon #2” by a Mexican 

composer also provided a contrast with the other works by European composers. 

Secondly, I wanted to offer works with spiritual and/or emotional meaning or depth that 

would offer up clearer contact paths for the audience. “Remember Parihaka” is a piece 

about the massacre and imprisonment of Māori in the 19th century here in New Zealand, 

of great relevance to contemporary New Zealand society and The Treaty of Waitangi. 

Thirdly, I wanted a piece that brought a sense of pure fun and joy to the audience. 

“Danzon #2” is just that, a dance of exquisite beauty and delightful exuberance and a 

real show stopper.  

Smetna’s The Moldau is a programmatic work, which over the course of several sections 

describes the river Moldau running through the Czech Republic from the mountains 

through castles and villages and finally arriving at the city of Prague. The Moldau 

provides the audience with built-in imagery and musical descriptions of a real-world 

nature. Mozart’s Overture to The Magic Flute opens a larger opera which, on a profound 

level tells the story of a prince’s courageous quest for truth and love and, on the profane, 

the story of his mischievous sidekick who also bumbles his way to his soulmate). This 

classic, by one of the greatest of all composers, gave the concert the meat and potatoes 

classical heft, spiritual content and a sense of fun at the same time. I chose not to talk 

about the Saint Saëns’ cello concerto, instead focusing on introducing the soloist, who 

was well known to the DYO community. With reference to Barnes’ approach to not 

labelling art before the experience as inspiration, I chose to not have any information or 

activity to get in the way of the audience’s personal connection to the soloist. That 
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personal connection was enough to engage the audience and was as important as any 

of the other factors. 

Because of the careful choice of repertoire and the stated theme I was able to create a 

narration that made a connective link between the pieces which would hopefully 

support engagement. The theme of orchestral empowerment could also be used in the 

utilisation of factors of engagement that I had uncovered in previous case studies. 

Promotion 

As a guest conductor and a visitor to Dunedin, I was aware that I needed to leave it to 

the DYO administration to promote the concert. I would have liked to attract those less 

experienced with classical music, for example, schools and other communities outside 

the norms of the DYO, but the hall was limited in size and the DYO was fairly certain that 

it would be filled with the usual followers of the orchestra, friends and family, etc.  

I became aware that the element of intention in audience attraction helps focus the 

design of an engaging programme and narration.  

Narration and script 

As I did with previous concerts and video presentations, I wrote out a detailed script, 

then in several drafts reduced it to key bullet points so that I could glance quickly, read 

less and speak in a more casual and relaxed manner. As an overview, I introduced the 

concepts of empowerment and engagement with classical music as being linked and 

mutually supportive. I introduced each piece as we played, linking the idea of 

empowerment to the particular musical work and its themes, for example: truth and 

love in Mozart’s Magic Flute; water in the Smetna’s Moldau; memory in Ritchie’s 

“Remember Parihaka”; and feeling and joy in Marquez’s “Danzon #2.” For each piece I 

asked the audience, before listening, to take part in something physical to connect them 

more viscerally to the music, for example: saying “papapapa” to feel the excitement of 

new love in The Magic Flute; or clapping the syncopated rhythm of “Danzon #2.”  
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Factors of engagement 

Through my analysis of responses in Case Study 3, I expanded my list of key factors of 

engagement to support my presentation. I also analysed the success of the activities 

that I instigated in the previous presentations, and I expanded the list to include the 

following new factors that I thought would also promote engagement:  

• Moments of private self-reflection  

• Sharing feelings, observations, and reactions with others  

• Inclusion  

As in Case Study 3, I used the factor of understanding musical technique, to support 

these factors.  

PART 2 ANALYSIS OF DATA  

Audience numbers and participation  

Chart 7-A is self-created through an excel spread sheet instead of derived from the 

Qualtrics platform.  

Chart 8-A: Audience numbers and participation 

 

62% did not 
respond

194 out of 270  
Audience members

76
17%

52
12%

40
9%

Audience numbers and participation  
270 in Audience 

AUDIENCE

INITIAL SURVEY RESPONDENTS

RESPONDED TO  QUESTION 17
OUT OF 21

RESPONDED THROUGHOUT
SURVEY
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Age of respondents 

Chart 8-B: Question 1 – How old are you? in percentages 

 

The balance of ages in this concert was skewed more to the 18–35 group than others. 

Given the fact that this was a university-aged orchestra, these demographics were 

understandable.  
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Previous musical experience 

Chart 8-C: Question 2 – Do you take, or have you ever taken, lessons on an instrument, 

played in a band or orchestra, or sung in a choir? 

 

Most of this audience was well experienced in music, which could suggest two opposing 

suppositions: They were amenable to engaging with classical music since they had 

previous general experience, especially on a technical level, with music or, they were 

not amenable to being asked to engage “in any different way” with classical music since 

they had already pre-conceived concepts of music based on their previous experience.  
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Previous engagement with classical music  

Chart 8-D: Question 3 – Have you listened to classical music very much before watching 

or coming to this concert? (“Listened to” means beyond hearing classical music in 

movies, commercials or as background in media or shopping malls, etc.) 
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Chart 8-E: Question 3 – Have you listened to classical music very much before watching 

or coming to this concert? Filtered by age group 

 

I was surprised by these numbers. Given that it was a youth orchestra concert with an 

audience of mostly friends and family my expectation was that most would have had 

greater experience with classical music. If I combine those who listened to classical 

music “not much” and those who listened “a little” nearly half of the respondents had 

less experience with classical music. This might be because the audience who already 

had a great deal of experience listening to classical music did not feel compelled to take 

the survey. My introduction to the presentation and my survey could be considered 

successful in that I attracted a good percentage of respondents (approximately 25% of 

200 attendees) and that nearly half of these respondents did not listen much to classical 

music and volunteered to express their feelings in a survey. I say this to point out that 
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this interactive activity, participation in a post-concert survey, in itself might be a 

stimulus for greater engagement with the concert experience. 

Chart 8-F: Question 4 – Before attending Beth Cohen’s presentation how did you feel 

about classical music? 

 

Although nearly half of the respondents did not listen to classical music very much, or 

only a little, all of those respondents said they liked classical music. These listeners who 

like classical music but who do not listen to it very much are the audience that I could 

potentially focus on in the future. I believe it might be more worthwhile to concentrate 

my efforts, not on those who I am trying to convince to like classical music but on those 

who like classical music but have not been engaged enough to listen more often. 
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Chart 8-G: Question 4 – Before attending Beth Cohen’s presentation how did you feel 

about classical music? Filtered through Question 3: Have you listened to classical music 

very much before watching or coming to this concert? 

 

I noted those who “liked” classical music but who listened “not much” or “only a little.” 

Amongst this more classical music positive concert audience there are those who we 

can still better engage to spur on greater listening and concert attendance. 

Attitude towards classical music 

Word clouds and charts – Introduction 

As in previous case studies the word clouds I created reflected words that were used by 

respondents and especially, in larger and darker font, those that were used by more 

than one respondent. Word clouds, a sample below, were not reliable formats for 

analysis but a creative arrow pointing to further exploration.  

In Case Study 2 I filtered responses through other responses. Because a majority of the 

audience in Case Study 4 had experience listening to and expressed an appreciation for 

classical music I simplified this report, presenting only unfiltered responses. 
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Word Cloud 8-A: Attitude towards classical music 

 

Classical music as background music 

Analysing respondents’ attitudes towards classical music I noted one particular factor. 

Respondents stated that they treated classical music more often as background music, 

for example: “The closest I get to classical is background music. I don’t sit still long 

enough to listen properly,” and “It is also something you can listen to when doing 

computer work, etc., when you need to concentrate on your work but like to have 

something relaxing in the background.” This leads me to the following questions: Is 

listening to classical music as background music truly the type of engagement that I hope 

for? Am I interested in strengthening the engagement level of the type of audience who 

only listens to classical music to a small degree and mostly as background music, or is 

their limited connection to classical music enough? In answer, I propose that this type 

of listener is someone who I can focus on in order to reinvigorate their experience with 

classical music and increase and deepen their engagement. 

New 

In the remarks given in the Qualtrics survey I have uncovered additional factors for 

engagement: the first, which might have been present in previous case studies but 

struck me more forcefully in this analysis, is the idea of newness, for example: “I like 
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that there are always new and different ways to interpret a piece, whether by analysis 

of the composer themself, the era and external factors, or by purely concentrating on 

the music.” That classical music can present new ways of listening, with different 

approaches to the same piece, and with a variety of styles and composers, can be 

presented as a selling point for engagement.  

Culturally select, deep, or elitist 

The second factor for engagement that I would like to include is that of cultural 

selectiveness, depth, or elitism. This respondent stated that classical music “represents 

a high point in cultural achievement and a source of endless interest and exploration” I 

use the word “elite” with some hesitation in that it is often the very word that is used 

to make the case against classical music. This culturally elite factor is seemingly opposite 

to that of accessibility but, presented in the right way, may not necessarily be construed 

as separate, closed off or exclusive. Instead I can show audiences how classical music 

can be enjoyed as the crème de la crème of music––complex, rich, deep in history and 

meaning––yet, at the same time, with other factors introduced such as feelings, 

understanding and calming, and by using analogies, it can also be approachable and 

accessible. 

Taste 

Other respondents mentioned issues of taste, for example with this remark expressing 

the idea of particular preferences: “Classical music is pretty varied and I like it in general 

but as a brass player I prefer music which features brass.” If I understand in advance 

what many in the audience like, want and seek in classical music in terms of music, 

orchestration or compositional style, not only can I present specific music that will better 

engage but also I will be able to point out in advance those particular aspects of the 

music that will help my audience enjoy the music even more. Going to a classical music 

concert can be likened to a shopping experience. While I might have ready-made 

product, so to speak, in programming a Beethoven symphony for example, I also want 

to know who my musical consumers are and offer them a product (repertoire) and 

shopping experience (concert and presentation) that serves their needs and induces 

them to buy in.  
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As with shopping, another factor that can be dissected is the idea of classical music as 

part of a variety or buffet of music to choose from and, within classical music, a variety 

of historical styles and composers to select from: “I enjoy listening to classical music but 

enjoy playing even more. I enjoy classical concerts. At home I sometimes listen to 

classical music but more commonly listen to modern folk/world/indie.” It is important 

to show my audience that classical music is not an either/or selection but an extended 

choice and, even if it’s a lesser choice, a valuable addition to their package of daily, 

weekly or at least occasional listening.  

To further extend the analogy to shopping, my concerts can offer one type of product, 

i.e., Baroque music, but delineate within that genre what a variety of listeners with 

different preferences might want from that same product. All aspects of the musical 

product, even those that are contrary, can be offered and displayed musically or through 

my presentation, whether it be emotional content or objective musical technique, 

imagery or visceral and physical experience, calming or inspiration. On the other hand, 

my concert can offer a variety of products, for example, Baroque, Romantic and 

Contemporary historical styles, but with a continuous theme, as in Orchestrated 

Empowerment, and which also offers a variety of listening experiences. The listener who 

likes sweet strings versus the listener who enjoys bold brass can each know that they 

will get what they want at some point. I do not expect to like every piece of clothing I 

look at when I go to a physical or online store and I am willing to plough through what I 

do not care about in order to get to that “oh I love it” moment of desire. I can point out 

this concept to my audience: that, like shopping, a classical music concert is not about 

instant gratification. Every moment of the concert will not necessarily be one of 

heightened enjoyment, and not only is that okay but it is also actually a necessity. Loving 

that one musical moment, like loving that one fantastic blouse, happens amidst other 

lesser shopping moments, and is more appreciated because of the contrast.  

The same factors that I discovered in earlier case studies were also mentioned by these 

respondents as reasons for liking classical music a few of which I will discuss again.  
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Childhood, family listening and experiences 

The engagement factor of exposure to classical music in childhood has a generalised 

subtext: the listener is experienced or not experienced with classical music. As in 

previous case studies the most often mentioned reason respondents liked classical 

music was their childhood and family experience of listening to and/or playing classical 

music. Those who feel a sense of alienation from classical music often do not feel any 

sense of history with it, let alone having had any childhood experience. Classical music 

can be presented as something new and therefore exciting to discover but it also can be 

presented as something that, whether recognised or not, has always been part and 

parcel of the listener’s life. In the absence of childhood experience, possibly the best 

way to create a positive and long-lasting engagement with classical music is to provide 

experiences akin to those of childhood––those with a sense of routine, continuity, and 

even with emotional components felt in childhood such as comfort, excitement, and 

yes, as mentioned above, newness.  

Classical music presentations using a repertoire familiar to the audience by way of 

movies, commercials or television themes are commonly performed by orchestras. 

However, beyond a choice of repertoire there might be something more that I, as a 

Leonard Bernstein of the 21st century, could do within my presentations. Even with 

music that is not familiar to the audience I can dissect and present to the audience a 

more detailed and yet still simple, short, and to the point analysis of melodies, 

harmonies and other musical elements that have a familiarity to our culturally Western 

ears. For example, pointing out that the distance or interval of a perfect fifth between 

two notes (for example C to G) is known as “heralding the king” because it has an open 

majestic quality to it. Then I can show my audience that when a composer such as Aaron 

Copland used the perfect fifth in his music, the feelings of pride and honour are touched 

in the listener, whether they are conscious of this or not. I can present to my listeners a 

now recognised familiar musical element and its subsequent personal feeling and give 

them a sense of assurance that they are in fact more experienced with classical music, 

at least in its particulars, than they thought. 
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Classical music is boring 

There were many negative responses and as always it is valuable to dissect these 

remarks. As in other case studies an oft mentioned response is that classical music feels 

boring, such as: “I just found it quite boring because I never understood it,” and “I like 

live classical music but usually get bored after listening for a while.” “Delving into this 

common attitude towards classical music, some of the thesaurus alternatives to the 

word “boring” are “unexciting,” “uninspiring,” “repetitive,” and “monotonous”. How 

can I show that classical music can excite and inspire, that it is varied and has brilliance? 

Perhaps the word “boring” is used in place of something that the respondents have a 

harder time articulating, for example, that they felt “disconnected,” “disaffected,” or 

“disengaged.”  

Time 

As in previous case studies I came across the factor of time as a reason why certain 

respondents choose not to listen to classical music. Time is an abstract and very 

subjective factor. How much is a lot of time? What makes a selection of listening worth 

the time? How long is a lot of time, how much is only a little? Just the act of articulating 

these questions without the obligation of answering them might plant the seeds of 

possibility in a listener who thinks they are not invested in classical music. 

Factors that are missing 

It is interesting to note the factors that are missing from Case Study 4 respondents’ 

attitudes and experiences with classical music as opposed to those found in earlier case 

studies. 

Daily life, personal connections and relevance 

The idea that classical music connects to the common circumstances of one’s life has 

not come up as a factor in survey responses. Unlike the song by contemporary pop star 

Lizzo that proclaims, “I do my hair toss, check my nails, baby how you feel … I know it’s 

hard but you have to try … if he don’t love you anymore, walk your fine ass out the 

door,” classical music does not obviously state the solutions to life’s problems. It is my 

job as a classical music ambassador to show my audience that between the lines, 
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classical music actually does address contemporary personal issues. In fact, because of 

the historical reference point and abstract lyric-less quality of classical orchestral music, 

its connection to our real-world concerns can take on more strength and, moreover, it 

can prevail against any differences in race, ethnicity, socio-economic status, culture or 

age. 

Movement, and physical and visceral feelings 

The factor of movement, and physical and visceral feelings is also absent from this case 

study’s respondents’ remarks about their enjoyment of classical music. Unlike rock, pop 

or hip hop music classical music is not something that we feel, at least in its original 

form, inclined to dance to. Yes, there are many recordings of classical music set to a 

disco beat, for example, “A Fifth of Beethoven” made popular in the movie Saturday 

Night Fever. But again, beyond making a choice of a pop-oriented repertoire I can, 

through my presentation and my conducting, induce the audience if not to move then 

to at least understand that one can feel like moving joyfully to classical music.  

PART 3: RESPONSES TO PRESENTATION 

As in previous case studies I wrote my presentation with engagement factors in mind. 

In previous case studies, I highlighted, expanded, and investigated these factors, so 

listing them again in this case study might seem unnecessary. In fact, I am looking for 

redundancy in my data collection, collecting data until I get repetition. The very fact that 

these factors have come up again means they warrant attention. I will continue to delve 

into these repeated factors for further insights and take note of whether, because of 

any improvements in my presentation, certain factors have strengthened in effect or 

other factors have become less effective.  

Word clouds and charts - Introduction 

Before commenting in detail about responses through the filter of factors, the following 

are charts and selected word clouds of responses to survey questions: 
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Chart 8-H: Question 6: Did you learn anything in particular about any of the music in the 

concert that helped you to enjoy or become more engaged with listening?  

 

Word Cloud 8-B: Question 6 – If yes, can you briefly state what you learned about any 

of the music in the concert that helped you to enjoy or become more engaged with 

listening? 
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Chart 8-I: Question 7 – Did Beth Cohen say or do anything in particular that got you more 

excited or engaged with the classical music you listened to, or classical music in general? 

 

Word Cloud 8-C: Question 8 – If yes, please briefly state what got you more excited or 

engaged with the classical music you listened to or, classical music in general. 
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Chart 8-J: Question 10 – Did Beth Cohen’s physical movements and her conducting help 

you or put you off from enjoying the music? 

 

Word Cloud 8-D: Question 12 – Was there one magic moment during the concert when 

you felt truly engaged or inspired? If so, whether during the music or during Beth Cohen’s 

presentation, could you describe when it happened and how it felt? 
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Chart 8-K: Question 13 – After attending Beth Cohen’s concert presentation have your 

feelings about classical music changed? 

 

Chart 8-L: Question 15 – Do you think you might want to listen to more classical music 

recordings at home, in the car, at the office etc., after listening to this presentation? 
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Chart 8-M: Question 16 – Do you think you might want to attend more live concerts of 

classical music after listening to this presentation? 

 

Word Cloud 8-E: Question 18 – If you were to describe Beth Cohen’s presentation to a 

friend, what would you say to them to convince them to watch it? 
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Word Cloud 8-F: Question 19 – What would you say to Beth Cohen to help her improve 

her presentation about classical music? 

 

Word Cloud 8-G: Question 20 – The purpose of this study is to find out how to engage 

people with classical music. Do you have any suggestions? 
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Word Cloud 8-H: Question 21 – The purpose of this study is to find out how Beth Cohen 

can improve as an outreach and engagement conductor, or as an ambassador of 

classical music. Do you have any suggestions? 

 

Word clouds and charts – Summary 

Again, as in previous case studies, the visual effect of the word clouds was a creative 

impetus for me to delve into not just the actual language used by participants but as 

well a more subtle, oblique or qualitative feeling of the responses. Key words appeared 

such as “engage,” “relate,” “feel,” “understand,” “explanation,” and “interesting,” that 

validated my efforts to include certain factors of engagement.  

The charts reveal to me no huge conversion to avid listeners but conceivably a more 

generalised success in engagement, possibly planting the seeds for future efforts.  

Factors of engagement 

Again, many factors of engagement uncovered in previous case studies surfaced in Case 

Study 4.  
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Accessibility, friendliness, casualness, and approachability 

The factor of accessibility, friendliness, casualness, and approachability was again 

mentioned for example: “Beth’s overall persona and approach created a warm 

atmosphere and drew in the audience, making for a more relaxed and participatory 

feeling to the event.” Beyond any particular words or statements or even physical 

actions it was my persona that gave this listener a sense of connection. In the same way 

that a teacher is open to their students or even a therapist is receptive to their client, I 

need to make sure that before a concert/presentation I prepare myself spiritually and 

emotionally to receive my audience. This might be contradictory to the role of a 

conductor as performer or that of the classical music ambassador as presenter, but to 

engage and connect is to allow oneself to be engaged and connected with.  

My attempt to be more informal, less scripted and more relaxed was met with three 

negative reactions from listeners for example: “I understand that she wants to engage 

‘new’ audiences, but I found her style a bit too ‘folksy’ sometimes. Maybe I’m a bit too 

elitist though, because I think many people enjoyed it, but I didn’t so much,” and “You 

seem to be committed to informality and you miss out on some of the sincerity, gravity 

and humour that is better conveyed in a more formal approach.” I could attempt to 

include both a formal and informal approach and easy to understand and more complex 

concepts concurrently in my presentations. Perhaps, though, these people who 

responded negatively to my informality are not my chosen audience anyway. If I am 

continuously looking for a sweet spot so to speak where all are satisfied, I will miss out 

on deeper success in engagement, hopefully from a select group of the audience.  

One more reference to accessibility was touched upon by this respondent: 

I think people have to make their own choice to engage themselves with classical 
music. And the barrier to more people listening to classical music is they have 
not made that choice. A way for people to make that choice is to normalise 
classical music in talking about it openly with people who don’t usually listen to 
it, and then let people make their own decision. 

Normalising classical music by talking openly is something that can be accomplished not 

so much by special outreach and engagement concerts but by creating a series of easy 

to attend, low cost and informal concerts or recordings that, by their very repetitiveness, 
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make classical music ordinary. Within the context of a special outreach and engagement 

concert, speaking frankly about both the pros and cons of classical music will also create 

a normalising effect.  

Beauty, power, and inspiration 

The factor of beauty, power, and inspiration was not difficult to support in that the music 

performed was beautiful, powerful and inspiring in of itself. Was there anything else 

that I did that induced these reactions? One respondent commented: “Her passion was 

beautiful and inspiring.” And other comments also reflected the impact of my 

presentation style: “[Beth Cohen is] heavily invested in her work and devoted to the 

concept of sharing the beauty of music to the world.” These comments reflect that I 

allowed myself to freely express my love and appreciation of the beauty of the music 

and specifically certain moments of music. This open feeling and expressiveness created 

a pathway to inspiration in my audience.  

This respondent commented that “Beth used ‘empowering’ as the keyword to feel the 

programme.” Bringing up the word or theme of “empowerment” consistently 

throughout my presentation registered with my audience. This concert had a theme and 

programme music which already had descriptive content, for example The Moldau or 

The Magic Flute. But even a concert without an outwardly programmatic repertoire––

what is called absolute music or non-descriptive music without extra musical meaning–

–can be linked by extra musical theme: The joy of counterpoint in Bach, or bold dynamics 

in Beethoven; The poignant sadness of a melody by Mozart versus the passionate 

sadness of that by Tchaikovsky; or the spiritual turmoil in Mahler versus the spiritual 

clarity of Copland, for example, can be compared and linked in one concert 

presentation.  

Daily life, personal connections, relevance 

In previous presentations I had thought that the factor of daily life, personal 

connections, and relevance would come about through analogies, references and 

understanding. But with this DYO concert many in the audience were engaged because 

of a personal connection to a musician, namely the soloist in the Saint Saëns’ cello 

concerto, as seen in these remarks: “All great, but seeing Sophie Hamer so deeply 
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engaged with the Saint Saëns’ piece she was playing was a real treat.” Drawing on the 

personal and community connection to a particular musician or group of musicians is a 

way to strengthen engagement with the music. Obviously the best way to do this is to 

send orchestral players out into the community to undertake continuous and truly 

personally involving activities, as differentiated from one-off performances or 

workshops. Having said that, even if the audience does not know them personally, 

sharing the story of one or more of the concert musicians’ journeys with classical music, 

either through their own presentation, an interview, a short video or more personalised 

programme notes––providing personal information on for example, how they started, 

how they practice, what they like or even dislike about classical music––will give the 

audience a daily life and relevant connection to classical music. 

Inspiration 

I have mentioned the factor of inspiration earlier. I differentiate between the factors of 

inspiration and passion. The word “passion” derives from the Latin word passio which 

means to suffer, and derives from the stem word pati which means to endure, to 

undergo an experience. “Passion” is a term applied to a very strong feeling about a 

person or thing, an intense emotion, a compelling feeling, enthusiasm, or desire for 

anything or “strong or overpowering feeling or emotion” (Oxford University Press, 

2021c). When the audience feels my or the music’s passion there is an intensity of 

feeling for something and it takes over the mind.  

“Inspire” derives from the Latin inspīrāre, “to breathe or blow upon or into” and means 

“to infuse some thought or feeling into (a person, etc.), as if by breathing; to animate or 

actuate by some mental or spiritual influence” or “to influence, animate, or actuate (a 

person) with a feeling, idea, impulse” (Oxford University Press, 2021b). When I and/or 

the music inspire, the audience feels a breath or rush of creativity.  

Enthusiasm, energy and passion 

My audience responded to the factors of enthusiasm, energy and passion, with 

comments such as: “She was a very passionate presenter. Her enthusiasm for the music 

certainly rubbed off on me,” and “I really felt Beth’s enthusiasm for the music and it 

encouraged me to get more excited about the music too.” Passion breeds passion, 
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enthusiasm instigates enthusiasm, energy creates energy. Because I gave myself 

permission to be fully passionate, verbally and physically, both in my presentation and 

conducting, my audience also was given the green light to feel deeply and keenly. To 

raise in myself those qualities of passion, energy, enthusiasm as a conductor and 

presenter and especially, to bring these qualities out in my performers, will strongly 

influence my audience’s sense of engagement with the music. I note that in the first case 

study at the ISO concert I felt more pressure to be reserved and I therefore held back. 

After the experience of three other presentations, and possibly because I was 

conducting a wonderful repertoire with an excellent orchestra, I allowed myself to let 

go more. 

This respondent though was more critical: “I appreciate your enthusiasm but you talk 

too much. Keep it succinct, keep it understated.” Again, what works for some will not 

for others and for this reason I should vary my presentation by demonstrating both 

energy and enthusiasm, and cool and reserved approaches. Presenting is like theatre, 

and like good theatre should include space, silence, build-up, drama, climax, and even 

resolution. 

Feelings, emotions, moods, and spirit  

As with other concert presentations, tapping feelings, emotions, moods and spirit 

strengthened engagement. This respondent commented: “Having the music explained 

and expanded on before hearing it really engaged me – the different sections 

representing different characters and feelings.” As I stated earlier, it is my willingness to 

expose the essential emotions and spirit of the music that engages the listener, Just as 

important is my ability to show the audience my own emotions, albeit in a professional 

way, as supported by the following comments: “Beth has a way of being vulnerable and 

raw,” and “She is a very emotionally intelligent woman.” 

That said, I might have gone too far for some of the audience for example, with these 

comments:  

I did enjoy Beth’s humour but I also felt emotionally challenged by her talk about 
things that had hurt us. Found that tough (my husband had committed suicide) 
but it did prove that I was fully present and feeling. 
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In particular, I thought it was inappropriate to ask the audience to think about 
something in their past that caused them pain. That is potentially an extremely 
confronting thing to ask of strangers, surrounded by other strangers, in a public 
venue… Make the presentation more focused on the musical elements, not on 
the audience’s emotions or spirituality. 

I suggest that an ambassador of classical music can go deeper into the emotional 

content of the music, but I also understand that there needs to be a balance between 

highlighting or activating feelings and allowing the listener the space to privately access 

their emotions. 

Movement, physical and visceral feelings 

Learning from previous presentations and case studies I made a concerted effort to use 

movement, physical and visceral feelings as an engaging factor. I asked the audience to 

show different heights with their hands while listening to Mozart’s Magic Flute overture 

and do an audience wave to capture the idea of water for Smetna’s The Moldau. These 

participants stated that what particularly engaged and excited them was: 

I remember us doing a sort of Mexican wave to an excerpt of one piece, and Beth 
said when the orchestra started to play the full piece we could participate with 
waving our arms again, and I nearly did! I felt engaged in the music and like I 
wanted express that with my arm movements. 

Lifting up our hands higher and higher at the beginning of one of the pieces…., 
but in some of the pieces, such as the Danzon, the playing was much more 
enjoyable as everyone was moving. 

At the beginning, after we did the arm raising and the orchestra came in with the 
corresponding sounds -> goosebumps. 

However, other audience members reacted negatively to my efforts to engage through 

physical movement:  

No more waves or hands flying in the air. Let the music speak for itself. 

I didn’t like participating in making the body movements much, but that may just 
be me. I can imagine how that would be useful to other attendees. So I’m not 
going to pretend that it wasn’t useful, just maybe not for me. 

Although it is valuable to encourage participation through movement and physical 

activity, I should also clearly articulate to the audience that they do not have to join in 
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and yet, please allow others to enjoy. Giving certain members of the audience the 

permission and freedom to not involve themselves with the presentation, giving them 

the safe space to withdraw is also important and that gives others more comfort in their 

own levels of involvement.  

Imagery, imagination, pictures, transport, analogies, and memories 

I supported the factor of imagery, imagination, pictures, transport, analogies and 

memories while presenting several of the pieces, but the musical work that really 

captured the audience in terms of imagery was the programmatic work, The Moldau, 

which describes through various musical scenes the river that flows through the Czech 

Republic: “The talk beforehand and explanation of what each part of the music 

represents, [meant] I was able to be taken on a journey which also had a picture to it 

besides the sounds,” and “Understanding a little of the background of the story helped. 

When told it was about a river I could close my eyes and easily visualise a river and I 

found it very relaxing.”  

One listener described a magic moment in the piece “Remember Parihaka”: “One 

particularly evocative phrase she used was ‘While we weren’t there, we remember 

Parihaka.’ Not too sure why that was so memorable.” Another listener commented: 

“The music really helped me with visualisation and I felt relaxed,” and another 

commented that “Beth explains classical music in ways people can understand easily 

and describes music so you can see the pictures.” The factor of imagery, imagination, 

pictures, transport and analogies and memories is an important one, one that can 

support and be supported by other factors and one that can truly engage the listener 

with classical music on a deeply creative level. I was especially intrigued by particular 

words and phrases used by respondents to describe their reactions to the pictural 

quality of the music. My use of imagery and analogies, my attempt to show the listener 

they could go to another place, brought out their own creativity in describing their 

reactions. The word “evocative” as used by one respondent, has such depth beyond any 

metaphor or analogy; it means “haunting” or “redolent.” There is a connection to mood 

and emotions also seen in the word used by another listener: “wistful,” which alludes to 

“melancholy,” “longing,” and “reflection.” The factor of imagery, imagination, transport 

and analogies connects to the factor of emotions, mood and spirit. 
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An audience member stated: “I felt relaxed” because of the visualisation and I note that 

the factor of imagery, imagination, transport and analogies also support the factor of 

feeling calm, relaxed, quiet and meditative. When this listener commented that because 

I explained and described the music so easily he/she was able to “see the pictures” it 

can be noted that understanding music and understanding story are also connections 

that help and are mutually supportive of imagery, imagination, transport and analogies 

and memories. By making those analogies, conjuring those images and transporting the 

listener to a different place, even the aspect of daily life connection is strengthened.  

Live performance 

Participants remarked that:  

This was my first live concert and I discovered there was a depth of sound and 
feeling that is missing from a recording, so I am interested in attending more. 

“That it was the combination of the beautiful music and the wonder of a live 
orchestra, mixed with storytelling and explanation of each piece by an 
enthusiastic and engaged conductor, which led to an exciting and uplifting 
concert that I thoroughly enjoyed. 

From such comments I conclude that the advantages of and approaches to attending a 

live performance can be greater emphasised to my audience. 

Neutral, negative or bored is okay 

I noted in my previous case studies that allowing for the feeling of boredom is 

constructive, and included that remark in my DYO presentation. One respondent stated, 

“I appreciated it when Beth said it’s okay to be bored, to just enjoy not doing anything.” 

Giving my listeners the permission to have negative reactions, saying that it is okay to 

not engage and even be bored at times, is as important as promoting positive reactions.  

Connections between audience, orchestra and conductor 

Creating different ways of interacting with the orchestra set a different social 

atmosphere in which to enjoy the performance as seen with this remark: 

Listening to her presentation before the piece about the river she had the 
musicians play the different sections and was explaining what they were – 
trickling along, passing a castle, going over rapids. It was very engaging to see 
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the conductor and orchestra interact in a different way and it really made me 
curious to hear the piece as a whole. It felt joyous and playful and built a sense 
of excitement before hearing the piece. 

Respondents commented “Beth made the performance more intimate between 

performers/conductor and audience,” and “I felt the audience had a chance to meet 

each other, so share the experience.” Based on my analysis of previous presentations I 

made more of an effort to create a four-way link between audience and conductor, 

conductor and orchestra, audience and orchestra, and audience with each other. These 

separate but supporting connections enhanced the audience’s level of engagement with 

classical music.  

Technical, audio and visual  

Respondents referred to technical aspects to improve my presentation: “It was 

excellent, perhaps not to worry so much about her notes or to have them organised in 

a simpler way – it was minor but there were a couple of times when she fumbled with 

her papers,” and “Get your pages in order, or just wing it.” Although I have made 

improvements since my first presentation, I still must try to rely less on my notes, even 

if bullet points, and have the confidence to speak off the cuff. I am keenly aware of a 

weakness in my memory, with the added anxiety that my mother had dementia, but I 

need to challenge this fear. The less scripted more spontaneous approach will not only 

give the concert more flow and less awkward moments of page turning or retrieval, but 

also induce me to speak even more directly from my heart.  

Understanding history, composer, story, and background  

Understanding history, composer, story and background remains one of the most 

important factors of engagement. Respondents were excited and engaged with “The 

different stories or explanations that went along with the pieces made me intrigued to 

hear the piece as a whole,” and “Having the meaning of the music explained helped me, 

as I often feel like I don’t understand classical music well enough or at a high enough 

level to engage with it.” 

However, there were also some less enthusiastic remarks about my presentation of 

understanding story, history and composer. Some respondents said that I aimed 
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towards a lower level of understanding, and that the seasoned classical audience that 

follow the Dunedin Youth Orchestra did not need or want the information about the 

music as seen with these remarks: 

Going to your concert won’t influence my decision to go to another concert. But 
if you conducted another concert here I would probably come – if I liked the 
sound of it, but I prefer the presentation to be a bit more academic! – or 
advanced musically speaking! And not too long. 

I would have enjoyed a little more depth in Beth’s explanations for those who 
are already familiar with classical music. I found it was more aimed at people 
who are unfamiliar with this type of music. 

You cannot please all the people all the time, but for this participant, if the concert was 

more “in context” so to speak, without the added content of a doctoral study, a few 

choice comments before each piece would have sufficed.  

I was booked to conduct the DYO orchestra, not necessarily to give a presentation to 

support my doctoral study, and in that respect was bound and obligated to present to 

whatever audience came to the concert. Many in the audience were seasoned and 

experienced classical music listeners. Many in the audience knew about the nature of 

the concert by way of their contacts with the orchestra, and yet they did not know in 

advance what the level of presentation would be. My audience did not know whether I 

would be giving a talk in the form of a university-level lecture, an adult pre-concert 

lecture, or one suitable for a young people’s concert? But there is a lesson to be learned. 

In a perfect world an outreach engagement concert such as this would be earmarked 

towards one type of audience: one age-group, ethnicity, level of musical experience, or 

even socio-economic level of listener. But many of my future presentations will not have 

that luxury of choosing or segregating an audience 

Two things then are important. First, giving the audience information in advance about 

the exact nature of my presentation and making clear in advance to the audience what 

level or levels of experience and understanding the presentation will focus on. In 

advance might optimally be weeks before the concert but at least could be just at the 

beginning of the concert. Secondly, if presented to an audience of diverse experience 

and knowledge it is a plus to give those at the higher end of understanding information 
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and insight that is of greater complexity and depth as recommended by this respondent: 

“Consider your audience and explain what you’re trying to explain on different levels 

(kind of like Jacob Collier explaining harmony on five different levels, if you know the 

YouTube video).” If the concert presentation is primarily focused on an audience that is 

less experienced and knowledgeable of classical music then it would be useful to allow 

for at least subtle references to more in-depth understanding and appreciation by way 

of asides, or subtexts. This type of multi-layered or dual address approach can be seen 

in a successful Pixar movie where the children and adults laugh at the same character 

and same lines that the character speaks but with different levels of understanding. If 

this is accomplished, then the perfect world of an audience with a single level of 

understanding of classical music is not only no longer necessary but even less 

constructive than having a more integrated audience.  

Understanding musical technique and compositional tools 

There was less mention by respondents of the factor of understanding musical 

technique and compositional tools, in this survey than in previous case studies. This 

might have been because I spoke and involved the audience with activities that were 

more about understanding and feeling the story or history of the music than musical 

technique. Also, my discussion of musical technique and compositional tools was often 

in support of a larger point about the image, story or history of the musical work. The 

various musical works in this concert, by way of their connected and overt theme of 

empowerment, did lend themselves more to story, but in retrospect I possibly could 

have shown more how certain compositional tools of music supported the meaning of 

the music. As well, those who were frustrated at the basic level of understanding being 

shared would have keyed in on more intricate explanations of more complex musical 

elements in the music. 

New factors of engagement uncovered in this case study follow  

Affordability 

Two respondents stated that affordability is a key issue for engaging with classical music, 

saying for example: “Make live concerts more affordable,” and “Make classical music 
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more affordable and more available to the general public. The last DSO concert I went 

to was 80% seniors…”  

Although there is nothing I can specifically do in my presentations to address the 

problem of affordability I can point out to the audience that in many ways going to a 

classical concert might be more affordable than going to a shopping mall or the movies. 

I can alert my audience to the ways that they can buy tickets for less, for example 

through student, group or rush discounts, and I can compare buying one item at a 

shopping mall to sitting for two hours relaxing at a concert. I can also work with the 

orchestra performing the concert to devise ways to offer discounted or free tickets to 

the community. Many orchestras “paper” the audience – that is, they allow for a small 

amount of tickets to be given away a day or a two before the concert. This way they 

create a larger and more dynamic audience and extend classical music performances to 

outlier communities.  

Youth and other under-served populations 

Respondents mentioned the idea of focusing on youth and children rather than adults: 

The people that are most open towards classical music are those who don’t have 
prejudices against it. What I’m saying is that the most curious group of people 
are kids, and sadly they often don’t get exposed to classical music unless their 
parents are into it or they attend schools with good music programmes... 

I’d like to see more children’s concerts locally. Where I used to live we had a 
great response to free children’s concerts with people coming who wouldn’t 
normally go to concerts. Great way to introduce their parents to classical music 
too! https://abergavennysymph.org.uk. 

My mission as a Leonard Bernstein of the 21st century is not only to improve the way I 

present classical music but also to find any and every way to do so. Conducting outreach 

and engagement concerts with the orchestras I already work with is only one of many 

avenues of engagement. I and other conductors feel constrained by the fact that our 

instrument, so to speak, is other players. Beyond convincing my orchestras to present 

more outreach and engagement concerts I can take matters into my own hands and 

produce my own podcasts and video recordings and distribute them on media platforms 

such as iTunes, Spotify, Tik Tok or Instagram.  
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Even without my orchestral instrument I can take it upon myself to give outreach 

presentations with pre-recorded music to schools and organisations that serve youth, 

as well as other audiences who are disengaged with classical music. In the United States 

in 2004 I decided that, instead of railing against the US Federal No Child Left Behind laws 

that emphasised mathematics and literacy, testing and attendance over creativity and 

the arts (Darling-Hammond et al., 2007), I would somehow tap those mandated funds 

and support classical music and the arts. Through my company, Cohen Arts & Education 

(www.cohenartsed.com) I contracted with local school districts with the mandate to 

engage low decile, minority and immigrant parents and their children with their school 

communities and through engagement, strengthen academic achievement and 

attendance. Giving arts-based workshops and bringing families to classical music 

concerts was one way I fulfilled this contract. I met my goal of bringing classical music 

and the fine arts to outlier communities by way of supporting the funder’s goal of 

academic success. In other words, classical music does not need to be the central 

component of outreach to meet its own outreach mission. 

The emphasis on youth sidesteps some concerns about broader conservatism amongst 

adults who, especially as family, are the strongest influencers of our youth. But family 

outreach and engagement concerts so often are preaching to the choir; the audience is 

made up of parents who are already following and engaged with classical music and who 

are bringing their children to the concert in order to pass this along. I learned this from 

my Cohen Arts & Education and No Child Left Behind outreach experience: bringing 

classical music to outlier community parents and their children is a much more effective 

way to engage youth with classical music than school concerts or the usual family 

concerts. Using grants and public contracts to use classical music as a tool to support 

the wellbeing, social and/or academic needs of low decile, minority and immigrant 

communities, as I did with Cohen Arts & Education, is a way for classical music to more 

effectively promote itself by way of social service.  

Tone of voice, demeanour  

After analysing the remarks from previous concerts and presentations I was motivated 

to support particular factors of engagement more. For example, based on my 

recommendations from previous case studies I made the effort to change my tone of 
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voice and physical demeanour. The factor of being calming, relaxing, meditative might 

have been positively affected by this change, as shown in the following comments: “As 

stated before, it was what she said directly before the ‘Remember Parihaka’ piece. It 

created this atmosphere of extreme focus, yet austerity.” Pointing out the visceral and 

emotional effects of the music in advance helped my listeners recognise and appreciate 

the music more clearly. Pointing out the effects of the music through emulating those 

same effects with my voice also contributed to engagement. 

Inclusion 

As I have discussed in previous case studies the factor of inclusion can be emphasised. 

Much has been said about classical music being mostly by dead, white, European men. 

I have suggested that composers from other national, ethnic and racial communities can 

be presented to offset that feeling of exclusivity. But I can also draw forth from the music 

of any composer, themes of inclusion and justice. This listener commented on the 

composition by Anthony Ritchie, a male Pākehā (non-Māori) New Zealander: 

In the “Remember Parihaka,” I liked it when she encouraged us to empathise 
with people who have suffered. It can often feel disingenuous or outright theft 
for white people to include themes of minorities in their music but I think it was 
handled well. 

Conducting and physical presentation technique 

Through my previous case studies, I became aware of how my own physical conducting 

can become a stronger factor in engagement. Being clearer and more expressive, 

showing musical events and compositional tools, expressive or even picturesque 

content of the music through my own baton technique and physical gestures can signal 

to the audience what to listen for and even how to feel and respond. Respondents 

commented on how my conducting helped them to engage: “Her cueing of different 

instruments helped me know what to listen for,” “Big movements during conducting...,” 

and “Raising arms three different levels at the opening of the Mozart piece...” helped 

the audience to engage. Hence, clarity of purpose in my conducting, with gestures 

serving both the playing needs of the orchestra and the listening needs of the audience, 

supports engagement.  
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Several respondents gave positive feedback about my physicality including: “Big 

movements during conducting helped,” and ““Her physical strength she puts into her 

conducting makes you match her enthusiasm.” But this respondent commented slightly 

more critically: 

It’s not that it put me off from the music itself, but the general atmosphere 
during the physical movements made me slightly uncomfortable rather than 
anything else. What slightly mitigated this was the fact that she was so confident 
in what she was doing and had absolutely no shame. Nothing wrong with the 
conducting. 

There are several ways to engage the listener physically with the music: by having them 

move, inspiring them to want to move, and by having them feel the movement by 

watching me. Confident, clear, and expressive physical movements can be used in my 

conducting and in gestures during my talk, so that many listeners will engage more 

viscerally with the music.  

Fun, funny, and humorous 

I made sure to include in my presentation remarks and activities that strengthened the 

engagement factor of being fun, funny, and humorous. Respondents learned from my 

presentation that: “Classical is, and can be, FUN!,” “The fun presentations, the music 

and the interesting information about the pieces....” 

Respondents stated: “It was super fun and engaging,” “Inspiring, fun, relaxed,” and “She 

has a way of opening up the music that makes it accessible and super fun.” Dissecting 

these remarks reveals a few reasons why having fun, being funny and using humour 

helps listeners engage more with classical music. Making classical music fun helps it 

become more accessible; making classical music funny helps to create a pathway to 

engagement while, at the same time, opening up the understanding of it; and 

experiencing classical music at a visceral/physical level makes classical music more fun. 

Participation, audience involvement and hands on  

After analysing responses in previous case studies and following my action research 

methodology, I decided to increase activities that promoted the factor of audience 
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involvement and participation. There were responses that reflected this factor 

including: 

The fact that Beth involved the audience was so refreshing as I have been to 
many concerts and performances before where all you see is the back of the 
conductor and a brief flash of their face at the beginning and end of the concert. 

It’s very interactive and more engaging than other classical concerts; I felt the 
audience had a chance to meet each other, so shared the experience. 

Kia kaha! We really enjoyed your approach. Keep interacting and listening to the 
audience and I really don't see how you could go wrong. 

There were, however, several negative responses to my efforts have the audience 

participate including:  

I didn't really enjoy the audience participation parts, but that might have been 
just me personally. I would say that New Zealand is not a large haven for classical 
music, and that the large majority of the people who come to these concerts are 
there for a more what could be considered to be a “usual” concert of classical 
music. The audience participation section probably made those kinds of people 
more uncomfortable than anything else, and perhaps for those that are new, 
they may also feel that way. 

Cut out the audience participation – this does not fit with NZ classical music 
watching culture (maybe it works for primary school level engagement). 

As I mentioned earlier, I need to give my audience clear permission to not participate in 

activities. Therefore, not only can I ask those in the audience to give permission to others 

to participate, but I can also try to get this audience to feel more comfortable with 

activities around them even if they choose not to participate. Somehow these unwilling 

participants can be given a space to feel comfortable or confident that even if they still 

do not like what is going on without them, their own enjoyment has not been 

challenged.  

Short extracts of music  

Respondents commented: 

Beth had a way of explaining what’s going on in the music and what the audience 
should be listening out for by briefly explaining themes and having the orchestra 
play a few bars to highlight these. This would have helped people who were 
unfamiliar with the pieces. 
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As I said before I think I would really like the explanations of the pieces to come 
with snippets to point out exactly what is being talked about – and that’s not 
usually given for any classical music concerts. 

This desire to have snippets or short extracts of music pointed out was also brought up 

by another respondent: “I would have liked to have each section of the orchestra 

identified and to play a small section alone so that you could hear how they 

contributed.” There will always be someone in the audience who is a first timer and this 

would help them I believe. It would have helped me. The saying “less is more” again 

applies here for both the lesser experienced and more experienced listener. Including 

short extracts of music with more in depth musical information will allow the 

inexperienced listener to grasp more easily digestible information while at the same 

time, with more in depth discussion and demonstration of musical compositional tools, 

also help those experienced listeners with advanced comprehension to remain engaged 

with the presentation. 

Based on my analysis of previous surveys I introduced a new question that I hoped would 

help me grasp the efficacy of various approaches to engagement:  
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Chart 8-N: Question 9 – What did Beth Cohen say or do that helped you engage the most 

with the music? Rank in order #1 = most helpful to #4 = least helpful  

 

Understanding the diversity of my audience with a variety of tastes and needs for 

engagement, from the above data I might try to engage them with classical music first 

through understanding stories and history; secondly, through understanding musical 

technique and compositional tools; thirdly, through emotions, feelings, mood and spirit; 

and finally, through physicality, movement and visceral feelings.  

Selected survey responses – “Did not listen to classical music very much or only a little”  

Following the survey responses of the 30 respondents who stated that they did not listen 

to classical music very much or only a little, I can find some success in my presentation.  
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Chart 8-O: Respondents who did not listen to classical music much or only a little 

answering Question 6 – Did you learn anything in particular about any of the music in 

the concert that helped you to enjoy or become more engaged with listening?  

 

Many responses to Question 6 from this cohort of those who did not listen to classical 

music much or only a little, mentioned the idea of understanding history and story, 

stating that they learned from “the backstory behind the music, its story” or from 

“metaphors.” But there were others who mentioned other factors such as 

understanding musical technique: “Descriptions of musical motifs, particularly Vlast No. 

2 with the river themes, added to my enjoyment of the music,” or emotional content 

and participation: “I liked how Beth presented the programme interactively, instead of 

just reading the programme notes she also presented the themes with the instruments 

and engaged us emotionally.” The best comments to me were ones such as this: “What 

was confirmed to me is that classical can, and should be, fun!” 
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Chart 8-P: Respondents who did not listen to classical music much or only a little 

answering Question 7 – Did Beth Cohen say or do anything in particular that got you 

more excited or engaged with the classical music you listened to, or classical music in 

general? 

 

Respondents commented how they were engaged by “The interactive things, such as 

the arm raising...,” “We did the waves with our arms. The little speeches before the 

music...,” and “As previously said knowing a little about the background of the story and 

her encouragement to become engaged with it. I thoroughly enjoyed watching the 

orchestra members too. Their engagement with their instruments was fabulous.” I can 

glean from responses such as these that the energy and engagement of the players and 

interactive activities did in fact help some listeners feel more excited about classical 

music.  
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Chart 8-Q: Respondents who did not listen to classical music much or only a little 

answering Question 10 – Did Beth Cohen’s physical movements and her conducting help 

or put you off from enjoying the music? 

 

Eighteen of the 30 respondents who marked that they listened to classical music “not 

much” or “only a little” answered that my physical movements helped them enjoy the 

music. The overt physicality that I put into my conducting did help many of these 

listeners engage with the music but then again, three of the 30 respondents were put 

off by my physicality. Again, one needs to aim to achieve a sweet spot of conducting 

physically at times while at other times with more restraint. 
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Chart 8-R: Respondents who did not listen to classical music much or only a little 

answering Question 13 – After attending Beth Cohen’s concert presentation have your 

feelings about classical music changed? 

 

There was success in my presentation in that a good percentage of the thirty 

respondents who did not listen to classical music much, or only a little, stated that they 

liked classical music even more after the presentation, with comments such as: “I just 

wish more performances would include explanations with demonstrations like yours! (I 

know there are often blurbs for each piece but I really do think the snippets that are 

demonstrated are really really helpful!),” and “I really enjoyed it. I have just booked to 

go to a violin recital and I would never have done this before.”  
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Chart 8-S: Respondents who did not listen to classical music much or only a little 

answering Question 15 – Do you think you might want to listen to more classical music 

recordings at home, in the car, at the office etc. after listening to this presentation? 
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Chart 8-T: Respondents who did not listen to classical music much or only a little 

answering Question 16 – Do you think you might want to attend more live concerts of 

classical music after listening to this presentation? 

 

Listeners responded with comments such as: 

Will listen to more recordings as I’ve found some new composers to engage with. 
This was my first live concert and I discovered there was a depth of sound and 
feeling that is missing from a recording, so I am interested in attending more. 

Having a new perspective on classical music and thinking about how exciting the 
concert made each piece feel makes me want to listen to more. 

There were less than positive reactions to these questions as well: 

It helps me focus and has no words, which can sometimes be annoying and 
distracting. 

Although it was interesting and I’m glad I went, I still found it a bit boring towards 
the end. The music was good – my friend’s favourite piece was the last one – I 
just think two hours of classical music is stretching my attention. 

The factor of time, and of classical music as background music is seen in this comment: 
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Music in the car or home is generally in the background for me. I don’t often sit 
down to just listen. That’s unlikely to change in the next while. However, I will be 
likely to attend more “unorthodox” classical concerts though. 

PART 4: CONCLUSION 

In Case Study 1, I gleaned themes and factors towards engagement such as daily life 

connections, understanding story, or emotions and feelings. In Case Study 2, I found a 

duality of approaches to these factors. In Case Study 3, I found additional factors 

towards engagement or additional facets of previous factors and continued to multi-

layer factors. In this Case Study 4, I returned to a live concert production but now, after 

an action research methodological approach through previous case studies, I hope to 

have refined my writing narration, conducting, presenting and production, further 

utilise the factors of engagement I uncovered in previous case studies and uncover 

additional factors of engagement as well (see   
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Table 8-A, Factors of engagement, Case Studies 1 – 4, at the end of this chapter). 

Most important, I wanted to look at my experience and data from this case study with 

a wider more summative view. Both differentiating between the two different types of 

presentations, live concert and video presentation and connecting all presentations 

together especially with the factors of engagement I can now address this study’s 

research questions with both broad and detailed ideas and responses.  

I conclude this case study with this respondent’s remark: “Not sure where to start or 

how to listen to it.” This listener still thinks that it takes a certain amount of 

understanding and ability to listen to classical music. This lack of confidence in one’s 

own capacity remains the ultimate barrier to engagement. Even with an audience largely 

experienced with classical music there were responses to my presentation that reminds 

me that engagement is a never-ending process, an art in itself. The experience of being 

an artist involves not just imagination and technique but the confidence to assert 

oneself into the process of creativity. The art of confidently engaging with classical music 

can be shown and taught to all listeners.  
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Table 8-A: Factors of engagement, Case Studies 1 – 4 

• Absence of lyrics and abstract  

• Accessibility, approachability, casualness, friendliness, and informality 

• Affordability  

• Analogies, comparisons 

• Background music, positive or negative 

• Beauty, power and inspiration  

• Bored is ok 

• Calming, meditative, relaxing and restful  

• Childhood, family listening and playing 

• Complexity and simplicity 

• Community 

• Conducting and physical presentation technique 

• Connections to other genres of music 

• Connection and dialogue between orchestra, conductor and audience 

• Contrast and comparison 

• Crossover or multi-targeted approach to audience demographics: adults 
versus children, experienced versus inexperienced, social and ethnic etc.  

• Culturally select, deep and elite 

• Culture and persona 

• Daily life, personal connections and relevance 

• Desire and wanting  

• Dialogue 

• Direct experience, capacity without instruction  

• Dual and multiple approaches 

• Enthusiasm, energy and passion  

• Experienced versus inexperienced listeners 

• Evocative words 

• Exercises and training in listening 

• Feelings, emotions, moods and spirit 

• Familiarity and exposure  

• Fun, funny, humorous 

• Heart and mind 

• Honesty 

• Imagery, imagination, pictures, transporting, journeys, analogies and 
memories 

• Inclusion 

• Inspiration 

• Live performance 

• Listening approaches 

• Media 

• Making room for the music 

• Movement, physical and visceral feeling 

• Narrative 
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• Neutral or Negative  

• New 

• Older age population 

• Participation, audience involvement and hands on 

• Patronise 

• Personally resonant repertoire choice 

• Physical presentation 

• Planting the seeds 

• Private self-reflection 

• Production 

• Recordings 

• Repetition and continuity of approach 

• Repertoire, programmatic, thematic  

• Repertoire, short extracts of music 

• Routine, part and parcel of everyday life  

• Script preparation, reading versus spontaneity  

• Self-reflection  

• Sharing feelings, observations, and reactions with others 

• Space, gives space (see absence of lyrics), space for different feelings 

• Styling of a musical era 

• Targeted audience 

• Taste 

• Technical audio and visual 

• Theme 

• Time, not having enough or taking the time,  

• Time, Allowing time to get used to classical music 

• Time length of presentation or introduction 

• Tone of voice and demeanour  

• True to yourself 

• Understanding history, composer, story and background  

• Understanding musical technique and compositional tools  

• Variety or buffet of music, positive or too much 

• Visuals 

• Youth and other under-served populations 
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Chapter 9. Discussion 

Introduction 

The purpose of this study was to explore how to engage audiences with classical music, 

by both referring to and updating the model of Leonard Bernstein’s Young People’s 

Concerts of the late 1950s and 1960s. In the Introduction chapter of this thesis, I set 

forth why this study was needed both in personal terms and also for the larger 

community and for classical orchestral music as a living art.  

In order to establish the foundation and departure point for this research, I conducted 

a review of relevant literature that focused on John Dewey, Albert C. Barnes, 

Tsunesaburo Makiguchi and Leonard Bernstein who were leaders, philosophers, and 

educators. This review provided insight into how my research will uniquely contribute 

to the fields of experiential education and music conducting and led me to my research 

questions. From these questions, I determined that an action research and case study 

approach would be the best ways to answer them.  

In the four case studies, by reviewing and analysing qualitative data from audience 

responses to my concert and video presentations, using action research methodology, I 

uncovered multiple and cross-connected factors for engagement, broader ideas about 

classical music engagement and, especially, through multiple and developing 

experiences, furthered my own knowledge and aptitude as an ambassador of classical 

music. 

The aim of this discussion chapter is to provide a detailed summary of my study, propose 

what it contributes to research and the field of classical music, and present implications 

and recommendations that have arisen from its findings. I will first present an overview 

of the purpose, methodology and methods of the study and an overview of the case 

studies with reference to my literature review, factors of engagement, and noting 

similarities and differences as well as overall findings. In Part 2, this study’s research 

questions will be addressed through the findings of the case studies. The contributions 

of this study to the field and to research will be set out in Part 3, and the study’s 

limitations will be expressed in Part 4. In Part 5, future considerations for research and 
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practice will be suggested. Part 6 will conclude the study where I will present my 

reflections. 

PART 1: PURPOSE OF THE STUDY, METHODOLOGY AND METHODS  

Purpose 

The aim of this study was to find out how I personally can become a better outreach and 

engagement conductor, an ambassador of classical music and, in keeping with Piggot-

Irvine (2009), the analysis of my personal challenge would in the process uncover deeper 

and more universal findings that can be applied to the field and to others who wish also 

to improve their processes of audience engagement with classical music. The idea of 

engagement could involve many factors that impact on the audience’s appreciation of 

classical music including but not limited to having a deeper interest, being more 

enthusiastic, being moved by it, and/or wanting to listen to more in the future. 

Methodology and methods 

Using action research methodology, the study involved a series of classical music 

presentations via either live concerts or, due to COVID-related circumstances, videos. 

Each classical music presentation involved both music and my own personal address to 

the audience, using a variety of lectures, demonstrations, and activities with the aim of 

engaging the audience with the music. This was in keeping with naturalistic inquiry’s 

allowance for interaction between the instrument of research and the environment of 

the research (Lincoln & Guba, 1985).  

My self-analysis was both formative and summative (Cardno, 2003) in that I was able to 

view my own reactions to my presentations as they occurred and also analyse the 

audience’s response by way of a post-presentation survey. In the case study for each 

presentation, I was able to view quantitative data on the efficacy of my presentation but 

more importantly, through qualitative data I was able to dig deeper into the personal 

reasons why participants in the study were drawn to or distanced from classical music 

and, in particular, what aspects of my presentation successfully engaged the audience 

and in what way. Through an action research spiral, each presentation and resulting case 

study led to changes in the next presentation and case study, with improvements in 

narration, delivery, and even conducting. Each case study and presentation also created 
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changes in the next survey of participants. The questions I asked changed in content and 

format, reflecting a deepening and expansion of my goals and subsequent expectations 

of participants’ responses. 

Case Studies/Description 

There were four case studies in all. Case Studies 1 and 4 were both implemented through 

live concert presentations, Case Study 2 via pre-recorded video, and Case Study 3 by live 

stream video on the Zoom media platform. The audiences for each concert or video 

presentation were asked to participate in an online Qualtrics survey to be taken after 

their experience, either immediately or within an extended but set period. The survey 

questions for each case study changed according to both the nature of the presentation, 

concert or video, and whether they were live or recorded. The surveys’ questions also 

developed in accordance with the growth of my knowledge and experience throughout 

the process of presenting to an audience, and collecting and analysing data from 

previous case studies.  

Case studies with reference to literature review and factors of engagement 

I attempted to utilise the ideas of Dewey, Makiguchi, Barnes and Bernstein in my first 

and subsequent presentations, as well as those of other educators and philosophers 

referred to in my literature review. This was both a reflective and proactive process in 

that I was not only able to both explain to myself many of the processes and techniques 

I had already been using in my years as a conductor/presenter but also to take on new 

methods and approaches to audience engagement through the inspiration I gained from 

their ideas. The factors of engagement that I brought to my presentations, as well as 

being derived from audience responses can in many instances be linked to the ideas set 

forth in the literature review, some of which I will mention below. (see Factors of 

Engagement Case Studies 1 – 4 at the end of this chapter.) 

Dewey 

Referring to Dewey’s (1916) view that experience and learning are intertwined, I gave 

my audience information about music that went beyond verbal explanation. Providing 

opportunities for listeners to engage with the music with direct experience beyond 
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listening was an early goal-linked factor of creating “direct experience” and “capacity 

without instruction.” 

Using particular approaches or factors to draw forth internalised reactions, for example 

with factors including “daily life,” “personal connections and relevance,” or “feelings, 

emotions, moods and spirit,” and “capturing and altering,” references Dewey's (1938) 

idea that creating a personally relevant connection is key to a quality educative 

experience. 

With reference to Dewey’s (1938) theory of the continuity of experience, I was conscious 

of the need to give my listeners the ability to tie various pieces of music together in 

terms of musical technique and social themes as well as to connect a variety of 

experiences in the approach to a single piece of music. The factor of “theme” became 

apparent through this process.  

Understanding Dewey’s efforts to find a middle ground between progressive and 

traditional education and his position that previous knowledge, facts and history can 

become guideposts for future learning, I allowed for more conventional processes in my 

presentation, such as short and concise remarks that imparted key information about 

history and background, drawing on the factor of “understanding history, composer, 

story, and background” of the music. 

Barnes 

Referring to the ideas of Barnes (Glass, 1997), I explored various ways to have my 

audience experience the “visceral feeling” of the music, through “movement and 

physical experience.” The concept of learning to see translated to “exercises and training 

in listening” for the audience, is also in reference to Barnes. Barnes’s approach to the 

appreciation of art through scientific inquiry, understanding formalistic characteristics 

and the transference of values from plastic to human (Johnson, 2012) motivated me to 

link the factors of “understanding musical technique and compositional tools,” and 

“feelings, emotions, moods and spirit,” and “capturing and altering.” Creating overall 

themes, whether musical, extra-musical or both, to juxtapose and connect music is a 

reference to Barnes and his approach to the formalistic qualities of art and the idea of 

wall units, and carries an understanding of Barnes’ concept of unity and variety bringing 
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seemingly disparate works together. Also in reference to Barnes is the idea of allowing 

the audience to pre-experience music without explanation. 

Makiguchi  

My reference to Makiguchi was broad, and more abstract and personal. I have practiced 

for over 37 years the same Buddhist meditation of the Soka Gakkai organisation that 

Makiguchi initiated. Linking my mission of engaging audiences with classical music to 

the spiritual and educational ideas of Makiguchi (Ikeda, n.d.) gave me the confidence 

that guiding my audiences to a stronger connection to classical music would allow them 

to become more self-aware, find a deeper sense of happiness and would help them to 

learn how to create value in their own lives. The factors of “private self-reflection” and 

“heart and mind” are linked to these concepts. 

It is interesting to note that Dewey’s ideas on the intertwining of sensation and action 

are in keeping with the essence of Makiguchi’s educational views, the law of cause and 

effect, “renge” in the chant “nam myoho renge kyo” of his Buddhist practice, and are a 

key to value creation. Moreover, Makiguchi’s promotion of the empowerment of the 

teacher (Goulah & Gebert, 2009) and the crucial relationship between teacher and 

student were a driving force behind my action research self-study . 

Bernstein  

Leonard Bernstein’s name in the title of this thesis reflects the strong influence of his 

work and accomplishments on my case studies. Bernstein’s particular acumen as an 

educator as well as a television showman has been discussed by others including Rozen 

(1998) and MacInnis (2009). Others have recounted his personal biography, which can 

be considered to be the origin of his successful model of audience engagement (Burton, 

2017; Peyser, 1998). The multiple aspects of Bernstein’s identity, which weaves together 

the strands of being an expert conductor, Broadway songwriter, serious composer, 

educator, Jewish, Harvard educated, and gay man into the genius of being a classical 

music ambassador is a model for all future such ambassadors (LaFave, 2015). Not that 

we all need to be Jewish and Harvard-educated, but that any Leonard Bernstein of the 

21st century should be able to mine their own multi-faceted persona and be true to 

themselves when reaching out to their audience. I referred to Bernstein with many 
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engagement factors, including: “being true to yourself,” “script preparation,” 

“conducting and physical presentation technique,” “inspiration,” “enthusiasm, energy 

and passion,” “feelings and fun,” and “being humorous.”  

Ultimately, though, the essential element of Bernstein that I referenced in my 

presentations and case studies was his ability to bridge and connect the disparate 

strands of his talent, experience, persona and spirit, while at the same me responding 

with agility to the particular needs and aims of his performance environment. In so 

doing, he was able to single-mindedly connect to his audience. Referring to the 

Bernstein model, I made myself willing and able to explore my own self, straddle various 

approaches, dig into a mixture of responses, adapt to changing presentation formats, 

and make the most of challenging circumstances.  

Case studies: Differences, similarities, and overall findings 

It was my intention at the beginning stages of this study to set up four similar concert 

presentations using the three orchestras I conducted, all of which had similar audience 

demographics. I aimed to create one presentation and then, for each subsequent 

concert, critique and fine-tune it according to my analysis of the quantitative and 

qualitative data collected. As the saying goes, “man plans, God laughs.” The COVID 

pandemic and the ensuing community lockdown in New Zealand forced me to change 

my presentations, resulting in not only differing performance formats but different 

audience demographics as well. As I state in my methodology chapter, this was an 

opportune time to make lemonade out of lemons, and the differences in performance 

formats, audience demographics and, as a result, the narration and delivery of the 

presentation, allowed me to creatively modify my presentation narrative and delivery 

and afterwards dig for qualitative data in greater depth and with a wider scope.  

Case Studies 1 and 4 were concert presentations with an audience made up mostly of 

friends and relatives of the orchestras’ performing. Case Study 3’s live-streamed video 

was comprised of three separate presentations, each involving a different group of 

musicians from orchestras and bands that I conducted. Of the three groups making up 

Case Study 3’s audiences, the Victorious March Band’s was the one least likely to have 

had exposure to classical music. But all three audience groups in Case Study 3 answered 
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the same Qualtrics survey. I propose that the audience for my Case Study 2 pre-recorded 

video was the most diverse and the audience least engaged previously with classical 

music. Possibly because of this I was able to derive from Case Study 2’s data, not only 

more engagement factors but also I began to understand that factors could combine, be 

parallel, and support each other.  

Case Study 3 also had a younger overall demographic than the other three. In spite of 

the presence of Garden City Orchestra adults and the parents of Intermediate Symphony 

Orchestra players, The Victorious March Band was made up of a majority of adolescents 

and young adults and numbered more in participants than the adults of the Garden City 

Orchestra and parents of the Intermediate Symphony Orchestra. Therefore, in 

comparison to other case studies, Case Study 3 had a younger demographic.  

That being said, there were more similarities than differences in the case studies. For 

the most part most participants already liked classical music and had previous 

experience of listening to classical music or attending concerts. However, as mentioned 

in the case studies, I had a goal of deeper and richer engagement even for that already 

exposed segment of listeners. Another segment of listeners that emerged from the case 

studies either liked classical music but did not bother listening to it, or were half-hearted 

in their feelings. These participants were, in a way, of greater interest to me than even 

those few who did not like classical music at all or never listened to it. In other words, I 

focused on the idea of engagement rather than attraction, how to help the audience 

become more interested, inspired and involved with classical music, so that in the future 

they would listen to it more of their own accord.  

PART 2: RESEARCH QUESTIONS 

Development of research questions 

In keeping with my action research methodology my research questions developed and 

changed over the course of my research. For example in my original proposal I presented 

the questions as:  

1. How have past Young People’s Concerts, outreach and education programmes, 

including Bernstein as the original model, succeeded or failed? 
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2. What new modes of engagement might be explored that redefine success in 

attracting new audiences, especially adolescents, to classical music? and 

3. What new actions, programmes and attitudes can we undertake to attract and 

retain engagement with classical music, especially with a focus on adolescents 

and, what does successful audience outreach, attraction and engagement to this 

pre-adult audience really mean in the 21st century? 

On the advice from my supervisors I reluctantly decided that my strength and 

experience as a teacher and conductor, working with youth, would be a limiting 

condition of this study.  

With respect to the original Research Question 1, How have past young people’s 

concerts, outreach and education programmes, including Bernstein as the original 

model, succeeded or failed? over the course of researching methodology, literature 

review and planning upcoming case studies, I developed it into a more personalised 

inquiry which might give way to a deeper and richer interpretation of the issue of 

updating the Bernstein model: What does it take to be a Leonard Bernstein of the 21st 

century – a successful ambassador of classical music? This change would also allow for 

more practical approaches in the study such as a journal / self-study and survey 

questions asking for responses to my own conducting and presentation.  

Over the initial stages I also expanded and refined Research Question 2, What new 

modes of engagement might be explored that redefine success in attracting new 

audiences, especially adolescents, to classical music? This change reflected my 

background and experience in working with underserved populations, including not only 

youth but also immigrants, minorities, people of colour and, reflecting my growth over 

the years of research as a resident and (hopefully) future citizen of New Zealand, Māori 

and Pasifika populations. The original Research Question 2 transformed into How might 

orchestras consider the needs of a diverse audience? 

Because of the decision to eliminate the focus on adolescents and youth, or at least 

embed it into a larger view of a diverse audience, I eliminated the original third research 

question (What new actions, programmes and attitudes can we undertake to attract and 

retain engagement with classical music, especially with a focus on adolescents and, what 
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does successful audience outreach, attraction and engagement to this pre-adult 

audience really mean in the 21st century?) and developed a new research question with 

the aim of going beyond the scope of the first two. My action research methodology and 

self-study process brought me not only to a deeper and more detailed approach to the 

questions but also, at the same time, a broader perspective that could possibly be 

applied more universally to not only conductors, but other orchestras and classical 

music organisations interested in the art of engagement as well. From this wider vision 

I proposed this third research question: What theoretical principles and values can be 

embedded in any concert, whether it be a formal subscription or community outreach 

or education concert, or even a lecture presentation with recorded music?  

Research Question 1: What does it take to be a Leonard Bernstein of the 21st Century - 

a successful classical music ambassador? 

To answer Research Question 1, the following are points that I have arrived at with 

reference to what I can be as a conductor/presenter, as an ambassador of classical 

music, as well as the content I create, and the presentation and production I develop. 

These are personal responses and propositions based on my case studies and literature 

review, not facts but suggestions and ideas for further thought and discussion. I 

generalise these propositions and present one, for example, under the guise of being an 

ambassador, and then possibly repeat that same idea within the context of the content 

or presentation. I have allowed for this repetition as I propose that in the light of a 

different framework the concept might take on new meaning.  

The conductor as an ambassador of classical music 

The ambassador of classical music is, at the same time, both a teacher showing a 

pathway to understanding and inspiration, and an impresario entertaining the audience 

and selling the product of classical music. Also, juggling two different roles creates a 

deeper identity for the conductor. This deeper identity allows the audience to connect 

in a variety of ways.  

The Leonard Bernstein of the 21st century has a vast heart and is emotionally 

forthcoming while at the same time is open and confident enough to allow the music to 

speak and to allow listeners the space for their own feelings and reactions. Being open 
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and expressive creates an avenue for engagement and inspiration for the listener. With 

a deeper self-awareness, being knowing and confident of their own feelings towards the 

music, the conductor can be a teacher in the truest sense of the word, a model for their 

audience.  

As with a teacher or therapist, an awareness of their own internal spiritual and 

emotional self helps the conductor and classical music ambassador become more 

receptive to the needs of the audience. It is not easy to be an ambassador of classical 

music let alone a conductor. To stand in front of both an orchestra and an audience at 

the same time is an act of courage and making a concerted effort to engage an audience 

musically, spiritually, emotionally or physically with the music creates a particular 

vulnerability that must be accepted and utilised. Because of this I propose that it would 

be advantageous before a presentation for the conductor to undergo a personal and 

professional process of self-exploration. The updating of the Bernstein model involves a 

willingness to explore our own persona and talents and bring them to the table. On a 

personal note, the process of conducting, presenting was difficult, but even more 

precarious was receiving critique, especially negative, from the audience on my 

conducting and presenting. That evaluative process though was important to my growth 

as a classical music ambassador and I suggest that others who give outreach, 

engagement and educational presentations take the risk and do the same. This study 

might provide an initial template of evaluation and response for others in the field. 

The ambassador of classical music can embrace two disparate styles and personas in 

various ways. For example, an accessible avenue of approach is important, but an open 

pathway might mean being at times casual, relaxed and open, while at other times being 

more formal, reserved and precise. Another example would be friendliness and 

kindness, key personality traits to be exhibited by an ambassador of music. However, a 

certain reserve and even strictness can also be in play. A third example would be the 

ambassador of classical music’s energy, passion and enthusiasm, which are key factors 

in motivating a listener to feel the music, and which activate in the audience the desire 

to seek out more from other conductors, presenters and orchestras. Again, a calmer 

demeanour is also necessary, in that it allows the audience the space to explore their 

own reactions and feelings. Lastly, being playful, irreverent and humorous is a plus for 
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engaging the audience. But too much of that would create a more circus-like or 

‘showtime’ atmosphere, resulting in a diminished depth of learning and experience. The 

opposite, a more serious attitude, is also important but, again, not for the entirety of 

the presentation. For all the above and further stylistic examples, the ambassador of 

classical music can alternate between the two seemingly opposing manners and, by 

bridging the duality, create a deeper character for the audience to connect with in a 

variety of ways.  

The concept of duality of approaches extends to the idea of the conductor/presenter as 

a multi-faceted persona. Understanding the richness of one’s identity, exploring the 

truth of one’s character, warts and all, can help the conductor/presenter to be a true 

Leonard Bernstein of the 21st century, with the ability to connect to the audience in ways 

beyond that of simply being a musician. Creating bonds between fellow humans rather 

than just between musician and non-musician can deepen and enlarge the possibilities 

of engagement. Here it is suggested that the conductor establishes a strong and vibrant 

relationship between themself and the audience, which goes beyond the music to the 

personal, the spiritual.  

For that reason, I propose that it is advisable that the classical music ambassador be 

involved in the creation of the narration and presentation from the beginning and 

throughout the whole process of production. The conductor/presenter who only directs 

the orchestra or narrates the concert could be considered an elite master rather than a 

guide and fellow explorer, a more superficial, removed showpiece instead of a 

thoughtful and generous host. 

If the classical music ambassador aims to be part of the process of the creation of the 

presentation, then it is recommended that they establish a truly personal relationship 

with the music, going beyond being the musician as technician and finding the 

connections between the factor of understanding the music and other factors such as 

emotions, imagery and memories, visceral feeling, and so on.  

A personal relationship with the orchestra is also recommended. To show the audience 

a warm extra-musical connection between players, and between players and conductor, 

is a model for the relationship between the audience and orchestra, or audience and 



 315 

conductor. As mentioned previously in my case studies, the conductor can literally be a 

conductor, a conduit between the audience and the music and between the orchestra 

and the audience. The ambassador of classical music can be just that, an ambassador, 

defined as a “representative or emissary of a foreign country” or, from its Latin root 

ambassia, meaning “someone with a mission” (Oxford University Press, 2021a). I 

propose that the mission of the ambassador of classical music is not just to introduce, 

promote or educate but to create such strong connections between the music, the 

orchestra, and the audience through conducting and presenting that it is inevitable 

that engagement happens.  

Content  

It is advantageous that the content delivered by a Leonard Bernstein of the 21st century 

speaks personally from the presenter’s life and personality and reflects a heart-to-heart 

dialogue between them and the audience.  

To aim for the content of the presentation to be relevant and contain connections to 

daily life by using such as analogies, comparisons, images and memories from the 

personal experience of the conductor/presenter, is also recommended. The classical 

music ambassador can show by example that, even subtly and underneath its historical 

surface, classical music can connect with modern and personal daily life. Through a 

personalised narrative the classical music ambassador creates a model for the 

audience’s own personal reflections and reactions and a pathway for independent 

exploration. 

While acknowledging that technical talk about the music is still important and necessary, 

it is suggested that a connection be made between “understanding musical technique 

and compositional tools” and other factors such as “daily life,” “personal connections 

and relevance,” “feelings, emotions, moods and spirit,” “imagery, imagination, pictures, 

transport, journeys, analogies and memories,” and even “understanding history, 

composer, story and background.” It is recommended that understanding the technical 

workings of music is not primarily an aim in itself but rather it be used as a springboard 

to other pathways of engagement.  
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Several goals for the concert presentation content can be suggested. First, as per 

Wallace (2018), the presenter aims to find the “ahh” moment of the piece of music. 

What is the one particular musical passage that is a favourite of the conductor and/or 

orchestra and why? Again, this personal connection to a magic moment of the music 

will create a pathway for engagement for the audience. Even if the conductor’s special 

passage of music does not resonate with the listener, they will understand that they can 

independently find their own “ahh” moment. 

A second aim is to find ways for the audience to enter into more meditative moments. 

Listening does not always have to be active to be engaging. The factors of “calmness, 

relaxing, quietness and meditative,” and “bored is okay,” are important as well. Using 

content that allows for less active reception and understanding and even incorporating 

more breathing and stillness into the presentation will give space for the audience to 

engage from within and in their own way.  

Presenting smaller ideas as an alternative to longer narratives can also be considered. 

Especially for a generation of young viewers of Tik Tok, Snapchat and Twitter, 

experiencing music and content in short bursts, with or without some connection of 

understanding, may be more effective than a more prolonged and continuous 

presentation.  

Content that involves the audience in more hands-on, entertaining, music-making or 

other creative activities, or ones that encourage intuitive responses to the music, is in 

keeping with the experiential (Dewey), value creating (Makiguchi), visceral (Barnes) and 

dynamic (Bernstein) approaches to art and education.  

Programming a reduced amount of repertoire, in the spirit of less is more, can allow the 

presentation to breathe. In addition, giving a shorter introduction to the presentation 

may also be advantageous. A detailed explanation of why we listen to classical music 

might take up valuable time and unnecessarily pressure and turn the listener off.  

Presentation  

The physical presentation of the ambassador of classical music can also be examined. 

Although there are no absolutes, especially with respect to venue, audience 
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demographics, and particulars of the ambassador themselves, there are various 

possibilities for the enhancement of the audience experience.  

There are two roles to consider – the conductor and the presenter – which are not 

necessarily the same. When the conductor turns their back to the audience this can 

create a wall or boundary between the audience and the music. Separating the two roles 

is an option so that each role is filled by someone with the necessary talents and 

expertise. If there is in fact one person fulfilling both roles, with an understanding of 

their strengths and weaknesses and the need for their training or future growth, it might 

be advantageous to draw on others in the orchestra or orchestral organisation who 

might fill in the gaps, provide support, or co-host.  

As mentioned earlier, encouraging more physical, verbal, or visual interaction in the 

various connections between the orchestra, conductor and audience can support the 

engagement process. This could include taking steps to create a warmer atmosphere: 

walking into the audience; using theatrical asides to the orchestra or the audience, or 

between audience and orchestra; and allowing for more off-the-cuff remarks or physical 

gestures from not only the conductor/presenter but also from the orchestra and 

audience.  

The performance of an ambassador of classical music can be modelled on the theatre 

and, like the theatre, include a variety of presentation styles, both high energy and 

slower and more quietly paced. Like any quality theatre production, the classical music 

presentation can include space, silence, build-up, drama, climax, and resolution. The 

conductor/presenter can be not only a teacher but also an entertainer, at key moments 

exhibiting enthusiasm, passion or humour, while at other times giving space and staying 

out of the way. In addition, patterning the visceral and emotional effects of the music in 

voice and physical delivery helps to show these effects to the listener.  

Allowing for space and quiet moments or gaps and slowing down the presentation can 

occur through the pacing of speaking, lowering the tone and dynamics of the voice, 

focusing truly on one thing at a time, and not jumping too fast from one point to 

another. By listening to the audience and listening to the music with the audience, I can 

create an avenue and model for engagement. If a presentation is made via media, it 
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could be proposed that an ambassador of classical music varies the pacing of their 

presentation, speaking slowly and softly sometimes and, at other times, more 

energetically and rapidly, if the presentation is a long one. But in shorter more concise 

productions focusing on one style of presentation exclusively can lend more focus. 

The physicality of conducting can be a strong engagement factor. Making the 

conductor’s gestures both clearer and more expressive can reveal to the audience the 

emotional, technical, or imaginative content of the music, signalling to the audience 

how, what, and where to listen and even how to react and respond. As an ambassador 

of classical music the conductor can reveal to the audience the mechanics and effects of 

his/her physical gestures and through those gestures show musical elements and 

concepts. Engaging the audience through their own movement or the movement of the 

conductor are equally important. In the absence of the first, one can use the second, by 

way of confident clear and expressive conducting, to create an avenue of visceral 

engagement for the listener. Both through the physical act of conducting and the 

physicality of the presentation one can inspire the audience, if not to move then to feel 

the joy of movement inherent in classical music.  

At the same time, however, the conductor can apply the less-is-more approach and 

contain his/her gestures so as to allow the audience a direct path to listening without 

visual interference. It is important to reveal the music, the conductor’s energy and 

personality through their gestures but again, equally important to create the space to 

allow a more direct connection to the aural experience. Therefore, it might be 

advantageous to alternate pieces that allow physical and expressive conducting with 

pieces where fewer gestures and less active conducting are necessary.  

Reading from a script and impromptu, informal remarks are both important. On-script 

allows for a more in-depth method of delivery. Off-script allows for more spontaneity 

and especially prevents those moments where the concert and presentation is 

interrupted or obstructed by the artificiality of staging.  

Production  

Production around the classical music ambassador concept can be enhanced by 

preparing the orchestra in advance, especially with cues for playing, and by delegating 
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staging responsibilities to others in the production team. This would allow the classical 

music ambassador to fully concentrate on their role as conductor, presenter, teacher 

and entertainer, among others. Also, optimising the technical set up, for example audio 

and visual technology and staging, and even audience seat placement, will allow the 

conductor and orchestra to bridge the physical and therefore listening and engagement 

gap with the listener. Amplification, video images, lighting, etc., can create a more direct 

and therefore more personal connection with the audience. However, too many layers 

of electronic delivery can interfere with the human connection necessary for successful 

engagement. Obviously, the size of the audience, the venue, and even the demographics 

of the audience can dictate the need for electronic delivery of content and the balance 

between the need to speak and to create a more personal connection. 

Research Question 2: How might orchestras consider the needs of a diverse audience? 

From my case studies and literature review, I have developed various ideas and 

suggestions with the aim of answering the question of how I can address audience 

diversity. Again, these are proposals not definitive answers. A diverse audience can 

mean many things: differences in race, ethnicity, socio-economic and educational 

backgrounds are the obvious ones, but a variety of learning styles, approaches to 

listening and even personality and emotional make-up can also be acknowledged in our 

approach to engagement.  

Different and universal 

It is recommended that classical music engagement concerts support an understanding 

of the cultural differences both within the audience and between the conductor and the 

audience. It is also recommended that classical music engagement concerts uphold an 

understanding of the differences between types of listeners: previously experienced 

listeners, new or less experienced listeners, those who like classical music, and those 

who are ambivalent or even do not like classical music. Further differences in listeners 

could include those who listen with technical understanding, those who relate to the 

story or history, those who connect via imagery, or those who experience it in a more 

visceral way. With an awareness of the diversity of listeners and listening styles, I might 

bridge those differences with unifying themes, and use those differences to introduce 

new worlds, new ways of thinking and hearing, and allow for those differences by 
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encouraging the conductor and even the orchestra to be true to their own personality, 

ethnicity, culture, etc. 

We can show listeners that there is more than one approach to engagement: there is 

room for freedom, independence and, therefore, creativity when appreciating classical 

music.  

Including various participatory activities which promote a range of visceral experiences 

gives the listener the creative space and independence to react to the music, and to 

have confidence in their own individual reactions. With an awareness of how the 

audience listens, I can understand more appropriate methods of engaging the audience. 

Using all available methods and a variety of presentation approaches will attract and 

engage a more diverse audience.  

It is obviously easier to present well-known composers and a popular repertoire, but 

including pieces by both known and lesser-known artists, familiar and new, historical 

and contemporary, from a diverse range of nationalities, ethnicities and races, taps into 

not only the diversity of the audience but also into a variety of emotions and listening 

styles. 

Referring to Makiguchi’s writings, there is a connection between what are seemingly 

separate national, ethnic, religious, racial and other identities. There are not separate 

moral universes for each culture but there can be “intercultural negotiation” towards a 

larger “moral consensus” (Gebert & Joffee 2007, as cited in; Hansen, 2019, p. 74). The 

role of classical music and the aim of engagement is not only to find common ground 

but also to highlight differences that stimulate the listener to cross societal or personal 

borders and find deeper self-awareness and meaning. For example, the emotion of love 

is a human commonality but the process of finding love might be different across the 

boundaries of identity. Showing both the emotion of love and the particulars of the 

process of finding love in a piece such as Mozart’s Marriage of Figaro engages the 

audience in diverse ways. 

As the saying goes, beauty is in the eyes of the beholder. How beauty is experienced can 

be subject to a listener’s age, nationality, upbringing, culture, ethnicity, race, or socio-
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economic background and it is therefore important to find different attributes within a 

composition that might engage some even though not others. That being said, musical 

beauty is also universal and with appropriate introduction and, if possible, repeated 

exposure it can be appreciated by anyone, as, for example, I showed in my discussion 

and demonstration of Mozart and Bach’s falling sequential suspensions in Case Study 2.  

Using and bridging duality 

It is all well and good to say that a particular age is the target audience, but it can be 

suggested that the best possible scenario is one where youth and their whānau (New 

Zealand Māori term for families or extended families) experience classical music 

together. After a presentation, that shared experience would not only create a mutually 

supportive atmosphere for further engagement with classical music but also an 

understanding of classical music’s positive effects, and create a healthier family 

environment in general.  

Adults and even older youth in these families may include not only those who have not 

been exposed previously to classical music but also those who were once involved but 

who do not feel they now have the time or who have lost interest. With that in mind I 

can suggest that focusing on those who like classical music but who do not listen to it 

very much as well as on those listeners who like classical music but only listen to it as 

background music, is a worthwhile objective.  

Therefore, recognising that many if not most outreach and engagement concerts will 

have in the audience both those who are less engaged with classical music and those 

who are quite knowledgeable, it is advantageous to present in a multi-layered and 

textured way. With that in mind, a presentation can have universal qualities applicable 

to any age but can also contain multiple approaches, for example, humour, 

participation, imagery, and emotional experiences that can relate to various age-levels 

of content and understanding, such as are found in contemporary children’s media, 

Pixar, Disney, Sesame Street, etc.  

Revealing and tapping into the emotions of classical music opens a pathway to 

engagement for some listeners, while presenting a more technical and dispassionate 

view helps others to connect. Both can happen simultaneously. When discovering 
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feelings through classical music a listener might want to discover what technical aspect 

of the music produced certain feelings and, conversely, what emotional effect a certain 

technical aspect of music can produce. The here-and-now aspect of analogies and daily 

life connections versus memory, pictures, and transporting to another place, reflect a 

duality that can also be bridged through participatory exercises, single word references, 

evocation of imagery, and even physical gestures and movement. In addition, 

understanding both the technical and compositional elements of the music versus the 

story, history and composer behind the music are, as always, primary avenues of 

engagement and are mutually supportive. 

A dual way to engage a diverse audience can be to recall and relate to classical music’s 

simple and yet universal experiences and feelings from childhood while also relating to 

the music’s depth and complexity. Simple and universal experiences and feelings arising 

from listening to classical music could be evoked through emotions such as a pleasant 

surprise, impatiently waiting, tasting a first bite of something delicious, or the small and 

easy physical gestures of flicking a crumb off the table or pulling toffee. Promoting the 

recall of the pleasurable and universal sensations of touch, taste, smell, sight, or hearing, 

such as touching a soft kitten, eating sweet and salty popcorn, looking at a spider’s web, 

or hearing thunder and lightning can help a variety of listeners connect and find pleasure 

in listening to classical music.  

Deep and complex attributes could be shown through short but clear points about the 

musical technique, which in fact support those same childhood experiences and 

feelings. This musical technique might be thought of as complex in that it is unknown to 

the average listener. Once it is known it becomes simple to listen for. Once the simple 

and universal experience is felt through classical music it becomes spiritually and 

emotionally deeper. The two different approaches of simple experience and feelings 

versus what can be thought of as complex technique, in fact become mutually 

supportive and, as a result, both intensify and simplify each other. Alluding to more 

complex compositional tools while supporting other factors of engagement such as 

story, or emotions or imagery, can create a metaphorical multi-lane highway of 

engagement.  
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Knowing the audience and the audience knowing you 

Recruiting the audience and knowing in advance the audience’s background and needs 

always helps in designing the best concert programme and presentation. It is best to be 

aware, as many orchestras already are, that youth – both primary-school age and 

adolescent – are a key group to engage. It is important to delineate age groups even 

further, understanding for example the differences between the middle- and primary-

school aged listener, or between middle- and high-school aged listeners. Acknowledging 

this when either promoting a concert or at the start of the concert, it is important to 

give to the future or present audience a clear understanding about the nature of the 

outreach and engagement presentation and the level or multiple levels of expertise it 

will address.  

The listening experience 

Offering different ways of hearing the music, including smaller selections within 

demonstrations, as well as interactive activities, can create more connection and more 

communal feeling especially with an audience of varying backgrounds, tastes and needs. 

Communicating to listeners that it is okay to have negative reactions to classical music, 

that it normal and acceptable to not engage or even to be bored by classical music, is 

equally important as the promotion of positive responses. I can recognise the need to 

create a balance between promoting participation through movement and physical 

activity, and allowing space and permission for audience members to stay back and not 

get involved. I can provide a safety valve, so to speak, so that both those who participate 

and those who do not, feel equally okay with their decision while supporting others who 

choose differently. 

Outreach and attendance 

As most orchestras are aware, bringing classical music to outlier communities’ parents 

and their children through school/parent involvement programmes is possibly a more 

effective way to engage youth with classical music than in house school concerts or the 

usual public family concerts. 

I recognise that the affordability of listening to classical music, especially in live concert 

settings, is an issue for many. But I can also communicate more clearly that going to a 
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classical concert might in fact be less expensive than going to a shopping mall or the 

movies. Educating an audience on how to attend a concert for less, how to listen to 

quality classical music for free, and what classical music to start with, and, equally 

important, working with the orchestra’s administration in devising ways to offer 

discounted or free tickets to the community, are all practical avenues to greater 

engagement. If orchestras truly take on the mission of engaging audiences with classical 

music, then earmarking a certain percentage of free or discounted seats for each 

concert, although costly in the short term, could in the long term create a stronger 

listener base. 

Giving conductors and classical music ambassadors the means, training, and support to 

produce and distribute classical music presentations through electronic and social 

media, whether grassroots or high quality, whether independently or through the 

auspices of the orchestra, can be a valuable tool in building audience engagement. 

These media productions can be small in scope, less expensive, and yet supportive of 

the live performance of orchestras, generating creativity and tapping the talents of the 

conductor as well as the orchestra’s musicians and staff, with the potential for outreach 

applications in the schools and community.  

Research Question 3: What theoretical principles and values can be embedded in any 

concert, whether it be a formal subscription or community outreach or education 

concert, or even a lecture presentation with recorded music?  

Duality  

There is a Buddhist concept, funi, which means “two but not two; not two but two.” 

Showing and bridging the duality inherent in life and therefore in classical music can be 

considered a worthwhile objective for orchestras. Duality shows up in many ways and 

forms.  

Dead, white, European men and contemporary connections 

It is suggested that I can address head-on the question of why we listen to classical music 

if it was historically and largely created by dead, white, European men. Coming to terms 

with this issue in an open and direct way with the audience will open possibilities and 

lead to a more generous approach to a seemingly closed art form for many. The 
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previously mentioned idea of creating a larger moral consensus through intercultural 

negotiation is one answer to the question. It does not matter who wrote the music as 

long as through the act of listening we can find the spiritual, emotional or physical 

connection to our own lives.  

Classical music can be considered old, much of the repertoire being from a historical 

period quite different to our own. That being said, history can be presented as a 

fascinating and enlightening subject, by highlighting the differences and similarities 

between our lives and those of, say, Bach or Mozart. But an additional factor of the 

‘newness’ of classical music can be included as well. Classical music can be considered 

different, extraordinary, and even refreshing to our lives compared to the never-ending 

stream of popular music we hear so often, especially as background music, and 

therefore it is worth a try.  

Another approach is to address the need for inclusion by pointing out the universal 

themes of, for example, justice, love and family, that can be found in the standard 

European and male-dominated repertoire of the classical masters. 

It is important to convey how classical orchestral music is different to the popular music 

that, as suggested previously, is so ubiquitous in our daily lives. Classical music, at least 

in its orchestral form, has no lyrics and is abstract in nature and this abstractness allows 

the listener a different and even larger space in which to feel and think. The listener, 

however, might need to be trained, or at least gain the ability through repeated 

experience, in how to transform the abstract to the deeply personal. Therefore, 

repetition of programming might be a viable tool for engagement. Playing the same 

piece twice, either back-to-back or interspersed with other music can be an option in a 

concert presentation. If repeated exposure to classical music is a viable tool for engaging 

audiences, then playing classical music as background music before or after the concert 

in the lobby or in other public spaces surrounding the concert venue might be an option. 

Admittedly this could dilute the effect but then again it could also familiarise the listener 

enough that they can then be receptive to experiencing a deeper level of engagement 

at the concert presentation or after.  
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The nature of classical music: deep and practical, simple and magical 

The factor of the perception of classical music as being culturally select, deep, or elitist, 

can also be addressed using a dual approach. Classical music’s more select, more 

complex and exclusive nature can be acknowledged and even embraced. The consumer 

of today wants the best in their food, clothing and electronics, so why not in their music? 

As well, showing the universal themes, the easy to hear compositional tools – for 

example the major versus minor, the V-I cadence, the sequential suspension – and 

linking the commonality of those tools with popular music, this will give the listener the 

confidence that classical music is not difficult. 

We can show the duality of classical music as being both practically constructed, for 

example, in the workings of the violin, four beats in a measure and the octave major 

scale, and also being abstract in its nature and mystical effect, with wordless music, a 

scene evoked, a memory relived, an emotion expressed. Again, bringing both seemingly 

opposing factors of the mechanical and magical into play deepens both. Because of this, 

I can show the listener that they can find in classical music both an affirmation of life’s 

challenges and sufferings and, at the same time, an escape from them as well.  

Experience and the analysis  

Internal and external experience, active participation and detached analysis are equally 

important to promote. While Dewey (1938) calls it “interaction” (p. 54), D. A. Kolb’s 

(1984) description of the separation between the distinct processes of concrete 

experience, reflective observation, abstract conceptualisation, and active 

experimentation and the value created when there is a back and forth between 

experience and analysis possibly greater allows for this duality, connotating a more 

active, process of engagement.  

With respect to the above ideas, while it is important to introduce a musical work with 

explanations, movement, or other references in order to create a pathway to 

engagement it is also important to include a direct or pre-experience of classical music, 

where the audience listens before any guiding. This allows the listener to have 

confidence in their own listening ability and response.  
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Live concert and media 

The live concert experience is different to that found on recorded or live media. The 

elements of one can be introduced and included in the other. Pre-recorded or live 

stream video presentations, where a different focus can be obtained than in a live 

concert or presentation, should incorporate a set of values reflective of that medium of 

delivery. 

Production values such as editing, sound, and visual props and effects are important 

components of a successful presentation, whether live or through media. However, a 

grassroots, less technically proficient feel in a media or even live presentation can also 

give the viewer a clear pathway to engagement. 

Mutually supportive factors 

With all the factors that have been presented there is also a two-way effect, whereby 

one factor positively influences another. For example, showing “humour” in classical 

music creates a sense of accessibility; if the classical music ambassador is entertaining 

in their presentation and music direction, they create for the audience a visceral 

experience. The opposite also applies: creating a “visceral/physical experience” of 

classical music makes classical music more fun.  

This mutual support is also apparent between various other factors, for example, 

between Understanding musical technique and compositional tools and understanding 

history, composer, story, background; or between the factors of Imagery, imagination, 

pictures, transport, journeys, analogies and memories and Daily life connection.  

Other values 

Desire 

Learning, according to Dewey, means to be transformed and given the impetus to search 

for more (Dewey, 1938). It can be suggested then that it is less important to teach facts 

or concepts than educating in the broader Deweyan sense of the word, activating a 

sense of desire and forward drive. My concert presentations can ignite in my audience 

a desire for more listening, more understanding, and deeper engagement with classical 

music. 
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Consumerism 

Making the analogy of classical music concerts or recordings being like shopping is a 

valuable tool, albeit either counteracting the dual approach or adding multiple layers. 

Classical music can be seen as having a variety or buffet of musical styles to choose from, 

and within classical music one can further choose from historical styles, techniques, 

composers, or even composer personalities. In addition, it is advantageous to show the 

listener that classical music does not have to be a black or white choice but part of a 

larger shopping bag of listening choices.  

Continuing the analogy of consumerism, it can be pointed out that listening to classical 

music can be compared to finding that one wonderful shirt amidst several dozen that 

you do not like. It is not about being instantly won over or even just satisfied, more that 

the experience of searching and finding what one likes becomes a personal listening 

journey. And for the orchestra which presents the music, these marketing questions can 

address: who are the musical consumers, what product to they need or want, what kind 

of shopping experience serves their needs, and what in particular will entice them to 

‘buy’ the product of classical music? 

Narrative 

In the words of Daisaku Ikeda: 

A certain educator once explained that when parables are used to teach, 
students follow the same path of thought that the teacher once followed. In 
other words, students don’t simply listen passively to information but are 
encouraged to engage in the active mental process of thinking for themselves. 
(Ikeda et al., 2000, p.4) 

This is found in any religion which teaches, inspires, converts and imbues faith or, in 

another word, ‘engages’ its practitioners. In Buddhism, for example, Shakyamuni 

described enormous concepts in terms of narratives and imagery. Instead of describing 

a vast amount of time as 10,000 x 10,000 x 10,000, he described it as being like dust 

particles being picked up one by one and then distributed. Narrative and imagery help 

a student connect to the teacher and the teacher’s beliefs and, furthermore, helps the 

student to then go beyond what they have learned and create their own way of 

understanding and interpretation. 
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Classical music is inherently narrative and, as the most abstract of arts, can capture 

story, spirit and emotions with great depth, whereas words may only skim the surface 

of these aspects. But at the same time, as its presentation is so intangible, it might be 

harder to discern meaning in classical music. In response to this abstractness I who 

present it might have a tendency to describe classical music in a more mechanical or 

technical way. I might incorrectly assume that emotions, spirit or even story are a given. 

It can be a goal, therefore, to open the door to classical music by using imagery, 

narrative, story, spirit, emotions and even physical feeling.  

True happiness 

The act of engaging our audiences with classical music aims to show that classical music 

can help one to become happier, and happiness is not just about the satisfaction of 

desire for, as Socrates once said, if this was so, someone who spends their life scratching 

an itch would be considered happy (Besong, 2018). True happiness is about 

transforming our lives from the impulsive pursuit of gratification, to a commitment to 

enriching our own inner lives, where we become more rather than get more. I can show 

that value of true happiness in my concert presentations, engaging my audiences not 

only with classical music but, through classical music, pointing the way to a richer sense 

of enlightenment and fulfilment. 

Creating value  

Extending the value of true happiness to the concept of creating value, Makiguchi’s triad 

of beauty, gain and good (Goulah & Gebert, 2009) can be referenced. The presentation 

of classical music can inspire all three in our audience. Beauty is an obvious result of our 

concert presentation, the audience coming away with a deeper appreciation of the 

artistic rendering of sound. Gain is also achievable in terms of desire and true happiness, 

as mentioned above. Good is more subtle and less direct but still can be a reachable 

goal. One approach is to inspire and ignite deeper social values in our audience. As well, 

inspiring and igniting in our audience a sense of mission to share their appreciation for 

classical music with others, thereby creating grassroots classical music ambassadors, 

establishes a sense of good work by all and for all. Moreover, the self-awareness and 

self-reflection that can be activated by classical music can be good not only in terms of 
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the true happiness of the listener but also for those in their environment, friends, family, 

co-workers, and others. 

Listening 

Hearing is different to listening; listening can be considered to be an art. Not wholly 

listening, or even just hearing for certain periods while listening (or vice versa), is an 

acceptable part of that art.  

Connection 

I can create connection and create it in the true sense of the word, imaginatively, and 

by doing so establish a true relationship with our audience. This can happen in many 

ways, on many levels, and as mentioned earlier, for a diverse audience. It can happen in 

broader strokes such as programmatic themes, with advanced technology such as video 

displays or interactive media, or in smaller more personal ways such as gestures, a single 

word reference, a quiet aside, or even a facial expression. It can be suggested that it 

does not really matter how much our audience has learned, or whether they like every 

moment of music or every, or even any, musical work. What is vital is that they feel a 

sense of connection. The humanistic quality of the concert presentation, the warm 

relationship between conductor and audience, conductor and orchestra, and between 

orchestra and audience can be thought of as the primary aim rather than the imparting 

of information or even the performing of the music.  

Open heart  

It can be proposed that in order to establish a humanistic connection between 

conductor, orchestra and audience the pathway to the heart must be clear and 

accessible. We want to avoid being, as Allsup (2016) discusses, gatekeepers to 

knowledge. If one close’s one’s own life, personality, spirit, and emotions, then we 

create a world of classical music that is sealed off from the audience. One’s own courage 

to reveal and show our heart in the presentation and performance will be a model and 

inspiration for our audiences to do the same with classical music.  
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Mission 

Alongside an open-hearted approach is a sense of mission. When they are aware of their 

mission, aware of the importance of their job, the ambassador of classical music and the 

musicians convey strength and confidence. And it can be proposed that living a life with 

a sense of mission results in an aura of beauty that can be felt by others; it establishes a 

deep and resonant connection, and inspires others to join in the process. The mission 

fulfils the aim of being good, as per our discussion of Makiguchi’s theory of value, being 

beauty, gain and good. We can refer to such larger than life models as Mahatma Ghandi, 

Martin Luther King Jr., or Harriet Tubman, but one does not need to be a great national 

or social leader to have a mission. Each and every person involved in classical music 

engagement can take on their own grassroots, but equally important, sense of purpose 

with an emotional commitment, an alignment to personal values, and a sense of 

responsibility for instilling the passion of their mission in others. Without a sense of 

mission the concert and presentation might be filled with information, experiences, and 

quality music but could be empty within. Without a sense of deep purpose and the 

courage and passion to match, the concert and presentation might come across as elite, 

defensive, or shallow.  

The conductor/presenter  

The choice and expectations of, and values assigned to, the conductor/presenter can 

reflect all of the above-mentioned values. Often in the orchestral world the outreach 

and engagement conductor/presenter is the assistant conductor of the orchestra, 

usually a young, up-and-coming professional conductor who is taken on for their ability 

to conduct the orchestra in standard non-outreach concerts, and who is using the 

position as a stepping stone towards more advanced career placements with other 

orchestras. In the past, the talents and expertise of the assistant conductor as a 

professional conductor were seen as being those of an authoritative leader, expert 

musical technician, with a proficient baton technique, and a singular focus on the music. 

The qualities of an outreach and engagement conductor, however, might be considered 

differently: educator, entertainer, ambassador, and even therapist, with a multifaceted 

history and persona. It can be suggested that re-prioritising these latter qualities in order 

to upgrade the role of the outreach and engagement conductor might be in the best 
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interests of the mission of audience engagement. In fact, with such a realignment of the 

value of the conductor, the very nature of classical music, whether it has the primary 

aim of outreach and engagement or simply as a subscription concert to a base of 

experienced listeners, would change at its core for all. Again, citing the comment by the 

first female conductor to assume the directorship of a major American orchestra, Joanne 

Falletta:  

The responsibility of a conductor is always going to be there: the decision-making 
responsibility, the creation of a positive environment, to get 100 individual 
artists to coalesce. That’s not going to change. But the style, the unlimited 
power? That should change. (Woolfe, 2018 para. 4) 

Professional and personal development 

Whoever the conductor/presenter is, it can be suggested that they can be given access 

to a process of development, not only professional but personal as well. Professional 

development can go beyond teaching strategies and methods to embrace stage and 

physical presence, vocal technique, and script delivery. Personal development can be 

woven into professional development and might include extra-musical self-exploration 

and exercises to develop self-awareness and even confidence. The conductor is often 

more confident facing the orchestra with their back turned to the audience. But 

encouraging and supporting the classical music ambassador to be more open and warm-

hearted, with a deeper level of self-possession and self-awareness, can be a positive 

generator of audience engagement. 

Experience 

As my nephew states about skiing: no matter where, no matter when, no matter how, 

and no matter what! Whatever the circumstances, time, or place there is a way to 

engage an audience with classical music. In spite of, or even because of, difficulties, 

circumstances, time, and place, I can beget a singular and valuable listening experience. 

It can be suggested that one-shot outreach and engagement concerts do not solve the 

issue of normalising classical music and engaging audiences. Working as a music teacher 

in a New York City public school I used to call the outreach concerts and visits by local 

professional classical organisations and orchestras a “dog and pony show” or 

“McDonald’s Music,” a quick in-and-out show. A series of easy to attend, low-cost and 
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informal concerts, podcasts or videos would, with consistency, continuity, and 

repetition, create a familiarity with classical music. Making classical music normal and a 

part-and-parcel of life as well as that special and yes, elite experience, creates more 

continuity. To paraphrase a Buddhist quote, I say to my piano students at recital time: 

to accept is easy, to continue is difficult, but happiness lies in continuing.  

Honesty 

Speaking openly about the pros and cons of classical music and allowing for critical 

perspectives creates a sense of normalcy as well. I fully admit to my students that I do 

not like Bruckner (boring) and I avoid Wagner (too much). In other words, I can tell our 

audience that just because we dislike rum cake does not mean we dislike any cake. We 

just choose other types to eat. Referring again to the idea of commercialism, I take on 

the role of salesperson and convey not only the positives but the limitations and issues 

of a particular piece of music, in full disclosure.  

Community 

Creating personal and community connections between the audience and the orchestra 

can be thought of as a key way to strengthen engagement with classical music. Personal 

involvement in the community might mean more than one-off concerts or workshops, 

but ongoing activities that build relationships. Visits to the community as opposed to 

visits by the community to the concert hall are already an established practice. That 

being said, the nature of our visits to the community can be re-evaluated. Extending 

beyond one, two or three-off presentations to an ongoing relationship that extends over 

months or even years, not only plants the seeds of engagement but also puts down the 

roots for the establishment of thriving community or school programmes, and can be 

thought of as a deeper and more substantial mission. For many reasons, including 

financial and personal, many orchestras separate their professional players from their 

outreach staff, and this is understandable. Finding and training those particular 

professional musicians in the orchestra who can and want to teach and do outreach is 

an art in itself. And again, thinking that less is more, having any one person from the 

classical music organisation come regularly over a greater and more consistent length 

of time might be better than the one big show with more players.  
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When the audience comes to the orchestra, within the concert experience, building 

personal and community connections might include introductions to and by the 

orchestral musicians themselves, or sharing the story of one or more of the concert 

musicians, either through their own presentation, an interview, a short video or more 

personalised programme notes. Done by many orchestras already, this personalisation 

of the relationship between audience and musicians could go beyond the usual 

professional bio, providing perhaps more connective information such as their personal 

journey with classical music, their likes or dislikes of particular styles or works of classical 

music, or some special moment or teacher that inspired them to play and listen to 

classical music. 
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Chapter 10. Conclusions, Limitations, and Future Directions 

PART 1: CONCLUSIONS 

Reflections 

In these five years of work on this study I have come away with not only a pride in its 

completion but also an appreciation of the experience. My research on engagement 

with the art of classical music became to me an art in itself, as in Vinson Cunningham’s 

(Cunningham, 2016, August para. 39) description: “the tactics of Art: a long and steady 

gaze, a bravery uncommon in bureaucracy, and the conception of experience not as a 

lens but as something that we must continue, indefinitely, to excavate – interpreting as 

we dig.”  

I would like to think that I have become a better conductor and presenter as a result of 

my self-study and action research methodology. I know that the goal I had, beginning in 

my twenties, to become the Leonard Bernstein of the 21st century, has taken shape in a 

different way than I had imagined, with research and writing hopefully to be shared with 

an international audience rather than simply conducting and presenting. I still wish, 

even in my older age, to share classical music through conducting and media with many 

people, especially youth, throughout the world. But if I am able to do so by helping 

others in the field through writing and discussion as well, or even instead, my mission in 

life will still be fulfilled.  

If and when I return back to either my work in schools with Cohen Arts & Education or 

other education consulting firms and/or with youth through the non-profit Youth Music 

Group or other non-profit initiatives I will be able to apply the new and expanded 

knowledge and experience that I have attained through this research study. But even 

more important, whether with classical music, any other music or even any non-musical 

study or subject, engagement is engagement. I can now apply the findings of this study 

to whatever I do that helps others to become happier and more fulfilled through 

engagement.  

What I have intended – to explore the role of an ambassador of classical music – has, I 

hope, helped bring that role to the level of a field of study, an art in itself as well. The 
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trappings that we have followed of the Bernstein model – the music, the talk, the 

educational values, the visual aids and everything else he successfully displayed in his 

Young People’s Concerts in particular – can now be updated to a 21st century model that 

allows for even more. For me personally this might include more connection with the 

internal, emotional and spiritual elements. For others, it might be something else that 

will reflect their own rich persona, necessitating self-exploration. We Leonard 

Bernstein’s of the 21st century can update his model by being true to our own selves in 

an open and positive way, searching for the tools of engagement in both a broader and 

more intimate way, and then establishing honest and humanistic bonds with our players 

and audiences. We can embrace our role not only as artists of music but also as artists 

of engagement, and search for and share with our audience more of the intangibles of 

life both within and beyond the music. I close my study with this inspirational statement 

by Daisaku Ikeda that aligns with my aspirations of sharing classical music with all 

audiences: “The emotion generated by a work of art, be it poetry, painting, or music, 

may be that tangible, unquestionable feeling of a broadening of the self. It is a feeling 

of fullness, borne from a mysterious rhythm, a kind of flight toward the infinite, lived as 

a sharing, an exchange, whose source is our interior world” (Daisaku Ikeda Website 

Committee). 

PART 2: LIMITATIONS  

The same aspects of this study that could be considered to contribute to this field might 

also be considered as its limitations. The case studies involved a limited cohort of 

participants, many of whom were already, or previously, involved with classical music. 

While this produced more personal and individualised qualitative data the scope of 

findings was possibly more constrained. The qualitative data from this study gave 

valuable access to participants’ attitudes and reactions and yet did not support more 

exact reports based on quantitative data. The grassroots approach to the study, using 

just the researcher and local concerts or homemade videos and live-stream 

presentations, gave the study a certain authenticity and yet also limited its findings.  

The study approached the presentation, data collection, and analysis with specific ideas 

of what engagement is. However, there are other concepts of engagement that could 

have been applied. The level of presentation can also be expanded, not only with greater 
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audience numbers but with more advanced presentation tools such as theatrical props, 

and visual and audio media.  

The repertoire used in the concert presentations was limited by the ability and needs of 

the performing orchestras and the needs of their specific audiences. Although this 

obstacle can be accepted and even taken advantage of by many orchestras, the idea of 

choosing exactly the repertoire that the audience needs in order to strengthen 

engagement can be considered.  

Because the case studies were based on audience members’ reactions to my own 

conducting and presentation, the action research methodology was enacted through a 

more personalised lens. This lent a focus to the study that, while providing a specific 

model for others, could also constrain a broader application.  

I approached this study inside the process which created its own challenges. I was both 

the researcher and, along with the audience, the researched. There were several times 

that I was surprised, both pleasantly and unpleasantly, by data and specifically feedback 

on my conducting and presentation. It was necessary for me to straddle my approach 

with positionality and then reflexivity, preparing for my concert and then video 

presentation with pre-conceived beliefs, knowledge and practice based on my previous 

experience and then going through a sometimes painstaking if not painful process of 

self-examination and change. The change was incremental at best and at other times 

my old patterns and mindset stubbornly held firm. The process of video presentation 

was a new challenge for me, and my learning curve while progressing has not reached 

its arc.  

The audience and participants being largely from New Zealand could also be considered 

a limitation. Without reference to any particular study but based on my own personal 

experience as a resident of New Zealand for over 10 years, suggest that Kiwis, although 

English speaking, come from a different cultural background than their American, 

Australian or British counterparts. It could be found that certain assumptions that we 

might make about expectations and reactions might not necessarily be applicable to the 

New Zealand audience. The audiences for both concerts were largely white, middle class 

and European. A larger scope of participants from a diverse New Zealand community 
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including Māori, Pasifika and the immigrant community, or from African-American and 

Hispanic communities in the United States, for example, would support an effective 

action plan for the successful engagement of these populations.  

The Qualtrics online survey platform served the study well, however, certain flaws and 

mistakes in particular surveys prevented me from gaining both quantitative and 

qualitative data. Also, the surveys changed over the course of the four case studies; each 

one developed from the previous one and was altered according to circumstances such 

as live concert versus video, and pre-recorded video versus live stream. The variation in 

the results was a positive in that it reflected growth in the process and a greater 

understanding of the efficacy of certain lines of questioning. However, a case could be 

made for collecting data over the course of two or more presentations in a way that is 

continuous and consistent.  

PART 3: FUTURE DIRECTIONS  

The research findings were based on qualitative methodology reflecting participants’ 

personal and open feedback in the confidential and anonymous space of an easily 

completed online survey. The qualitative approach to research is well-suited to a more 

thorough exploration of experiences, views, and attitudes. This exploration in turn gives 

a deeper perspective in answer to the question of how to engage audiences with 

classical music. Mining the actual statements by participants for key words and phrases 

revealed factors of engagement that cut across the spectrum of demographics, 

repertoire or the form of presentation. Because of this it is proposed that the findings 

could be applied to a larger field of study and in more generalised ways. In addition, the 

reflections of the participants reported in this study contained an individualistic detail 

and even intimacy that possibly allowed for conclusions richer in quality and with more 

depth than those from other studies.  

As an action research self-study, the research findings were based on a consistent and 

continuous model, namely myself as conductor and presenter. The obstacles, growth 

and learning that I underwent over the course of the case studies meant that the one 

particular study subject, the conductor, was not altered or variable. Although other 

conductors/presenters will of course be different in personality, conducting technique, 
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or vision of engagement, my reflections as a constant prototype might allow others in 

the field to learn from my processes, results and reflections.  

Two case studies and the data collected were similar in nature – the concert 

presentations. By accident of the COVID pandemic two other presentations originally 

planned as concerts were changed to video media delivery, pre-recorded and live 

streamed. As a result, both connective links and differentiation could occur with both a 

commonality and variety of scenarios. Extracted from all of the case studies was the idea 

that that there might be universal factors of engagement that, no matter what the 

platform of delivery, are applicable to any audience. Drawing from the different 

presentation contexts and media allowed for a more holistic way of considering 

engagement in diverse forms - which strategies might have broad application, which are 

medium-specific, and how to consider initial questions about the digital shifts since 

Bernstein’s concerts. 

The size and demographics of the audience might, as will be discussed later, be a 

limitation to this study. That being said, the limitation in quantity and variety might also 

be a positive in that it allowed for a more focused and detailed analysis of qualitative 

data. Also, while most case study participants were from New Zealand, one case study 

drew from the United States and Australia, giving this research a wider international 

scope in meaning and application. The high percentage of the audience who chose to 

participate in the online survey indicates that the study was of interest to many and this 

therefore provides an impetus for further ones of a similar nature. 

The personal experience of growth and change of this researcher throughout the study, 

not only via the concert/presentations but also through the production, conducting, 

creation and reformulation of survey questions, journaling, research, data collection and 

analysis, and writing, can spur others in the field to undertake, if not the same then 

similar processes of self and professional development, or to develop a similar model of 

training and development for their organisations. Possibly the most important 

contribution of this study might be to provide a model of self-reflection via action 

research, that is somewhat unique both in the fields of conducting and classical music 

outreach. Again, there are many doctoral studies and literature on conducting baton 
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technique, score study, approaches to rehearsing and even relationships with 

orchestras. There are many reports on audience behaviour, responses, demographics 

and even engagement strategies. But I propose that this study is different than others 

in its example of the conductor/presenter as, in the words of David Schon, a reflective 

practitioner (Schon, 1979).  

The data I collected from the orchestra and conductor surveys were beyond the scope 

of this thesis, but my preliminary analysis of its rich array of responses and comments 

suggests that it is a worthy area to explore next. Understanding the perspective of those 

who are involved and have a vested interest in the art and practice of audience 

engagement will establish more of a full-fledged view of the topic. 

I propose as well that my presentation in the literature review of an array of figures in 

varied fields, with a full selection of ideas and concepts from education, arts, music and 

even religion, will add to and expand the scope of the field of study of classical music 

engagement as well as being applicable to other goals of engagement (arts, sports, 

education, business).  

This study might show that the processes of self-examination and action research 

methodology applied to concert presentations, no matter what kind they are, are 

valuable tools in the professional and personal development of future classical music 

ambassadors. Standardising these processes and applying them in a consistent and 

continuous way to various international orchestral communities would possibly give rise 

to new insights into the art of audience engagement.  

Towards this end a workshop or a series of workshops for orchestral administrative 

leaders and/or conductors and presenters themselves would contribute to the growth 

of understanding and training. Additional writing on this topic from the vantage point of 

qualitative data both from conductors, presenters and from audience participants, will 

further the development of the field of audience engagement as a study in its own right. 

And from this, the further development of educational resources, literature begetting 

university or professional courses, and using academic specialists as teachers for 

example, will establish the field of arts engagement as a partner to the conservatory 

training of future musicians – the Leonard Bernsteins of the 21st century. This field of 
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study might run parallel or interconnected with other fields involving education, 

creativity and performance using much of the concepts from shared writings for 

example, Mihaly Csikszentmihalyi’s discussion of flow . 

It is also important to consider the process of choosing the ambassador of classical music 

of an orchestra or other classical music organisation. Criteria for selection might be 

further delineated because of this study, resulting in stronger, more valuable emissaries 

of classical music. Along these lines, in the future, the attributes of a strong and effective 

conductor and presenter could be further researched and expounded. It might be 

suggested that too often the content, mechanics and environment of a successful 

outreach and engagement concert are focused on, while the actual talents, persona and 

expertise of those who deliver are given short shrift. This study has hopefully given more 

focus to the concept of the Leonard Bernstein of classical music engagement, being 

updated for the 21st century. 

If this study can be truly applicable it is recommended that future studies, literature, 

and training that arise from it come from sources that uphold much of what has been 

displayed and discussed here: a scientific method of approach, daily life experience, an 

experiential approach to learning, and to aim internally for the discovery of emotional, 

spiritual, and visceral responses. It is not necessary to use the same qualitative methods 

of data collection or even a qualitative methodology at all. Quantitative methodology 

could be a useful addition that might fill gaps in our understanding. What is important 

is that the core belief of this study is sustained. Finally, what is most important? I suggest 

that, referring to the Māori proverb, the answer is: “He tangata, he tangata, he tangata 

/ It is the people, it is the people, it is the people.”  
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Appendix 3-A: Ethics Confirmation University of Canterbury 

  

 
HUMAN ETHICS COMMITTEE  
Secretary, Rebecca Robinson  
Telephone: +64 03 369 4588, Extn 94588  
Email: human-ethics@canterbury.ac.nz  
Ref: 2019/51/ERHEC  
 
11 October 2019 
 
Beth Cohen  
College of Education, Health and Human Development  
UNIVERSITY OF CANTERBURY 
 
 
Dear Beth, 
  
Thank you for your response to the Educational Research Human Ethics Committee’s 
comments on your recent application.  
  
I am very pleased to advise that the Committee has reviewed your feedback and 
approved the application; subject to the following: 
  

 Please note that the participant should not have to contact the researcher to indicate 
they wish to receive a copy of the summary of results (as they may not know when the 
study has ended). Instead, they should provide a contact email address on the Consent 
Form and this should be sent out to them when available. In Qualtrics, the email 
address can be entered via a separate link after survey submission. 

  
Please see the letter attached. An additional note is that the Committee’s comment 
regarding questions 11 and 13 leading respondents to a positive answer had not been 
addressed, rather the question numbering appeared to have been changed. You may 
wish to review this. 
  
  
Kind regards 
  
Rebecca Robinson 
B.A. (Hons.), M.A. 
Ethics Coordinator ~ Kairuruku Matatika 
Level 5 South, Matariki Building 
University of Canterbury ~ Te Whare Wānanga o Waitaha 
Private Bag 4800, Christchurch 8140, New Zealand 
Ph: +64 3 369 4588, Ext: 94588 
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Email: human-ethics@canterbury.ac.nz 

 
Please note that ethical approval relates only to the ethical elements of the relationship between the 
researcher, research participants and other stakeholders. The granting of approval by the Educational 
Research Human Ethics Committee should not be interpreted as comment on the methodology, legality, 
value or any other matters relating to this research. F E 
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Appendix 3-B: Adult 18 and over Information and Consent form 

 

 
Telephone: 03-369-3333 
Email: beth.cohen@pg.canterbury.ac.nz 

ERHEC Ref:   
 

Updating the Bernstein model: Engaging audiences with classical music 
Information sheet for adult participants ages 18 to be explained to very young 

children 

November 2019 

Kia ora and welcome to this concert presentation. 

My name is Beth Cohen. I am a PhD candidate at the University of Canterbury 
College of Education, Health and Human Development, and I am working on a 
research project titled Updating the Bernstein model: Engaging audiences with 
classical music.  

 
The purpose of my research project is to find out how we can better engage people 
with classical music and more specifically, to develop a new approach to classical 
music outreach that I can then use in my work as a conductor.  
 

I am inviting audience members 18 years or over, and those who are aged between 6 
and 17 and have their parent’s/caregiver’s permission, to participate in my research 
project by answering questions about their reactions to this concert presentation. The 
invitation is to complete an online questionnaire within seven days of the concert. 
 

To complete the online questionnaire, please submit your email address on a sign-up 
sheet which you will find on marked clipboards here in, or just outside, the 
performance space. Directly after the concert, I will send you a link to the online 
questionnaire. After I send you a link to the questionnaire, I will discard your email 
address and it will not be shared with any other individuals, companies or 
organisations. You may also request a link to the questionnaire by emailing a request 
to me directly at beth.cohen@pg.canterbury.ac.nz or you may go directly to (Qualtrics 
link here). 
  
If you are under the age of 18 and here at the concert without a parent or caregiver 
to agree to your participation, please do not sign up for a link to the online 
questionnaire with your own email and please do not go to the link directly. Instead 
have your parent/caregiver obtain a link for you. 
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The online questionnaire can be done either immediately after the concert or during 
the following week and will take no more than 10 minutes. You do not need to 
physically sign a hard copy of the consent form to do the online questionnaire, your 
consent will be given by clicking AGREE on the online form. 
 
Your participation is voluntary and you or your child may choose to withdraw 
and not to submit the online questionnaire or complete the interview at any 
time. Since your answers are anonymous, once they are submitted or collected 
via interview it will be difficult to delete them from the data collection. 
 
Your or your child’s name and contact information will not be collected for the study 
and your answers will remain anonymous. Therefore, names and contact info will 
not be connected to interview or online questionnaire responses. All documents, 
survey answers and data shall be kept in locked and secure facilities and/or in 
University of Canterbury provided password protected electronic form accessed only 
by myself and my University of Canterbury doctoral supervisors, Dr Patrick Shepherd 
and Dr Billy Osteen. All information, answers, transcripts and data will be destroyed 
after 10 years. 

If during or after the concert presentation you or your child feels uncomfortable, or, 
has any other issues with the content or delivery of the music, presentation, or 
interview you/he/she is free to leave the concert venue.  

A thesis is a public document and will be available through the UC Library. It is 
expected that the results of this research will be reported nationally and 
internationally at conferences and in journals relating to music and music education 
and you can receive a report at the end of the study by providing your email address 
when you take the online survey.  
 
My research project is being carried out as a requirement for my PhD degree under the 
supervision of Dr. Patrick Shepherd and Dr. Billy Osteen who can be contacted at 
patrick.shepherd@canterbury.ac.nz and billy.osteen@canterbury.ac.nz. Both will be 
pleased to discuss any questions you may have about participation in the project. You 
may contact me at beth.cohen@pg.canterbury.ac.nz. 
 
This project has been reviewed and approved by the University of Canterbury 
Educational Research Human Ethics Committee, and participants should address any 
complaints to The Chair, Educational Research Human Ethics Committee, University of 
Canterbury, Private Bag 4800, Christchurch (human-ethics@canterbury.ac.nz). 
 
By submitting the online questionnaire or participating in the interview, you agree to 
all of the above and agree to participate in this study and/or on behalf of your child 
age under the 18 agree to all of the above and agree to his/her participation in the 
study. 
 
Ngā Mihi 
Beth Cohen 
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To complete the online questionnaire, email beth.cohen@pg.canterbury.ac.nz. 
or go to WEB LINK HERE 
 
If you would like to receive at the end of this study please send an email request to 
beth.cohen@pg.canterbury.ac.nz. Please include in your email's subject line, the words, 
'Report on study' 
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University of Canterbury  
College of Education, Health and Human Development 
Telephone: 03-369-3333 
Email: 
beth/cohen@pg.canterbury.ac.nz 

 

Consent Form for Adult Participants, Parents/Caregivers of Participants under 18 

years of age and/or Participants under 18 years of age with Parent/Caregiver 

consent 

To be explained to very young children 

 

□ I have been given a full explanation of this project and have had the 

opportunity to ask questions. 

□ I understand what is required of me if I agree to take part in the research or if 

I agree to have my child take part in the research. 

□ I understand that participation is voluntary and I or my child may 
withdraw at any time without penalty. Withdrawal of participation will 
also include the withdrawal of any information I have provided should 
this remain practically achievable. 

□ I understand that any information or opinions I or my child provides will be 
kept confidential to the researcher and her supervisor and that any published 
or reported results will not identify the participants. I understand that a thesis 
is a public document and will be available through the University of Canterbury 
Library. 

□ I understand that all data collected for the study will be kept in locked and 
secure facilities and/or in password protected electronic form and will be 
destroyed after ten years.  

□ I understand the risks associated with taking part and how they will be 

managed. 

□ I understand that I can contact the researcher Beth Cohen 
(beth.cohen@pg.canterbury.ac.nz) supervisor Patrick Shepherd 
(patrick.shepherd@canterbury.ac.nz) for further information. If I have any 
complaints, I can contact the Chair of the University of Canterbury Human 
Ethics Committee, Private Bag 4800, Christchurch (human-
ethics@canterbury.ac.nz) 

□ By submitting the online questionnaire, I agree to all of the above and agree 
to participate or give consent for my child, under the age of 18, to participate 
in this research project.  

□ If you are under the age of 18: With the consent of my parent/caregiver, by 
submitting this online questionnaire I wish to participate in this study and 
agree to all of the above as well.  



 369 

Appendix 3-C: Under 18 Concert Information and Consent Form 

 

Telephone: 03-369-3333 

Email: beth.cohen@pg.canterbury.ac.nz ERHEC Ref: 2019/51/ERHEC  
 

Updating the Bernstein model: Engaging audiences with classical music 
Information sheet for participants under the age of 18 To be read or explained to very young children 

November 2019 

Kia ora and welcome to this concert presentation. 

My name is Beth Cohen. I am a PhD candidate at the University of Canterbury College of Education, 
Health and Human Development and I am working on a research project that is called Updating the 
Bernstein model: Engaging audiences with classical music. The purpose of my research project is to 
find out how we can help people to enjoy classical music and how I can improve as a conductor and 
presenter of classical music. 
 
Since you are an audience member and if you have permission from your parent or caregiver, I am 
inviting you to tell me about your reaction to this concert presentation by answering questions online. 
You can do this right after the concert or even up to a week after if you choose. It shouldn’t take more 
than 10 minutes to do the questionnaire and I hope that it will be fun for you to do too! 
 

If you would like to answer the online questions and tell me what you thought about the concert 
presentation, have your parent/caregiver write their email address on a sign-up sheet here at the 

concert, email me at beth.cohen@pg.canterbury.ac.nz, or with permission from your 

parent/caregiver, you can go directly to www.bethcohenconductor.com/survey and get started 
on the questionnaire. 
 
You can if you want just enjoy the concert and not answer the questions. That is your choice. 
And, if you start the questionnaire and don’t want to finish it, no worries, you can stop. But 
once you press the final submit button and your answers are recorded online I cannot delete 
them. 
 
When you answer the online questions, I will never ask you for your name or any other information 
that might show who you are. Your answers will be anonymous, meaning no one, including me, will 
know who it is that answered the questions. When I collect everyone’s online answers, I will make 
sure to store them in a safe place that using a key or a password, only I and my supervisors, Dr. 
Patrick Shepherd and Dr. Billy Osteen can open. After 10 years I will destroy all the answers I have 
collected.  

You are free to leave the concert presentation at any time with permission from your parent or 
caregiver. Please be sure to ask them first.  

When I finish this project anyone can look at it and you will be able find it at the University of 
Canterbury Library. I hope that I will also show this study to other people and groups here in New 
Zealand and even around the world at meetings or in magazines. You can ask for it by having your 
parent/caregiver provide their email in the online survey. You can ask any questions about my project 
by emailing my supervisors, Dr. Patrick Shepherd and Dr. Billy Osteen, who can be contacted at 

patrick.shepherd@canterbury.ac.nz and billy.osteen@canterbury.ac.nz. You can also 

email me at beth.cohen@pg.canterbury.ac.nz. 
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My project has been reviewed and approved by the University of Canterbury Educational Research 

Human Ethics Committee, and if you have any complaints, you can contact them at The Chair, 

Educational Research Human Ethics Committee University of Canterbury, Private Bag 4800, 

Christchurch or email human-ethics@canterbury.ac.nz 

 
When you press submit on the online questionnaire it means that: 

1. Your parent or caregiver is okay with all of the above and has given you permission to 
participate in this study 

2. You are okay with all of the above and you are saying you want to participate in this study  
 
 
Ngā Mihi 
Beth Cohen 
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Children’s Assent Form 

    
ENJOYING CLASSICAL MUSIC  

 
 
The project that Beth wants to do about classical has been explained to me. I know I don’t have to be a 
part of it if I don’t want to. If I have any questions, I can ask my parent or caregiver 

 
o I am happy to be part of the project and to answer questions after I listen to the concert 

 
You can answer the questions on the computer now.  

 
OR 

 
o I don’t want to be part of the project or to answer questions after I listen to the concert 

 
You don’t have to answer the questions on the computer. 

 
  



 372 

Appendix 3-D: Email to USA old contacts and friends Survey 2 August 2020, Case Study 

2 

 
Hello 
 
A blast from the past! I’m here in New Zealand but reaching out to my friends, family 
and contacts from the USA for a reason. It might even help you distract from these 
tough times.  
 
I am doing a PhD study through the University of Canterbury New Zealand on how to 
best engage audiences with classical music. I was supposed to conduct some concerts, 
make a presentation to the audience and then do a post-concert survey, but that has 
been cancelled or at least postponed because of COVID. 
So, making lemonade out of lemons I am doing it via pre-recorded video.  
 
If you have anywhere from 10–25 minutes to spare could you: 

 watch a video (two or three if you are enjoying)  
 listen to a music selection (two or three if you are enjoying)  
 and then, take my online survey? 

 
Click or cut and paste: 
www.bethcohenconductor.com/survey2 
 
or 
 
Email with subject line: online survey beth.cohen@pg.canterbury.ac.nz  
 
Your answers will be anonymous, and no contact info collected so don’t try and be 
kind in your response because you know me. And, no problem if you don’t want to 
take the study, I won’t know either way!  
 
Closing date for the survey is November 1, 2020 so you have plenty of time. 
 
If you can pass this on to your friends, family or co-workers, greatly appreciated! It 
doesn’t matter whether they like classical music or not. In fact, it is even better if they 
don’t ordinarily listen to classical music. Any age: children, teens or adults. I have 
attached a flyer as well if you would like to post or email.  
 
Feel free to ignore or do reply. I would love to hear back from you and find out how 
you are.  
 
Hope you enjoy! 
 
Thanks 
Stay safe. Keep creative 
Beth  
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Appendix 3-E: Qualtrics Online Survey, Case Study 1 

UPDATING THE BERNSTEIN MODEL: ENGAGING AUDIENCES WITH 
CLASSICAL MUSIC POST CONCERT SURVEY 

 
 

Start of Block: BETH COHEN CONDUCTOR / SURVEY 

 
  
Beth Cohen Conductor / Survey 
BEFORE YOU START THIS SURVEY PLEASE READ THIS AND CHECK ONE 
 

 

Q1 Adults 18 and over please click here:  
 Adult 18 and over concert information and consent form 
  
 If you are under the age of 18 you must be accompanied by a parent/caregiver who 
has given you permission to fill out this questionnaire 
  
 Youth and children under the age of 18 please click here:  
Under 18 all ages concert information and assent form  
 Did you understand the information provided in the programme?  
 By submitting this online questionnaire you have agreed to participate and/or give 
consent for your child 18 and under to participate in this study.  

o I agree (1)  

o I do not agree (2)  
 

Skip To: End of Block If Adults 18 and over please click here: Adult 18 and over concert information and 
consent formIf yo... = I agree 

End of Block: BETH COHEN CONDUCTOR / SURVEY 
 

Start of Block: INTRODUCTION 
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Q2 Which concert did you attend? 

o November 2019 Christchurch School of Music Intermediate Symphony Orchestra 
(1)  

o May 2020 Dunedin Youth Orchestra (2)  

o June 2020 Garden City Orchestra (3)  

o November 2020 Christchurch School of Music Intermediate Symphony Orchestra 
(4)  

 

 

Q3 How old are you? 

o 6 - 12 (1)  

o 13 - 17 (2)  

o 18 - 35 (3)  

o 36 - 50 (4)  

o 51 - 64 (5)  

o 65 or over (6)  
 

 

Q4 Have you listened to classical music very much? 

o Not much (4)  

o A little (5)  

o A lot (6)  
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Q5 Have you been to a classical music concert before this concert? If so, how many 
times? 

o None (4)  

o One or two (5)  

o Several or many (6)  
 

 

Q6 Before you came to this presentation how did you feel about classical music? 

o I liked classical music (1)  

o I didn't really care about classical music (2)  

o I didn't like classical music very much (3)  
 

End of Block: INTRODUCTION 
 

Start of Block: In a few or many words please share your thoughts openly and truthfully 

Q7 Can you describe in a few words what your feelings were, positive or negative, 
about classical music before coming to this presentation?  

________________________________________________________________ 

 

 

Q8 What did you think about the music after Beth Cohen's talk? 

________________________________________________________________ 

 

 

Q9 What did you learn about the music after Beth Cohen's talk? 

________________________________________________________________ 

 

 

Q10 What did you notice about Beth Cohen’s physical movements and her 
conducting? Did it help or put you off from enjoying the music?  

________________________________________________________________ 

 

 

Q11 What would you say to Beth Cohen to help her improve her talk about classical 
music?  

________________________________________________________________ 
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Q12 What would you say to Beth Cohen to help her improve her conducting of 
classical music? 

________________________________________________________________ 

 

 

Q13 What did Beth Cohen say that got you most excited or engaged with classical 
music?  

________________________________________________________________ 

 

 

 
Q14 Has Beth Cohen’s talk changed your feelings about classical music? How? 

________________________________________________________________ 

 

 

Q15 If you were to describe Beth Cohen’s talk to a friend, what would you say to them 
to convince them to come and listen? 

________________________________________________________________ 

 

 

Q16 The purpose of this study is to find out how to engage people with classical music. 
Do you have any suggestions? 

________________________________________________________________ 

 

 

Q17 The purpose of this study is to find out how I can improve as an outreach and 
engagement conductor. Again, do you have any suggestions?  

________________________________________________________________ 

 

End of Block: In a few or many words please share your thoughts openly and truthfully 
 

Start of Block: Block 4 

Q20 By clicking submit you have agreed that your answers will be used in this research 
study. 
 

End of Block: Block 4 
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Appendix 3-F: Qualtrics Online Survey, Case Study 2 

Beth Cohen Conductor / Pre-recorded Video Survey 2 August 2020 

 
 

Start of Block: BETH COHEN CONDUCTOR / SURVEY 2 

 
Beth Cohen Conductor / Survey 2 August 2020  
 
  
BEFORE COMPLETING THIS SURVEY CLICK THE LINK TO THE INFORMATION AND 
CONSENT FORM AND PLEASE REVIEWTHEN RETURN TO THIS WEB TAB AND CHECK 
ONE 
 

 

Q1 Adults 18 and over please click here:  
  
 If you are under the age of 18 you must have the permission of a parent/caregiver to 
fill out this questionnaire. Before clicking AGREE please make sure that your 
parent/caregiver agrees to let you proceed. 
 Online Video Presentation Adult 18 and over Information and Consent Form AUGUST 
2020.pdf 
  
 Youth and children under the age of 18 please click here:  
Online Video Presentation Under 18 Information and Consent Form AUGUST 2020 .pdf 
 
 Did you understand the information provided in the programme?  
 By submitting this online questionnaire you have agreed to participate and/or give 
consent for your child 18 and under to participate in this study.  

o I agree (1)  

o I do not agree (2)  

 

Skip To: End of Block If Adults 18 and over please click here: If you are under the age of 18 you must have 
the permission... = I agree 

End of Block: BETH COHEN CONDUCTOR / SURVEY 2 
 

Start of Block: INTRODUCTION 
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Q2 Which video did you watch? 

▢ Introduction (1)  

▢ Bach Keyboard Concerto #1 in D minor Movement I (2)  

▢ Mozart Piano Concerto #21 in C major Movement II (3)  

▢ Beethoven Piano Concerto #4 in G major Movement III (4)  
 

 

Q3 Which music did you listen to? 

▢ Bach Keyboard Concerto #1 in D minor Movement ! (1)  

▢ Mozart Piano Concerto #21 in C major Movement II (2)  

▢ Beethoven Piano Concerto #4 in G major Movement III (3)  
 

 

Q4 How old are you? 

o 6 - 12 (1)  

o 13 - 17 (2)  

o 18 - 35 (3)  

o 36 - 50 (4)  

o 51 - 64 (5)  

o 65 or over (6)  
 

 

Q5 Have you listened to classical music very much? 

o Not much (4)  

o A little (5)  

o A lot (6)  
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Q6 Have you been to a live classical music concert before? If so, how many times? 

o None (4)  

o One or two (5)  

o Several or many (6)  
 

 

Q7 Before you came to this presentation how did you feel about classical music? 

o I liked classical music (1)  

o I didn't really care about classical music (2)  

o I didn't like classical music very much (3)  
 

 

 
Q8 Can you explain why? You can write as little or as much as you want or type NA 
(Not Applicable) if you don't want to say anything. PLEASE TYPE ANY TEXT HERE TO 
PROCEED TO THE NEXT QUESTION 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

End of Block: INTRODUCTION 
 

Start of Block: In a few or many words please share your thoughts openly and truthfully 
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Q9 After watching Beth Cohen’s presentation how did you like Bach's Keyboard 
Concerto #1 while listening to it?  

▢ Loved it (1)  

▢ Liked it (2)  

▢ Didn't like it (3)  

▢ Didn't like it at all (4)  

▢ Not sure if I liked it or didn't like it (5)  
 

 

 
Q10 Can you explain why? You can write as little or as much as you want or type NA 
(Not Applicable) if you don't want to say anything. PLEASE TYPE ANY TEXT HERE TO 
PROCEED TO THE NEXT QUESTION 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q11 After watching Beth Cohen’s presentation how did you like Mozart's Piano 
Concerto #21 while listening to it?  

o Loved it (1)  

o Liked it (2)  

o Didn't like it (3)  

o Didn't like it at all (4)  

o Not sure if I liked it or didn't like it (5)  
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Q12 Can you explain why? You can write as little or as much as you want or type NA 
(Not Applicable) if you don't want to say anything. PLEASE TYPE ANY TEXT HERE TO 
PROCEED TO THE NEXT QUESTION 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q13 After watching Beth Cohen’s presentation how did you like Beethoven's Piano 
Concerto #4 while listening to it? 

▢ Loved it (1)  

▢ Liked it (2)  

▢ Didn't like it (3)  

▢ Didn't like it at all (4)  

▢ Not sure if I liked it or didn't like it (5)  
 

 

 
Q14 Can you explain why? You can write as little or as much as you want or type NA 
(Not Applicable) if you don't want to say anything. PLEASE TYPE ANY TEXT HERE TO 
PROCEED TO THE NEXT QUESTION 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 
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Q15 What did you learn about any of the music after watching Beth Cohen’s 
presentation?  

▢ Bach Keyboard Concerto #1 (4) 
________________________________________________ 

▢ Mozart Piano Concerto #21 (5) 
________________________________________________ 

▢ Beethoven Piano Concerto #4 (6) 
________________________________________________ 

 

 

Q16 Did Beth Cohen say anything in particular that got you more excited or engaged 
with classical music? 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q17 Has Beth Cohen’s talk changed your feelings about classical music? How? 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q18 If you were to describe Beth Cohen’s video presentation to a friend, what would 
you say to them to convince them to watch it? 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 
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________________________________________________________________ 

 

 

Q19 Do you think you might want to listen to more classical music recordings at home, 
in the car, at the office etc. or at a live concert after listening to this presentation? 

▢ Yes recordings (9)  

▢ Yes live concerts (10)  

▢ No recordings (11)  

▢ No live concerts (12)  

▢ Not sure (13)  
 

 
 
Q20 Can you explain why or why not? You can write as little or as much as you want or 
type NA (Not Applicable) if you don't want to say anything. PLEASE TYPE ANY TEXT 
HERE TO PROCEED TO THE NEXT QUESTION 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q21 How did you enjoy Beth Cohen's presentation? 

o I enjoyed it (1)  

o I didn't enjoy it (2)  

o I am not sure whether I enjoyed it or not (3)  
 

 

Q22 What would you say to Beth Cohen to help her improve her presentation about 
classical music? 

________________________________________________________________ 
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________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q23 The purpose of this study is to find out how Beth Cohen can improve as an 
outreach and engagement conductor or, as an Ambassador of Classical Music. Do you 
have any suggestions? 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

End of Block: In a few or many words please share your thoughts openly and truthfully 
 

Start of Block: Block 4 

Q24 By clicking submit you have agreed that your answers will be used in this research 
study. 

End of Block: Block 4 
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Appendix 3-G: Qualtrics Online Survey Questions, Case Study 3 

Beth Cohen Conductor / Survey 3 Live Stream Video Presentation May 
2020 
 

 

Start of Block: BETH COHEN CONDUCTOR / SURVEY 2 

 
  
Beth Cohen Conductor / Survey 3 Live Stream Video Presentation May 2020 
 
BEFORE COMPLETING THIS SURVEY CLICK THE LINK TO THE INFORMATION AND 
CONSENT FORM AND PLEASE REVIEWTHEN RETURN TO THIS WEB TAB AND CHECK 
ONE 
 
 
Q1 Adults 18 and over please click here:  
 Live stream video adult 18 and over information and consent form Qualtrics survey 
  
 If you are under the age of 18 you must have the permission of a parent/caregiver to 
fill out this questionnaire. Before clicking AGREE please make sure that your 
parent/caregiver agrees to let you proceed. 
  
 Youth and children under the age of 18 please click here:  
Live stream video under 18 information and consent form Qualtrics survey 
 
 Did you understand the information provided in the programme?  
 By submitting this online questionnaire you have agreed to participate and/or give 
consent for your child 18 and under to participate in this study.  

o I agree (1)  

o I do not agree (2)  
 

Skip To: End of Block If Adults 18 and over please click here: Live stream video adult 18 and over 
information and consent... = I agree 

End of Block: BETH COHEN CONDUCTOR / SURVEY 2 
 

Start of Block: INTRODUCTION 
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Q1 How old are you? 

o 6 - 12 (1)  

o 13 - 17 (2)  

o 18 - 35 (3)  

o 36 - 50 (4)  

o 51 - 64 (5)  

o 65 or over (6)  
 

 

Q2 Do you take lessons on an instrument, play in a band or orchestra, or sing in a 
choir? 

o Yes (1)  

o No (2)  
 

 

Q3 Have you listened to classical music very much before watching this live stream 
video presentation? (Listened to means beyond hearing classical music in movies, 
commercials or as background in media or shopping malls etc.) 

o Not much (4)  

o A little (5)  

o A lot (6)  
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Q4 Before you watched Beth Cohen's video presentation how did you feel about 
classical music? 

o I liked classical music (1)  

o I didn't really care about classical music (2)  

o I didn't like classical music very much (3)  

o Whether positive, negative or neutral can you say why you felt a certain way 
about classical music? You can write as little or as much as you want or type NA 
(Not Applicable) if you don't want to say anything. PLEASE TYPE ANY TEXT HERE TO 
PROCEED TO THE NEXT QUESTION (4) 
________________________________________________ 

 

End of Block: INTRODUCTION 
 

Start of Block: In a few or many words please share your thoughts openly and truthfully 

 
Q5 After watching Beth Cohen’s live video presentation how did you feel about Sea 
Interlude #2 "Sunday Morning" after listening to it?  

o Loved it (1)  

o Liked it (2)  

o Didn't like it (3)  

o Didn't like it at all (4)  

o Not sure if I liked it or didn't like it (5)  

o Can you explain why? You can write as little or as much as you want or type NA 
(Not Applicable) if you don't want to say anything. PLEASE TYPE ANY TEXT HERE TO 
PROCEED TO THE NEXT QUESTION (6) 
________________________________________________ 

 

 

Q6 Did you learn anything about Sea Interlude #2 "Sunday Morning" after Beth 
Cohen's presentation? If yes, what did you learn? 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 
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________________________________________________________________ 

________________________________________________________________ 

 

 

Q7 Did Beth Cohen say or do anything in particular that got you more excited or 
engaged with classical music? 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

 
Q8 Has Beth Cohen's presentation changed your feelings about classical music?  

o Yes (4)  

o No (5)  

o Not sure (6)  

o If yes how? If no, why not? You can write as little or as much as you want or 
type NA (Not Applicable) if you don't want to say anything. PLEASE TYPE ANY TEXT 
HERE TO PROCEED TO THE NEXT QUESTION (8) 
________________________________________________ 

 

 

Q9 If you were to describe Beth Cohen’s presentation to a friend, what would you say 
to them to convince them to watch it? 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 
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Q10 Do you think you might want to listen to more classical music recordings at home, 
in the car, at the office etc. or at a live concert after listening to this presentation? 

▢ Yes recordings (9)  

▢ Yes live concerts (10)  

▢ No recordings (11)  

▢ No live concerts (12)  

▢ Not sure (13)  

▢ Can you explain why or why not? You can write as little or as much as 
you want or type NA (Not Applicable) if you don't want to say anything. PLEASE 
TYPE ANY TEXT HERE TO PROCEED TO THE NEXT QUESTION (14) 
________________________________________________ 

 

 

Q11 What would you say to Beth Cohen to help her improve her presentation about 
classical music? 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q12 Have you watched or attended any other classical music presentations by Beth 
Cohen? If yes, please check which ones. 

▢ ISO Concert Christchurch School of Music November 2019 (1)  

▢ Pre-Recorded Youtube Video Presentation Pre-recorded Bach Keyboard 
Concerto #1 / Mozart Piano Concerto #21 / Beethoven Piano Concerto #4 (2)  
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Q13 If you watched or attended any other classical music presentations by Beth Cohen 
which one have you enjoyed the most? 

o ISO Concert Christchurch School of Music November 2019 (1)  

o Pre-Recorded Youtube Video Presentation Bach Keyboard Concerto #1 / 
Mozart Piano Concerto #21 / Beethoven Piano Concerto #4 (2)  

o Live Video Presentation Sea Interlude #2 Sunday Morning (3)  
 

 

 
Q14 If applicable and you checked one of the above, why did you enjoy this 
presentation the most? You can write as little or as much as you want or type NA (Not 
Applicable) if you don't want to say anything. PLEASE TYPE ANY TEXT HERE TO 
PROCEED TO THE NEXT QUESTION 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q15 The purpose of this study is to find out how to engage people with classical music. 
Do you have any suggestions? 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q16 The purpose of this study is to find out how Beth Cohen can improve as an 
outreach and engagement conductor or, as an Ambassador of Classical Music. Do you 
have any suggestions? 

________________________________________________________________ 

________________________________________________________________ 
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________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

End of Block: In a few or many words please share your thoughts openly and truthfully 
 

Start of Block: Block 4 

Q17 By clicking submit you have agreed that your answers will be used in this research 
study. 
 

End of Block: Block 4 
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Appendix 3-H: Qualtrics Online Survey Questions, Case Study 4 

 

Beth Cohen Conductor PhD Study / DYO Survey 

 
 

Start of Block: BETH COHEN CONDUCTOR PhD SURVEY / DYO CONCERT JULY 2020 

 
  
Beth Cohen Conductor PhD Survey / DYO CONCERT JULY 2020  
 
 BEFORE COMPLETING THIS SURVEY CLICK THE LINK TO THE INFORMATION AND 
CONSENT FORM AND PLEASE REVIEW 
  
 THEN RETURN TO THIS WEB TAB, PRESS ARROW TO GO TO NEXT PAGE, AND CHECK 
ONE 
  
  
Q1 Adults 18 and over please click here:  
Adult 18 and over concert information and consent form  
 If you are under the age of 18 you must have the permission of a parent/caregiver to 
fill out this questionnaire. Before clicking AGREE please make sure that your 
parent/caregiver agrees to let you proceed. 
  
 Youth and children under the age of 18 please click here:  
Under 18 all ages concert information and assent form  
 Did you understand the information provided in the programme?  
 By submitting this online questionnaire you have agreed to participate and/or give 
consent for your child 18 and under to participate in this study.  

o I agree (1)  

o I do not agree (2)  
 

Skip To: End of Block If Adults 18 and over please click here: Adult 18 and over concert information and 
consent form If... = I agree 

End of Block: BETH COHEN CONDUCTOR PhD SURVEY / DYO CONCERT JULY 2020 
 

Start of Block: INTRODUCTION 
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Q1 How old are you? 

o 6 - 12 (1)  

o 13 - 17 (2)  

o 18 - 35 (3)  

o 36 - 50 (4)  

o 51 - 64 (5)  

o 65 or over (6)  
 

 

Q2 Do you or have you ever taken lessons on an instrument, played in a band or 
orchestra, or sung in a choir? 

o Yes (1)  

o No (2)  
 

 

Q3 Have you listened to classical music very much before watching this coming to this 
concert? (Listened to means beyond hearing classical music in movies, commercials or 
as background in media or shopping malls etc.) 

o Not much (4)  

o A little (5)  

o A lot (6)  
 

 

Q4 Before attending Beth Cohen's presentation how did you feel about classical 
music? 

o I liked classical music (1)  

o I didn't really care about classical music (2)  

o I didn't like classical music very much (3)  
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Q5 Whether positive, negative or neutral can you say why you felt a certain way about 
classical music? You can write as little or as much as you want or type NA (Not 
Applicable) if you don't want to say anything. PLEASE TYPE ANY TEXT HERE TO 
PROCEED TO THE NEXT QUESTION. 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

End of Block: INTRODUCTION 
 

Start of Block: In a few or many words please share your thoughts openly and truthfully 

 
Q6 Did you learn anything in particular about any of the music in the concert that 
helped you to enjoy or become more engaged with listening? 

o Yes (6)  

o No (7)  

o Not sure (9)  
 

Display This Question: 

If Did you learn anything in particular about any of the music in the concert that helped you to enj... 
= Yes 

 
 
Q6 If yes, can you briefly state what you learned about any of the music in the concert 
that helped you to enjoy or become more engaged with listening? You can write as 
little or as much as you want or type NA (Not Applicable) if you don't want to say 
anything. PLEASE TYPE ANY TEXT HERE TO PROCEED TO THE NEXT QUESTION. 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 
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Q7 Did Beth Cohen say or do anything in particular that got you more excited or 
engaged with the classical music you listened to or, classical music in general?  

o Yes more excited and engaged (7)  

o No not any more excited or engaged (8)  

o Not sure (9)  
 

Display This Question: 

If Did Beth Cohen say or do anything in particular that got you more excited or engaged with the 
cla... = Yes more excited and engaged 

 
 
Q8 If yes, please briefly state what got you more excited or engaged with the classical 
music you listened to or, classical music in general. You can write as little or as much as 
you want or type NA (Not Applicable) if you don't want to say anything. PLEASE TYPE 
ANY TEXT HERE TO PROCEED TO THE NEXT QUESTION. 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

 

Q9 What did Beth Cohen say or do that helped you engage the most with the music? 
Rank in order #1 = most helpful to #4 = least helpful. 
______ Talk about the story, meaning or history of the music (1) 
______ Talk about the emotional and spiritual content of the music (2) 
______ Talk about the musical elements of the music (3) 
______ Asked the audience to physically move to feel the music (4) 
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Q10 Did Beth Cohen’s physical movements and her conducting help or put you 
off from enjoying the music?  

o Helped me enjoy the music (1)  

o Put me off from enjoying the music (2)  

o Not sure (3)  
 

 

Display This Question: 

If Did Beth Cohen’s physical movements and her conducting help or put you off from enjoying the 
musi... != Not sure 

 
 
Q11 Can you briefly describe what in Beth Cohen's physical movements and 
conducting helped or put you off from enjoy the music? You can write as little or as 
much as you want or type NA (Not Applicable) if you don't want to say anything. 
PLEASE TYPE ANY TEXT HERE TO PROCEED TO THE NEXT QUESTION. 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q12 Was there one magic moment during the concert when you felt truly engaged or 
inspired? If so, whether during the music or during Beth Cohen's presentation, could 
you describe when it happened and how it felt?  

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 
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Q13 After attending Beth Cohen's concert presentation has your feelings about 
classical music changed? 

o Like classical music even more (1)  

o Like classical music just the same (2)  

o Still don't care about classical music (3)  

o Still don't like classical music very much (4)  
 

 

 

 
Q14 Can you explain why or why not your feelings have changed? You can write as 
little or as much as you want or type NA (Not Applicable) if you don't want to say 
anything. PLEASE TYPE ANY TEXT HERE TO PROCEED TO THE NEXT QUESTION.  

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q15 Do you think you might want to listen to more classical music recordings at home, 
in the car, at the office etc. after listening to this presentation? 

o Yes (9)  

o No (10)  

o Not sure (11)  

 

 

Q16 Do you think you might want to attend more live concerts of classical music after 
listening to this presentation?  

o Yes (1)  

o No (2)  

o Not sure (3)  
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Q17 Can you explain why you will or you won't listen to more classical music 
recordings at home, in the car, at the office etc. or at a live concert after listening to 
this presentation? You can write as little or as much as you want or type NA (Not 
Applicable) if you don't want to say anything. PLEASE TYPE ANY TEXT HERE TO 
PROCEED TO THE NEXT QUESTION. 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q18 If you were to describe Beth Cohen’s presentation to a friend, what would you say 
to them to convince them to watch it? 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q19 What would you say to Beth Cohen to help her improve her presentation about 
classical music? 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q20 The purpose of this study is to find out how to engage people with classical music. 
Do you have any suggestions? 

________________________________________________________________ 

________________________________________________________________ 
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________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

 

Q21 The purpose of this study is to find out how Beth Cohen can improve as an 
outreach and engagement conductor or, as an Ambassador of Classical Music. Do you 
have any suggestions? 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

________________________________________________________________ 

 

End of Block: In a few or many words please share your thoughts openly and truthfully 
 

Start of Block: Block 4 

Q22 By clicking submit you have agreed that your answers will be used in this research 
study. 
 

End of Block: Block 4 
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Appendix 4-A: ISO Concert Announcement, Case Study 1 

 

ENGAGE 

with  

Classical Music 
 

A concert and presentation 
by  

Beth Cohen and the Christchurch School of Music  
Intermediate Symphony Orchestra  

for  
 

 

 

 
 
 
 
 
 
 
 
 
 
  

This concert is part of a University of Canterbury doctoral 

research study titled Updating the Bernstein Model: engaging 

audiences with classical music 

If you wish to participate  

in an optional online survey  

SCAN the QR code OR 

GO to the following link 

bethcohenconductor.com/survey 

OR email 

beth.cohen@pg.canterbury.ac.nz 
 

 

or email beth.cohen@pg.canterbury.ac.nz for more information 

 

http://bethcohenconductor.com/survey
mailto:beth.cohen@pg.canterbury.ac.nz
mailto:beth.cohen@pg.canterbury.ac.nz
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Appendix 4-B: ISO Survey handouts, Case Study 1 

 

If you wish to participate  
in an optional online  
post-concert survey  

 

SCAN the QR code  
OR 

GO to the following link 
 

bethcohenconductor.com/survey 
 

OR email 
 

beth.cohen@pg.canterbury.ac.nz 
 

 

 

If you wish to participate  
in an optional online  
post-concert survey  

 

SCAN the QR code  
OR 

GO to the following link 
 

bethcohenconductor.com/survey 
 

OR email 
 

beth.cohen@pg.canterbury.ac.nz 
 

 

 
 

If you wish to participate  
in an optional online  
post-concert survey  

 

SCAN the QR code  
OR 

GO to the following link 
 

bethcohenconductor.com/survey 
 

OR email 
 

beth.cohen@pg.canterbury.ac.nz 
 

 

 

If you wish to participate  
in an optional online  
post-concert survey  

 

SCAN the QR code  
OR 

GO to the following link 
 

bethcohenconductor.com/survey 
 

OR email 
 

beth.cohen@pg.canterbury.ac.nz 
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Appendix 5-A: Video Promotion Email, Case Study 2 

Hello International Friends and Family  
 
Difficult times this but if you want a nice distraction…. 
I am doing a PhD study on how to best engage audiences with classical 
music. I was supposed to conduct some concerts, make a presentation to the 
audience and then do a post concert survey, but that has been cancelled or 
at least postponed because of Covid 19. 
So making lemonade out of lemons I am doing it via video.  
If you have about 25 minutes to spare could you: 

· watch a video (two, three or four if you are enjoying) 

· listen to a music selection (two, three or four if you are enjoying) 

· and then, take my survey? 

Click 

www.bethcohenconductor.com/survey2 

or 

 cut and paste 

http://bethcohenconductor.com/wordpress/?page_id=223 

 

No worries if you don’t. Your answers will be anonymous and no contact info 
collected so don’t try and be kind in your response because you know me.  
 

If you can pass this on to your friends, family or co-workers, greatly 
appreciated! It doesn’t matter whether they like classical music or not. In 
fact it is even better if they don’t ordinarily listen to classical music. Any age: 
children, teens or adults.  
 

Hope you enjoy! 

Thanks all 
Stay safe. Keep creative 

Beth 
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Appendix 5-B: Facebook Post, Case Study 2 
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Appendix 6-A: Live Stream Video Promotion Email, Case Study 3 

 
HELLO  

CHRISTCHURCH SCHOOL OF MUSIC! 
 

Would you like to 
connect with classical music? 

Do you want to go to a short and beautiful concert without leaving the house? 
 

Be a part of my University of Canterbury doctoral research study entitled  
Updating the Bernstein model: Engaging audiences with classical music. 

 
Whether you 

Like classical music or not 
Listen to classical music or not 

 Are young or old 6 or 96 
You can help my study and enjoy classical music 

 
It’s easy 

 
1.  Watch a live video stream about a piece of classical music 

Sea Interlude #2 by Benjamin Britten 
 

SATURDAY MAY 9th 5:00 PM – 5:30 PM 
 

Click here for invitation: 
 

https://canterbury.zoom.us/j/93081593150?pwd=Ym1JaEhrbjJUbkZ4VFErYlBSaTljQT

09 
or go to 

www.zoom.com 
 

Meeting ID: 930 8159 3150 
Password: 207517 

While in the waiting room to join our zoom meeting  
you can opt to not be seen on the screen and/or not to reveal your name 

 
 

2. Take an anonymous survey via web link 
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 anytime you want after the video presentation until June 9th 
 
 

You must be 18 or over or have permission from  
your parent / guardian in order to participate 

 
 

CLICK THIS LINK TO TAKE THE SURVEY 
 

bethcohenconductor.com/survey3 
 

 
OR  

 
GO TO 

 
https://canterbury.qualtrics.com/jfe/form/SV_7QWb2I1wcK48GRD 

 
 

OR 
 

SCAN THIS BARCODE 

 
or  

Email with subject line: online survey 
 

beth.cohen@pg.canterbury.ac.nz  
 

3. You can listen again to the piece of classical music here 
 

https://www.youtube.com/watch?v=HqSAQzYE0V 
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Appendix 7-A: Dunedin Youth Orchestra Concert Flyer, Case Study 4 
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