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Welcome! 
 

 
 
A warm welcome to Middlesex University for this one-day conference on the classical 
music industry. 
 
In recent years, discussion of classical music practices has flourished in areas as diverse as 
law, education, business studies, sociology, philosophy, ICT and cultural studies. From 
Dawn Bennett’s landmark study (Understanding the Classical Music Profession, 2008), 
through assorted publications on the genre’s economic and social situation, to 
organisations reflecting on their own identity and impact, the classical music industry is 
being studied from strikingly new and different angles.  
 
Today’s themes, then, acknowledge that the classical music industry animates deep 
feelings. The day looks to address debates that have long encircled the sector but today 
have a fresh face, as the industry adjusts to the new realities of funding, policy-making, 
technology and retail.  
 
We’ve been delighted by the enthusiastic and wide-ranging response to our Call for 
Papers and by the number and variety of delegates registering to attend. We hope to make 
this event an annual occasion that brings together academics, executives and practitioners 
to discuss and scrutinise the classical music industry. To that end, we welcome your 
feedback and we wish you an inspiring day ahead. 
  
 
Chris Dromey and Julia Haferkorn 
 
 
 

  
  



Programme 
 

 
9.30 Registration – Town Hall foyer, proceeding to Committee Room 3 for refreshments 
 
10.00   Welcome – Committee Room 3 
  
10.15  Parallel Session 1a – Committee Room 2 
  

 Contemporary Challenges, chaired by Julia Haferkorn (Middlesex University and  
  Third Ear Music) 
  

 Annabelle Lee (Royal Holloway), ‘Social Media and the Classical Music Industry:  
  Catalysts for Change or “Classical Cult?”’ 

 Antony Feeny (independent researcher), ‘Researching Classical Music Business Data: 
A Symphony of Silence?’ 

 Brian Kavanagh (King’s College, London), ‘Reimagining Classical Music Performing 
Organisations for the Digital Age’ 

  
   Parallel Session 1b – Committee Room 3 
  

  Diversity and Education, chaired by Chris Dromey (Middlesex University) 
  

  Artemis Ignatidou (Ernst Bloch Centre for German Thought, University of London),  
   ‘Participatory Music Outreach Programmes among Migrant Women in Athens’ 

 Esther Bishop (Zeppelin Universität Friedrichshafen), ‘You get what you want, but not 
what you need? A Curriculum Analysis of Performance Programmes in Germany’ 

 Christina Scharff (King’s College, London), ‘The Classical Music Industry: A 
Sociological Perspective’ 

  
11.30   Tea/coffee – Committee Room 3 
  
11.45  Parallel Session 2a – Committee Room 2 
 

 The Composer Today, chaired by Susanna Eastburn MBE (Sound and Music) 
  

 Neil T. Smith (University of Nottingham) and Rachel Thwaites (University of Lincoln), 
‘Emerging Composers and the Composition Opportunity’ 

  Composers Cheryl Frances-Hoad, Samantha Fernando and Steven Daverson join  
  Harriet Wybor (PRS for Music): ‘Making a Living as a Composer: Current 

Perspectives’ 
  
  Parallel Session 2b – Committee Room 3 
 

  Programming, Curation, Engagement, chaired by Peter Fribbins (Middlesex  
   University and London Chamber Music Society) 
  

 Ingrid Bols (University of Glasgow), ‘Programming Choices in French and British  
  Symphony Orchestras: Canonic Practices, National Culture and Corporate 

Innovation’ 
 Masa Spaan (music curator and independent researcher), ‘Curating Classical  
  Music: Towards a Synergetic Concert Dramaturgy’ 

 Stephanie Pitts, Marta Herrero and Sarah M. Price (University of Sheffield), ‘The Gift 
of Music: Re-envisioning Audience Engagement through Membership Schemes’ 



 
 
13.00   Lunch – served on the second-floor mezzanine, Quad, College Building 
  
14.00   Parallel Session 3a – Committee Room 2 
 

   Radio, chaired by Christina Scharff (King’s College, London) 
  

 Chris Marshall (Royal Birmingham Conservatoire), ‘The Royal Albert Hall as Maori  
  Meeting Hut: Commissioning Music for the 1982 Proms’ 
 Chris Dromey (Middlesex University), ‘Talking about Classical Music: Radio as Public  
  Musicology’ 

 Neil Washbourne (Leeds Beckett University), ‘Locating Classical 105.9 WQXR-FM in  
  New York City: Commercial Radio to NPR, On-Air Supplemented by On-Line’ 
  
  Parallel Session 3b – Committee Room 3 
 

  Publishing and Copyright, chaired by Brian Kavanagh (King's College, London) 
  

 Brian Inglis (Middlesex University), ‘Classical Music, Copyright, and Collecting 
Societies’ 

  Péter Munkácsi (independent researcher), ‘Modernisation of EU Copyright Rules and  
   Their Effects on the Classical Music Industry’ 
  Sarah Osborn (Incorporated Society of Musicians), ‘“Growing a Forest”: The  
   Changing Business of Classical Music Publishing’ 
  
15.15   Tea/coffee – Committee Room 3 
  
15.30   Parallel Session 4a – Committee Room 2 
 

  Live Music, chaired by Sarah Osborn (Incorporated Society of Musicians) 
  

  Sarah M. Price (University of Sheffield), ‘“It sounded exactly like a CD…”:  
   Articulating the Value of Live Classical Music’ 

 Julia Haferkorn (Middlesex University and Third Ear Music), ‘Dancing to Another 
Tune: Classical Music in Nightclubs and Other Non-traditional Settings’ 

  
  Parallel Session 4b – Committee Room 3 
 

  The Record Industry, chaired by Brian Inglis (Middlesex University) 
  

 Sara Lambrecht (Universiteit Utrecht), ‘The Impact of New Technology on the  
  Formats of Musical Consumption and the Shifting Role of Classical Music 

Recordings’ 
 Evgeniya Kondrashina (Goldsmiths, London), ‘A Phoenix Rising from the Ashes? The  
  State Label Melodiya in Post-Communist Russia’ 

  Marius Carboni (University of Hertfordshire), ‘Evolving Business Models in the  
   Classical Record Industry’ 
  
16.45   Break – proceeding to the Concert Room (G274), Grove B for the Keynote 
  
17.15   Keynote – Gillian Moore CBE (Southbank Centre), ‘Who Needs Classical Music?’ 
  

  Followed by Reception, including a brief discussion of The Classical Music 
Industry (Routledge, 2018) 



 
Parallel Session 1a – Contemporary Challenges 
 
Chaired by Julia Haferkorn (Middlesex University and Third Ear Music) 
 
 
 
Annabelle Lee (Royal Holloway), ‘Social Media and the Classical Music Industry:  
 Catalysts for Change or “Classical Cult?”’ 
 
Given that social media have been around for over a decade, their impact on the classical 
music industry still cannot be ignored. Against a backdrop of elitist, media-generated 
perceptions of the art form, musicians and organisations have keenly capitalised on social 
networks to generate economic growth, increase audiences, and attract wider demographics, 
notably, younger people. As a result, the general consensus among actors within the classical 
music sector is a passionate support of the role of social media as marketing, promotional, 
developmental and educational/“edutainment” tools. However, the phenomenon of a “digital 
divide” is at risk. On closer examination, factors such as socioeconomic background bear a 
major influence on marketing and branding classical music on social media but they are 
barriers to accessing and enjoying the art, online and offline. Observed through the constructs 
of technological determinism and digital optimism, the classical music scene idealistically 
aims for a commitment to accessibility and equality whereas the reality of privilege is slightly 
and, ultimately, different.  
 
Drawing on empirical findings, the mainstream sociological literature, organisational research 
reports, and case studies from my doctoral research (e.g., the social media strategies of opera 
singer Joyce DiDonato, concert venue Wigmore Hall, radio broadcaster Classic FM and app 
company Amphio), this paper demonstrates how the classical music business’s 
implementation of social media, and more generally, digital technology, is ideologically 
driven. This is contrary to a number of key qualities the cultural industries try to highlight in 
regard to audiences’ social media usage: egalitarian, democratic and participatory. 
Furthermore, core industry-based marketing concepts such as segmentation and branding 
confirm that social media strategies attract particular target audiences that are commonly 
associated with classical music culture. For instance, they are university-educated and 
knowledgeable about music. This paper does not intend to be an audit or overt criticism of the 
industry’s social media usage, and indeed, one cannot deny the considerable social media 
successes of many performers, organisations, marketers and publicists within the classical 
music scene. However, I wish to present a critique because classical music marketers, 
audiences, artists and even academics often adopt an experiential, practitioner-based attitude 
that incorporates web-based ideologies. By considering the example of classical music, my 
paper provides a novel perspective on the social media landscape and sheds a different light 
on current digital audiences. 
 
 
Antony Feeny (independent researcher), ‘Researching Classical Music Business Data: A  
 Symphony of Silence?’ 
 
Systematic analysis of the classical music industry as a business requires detailed data. Whilst 
comprehensive information on repertoire, musicians and other artistic areas are widely 
available, financial and other business-related data are much more difficult to access.  
 
 



 
 
Furthermore, those data that are available often lack detail, and are prepared in different ways, 
so that it becomes difficult to make comparisons between organisations and their activities in 
ways that would be common in other areas of business. This presentation looks at some of the 
financial and statistical data relevant to the classical music industry, and their sources. It 
explores some of the reasons for the paucity of data, the challenges this presents, and the 
reasons why the wider availability of transparent information is becoming more important as 
the financial resources available to classical music are increasingly stretched. 
 
 
Brian Kavanagh (King’s College, London), ‘Reimagining Classical Music Performing  
 Organisations for the Digital Age’ 
 
My research considers how orchestras and opera companies are innovating in response to 
digital technology and shifting stakeholder needs and expectations. Drawing on field data 
generated from a series of interviews and observations at several leading classical music 
performing organisations in Europe and the U.S., this research brings into focus the 
challenges and opportunities that digital technology presents to these ensembles. It also 
contributes to broader discourses on the state of classical music in the twenty-first century 
by considering the role of organisational identity in shaping responses to shifts in the 
technological landscape. Research findings suggest that organisational identity may be a 
barrier to innovation in the classical music field because orchestras and opera companies 
must adhere to historically inform collective identities to be legitimate within this 
institutional setting. Therefore, this research contributes to a broader discourse on how 
classical music performing organisations need to change to survive and thrive in the 
twenty-first century.  
  



 
Parallel Session 1b – Diversity and Education 
 
Chaired by Chris Dromey (Middlesex University) 
 
 
 
Artemis Ignatidou (Ernst Bloch Centre for German Thought, University of London),  
 ‘Participatory Music Outreach Programmes among Migrant Women in Athens’ 
 
Mobilising musical practice as a means for community-building, inclusive dialogue, and 
education can be a potent tool for the integration of migrant communities into their new 
cultural environment. As part of the Greek National Opera’s outreach programme, the UK-
based Breakfast Club quartet was invited in May 2018 to coordinate a workshop with migrant 
women in Athens, where they encountered a significant problem embedded within western 
art music: how do we communicate European musical heritage with an awareness of its 
shortcomings and problematic narratives?  
 
From this methodological approach, the project set out to discuss issues of gender and cultural 
identity with migrant women currently residing in Athens. In an initiative organised in 
collaboration with the Melissa Network for Migrant Women in Athens, the quartet organised a 
three-day workshop with six invited migrant women and five Greek musicians to discuss 
women’s representation in the opera, the stereotypes around the image of the soprano and her 
singing voice, the social functions of song between different cultures, and the importance of 
song as a means of expression (having a voice vs. being silenced) in the opera and between 
different societies.  
   
During the workshop, participants played and listened to women’s music from the Baroque to 
Meredith Monk and created new content informed by their own experiences and aspirations 
in their new country and continent. The result was an overwhelming amount of original and 
pre-existing poems from the participants’ native countries, which was then set to music by the 
quartet. The workshop concluded with a collective performance. This paper will discuss the 
educational value of musical practice in relation to community-building and interethnic 
inclusion as seen through this project, its methodology and execution. Moreover, it will 
ponder one of the most contentious issues in the classical music world: where do stereotypes 
of the past go to die, and can we redeem music’s inherent humanity through inclusive 
contemporary dialogue? 
 
 
Esther Bishop (Zeppelin Universität Friedrichshafen), ‘You get what you want, but not  

what you need? A Curriculum Analysis of Music Performance Programmes in 
Germany’ 

 
How to bring change to institutions of higher music education in Germany? How is the 
situation of classical music different here to other European countries? The German 
Musikhochschulen seem to be even slower when it comes to adapting their performance 
programmes to changing circumstances. Bishop/Troendle (2018) found that graduates feel 
underprepared for career paths that lead towards portfolio careers (Bennett 2008). However, 
resistance towards engagement with career-related topics was also observed. The research 
question addressed was, how are performance programmes designed in terms of career-
related issues?  
 



 
 

A survey of all performance-oriented study programmes (restricted to orchestral instruments) 
was undertaken. 39 Bachelor programs and 79 Master programs were analysed in terms of 
their range of subjects, credit points per subject and study goals. Results indicate differences 
between the programmes with regards to the emphasis placed on the main subject in terms of 
the proportion of credit points (CPs) allocated. A range of 75–166 CPs was found for the 
principal subject for a four-year Bachelor program (240 CP). Programmes that tended to assign 
fewer credit points to the principal subject showed a more equal distribution of credit points 
between main and other subjects. A similar correlation was found between programs with less 
CPs for principal subjects and the inclusion of career-related subjects. However, career-
related subjects amounted to only 1.6% of the overall credits, on average. Master programmes 
were grouped into soloist programs, chamber music, orchestral training, contemporary music, 
etc. However, 60% of all the programmes do not relate the study goals of their programmes to 
the intended career path by the name of the course. Again, the focus on the musical training 
remained strong, but career-related subjects remained less than 0.5% of all the two-year 
programmes. This data was used to address three main points:  
 
1. How, in the light of its deficiency, career orientation could be achieved within a 
curriculum; 
2. Whether tailoring of Master programmes to particular career paths is sensible, in light of the 
trend towards protean careers; 
3. How “artistry”, which is a study goal for most programmes, can be related to curricular 
content.  
 
Such a curriculum analysis is limited as it cannot assess the interactions between teacher and 
student, but the need for clear thinking about what musicians need to learn about, are able to 
learn with the resources given, is highlighted. 
 
 
Christina Scharff (King’s College, London), ‘The Classical Music Industry: A  
 Sociological Perspective’ 
 
This paper will discuss the classical music industry from a sociological perspective by drawing 
on empirical research in Germany and the UK. It will map and discuss various aspects of the 
profession, relating to gender, racial and class inequalities; precarious working conditions; 
and the entrepreneurial mind-set increasingly required to work as a classical musician. The 
main part of the paper will critically discuss the shift towards entrepreneurialism by locating it 
in a wider neoliberal context. In particular, the paper will outline how the move towards 
entrepreneurialism is lived out by musicians, highlighting a range of problematic features, 
such as the need to self-promote (and the gendered/classed and racialised implications of 
this); the hiding of injuries; and the shift towards conceiving of one’s self as a product that 
needs to be marketed and sold. 
  



 
Parallel Session 2a – The Composer Today 
 
Chaired by Susanna Eastburn MBE (Chief Executive, Sound and Music) 
 
 
 
Dr Neil T. Smith (University of Nottingham) and Dr Rachel Thwaites (University of  
 Lincoln), ‘Emerging Composers and the Composition Opportunity’ 
 
The nature of professional working life for musicians has been a longstanding topic of 
academic debate.  Yet how they affect the transition from amateur, or aspirant, status to 
professional standing remains far less clearly illuminated. This presentation will explore the 
themes that arose from a survey of 47 “emerging” composers, looking specifically at the 
effects of composition opportunities on their careers. Aspiring composers are regularly 
encouraged to apply for competitive composition opportunities, which are intended to give 
them more experience of writing for large ensembles, widen their professional network, and 
give them the chance to receive professional performances and recordings. The composition 
opportunity is styled as a helpful conduit to professional life, providing skills and assistance 
that will continue to help the composer in the future. This presentation will explore how 
opportunities act as both the only means to “prove” oneself and to move from emerging to 
“established, professional” composer, as well as perpetuating and intensifying precarious 
lives. Using these composers’ experiences, it will question the value ascribed to such 
opportunities and highlight areas in which structural discrimination can still take place, both 
within the opportunity and in the profession, more widely.  
 
 
Composers Cheryl Frances-Hoad, Samantha Fernando and Steven Daverson join  
 Harriet Wybor (PRS for Music) and Susanna Eastburn MBE (Sound and Music):  
 ‘Making a Living as a Composer: Current Perspectives' 
 
What does it mean to be a composer in the twenty-first century? Is music an art, an academic 
pursuit, a business, or all those things? Composers are at the very heart of the classical music 
sector and therefore it is fitting to explore how composers make a living in the current artistic 
and economic climate. This roundtable brings together three composers working in different 
areas and at different points in their careers for an open discussion. It will explore the realities 
of making a living as a composer and inform emerging composers about where they can find 
support and develop the skills needed to succeed. It will also serve to inform further 
discussion about the ways in which organisations in the classical sector can nurture and 
promote the music of living composers. 
  



 
Parallel Session 2b – Programming, Curation and Engagement 
 
Chaired by Peter Fribbins (Middlesex University and London Chamber Music Society) 
 
 
Ingrid Bols (University of Glasgow), ‘Programming Choices in French and British  

Symphony Orchestras: Canonic Practices, National Culture and Corporate 
Innovation’ 

 
European symphony orchestras seem to be standardised and share the Western musical 
canon. With Germany and Austria, France and the United Kingdom host some of the oldest 
symphony orchestras in the world. However, a closer look at French and British symphony 
orchestras reveals that national culture partly impacts the overall organisation of their musical 
seasons, the pieces they play, and their marketing techniques. As William Weber asserts in 
The Great Transformation of Musical Taste, ‘we need to speak less about the canon and a lot 
more about multiple canons and indeed about canonic practices and canonic implications.’  
These canonic practices are influenced by corporate traditions and funding systems. On the 
American market, Pierre-Antoine Kremp proved in Innovation and Selection: Symphony 
Orchestras and the Construction of the Musical Canon in the United States (1879-1959) that 
the source of funding influences programming choices.  This can be applied to state-supported 
French and British orchestras earning the major part of their budget. The history of each 
organisation influences the selection of the repertoire such as the Strasbourg Philharmonic 
Orchestra, which was alternatively French and German. Individuals also shape programmes, 
such as Valery Gergiev and Mstislav Rostropovich, who brought Prokofiev’s and 
Shostakovich’s music to the London Symphony Orchestra. Even if conductors, soloists and 
musicians travel within Europe, the Humanist universalist vision of music should not limit the 
study of musical practices. For example, Handel’s Messiah was performed three times by the 
Paris Orchestra from its first season 1967-1968 and 47 times by the London Symphony 
Orchestra from its beginnings in 1904 (15 times from 1967). Moreover, British orchestras play 
more Nordic music, such as Sibelius’s symphonies. Unravelling the multifactorial decision 
processes of programming in major symphony orchestras tells us much about the Western 
musical canon, national specificities, and how classical music is also an industry that 
responds to laws of markets and marketing trends.  
 
 
Masa Spaan (music curator and independent researcher), ‘Curating Classical Music:  
 Towards a Synergetic Concert Dramaturgy’  
 
In her essay ‘Concert Etiquette: The New Rules’, Gillian Moore recalls a fellow concertgoer 
censuring her during a performance at London’s Royal Festival Hall with the words: “You 
were moving your head up and down during the music. You need to learn to behave in 
concerts, or stay at home!” (quoted in Spaan, 2018). Given Moore’s role as Director of Music 
at the Southbank Centre, this anecdote illuminates all too well the intractable nature of 
concert etiquette, and how it still governs most classical concert-going. To explore this further 
is to observe several broader norms, for example: repertoire presented according to standard 
patterns (e.g. overture—solo concerto—interval—symphony); musicians wearing neat, black 
“uniform”, entering and exiting the stage in a formal, prescribed manner; the physical 
separation of on-stage musicians and seated audience; and concertgoers expected to 
understand when to applaud. These practices are dominant, customary, and were famously  
 
  



 
 
theorised by Christopher Small as a ‘concert ritual’. To subsequent sociologists, such as Cas 
Smithuijsen, the rigidity of such conventions transforms the concert experience into a 
‘regime’. 
 
Such traditions are also historical, being associated with nineteenth-century ideals of 
profundity, depth of knowledge, and musical meaning. To apply concentrated effort to 
fathom, say, symphonic structure is to understand and experience the music in a “pure” 
form—a mode of listening that, according to these historical principles, only the concert-
giving ritual can mediate. Indeed, drawing on the powerful and related principles of formalism 
and musical autonomy, such principles still hold sway over much of today’s classical concert 
practice. As Moore’s experience illustrates, the longevity of traditional concert practices can 
have negative consequences: had a first-time attender been scolded in such a manner, they 
would surely have been deterred from visiting again. Traditionalists—if we might describe 
Moore’s accuser as such—surely represent the (usually silent) majority of most classical music 
audiences. However, there are signs of change, as many classical concertgoers bring with 
them new expectations and tastes; that is, they have a looser affinity with established concert 
rituals or are prompted to rethink their assumptions. The tendency leads us to ask how the 
revitalisation of classical music concerts should be carried out, and why the issue is so urgent 
now, in the twenty-first century. This paper examines these questions and lay the foundations 
for methods—including my own—to revitalise classical music programming.  
 
 
Stephanie Pitts, Marta Herrero and Sarah M. Price (University of Sheffield), ‘The Gift of  
 Music: Re-envisioning Audience Engagement through Membership Schemes’ 
 
This paper addresses questions of audience access, engagement and loyalty through a critique 
of the membership schemes (sometimes called ‘Friends’ schemes) that are a feature of many 
classical music organisations. Such schemes typically offer benefits including priority booking, 
discounts and newsletters that might be understood as straightforwardly transactional benefits. 
However, we propose that the soft, experiential benefits of affiliation with a classical music 
organisation are more highly valued by members: these might include access to rehearsals 
that provide insight on the process of making music and opportunities to hear unfamiliar 
music repeatedly. Membership schemes can therefore be understood as modelling audience 
engagement in ways that could be articulated more clearly by organisations, and used to 
inform wider audience development more widely.  
 
We will present an empirical case study of the Sound Investment scheme at Birmingham 
Contemporary Music Group, in which members contribute financially to the commissioning 
of new music.  Our interview data reveals the attitudes of the Sound Investors, from their 
motivations to participate to their experiences of connection with the music and the 
organisation.  Our analysis highlights the sense of responsibility that members feel to BCMG 
and to the cultural contribution of investing in new music, while acknowledging the financial 
demands the scheme places on its members, and the potential for inequality of access and 
engagement that results from its delimited benefits.  
 
Through our preliminary case study, and our plans for further research, we will propose a new 
model of membership, understood as audience engagement rather than purely as fundraising, 
and will propose some critical questions for ongoing research and debate. 
  



 
  



 
Parallel Session 3a – Radio 
 
Chaired by Christina Scharff (King’s College, London) 
 
 
 
Chris Marshall (Royal Birmingham Conservatoire), ‘The Royal Albert Hall as Maori  
 Meeting Hut: Commissioning Music for the 1982 Proms’ 
 
This paper examines works commissioned by the BBC for the 1982 Proms season and asks 
how musically diverse a group of pieces they were, exploring the role of the commissioning 
process and the responses to composers. Hugo Cole’s essay in the 1982 Proms Prospectus 
suggests a stylistic heterogeneity of the composers in question, comparing them to ‘queens on 
the chessboard, [able] to move in any direction: backwards in time, to borrow and adapt the 
techniques of the medieval polyphonists, the neo-romantics, or the jazz improvisers of the 
1920s; outwards, to absorb influences from alien cultures’. Cole gathers these disparate 
composers together, like Alfred Gell’s Maori meeting huts: each hut is individual, but related 
to other huts either temporally – one hut being based on a previous example – or 
geographically – each hut being based on nearby huts. 
 
In a recent interview, conducted as part of my research, Stephen Plaistow, the BBC’s Editor, 
New Music at this time, suggested that the BBC commissioned on the basis of personal 
relationships, and that the networks that generated these recommendations revolved around 
the composers themselves, their teachers and pupils, their publishers, and a group of 
interested BBC producers. The BBC worked with composers to commission appropriate works 
on the basis of what composers had it in mind to write. Any “commissioning brief” was an 
unwritten, informal agreement, developed by the BBC in consultation with the composer and 
the publisher. By looking at these networks – alongside the music itself – through the lenses of 
Bourdieu’s idea of a Field of Cultural Production, Latour’s Actor-Network Theory and Becker’s 
Integrated Professionals, I interrogate the apparent diversity of the works commissioned. I also 
explore Foucault’s contention that almost any social group could be self-regulatory, applying 
this to composers, who – without needing to be told – are nonetheless acutely aware of the 
requirements of an unwritten commissioning strategy.  
 
This paper investigates the possibility that the BBC Proms, without any formal commissioning 
strategy or detailed commissioning briefs, nonetheless had particular requirements – widely, if 
tacitly, understood by composers – and that it was the composers who imposed this strategy 
upon themselves. This approach will clarify to the music industry in general how the power of 
commissioning bodies is wielded, and how composers are able to acquiesce to their 
demands, while apparently pursuing an artistically independent course. 
 
 
 
Chris Dromey (Middlesex University), ‘Talking about Classical Music: Radio as Public  
 Musicology’ 
 
Language is used in myriad ways to contextualise and set expectations about classical music, 
but many such forms currently slip under musicology’s radar, despite being essential to how 
the genre is perceived: from programme notes, liner notes, and reviews that steer audiences’  
 
 



 
 
experiences, to “bluffers” guides and the efforts of marketers to promote and demystify 
classical music. Consider also the rise of social media, society’s keen appropriation of 
classical music, and oral media such as podcasts and radio, and the work required to 
understand how perceptions of classical music are shaped in the broadest sense becomes 
clear. To appreciate this argument is also to begin to make the case for public musicology, a 
bidirectional process that recognises and attaches greater significance to public-musicological 
artefacts (such as liner notes and radio) and considers how musicology can make music 
relevant and useful in the public sphere.  
 
This paper focusses on one of the most public forms of musicology to classify and critique 
how BBC Radio 3 and Classic FM speak about the music they broadcast. To survey the types 
and range of language they use is to reveal not only how the genre is portrayed on the radio 
today, but also the assumptions about what classical music is, and what it is supposed or 
presumed to do. Radio is therefore also a meaningful way to critique the dilemmas—crises, as 
some commentators would have it—classical music faces. This paper, then, is intended to be 
a midpoint that builds on recent musicology and sociology on both radio and the state of 
classical music, and which looks ahead to consider how public musicology might respond to 
the modern realities facing classical music. 
 
 
Neil Washbourne (Leeds Beckett University), ‘Locating Classical 105.9 WQXR-FM in  
 New York City: Commercial Radio to NPR, On-Air Supplemented by On-Line’ 
 
This paper explores transitions of New York City located classical music radio station, WQXR-
FM in relation to two key transformations. Firstly, Its ongoing shift from being a commercial 
station, founded in 1936, and funded by advertising to becoming a National Public Radio 
(NPR) station (2009) funded by subscribing listeners. Secondly, exploring the way that station 
has developed on its online provision of classical music, classical music and listener-relevant 
information and small-scale live performances. The research is based upon fieldwork 
conducted in 2010 and ongoing documentary and on-air and on-line analysis of the station 
and explores the ways in which it has aided the transformation of listeners to become 
subscribers and the ways it has used on-line materials to supplement its on-air offerings. Its 
location in New York City is treated as a (set of) performance(s) and not merely understood as 
a fact of the location of its transmitters and radio studios but as part of a longer term project of 
an American institution locating itself culturally in relation to a North Western European Art 
Music and a New York City institution locating itself in relation to New York City (especially 
Manhattan) and its uptown classical music institutions (Juilliard, Metropolitan Opera, Carnegie 
Hall etc.) and its post-2009 office locations downtown. 
  



 
Parallel Session 3b – Publishing and Copyright 
 
Chaired by Brian Kavanagh (King’s College, London) 
 
 
 
Brian Inglis (Middlesex University), ‘Classical Music, Copyright, and Collecting Societies’ 
 
This paper looks at the indebtedness of modern music copyright law to the strong work- 
concept identified by scholars like Lydia Goehr and Friedemann Sallis in relation to the canon 
of classical music (specifically Viennese Classicism). It sketches the development of music 
copyright, from a narrowly defined concept in the eighteenth century to one that is more 
inclusively conceived, encompassing multifarious genres and media, in the twenty-first. The 
roles of collecting societies are touched on, both in the specific treatment of classical (or 
'serious') music as a genre, and more generally as promoters of copyright and collective 
management in a context where both are challenged in different ways. Classical music proves 
a useful lens through which to frame views of copyright law and practice, which are 
increasingly polarised across spheres such as academia, the music industry, new technologies, 
and political campaigning.        
 
 
Péter Munkácsi (independent researcher), ‘Modernisation of EU Copyright Rules and  
 Their Effects on the Classical Music Industry’ 
 
The European Union is home to some of the largest publishing houses and a dynamic music 
industry. As a consequence, it is a global industrial and cultural leader. Some of its cultural 
and creative industries, however, face particular competitiveness, entrepreneurial and 
financing challenges. This should have a beneficial impact on the development of new 
business models and new sources of revenue, if the main issues related to the scale, 
availability and visibility of productions are addressed. The existing EU copyright legal 
framework provides a high level of protection for right-holders and creates a framework 
wherein the exploitation of works and other protected subject matter can take place. In order 
to increase cultural diversity in Europe and content available online while bringing clearer 
rules for all online players, the Commission launched in September 2016 proposals on the 
modernisation of copyright rules at European level. This paper draws attention to questions 
that arises in the context of these modernisation processes and examines their effect on the 
classical music industry. 
 
 
Sarah Osborn (Incorporated Society of Musicians), ‘“Growing a Forest”: The Changing  
 Business of Classical Music Publishing’ 
 
Musicians intersect with music publishers daily. Superficially, this is obvious: students, 
teachers, and professional musicians spend much of their time learning and performing 
repertoire from the classical canon. Yet, the role of a music publisher is little understood 
because the transactional relationship that allows the supply of sheet music is just one part of 
the rich, multifaceted role publishers play in cultural life. To recognise their broader role, we 
must first look to the fundamental link between publishing and copyright. The latter is the  
 
 



 
 
bedrock of the business, and to recognise its principles, however nebulous they can 
sometimes appear, is to understand its inherent stresses, strains, and rewards.  
 
Classical music publishing is an inherently speculative business where high risk can yield high 
reward. Ordinarily, composers assign their works to a publisher in return for a share of the 
royalty income. It then falls to the publisher to find ways to generate revenue through, for 
example: the hire or sale of sheet music, licensing live performance, radio broadcast; “fixing” 
music to images in films, television, advertisements, games, and so forth (commonly referred 
to as synchronisation or “synch” rights); or encouraging music to be commercially recorded 
and/or streamed online. In a world where composers have the tools available at their 
fingertips to compose, edit, perform, produce, record and release music themselves, how have 
classical music publishers responded, and what role do they now play in the modern musical 
world?  
  



 
Parallel Session 4a – Live Music 
 
Chaired by Sarah Osborn (Incorporated Society of Musicians) 
 
 
 
Sarah M. Price (University of Sheffield), ‘“It sounded exactly like a CD…”: Articulating  
 the Value of Live Classical Music’ 
 
It’s now a well-rehearsed adage that classical music audiences in the UK and America are 
getting older, with signs pointing towards a generational shift away from concert attendance 
(Kolb, 2001; Stern, 2011). Audiences also represent a highly educated, wealthy, professional 
segment of the UK population, with considerable under-representation of ethnic minorities. 
Between funders’ demands and concern over the future of the concert audience, orchestras 
across the country are being forced to ask the same question: why aren’t more people 
interested in live classical music? Arguably, the demand for recorded classical music remains 
healthy (as I write this, cellist Sheku Kanneh-Mason’s album Inspiration featuring the full 31 
minutes of Shostakovich’s first Cello Concerto is Number 1 in the US iTunes pop chart). But in 
a world where “definitive” recordings of canonical pieces by world-leading musicians are 
available in our pockets, it can be difficult for orchestras to articulate the distinct value of live 
performance.  
 
Drawing on my doctoral research with orchestral concert audiences in a regional UK city, I 
suggest that there are two clusters of factors which make live performance appealing to 
audience members. The first, ‘Musical Freshness’, is that most often promoted by classical 
music organisations, but I suggest these factors are only of value to listeners who are familiar 
with the repertory. The second cluster, ‘Sense of Occasion’, has a much broader appeal to 
both experienced and new listeners alike. I suggest that orchestras need to maximise and 
promote the sense of occasion of concerts in order to articulate their distinct value in relation 
to recordings of classical music if they are to appeal to a broader audience with less 
knowledge of classical music repertoire.  

 
Facets of “Liveness” in Classical Music Performances 
 

Musical Freshness Sense of occasion 

Unmissable interpretations Making a night of it 

Hearing pieces in a new way Spectacle and co-presence with performers 

Exposure to new music Communal listening and atmosphere 

 
This paper presents findings from my AHRC-Funded Collaborative Doctoral Award with the 
City of Birmingham Symphony Orchestra. This consisted of a qualitative audience research 
study with attenders for their core classical and populist Friday Night Classics series, 
investigating how ideas of “art” and “entertainment” were navigated by these two audiences. 
These semi-structured interviews were contextualised with three years of ethnographic 
observations of the working practice of the orchestra management and quantitative analysis of 
the orchestra’s ticket sales data. 
 



 
 
Julia Haferkorn (Middlesex University), ‘Dancing to Another Tune: Classical Music in  
 Nightclubs and Other Non-Traditional Settings’ 
 
In the UK today, performances of classical music in non-traditional venues are widespread. 
Recent examples include a string quartet concert in the depths of a Lake District slate mine, 
chamber music in a grungy Camden pop venue, and an orchestral performance in the loading 
bay of the Royal Albert Hall. In Scotland, the East Neuk Festival boasts that all of its concerts 
occur in venues “not originally designed as a concert hall”, while the BBC Proms feature an 
orchestral performance in a South London municipal car park for the second year running. 
The phenomenon is by no means exclusive to the UK. In Toronto you could hear Beethoven’s 
Fifth Symphony in a dilapidated power plant; in Berlin Radialsystem V, a pump station-turned-
arts centre, regularly presents classical music; and in Texas, a string quartet offers works by 
Ravel and Grieg in a cave. To some observers, such performances are the “new normality”, 
and, indeed, discourse on the topic is growing, involving the musicians themselves, arts 
organisations, and social commentators. This paper chronicles how and why this trend 
emerged, considers its implications for the relationship between music, audiences and 
physical space, and ponders what this might mean for the future of classical music itself. 
 
 
  



 
Parallel Session 4b – The Record Industry 
 
Chaired by Brian Inglis (Middlesex University) 
 
 
 
Sara Lambrecht (Universiteit Utrecht), ‘The Impact of New Technology on the Formats  
 of Musical Consumption and the Shifting Role of Classical Music Recordings’ 
 
Consuming classical music has developed from “sitting in your room, putting a record on” to 
“an integrated, social and mediated part of everyday life.” The rise of new technology 
facilitates and accelerates this change. Universal Music’s Michael Nash says: “We are in the 
process of transforming from being a product-based music company to a music-based media 
company” (IFPI 2018 report). This transformation is a clear example of the shifting role of 
traditional recordings as a product (as a delineated identity with its direct financial 
retributions) to an integrated, mediated tool. As a result, the focus on value of recordings shifts 
from measurable income to nearly pure promotional value within the career of musicians. 
Income of album sales for classical niche performing artists has become even more a marginal 
part of their general income.  
 
This paper presents the following case study: the contemporary Goeyvaerts String Trio steps 
away from traditional recordings and is now experimenting with 360° videos as a partial if not 
full substitution. The focus lies no longer on the perfect recording under perfect conditions, 
but on using music as fluid state of communication. This newer technology of 360° videos 
incorporates a visual and social aspect in addition to the auditory and falls in line with the 
industry’s focus on “live experience”. The musicians are more flexible on choosing when, 
what, where and how to record and make use of the fact that music is more and more 
consumed through mobile phones via interactive applications. By releasing it for free, their 
360° videos become promotional tools B2B –bookers increasingly request video material- and 
social media content to engage with their audience. They state that their progressive vision on 
the performance of music should go hand in hand with the formats and technologies they use.  
 
The effects of this are important in two target groups: classical music bookers (B2B) and the 
main target audience of the String Trio (B2C). Through surveys, interviews, online 
polls/discussions and looking at generated traffic, this paper researches the preference and 
perception of 360° videos, their role within the classical music business in comparison with 
traditional recordings and formulates a method for measuring its impact. This paper 
contributes in the research on classical music’s recording and listening cultures, but 
specifically focuses on the impact of technology on the classical music business from a 
performer–consumer–business point of view. 
 
 
Evgeniya Kondrashina (Goldsmiths, London), ‘A Phoenix Rising from the Ashes? The  
 State Label Melodiya in Post-Communist Russia’ 
 
The move from communism to capitalism in Russia was an experiment that affected every 
aspect of life, including the record industry. It completely changed the power distribution 
within the sector and the basics principles of production, marketing and consumption of 
recordings. Melodiya was the monopoly record company in the Soviet Union since 1964.  
 
 



 
 
After the fall of the USSR, it remained state-owned but had to find its feet in the new market 
economy, facing internal and external competition. In addition, during the Soviet times 
Melodiya did not handle the exports of its classical music recordings, which were highly 
popular in the West, and had to rely on the Soviet export agency, Mezhdunarodnaya Kniga, 
for licensing and export agreements with a variety of export partners, including EMI, CBS, 
Chante du Monde, Ariola-Eurodisc, Victor and others. Thus, Melodiya also had to establish a 
network of external partners after the Soviet arrangements broke down. 
 
This paper will consider the transformation of a state monopoly record company into a market 
player on the example of Melodiya. It will analyse the external challenges faced in the process 
and the responses that the company decided to take, both successful and not. What lesson 
can we learn from this transition? How do the principles on which music functions in a state-
driven economy differ from those in a capitalist society? The case study discusses the pros and 
cons of producing and consuming classical music within two completely different economic 
systems, communism and capitalism, and the implications for the development of classical 
music today, both in Russia and in the West. 
 
 
Dr Marius Carboni (University of Hertfordshire), ‘Evolving Business Models in the  
 Classical Record Industry’ 
 
In the business world marketing and promotion are essential in ensuring the product or service 
provided by a trader or producer is reaching its target market in an effective manner. The 
buying behaviour of the consumer, their social demographic, and the trends in the sector itself 
are all-important in a commercial environment, whatever the industry. Business models in the 
recording industry are no different, but it is worth examining how specialist areas of the 
classical recording sector are using marketing and promotional tools to reach their consumer 
base. As the industry as a whole adapts to (and, for some genres, adopts) new models of 
selling (essentially physical→downloading→streaming), so the necessity to increase the 
repertoire of promotional tools becomes more apparent. These types of campaigns need to be 
entrepreneurial, especially in niche areas, in order to raise their profile. Consider Eleanor 
Shaw’s definition: ‘As an orientation marketing is regarded as an organisational approach that 
is organised around the consumer, with a keen focus on identifying customer needs, wants 
and demands and matching these to features and benefits of the products contained within an 
organisation’s portfolio.’ (Shaw 2012). My paper today will indicate how the classical record 
industry utilises diverse ways to keep close to its consumer; in pop parlance, to develop its fan 
base. The breadth of the classical recording sector is wide and therefore the industry’s 
approach has to be similar to reach its target buyer. As with all businesses, it is about 
connectivity.  
  



 
 
‘Who Needs Classical Music?’ 
 

Gillian Moore CBE (Director of Music, Southbank Centre)  
 
Introduced by Lesley Main (Head of Performing Arts, Middlesex University); chaired by 
Julia Haferkorn (Middlesex University and Third Ear Music) 
 
 
 
In her Keynote address, Gillian Moore will explore questions about the role of classical music 
in the twenty-first century from her perspective as Director of Music at Southbank Centre.  
 
Gillian Moore was born in Glasgow, and has worked to bring music and the arts to the 
London community for over 35 years. She was Education Officer at the London Sinfonietta for 
ten years before becoming Head of Education at the Southbank Centre, where she developed 
an approach that integrated educational and artistic activity. Gillian was awarded an MBE for 
her services to British music in 1994, and returned as Artistic Director of the London 
Sinfonietta in 1998. Gillian is now Director of Music at the Southbank Centre, having been 
Head of Contemporary Culture and Head of Classical Music at the organisation. She also 
writes and broadcasts regularly about music. 
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Programming Choices and National Culture: The Case of French and British Symphony 
Orchestras, focuses on the last fifty years of orchestral concerts on both sides of the Channel. 
The London Symphony Orchestra, the Royal Scottish National Orchestra, the Paris Orchestra, 
and the Strasbourg Philharmonic Orchestra constitute her four main case studies. Ingrid has a 
double education in Music (Reims Champagne-Ardenne University) and Management (Neoma 
Business School). 

 
Dr Marius Carboni is Senior Lecturer in Music Business at the University of Hertfordshire and 
Visiting Lecturer in Music Business at City, University of London and Morley College, London. 
He was formerly Head of Press and Promotion at EMI and Press Officer at Decca Records. 
Since 1995, he has run his own PR and music marketing consultancy, Carboni Media. Over 
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Steven Daverson is an alumnus of the Royal Northern College of Music and the Royal College 
of Music, studying under David Horne, Jonathan Cole and Mark-Anthony Turnage. His work 
has been featured at festivals across the UK and Europe; performed by ensembles such as the 
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available on the Col Legno label. In 2011, Steven became the youngest-ever recipient of the 
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contemporary music. Recent and current projects include a revised version Arkanar: A Report 
from the Interior for microtonal tuba and live electronics, performed at the Darmstadt 
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piano, devices and live electronics for Ensemble Nikel, commissioned by the Huddersfield 
Contemporary Music Festival and the PRSF Composers’ Fund. Steven teaches composition at 
the Royal Northern College of Music, City University London, and the University of 
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Dr Chris Dromey is co-editor of The Classical Music Industry (Routledge, 2018), author of The 
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Management since 2006. 

 
Susanna Eastburn MBE is Chief Executive of Sound and Music. She was previously Director 
(Music) at Arts Council England, Executive Director of the London International Festival of 
Theatre, International Promotions Manager at Music Sales Ltd (working with composers such 
as Judith Weir, Kaija Saariaho, and Esa-Pekka Salonen), and Artistic Director/Chief Executive 
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composers at different stages of their careers. In 2013, she was elected President of the 
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consulting, mainly in Asia. He recently completed his PhD in Musicology at Royal Holloway 
University of London on the financial sustainability of opera and orchestral music. 

 
Samantha Fernando is a composer in whose music resonance and harmonic colour play a 
vital role. This preoccupation yields pieces with an intensely colourful and often meditative 
quality. Other art-forms are a constant source of inspiration and have prompted collaborations 
with writers, directors, animators, and performers. Samantha has worked with numerous 
ensembles including the Philharmonia Orchestra, Riot Ensemble, LOD Muziektheater, 
Silbersee Vocal Ensemble, and London Sinfonietta. In 2013, she was awarded an RPS 
Composition Prize and commissioned to write a new work for the Philharmonia Orchestra as 
part of the Music of Today series. Samantha’s music has been broadcast on BBC Radio 3 and 
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Cambridge and King’s College, London), along with diverse contemporary inspirations 
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her own. “Intricate in argument, sometimes impassioned, sometimes mercurial, always 
compelling in its authority” (Robin Holloway, The Spectator). Her output—widely premiered, 
broadcast and commercially recorded, reaching audiences from the Proms to outreach 
workshops—addresses all genres from opera, ballet and concerto to song, chamber and solo 
music. 

 
Prof. Peter Fribbins is a composer whose music is performed and recorded internationally. 
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Dr Brian Inglis is Senior Lecturer and BA Music Programme Leader at Middlesex University, 
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degrees in Classical Music Performance (Trinity College, Dublin), Music Technology 
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Mark Berry, was an ethnography of the effects of social media marketing on the classical 
music industry, analysing their impact and value on key actors such as artists, audiences, 
online communities, content hubs, media broadcasters, live streaming portals, concert venues, 
digital media practitioners, artist and PR management firms, and app developers. Annabelle 
also has a background in arts administration, leadership, and marketing in the charitable and 
student accommodation sector.   
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Coughing and Clapping (Burland & Pitts, Ashgate, 2014). She is director of the Sheffield 
Performer and Audience Research Centre (sparc.dept.shef.ac.uk) and currently leading a 30-
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