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ABSTRACT 

From changing consumer relationships to demands for new experiences, 

performing arts institutions are under increasing pressure to embrace digital 

transformation. Technology is altering how audiences engage with the arts. Preferences 

and consumption habits are rapidly evolving. Strategies to sustain existing formats, 

customers, and revenue models are unlikely to succeed. Cultural institutions in general 

and performing arts such as orchestras, ballets, and operas are rapidly adopting 

technology – with millions of social media followers, streaming services, and online 

ticketing. Yet, these initiatives are fragmented, hard to assess, and there is very little 

known on how to digitally transform performing arts institutions overall.  

This research asks: What are the mechanisms driving digital innovation in 

performing arts institutions, and specifically in orchestras? The research approach 

includes three qualitative studies, which use a semi-structured questionnaire with fifty 

performing arts organizations. Study 1 explores the overall practice of digital innovation 

in the performing arts. Study 2 more specifically examines the role of engagement as a 

mechanism to understand digital transformation in the performing arts in general, and 

orchestras in particular. Study 3 maps the mechanisms of digital engagement to uncover 

digital transformation in the performing arts and defines engagement.  

This research makes several contributions to theory and practice by identifying 

the performing arts as an important area for applying digital transformation. A research 

framework was developed through synthesis of performing arts, innovation, business 

model, and engagement literature. Engagement was defined and identified as an 

important construct for digital transformation. The components, development, 
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instantiation, and impact of engagement were elaborated in a set of propositions that 

summarize the role of digital transformation in the performing arts. Finally, the research 

provides recommendations and action items for arts administrators.  
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CHAPTER 1  

INTRODUCTION 

Our world is undergoing incredible transformation. The introduction of new 

digital services, platforms, and tools is relentless. From changing consumer relationships 

to demands for new experiences, firms are under increasing pressure to embrace digital 

transformation or face extinction. Cultural institutions are also under threat and face 

pressure to embrace digital transformation. For example, technology is altering how 

audiences engage with the arts (Kushner & Cohen, 2013). Audience preferences and 

consumption habits are rapidly evolving. Strategies to sustain existing formats, 

customers, and revenue models are unlikely to succeed.   

The performing arts, especially orchestras, which are organized similar to opera 

and ballet, are important cultural institutions that are the focus of this research. Like most 

performing arts institutions, orchestras create jobs, attract investments, generate tax 

revenues, and stimulate local economies through tourism and consumer purchases. 

Because they enhance quality of life, orchestras contribute to community development, 

enriching local amenities, and attracting young professionals (Hayter & Pierce, 2009). 

Unfortunately, many orchestras are struggling. Audiences as a portion of the population 

are declining (Silber & Triplet, 2015). In 2013, nearly half of all orchestras ran deficits 

(Kushner & Cohen, 2013).  Yet, the academic digital transformation literature has largely 

ignored non-profit cultural institutions, while others focus only on the structural deficits 

of the orchestra business model.   
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The importance and challenges of orchestras 

Professional orchestras (“orchestras”) have been a constant in America since the 

19th century (Hart, 1973). Through the mechanization of the Industrial Revolution, the 

devastation of the Great Depression, and now the Information Revolution, orchestras 

have proven resilient and relevant to American culture as sources of musical 

entertainment, political outreach, and consolation. During heightened tensions with 

foreign entities, they have responded with musical diplomacy to open communication and 

build relationships (Herskovitz, 2008). In times of strife, they have provided music as a 

tool for reflection and healing (Tsioulcas, 2013). Beyond their role as artists and musical 

ambassadors, orchestras have responded to changing business trends – organizing as 

professional non-profit corporations with a governing board and specialized 

administrative staff (Caves, 2000).  

Recent data indicate that orchestras remain pervasive contributing social and 

economic good. In 2014, 1,224 orchestras in all 50 states, added $1.8 billion to the US 

economy, which is about 2% of the value attributed to performing arts, sports, museums 

(Voss et al., 2016) for goods and services as well as related expenditures such as travel 

and entertainment. Free community and education performances reached 2.1 million 

people in the same year (Voss et al., 2016). Overall, orchestras create jobs, attract 

investments, generate tax revenues, and stimulate local economies through tourism and 

consumer purchases. Because they enhance quality of life, orchestras are recognized as 

an important complement to community development, enriching local amenities while 

attracting young professionals to an area (Hayter & Pierce, 2009).  
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Despite the longevity of the symphony orchestra, many organizations are 

struggling to adapt. Audiences as a portion of the population are declining. The 

percentage of US adults who attended a classical music concert between 1982 and 2008 

declined from 13% of the population to just 9.3% (Figure 3-7, NEA, 2009) adding 

pressure to the orchestra revenue model. In 2013, nearly half of all orchestras ran deficits 

(Kushner & Cohen, 2013). Orchestras are folding at an increasing rate. Orchestras in 

Miami and Honolulu have closed their doors (Dachs, 2013). The prestigious Philadelphia 

Orchestra filed for bankruptcy protection in 2012 (Wakin, 2011). Major orchestras of 

Atlanta and Detroit underwent bitter strikes in an attempt to quell rising expenses and 

keep the lights on (Ng, 2011; Cooper, 2014).  

Orchestras have long been associated with ballet, and opera as performing arts in 

the United States. These disciplines are almost exclusively presented by nonprofit 

organizations that are often important not only for their art forms, but also as important 

cultural institutions. Like orchestras, ballets, and operas have experienced a decline in 

attendance in recent years. From 2003 to 2013, total population who attended performing 

arts, including ballet and operas, declined by 15% (Kushner & Cohen, 2013). 

Digital transformation through innovation 

While the performing arts show signs of distress, the world around the arts has 

undergone incredible transformation, such as changing consumer relationships, increased 

demands for efficiency in business operations, and the capability to adopt and apply new 

innovations (Eisenberg et al., 2017). Digital innovation (DI), the changes in value 

proposition, process, or business models from the use of digital technology, has rapidly 

proliferated as cost and knowledge barriers to technology adoption and implementation 
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have decreased. Significantly, the introduction of new digital innovation in the form of 

services, platforms, and tools is relentless, with no indication of receding anytime soon 

(Spar, 2003).  

Overall, DI has significant implications for the future performing arts in general 

and orchestra business model since it is changing how we live, altering how audiences 

engage with the arts (Kushner & Cohen, 2013).  Yet, to-date there has been no attempt to 

synthesize the digital innovation and transformation literature to the performing arts and 

orchestra content.  

This research has three objectives: 

• Create a research framework to study digital transformation in performing arts 

informed by current literature, especially the rapidly expanding literature on digital 

innovation and transformation in other industries. 

• Examine the drivers of digital innovation strategies in performing arts focusing on 

one illustrative exemplar, the orchestra.  

• Develop a theoretical understanding of how digital innovation can transform 

performing arts in general and orchestras in particular.  

The primary research question of this study is:  

What are the mechanisms that drive digital transformation in performing arts?  

This research examines literature in multiple related areas to define the scope and 

process of digital transformation in orchestras. The literature provides a basis for 

describing the orchestra business model, organization-wide digital transformation, and 

the relationships between strategic choices and digital innovation processes. The research 
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process included three case studies that included in-depth interviews using a semi-

structured questionnaire, and grounded theory analysis.  

Study 1 (“Pilot study”) explores the practice of digital innovation in orchestras 

through digital innovation, business model, innovation, and extant performing arts 

literature. Results of the pilot study suggest that digitally enabled engagement may be a 

key theoretical lever in explaining the role of digital innovation in orchestras. Study 2 

examines the role of engagement as a mechanism to understand digital transformation. 

Study 3 delves deeper into the mechanisms of digital engagement with a pool of 50 

participating organizations.  
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CHAPTER 2  

LITERATURE REVIEW 

Performing Arts Institutions and Orchestras 

Performing arts are important to the economy. According to the National 

Endowment for the Arts (NEA), tax-exempt performing arts organizations (“performing 

arts”) contributed $9 billion to the U.S. economy in 2015 (NEA, 2018), employing 

90,000 workers, who earned $5.6 billion in total compensation (NEA, 2017). Further, 

performing arts contributions are recognized as desirable in rural and urban centers, and 

as important for attracting workers, tourists, and innovation (NEA, 2017). 

A distinguishing feature of performing arts is how art is produced and 

experienced. Whether dance, music, or opera, artists use their voices, instruments, bodies, 

or other objects to perform for a live audience. In other words, consuming performing 

arts is a social experience shared with others. Recordings and distribution platforms, 

initially analog now digital, allow for private experience with performing arts; however, 

revenue from performing arts is primarily derived through donations and ticket sales 

related to live performance (Flanagan, 2012).   

Mission 

Professional symphony orchestras are performing arts organizations whose 

primary mission is public performance of orchestral works of symphonic repertoire 

(ORR, 2012) and whose members are compensated for their services (Allmendinger & 

Hackman, 1996). Ballets and operas are quite similar, except for the art offered on stage. 

With all three performing arts, the work extends beyond paid performances to include 

community and education events such as workshops, family concerts, talks, that focus on 
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deepening the experience of music, dance, opera and engaging communities who would 

not otherwise attend the performance. For instance, in 2014, 42% of offerings by 

orchestras were free events, many outside of the concert hall in schools and community 

centers (Voss et al., 2016).  

In the United States, orchestras, ballets, and operas exist almost exclusively as 

non-profit organizations; though, many orchestras and operas began as for-profit ventures 

organized as cooperatives (Caves, 2000). As cooperatives, musicians paid fees to 

participate in an ensemble, had management responsibilities, and shared in any financial 

surpluses. Performance revenue deficits grew in the 20th century such that the financial 

model shifted to dependence on philanthropy from individual or group donors (Flanagan, 

2012). The homogeneity of modern orchestras is striking: symphony orchestras tend to be 

the same size; are financed the same way; play the same repertory; similar venues; and 

even dress like one another (Spitzer & Zaslaw, 2005). This is unsurprising since major 

orchestras tend to perform the same repertoire, which requires the same battery of 

instruments. Further, orchestras, ballet, and operas rarely compete across geographic 

markets for audiences and funders. In other words, it is highly unlikely that the Boston 

Symphony will compete with Los Angeles Philharmonic except for the occasional 

national tour. The similarity of orchestras, operas, and ballets provides a valuable 

opportunity to consistently and reliably study their business model. 

Core Offering 

Like ballets and opera, the orchestra’s traditional focus is the creation, distribution, 

and experience of a core product – live performance of music. Importantly, while the 

standard repertoire includes symphonic music such as Beethoven symphonies, the 
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orchestra as ensemble is quite flexible allowing organizations to present movies with the 

score performed live, small chamber or solo performance, and endless other 

configurations of instruments. The ability to reconfigure the ensemble for various art 

presentations and forms is distinct in orchestras; however, the generic activities of the 

orchestra’s value chain are common throughout the performing arts.  

Value Chain 

Creative activities include programming, personnel, promotion, and production 

(Preece, 2005). Programming refers to the conception and development of an artistic 

program or idea. Personnel includes the musicians and artists within the performance. 

Promotion captures the sales and marketing efforts to sell tickets to an event. Production 

is the actual concert and the various elements of performance in a venue. Applying 

Porter’s value chain model (1985), Preece (2005) identifies the necessary management 

activities:  

• Governance – oversight of the organization (i.e. a board of directors); 

• Administration – management of functions within the organization such as 

accounting, human resources, and technology; 

• Fundraising – activities that drive contributed revenue, and  

• Outreach – efforts and activities that connect the organization to its community.  

Stakeholders  

Reliance on philanthropic dollars is presently the dominant source of revenue for 

performing arts; on average, 60% of revenue is from non-performance income, which 

includes donations from individuals, corporate sponsors, foundations, government, and 
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endowment returns (Voss et al., 2016). The remaining 40% of revenue is earned revenue, 

which includes ticket sales and other event-related revenues. The result of this shift in 

revenue sources is a business with two major stakeholder groups – beneficiaries and 

funders (Rodriguez, 2016). Beneficiaries receive services or products they did not 

purchase or that they paid less than the actual cost of production. Examples include 

audiences at concerts, whether paid or free events such as those given in public places 

like parks. On the other hand, funders cover expenses not met by ticket sales for access to 

other patrons, exclusive membership privileges, sponsorship visibility, and benefits to a 

local economy or community. Performing arts stakeholders can be segmented into four 

categories: 

• Funders: Provide contributed revenue (e.g., donors, board members, government, 

foundations, and sponsors).  

• Producers: Personnel that produce, promote, manage, and fundraise (e.g., musicians, 

dancers, singers, managers, volunteers, guilds, and unions). 

• Audiences: Pay to attend an event (e.g., purchase a ticket), yet not enough to cover 

full costs to produce the event. 

• Community: Attend free events, such as education program or public concert, or 

engage online without donating or buying tickets. 

Challenges 

Baumol and Bowen (1977) recognized a structural flaw in the performing arts 

business model: a “cost disease”. The authors highlighted the problem of sustaining 

orchestras, ballets, and operas with rising costs that outpaced revenues. While it is hard to 

envision labor or productivity efficiencies while wages and other cost factors of 
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production continue to increase, it remains unexplained in the literature how performing 

arts have survived the implications of costs disease, despite no obvious changes to either 

the product or services they provide or their business model. 

Like ballets and operas, orchestras have developed performance traditions and 

subsequent business functions through decades of innovation and adaptation. Flanagan 

(2012) suggests that orchestras increase revenues (i.e. selling tickets to concerts and/or 

fundraising), reduce expenses (i.e. expenses from producing concerts), and/or increase 

nonperformance income (i.e. selling recordings of concerts). These strategies provide 

some clarity for managers across performing arts but raise questions about finding a 

strategic balance between revenue, cost cutting and new activities, implications for core 

business, and the role of digital innovation in business model sustainability – the central 

concern of this study.  Nevertheless, it remains unclear how orchestras will transform 

themselves to achieve these goals, in the context of digital innovation.  

Gaps 

 As shown above, performing arts not only perform, they teach, enrich, and 

strengthen their economies and communities.  To develop a theoretical understanding of 

how digital innovation can transform performing arts, we seek to fill the following three 

gaps in the literature. First, the value chain (Preece, 2005) offers a descriptive model for 

the activities of the performing arts but does not consider how value in the chain is 

created and exchanged between stakeholders and firm. As non-profit organizations, 

performing arts also focus on their role in communities and the philanthropic 

requirements of their funders and sponsors. The value chain model assumes performance 

as the primary activity of performing arts organizations; yet, most of the revenue in 
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performing arts is generated from philanthropic efforts tied to community and social 

causes as well as core product.  

Second, the performance, philanthropy, and social cause work of a single 

organization are interrelated. Each activity of the four stakeholder groups – producers, 

funders, audiences, community – has potentially competing needs and requirements for 

value proposition and exchange. It is unclear in the current literature how to manage this 

tension regarding digital innovation.  

Finally, the current performing arts literature does not describe opportunities where 

digital technologies can enable transformation. A single project, platform, or innovation 

is unlikely to fundamentally alter the structural challenges of performing arts. The digital 

innovation, transformation, and business model literature are explored below to address 

these gaps. Overall, studying orchestras is needed because (a) they are an important 

cultural resource, (b) more research is needed to ensure sustainability, (c), there may be 

opportunities to apply the existing digital transformation literature to orchestras, and (d) 

since orchestras share common elements with ballet and opera, the results will likely be 

relevant for other performing arts institutions.  

Innovation 

Innovation is available to all firms. It is empowered by ideas, not size or 

audiences (Merchant, 2012), and inspires a range of explanations. It is defined in the 

literature as either a process (Abernathy & Utterback, 1978), an event, or a successful 

outcome (Keeley et al., 2013). Innovation can occur internal or external to the firm and 

be radical or incremental (Henderson & Clark, 1990).  Ultimately, innovation is 
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important because it can improve how a firm does business, renew what the firm’s 

business is, or completely displace a firm’s existing business (Christensen, 2006). 

Innovation in orchestras is generally seen as related to perfection or novel 

presentations on stage – artistic excellence (Tepavac, 2010). This view limits an 

orchestra’s perspective of the value created to the performance. While innovation can and 

should occur regarding musical performance, an ability to imagine and pursue other 

opportunities for innovation can help address the structural, financial, and social 

relevance challenges that orchestras face. Ultimately, orchestras need to carefully 

examine all aspects of value they create – artistic, experience, social, relational, financial 

– for opportunities to innovate.  

Camarero et al. (2011) propose that innovations in cultural organizations can be 

technological, organizational, or value creation. Yet, this conceptualization of innovation 

limits the understanding of digital technologies, which can be both a source of innovation 

and enabler of transformative organizational innovation. Whether through data, content, 

or platforms, technology is essential to organizational and value creation innovations. 

Bakhshi and Throsby (2012) identify four categories of innovation within arts 

organizations where technology can be applied: 

• Audience reach – building audiences and deepening engagement with digital 

platforms; 

• Artform development – using technology to create new artistic content or 

experiences; 

• Value creation – translation of value to increase funding and resources; 

• Business management and governance – experimenting with new business models. 
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These four categories provide a partial view of innovation in orchestras; however, the 

framework does not provide a guidance on how these areas align to the various needs of 

stakeholders and the organization.  

The digital innovation review below examines the three gaps above: 1. 

Organizational perspective of innovation is limited to art and performance instead of all 

the ways stakeholders interact with the firm 2. Technology is assumed to be separate 

from organizational innovation, and 3. A strategic perspective on how arts organizations 

can innovate overall with technology is missing.  

Innovation is essential to orchestras as they seek to address their structural 

challenges because it provides a means to improve, renew, and pivot in an ever-changing 

world (Christensen, 2006). While the current literature offers insight to the potential of 

innovation, it remains unclear where innovation relates to orchestras beyond the stage or 

a performance, and how that applies in the context of digital innovation.  

Digital Innovation and Digital Transformation 

Digital technology permeates all aspects of life, from communication to 

transportation to entertainment. Digital Innovation (“DI”) occurs when digital technology 

enables something new. Fichman et al. (2014) define DI as “a significant change in a 

product, process, or business model”. Nambisan et al. (2017), Yoo et al. (2010), and 

Damanpour (1987) point to the centrality of technology in describing digital innovation. 

Yet, DI extends beyond the virtual and includes new combinations of digital and physical 

components for novel products (Croitoru & Schumpeter, 2012) or reconfigurations of 

existing products. (Henderson & Clark, 1990).  
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Table 1 summarizes contributions from the digital innovation literature. As 

illustrated, digital innovation is understood as a process and an outcome of change. In 

other words, digital innovation can occur within, make possible, or drive other types of 

innovation throughout a firm. Clearly the potential for change applies to orchestras and 

performing arts organizations as well, even though they are not providing inherently 

digital products or experiences. 
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Table 1 

Innovation and Digital Innovation Constructs 

Reference Definition Areas of Innovation Process (stages) Outcome 
Bakhshi & 
Throsby (2012) 

Innovative behaviors which 
incorporate new technologies. 

• Audience development 
• Art form 
• Value creation 
• Business management and 

governance 

 Cultural organizations are 
capable of innovation. 

Fichman et al. 
(2014) 

Significant change in product, 
process, or business model. 

• Product 
• Process 
• Business Model 

• Discovery 
• Development 
• Diffusion 
• Impact 

Significant change in 
product, process, or 
business model 
 

Nambisan et al. 
(2017) 

Creation or changes that result 
from the use of digital technology.  
 

• Market offerings 
• Business processes 

Models 

• Development 
• Diffusion 
• Assimilation 

Something new or modified 

Westerman et 
al. (2014) 

Use of technology to radically 
improve performance or reach of 
enterprises; reshaping customer 
value propositions and transforming 
operations using digital technologies 
for greater customer interaction. 

• Customer experience 
• Operational process 
• Business model 

 • Substitution 
• Extension 
• Transformation 

Wheeler (2002) Involves reconfiguring of firm 
resources and is enabled by 
Information Technology.  
 

• Product 
• Process 

• Choosing 
• Matching 
• Executing 
• Assessing 

Reconfiguration of firm 
resources 

Yoo et al. 
(2010) 

New combinations of digital and 
physical components to produce 
novel products. 

• Product 
• Process 

 Novel products 

Christensen 
(2006) 

 • Disruptive 
• Sustaining 

 • New-market 
• Low-end disruptive 
• Sustaining disruptive  
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Table 1 (continued) 

Reference Definition Areas of Innovation Process (stages) Outcome 

Damanpour 
(1987) 

Implementation of an idea new to 
the organization at time of adoption. 

• Technological 
• Administrative 

Ancillary 

• Stages of adoption Adoption of new idea 
 

Keeley et al. 
(2013) 

Creation of a viable new offering. • Configuration 
• Offering 
• Experience 

 Viable new offering 

Merchant 
(2012) 

Embodiment of set of ideas.   New ideas. 
 

Croitoru, A. 
(2012); 
Schumpeter, 
JA, 1934 
(2008) 

Introduction of a new or improved 
good, process, or market. 

• Goods 
• Processes 
• Markets 

 Creative destruction  
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Innovation Beyond the Stage  

As discussed above, the extant performing arts literature is mostly concerned with 

innovating the onstage artistic performance. By contrast, Fichman’s three dimensions of 

digital innovation – product, process, business model – identify broad areas where digital 

innovation is possible. Digital innovation can provide a significant change to product as 

already understood in performing arts literature, but it can also apply to process and 

business model. For example, DI in artistic programming might include adding data 

insights that inform the selection of music, the time of year a program is presented, or 

how it is promoted to an audience. Further, digital innovation in business model, might 

offer solutions to the ongoing existential crisis of cost-disease. 

While Fichman’s dimensions expand the lens for where DI is possible, the 

dimension of product does not address how physical and virtual experiences are 

interrelated and specifically, how product applies to entertainment or experience such as 

live performance. To address this gap, the product dimension of digital innovation can be 

adapted with Keeley et al.’s (2013) categories of product innovation into two 

components: product offerings – what is happening on stage and experiences – the 

offstage experience. This is a helpful distinction for performing art institutions – and 

possibly other service and entertainment providers – whose value proposition is derived 

from production, presentation, or licensing of a creative good (Moyon & Lecocq, 2014).  

Product offerings subject to digital innovation include concerts and performances. 

There are obvious limits to technology innovation in the performance of orchestral music 

explained through cost disease (Flanagan, 2012). For example, Beethoven’s Symphony 

No. 9, which premiered in 1824, required four French horn players to perform the work; 
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today it cannot be made more efficient either with fewer musicians or electronic 

instruments. However, the product-offering dimension provides several levels of 

potential digital innovation, such as the visual presentation of performance: holographic 

projections, lighting, amplification, video, or augmented reality.  

The product-experience level is concerned with where the product is consumed, 

how it is made available, and the types of interaction between firm and customer. 

Abundant opportunities exist for product-experience, including live broadcasts in online 

channels, interactive branding campaigns, online customer service, and backstage 

conversations with musicians. Table 2 summarizes DI types and matches each with 

Bahkshi & Throsby’s (2012) and Rodriguez’s (2016) categories of DI to describe how 

each applies to performing arts organizations. 

 

Table 2 

DI Type  Description Digital Innovation  

Product – Offering 
 
 
 
 
 
 
Product - Experience 

Significantly new (from the 
perspective of a particular 
community or market) products 
or services that are either 
embodied in technology or 
enabled by technology. 
 
Significantly new product 
experience (from the perspective 
of market or adopter) enabled by 
technology for customer service, 
channels for distribution, brand, 
and customer engagement. 

Audience Reach 
Community outreach 
Marketing & 
communications 
 
Audience 
Engagement 
Entertainment 
experience 
 
Performance venue 
and services 
 
 

Digital Innovation Types and Performing Arts 
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Table 2 (continued) 

DI Type Description Digital Innovation  

Process 
 
 
 
 
 
 
Business Model 
 
 

Significantly new (from the 
perspective of the adopter) ways 
of doing things in an 
organizational setting that are 
embodied in or enabled by 
digital technologies. 
 
Significantly new way of 
creating and capturing business 
value that is embodied in or 
enabled by technology. 

Artform 
Creative product 
Concert format 
 
Business Processes 
Data and analysis of 
artistic, marketing, 
communication 
activities 
 
Value Creation 
Revenue models 
Business model 
 

Note. DI Type adapted from Fichman et al. (2014) and Keeley et al. (2013). Digital 
innovation areas Adapted from Bakhshi & Throsby (2012) and Rodriguez (2016). 

As shown above, innovation in orchestras extends beyond what’s happening on 

stage. While this resolves the gap that restricts innovation to art and performance, a range 

of possibilities exists for innovation throughout the orchestra. It is unclear how these 

areas of opportunity are related.  

Innovation Across the Firm  

Keeley et al. (2013) generalize innovation into specific areas of activity that 

provide helpful guidance for where digital innovation can occur in the firm. Each group 

is considered relative to firm activities below (Table 3) and show the extent of where 

innovation might occur in orchestras.  In this view, the lower level elements are 

combined to innovate new or reconfigured configurations, offerings, and experiences. For 

example, an activity that includes new ticket offerings (profit model), new benefits 
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(product system), within a firm (brand), and is promoted in a firm’s social media 

channels (channel) would produce an innovation for the firm.  

 
 

Table 3 
 
Innovation Components and Related Elements in Performing Arts  
Configuration Offering Experience 

 
Profit Model: 

Earned income  
Contributed 
income Investment 
income 

 
Network: 

Audiences 
Producers 
Funders 

 
Structure: 

Non-profit, 501c3 
Administration, 
Orchestra 
Members 
Venue 

 

 
Product Performance: 

Live concerts 
Kids and family 
concerts 
Community 
outreach programs 
 

Product System: 
Concerts 
Seasons 
Festivals 
Subscription series 
Concert venue and 
complementary 
businesses: 
restaurants, 
parking, etc. 
 
 
 

 
Service: 

Ushers 
Box office 
Parking staff 
Musicians 

 
Channel: 

Social media 
Traditional media: 
radio, TV, phone 
Website 

 
Brand: 

Community 
member 
Artist(s) 
 

Customer Engagement: 
Venue 
Online/offline 
communications 
Loyalty activity 
 

Note. Adapted from Keeley et al. (2013). 

 

The relationship between innovation and modular components is similar to a two-

tier model in Holland’s (1995) complex adaptive systems model: an upper tier of fast 
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dynamics and visible order that sit above a lower tier of resources or activities. In this 

view, digital innovation happens in incremental steps. Digital transformation would 

become visible as it emerges from each of these projects, products, and changes. In other 

words, transformation in performing arts might happen over time, as a collection of 

capabilities and resources made available by incremental innovations.   

Measuring Innovation 

Westerman et al. (2014) adds context to degrees of DI with three levels of digital 

change: 

• Substitution – replaces an existing function; 

• Extension – enhances a feature or function; 

• Transformation – a fundamental new process or product. 

These labels provide a lens to map the strategic value of a particular DI and capabilities 

required to achieve each one. For example, an orchestra seeking to evolve its business 

model will want to identify specific innovation strategies that move beyond merely 

substituting one outcome for a similar one through technology.  

Expanding on Westerman, a firm’s needs and sophistication with digital 

technologies will likely increase over time.  Likewise, a firm’s DI strategy would move 

from one of substitution to transformation as it implements more digital projects and 

develops more mature digital capabilities. Figure 1 illustrates this sequence. 
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Figure 1. Digital transformation over time. 

 

Summarizing and integrating Fichman and Westerman, Figure 2 shows the relationship 

between DI type and the degree of transformation – understood here as stages – with 

scenarios related to performing arts.  
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Figure 2. Digital innovation, transformation, and orchestra examples. 

 

Process of Digital Innovation 

Extant literature describes a digital innovation process, which supports the 

concept of DI moving through stages over time. Wheeler (2002) and Fichman et al. 

(2014) both outline a flow for digital innovation development with four logical steps. The 

phases prescribe a sequential order to DI; however, Fichman et al. (2014) acknowledge 

that the phases can be iterative and potentially run in parallel or overlap with one another. 

Assuming a firm’s digital knowledge and dynamic capabilities increase with experience, 

both frameworks can be represented as a feedback loop: DI leads to more DI. Figure 3 

matches both DI process models and illustrates the proposed loop between DI completion 

and DI initiation.  
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Figure 3. Digital innovation process and feedback loop. 

  

Summary 

Innovation is essential for performing arts to renew and sustain their business 

(Christensen, 2006). Yet, performing arts tend to consider innovation as limited to 

onstage performance. Keeley et al. (2013) provide a framework to describe all the ways a 

firm creates and delivers value: configuration of the business, product-offerings, product-

experiences. This broad view of innovation is essential for performing arts to think 

beyond generic strategies such as selling more tickets and raising more money (Flanagan, 

2012). Through the lens of innovation, orchestras opportunities for renewal and 
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transformation expand beyond just doing more of the same to include all the firm’s 

values creation activities: artistic, experience, social, relational, and financial.  

Digital technologies provide significant opportunities for innovation and 

transformation in our time. Digital innovation – the use of technology to enable 

something new in product, process, or business model (Fichman et al., 2014) – is the 

essential activity necessary for digital transformation.  Digital transformation strategies of 

performing arts must identify essential technology and management capabilities, 

understand the impact of digital on their core offerings and mission, needs of their 

stakeholders, necessary organizational changes, and financial requirements for success 

(Christensen, 2006; Keeley et al., 2013). 

An objective of this research is to examine drivers of digital innovation strategies 

in performing arts. As shown in Figure 3, the digital innovation process can be triggered 

by the discovery of technology trends. Three drivers to the digital innovation process are 

considered: environmental trends, business objectives & strategy, and business models. 

Environmental trends influencing the digital innovation process include Moore’s law, 

digitalization, network effects (Fichman et al., 2014), mobility, and social media. 

Moore’s Law – the approximate doubling of computing power every 24 months – has 

driven the exponential growth of computing capabilities. Digitalization of information 

and processes has created incredible troves of data and opportunities for analysis, 

automation, and efficiency of the firm. There are examples of digitalization in performing 

arts from apps to ticket sales to digital archives to recordings. Next, network effects, such 

as those observed in social media networks, provide potential for exponential returns on 

digital innovation choices (Wheeler, 2002). Performing arts are connected to multiple 
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networks with potential impact on their digital innovation including audiences, donors, 

musicians, other orchestras, and board members. Social media can build linkages, 

legitimacy, and relationships for value exchange with external stakeholders. Internally, 

social media can generate and enable innovation (Mandviwalla & Watson, 2014). Finally, 

mobility allows for the use of technology in almost any spatial context such as 

smartphones and wearables, including concert halls and performance venues.  

Business objectives and strategy in typical firms are driven by a search for profit 

and competitive pressures in a process of continuous innovation labeled “creative 

destruction” (Schumpeter, 2010). Bakhshi & Throsby (2012) suggest that for performing 

arts, the drive for digital innovation comes from organizational mission rather than profit 

and includes outreach, enrichment, art form expansion, and understanding. This 

perspective of mission-based strategy implies DI choices in performing arts are limited to 

extensions of the core offerings, not creatively destructive or transformative; however, it 

fails to acknowledge the reality of Baumol & Bowen’s cost-disease facing orchestras, 

ballets, operas, and misses potential opportunities for creative destruction such as new 

revenue streams or simpler expense structures. 

Christensen et al. (2006) provides insight for management of digital drivers in 

three strategies for innovation. They suggest that an incumbent firm will focus innovation 

on sustaining existing products, customers, and business models. Further, Christensen et 

al. suggests that the architecture of an incumbent will be inflexible such that the strategic 

response might allow experimentation with digital innovation, but architecture of the 

business will be inflexible and react slowly to the environment. Teece (2010) 

acknowledges that innovation creates a need to bring discoveries to market and satisfy 
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unmet customer needs. As a response to DI drivers, Value Chain Evolution Theory 

(Christensen et al., 2006) suggests that firms can fully integrate and do everything 

themselves or specialize on a narrow focus of activities. Established firms – such as 

orchestras – will be relatively inflexible and slow to react to changes.  Common product 

innovations observed in orchestras include new concert formats such as performing a 

musical score live with a movie projected above the score, performances set in small 

venues developed to match a club or bar experience, and concerts that incorporate visual 

and dramatic arts.  

Anderson (2009) argues that a firm’s strategic response should follow from 

acceptance of the following: anything that is digital will eventually be free. It is a 

perspective that requires a fundamental questioning of product, process, and business 

model through the lens of digital innovation. Although Anderson concludes that 

management tactics anticipate an abundance of supply as opposed to scarcity, he 

recognizes an important silver lining for producers such as performing arts: when some 

things become free (i.e. digital recordings widely available for free or minimal cost), 

other things become more valuable (i.e. live concerts).  

A key objective of this research is to create a framework to study digital 

transformation in performing arts. From the literature reviewed above, it is clear that as 

ballet, operas, and orchestras consider how to drive digital transformation, they will need 

a business model that is digitally-enabled, capable of managing increasing DI 

complexity, aware of environmental changes, responds with appropriate strategies, and 

recognizes the value and potential of scarce and abundant resources. The DI literature 

points to opportunities for digital transformation through the reconfiguration of existing 
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activities (Keeley et al., 2013) and the integration of technology across the firm; however, 

a gap remains regarding how an orchestra’s digital activities enable change. Specifically, 

how can digital innovation transform performing arts? 

Business Models 

The business model has emerged as an important construct in recent years. A 

business model can be viewed as a blueprint or set of building blocks of a firm (Pigneur 

& Osterwalder, 2010), a tool for innovation and transformation, or a subject of innovation 

(Zott & Amit, 2010; Demil & Lecocq, 2010) to fulfill a firm’s strategy of providing value 

to customers (Teece, 2010). Furthermore, as a tool that connects technical potential with 

value capture, business models explain how enterprises work, how they deliver value and 

are a "reflection of a firm’s realized strategy” (Chesbrough & Rosenbloom, 2002; 

Magretta, 2002; Johnson et al., 2008; Casadesus-Masanell & Ricart, 2010). In other 

words, a business model tells a story of how a firm will create value. Regarding digital 

innovation in orchestras, this story might clarify where and how digital transformation is 

possible. 

Companies bring innovative ideas to life through their business model 

(Chesbrough, 2010). Baden-Fuller (2013) propose that the business model is a 

mechanism that connects a firm’s (innovative) technology to customer needs and/or to 

other firm resources. Antecedents to business models are recognized as new Information 

and Communication Technologies (ICTs) (Timmers, 1998; Chesbrough & Rosenbloom, 

2002), such as social media and other digital innovations. Subsequently, the outcomes of 

business models include creation and extraction of value from technology (Chesbrough & 
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Rosenbloom, 2002) and improved firm performance (Zott & Amit, 2007; Casadesus-

Masanell & Ricart, 2010).  

A business model helps understand how firms “do business” (Zott & Amit, 2010). In 

addition, a business model can stimulate learning and experiments within a firm 

(Osterwalder and Pigneur, 2010). Therefore, it is important to understand how the 

business model operates as a holistic system (Zott & Amit, 2010) for gathering new 

technologies and producing digital innovation (Chesbrough & Rosenbloom, 

2002). Across the literature reviewed (Table 4), business model definitions tend to 

demonstrate a predisposition in one of two ways:  

• Firm-focused. What is the firm trying to achieve? What must the firm do to produce, 

distribute, and capture value? 

• Customer-focused. Who are the customers that we want to reach? What is the job to 

be done? What need will be served? 

Digital transformation within a performing arts organization requires a third option, one 

that recognizes that stakeholder relationships extend beyond financial outcomes. For 

example, audience members provide direct financial value by purchasing purchase 

tickets, but perhaps equally importantly generate value by listening online and following 

on social media.  

Business models can also represent the ways firms exchange knowledge and 

value (Nahapiet, J. & Ghoshal, S., 1998). This exchange extends beyond financial 

resources of economic capital, to include social, symbolic, human, and organizational 

capital (Mandviwalla & Watson, 2014). For this exchange to occur, the model must 

include an opportunity to make an exchange, the opportunities must be perceived as 
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valuable, participants must be motivated to engage, the capability to combine capital 

must exist (Bourdieu, 1986). Ultimately, the exchange of the five forms of capital might 

illuminate the structure and functioning of the firm.  Table 5 summarizes the five types of 

capital. 
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Table 4 
 
Summary of Business Model Literature 
 
Reference Business Model Definition Components/Dimensions Focus 
Andreini, D., Bettinelli, C. (2017) “The logic or rationale that allows a firm to 

create value.” 
• Conceptual 
• Architectural 
• Components 
• Dynamic 

Firm 

Baden-Fuller, C., & Haefliger, S. 
(2013) 

“A system that solves the problem of 
identifying who is (or are) the customer(s), 
engaging with their needs, delivering 
satisfaction, and monetizing the value.” 

• Customers 
• Customer Engagement 
• Value delivery & linkages 
• Monetization 

Customer 

Casadesus-Masanell, R., & Ricart, J. 
(2010) 

“Reflection of the firm’s realized strategy.”  • Choices  
• Consequences of choices  

Firm 

Chesbrough, H. (2007) “A better business model often will beat a 
better idea or technology.” 

• Value proposition 
• Market segment 
• Value chain 
• Cost structure/Value potential 
• Value network 
• Competitive strategy 

Firm  

Chesbrough, H., Rosenbloom, R.S. 
(2002) 

“Heuristic logic that connects technical 
potential with the realization of economic 
potential.” 

Demil, B., & Lecocq, X. (2010) “The logic of the firm, the way it operates 
and how it creates value for its stakeholders.” 

• Resources and Competencies 
• Organizational structure 
• Value propositions 

Firm 

Johnson, M. W., Christensen, C. M., 
& Kagermann, H. (2008) 

“Elements that create and deliver value.” • Customer value proposition 
• Profit formula 
• Key resources 
• Key processes 

Customer 

Magretta, J. (2002) “Stories that explain how enterprises work.” • Narrative (works for various 
stakeholders) 

• Numbers (P&L, financial viability) 

Firm 

Nahapiet, J. & Ghoshal, S. (1998) Social community that creates and transfers 
knowledge.  

• Structural 
• Relational 
• Organizational 

Customer 
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Table 4 (continued) 
Reference Business Model Definition Components/Dimensions Focus 
Osterwalder, A. (2004) “Description of the value a company offers 

to one or several segments of customers and 
the architecture of the firm and its network of 
partners for creating, marketing and 
delivering this value and relationship capital, 
in order to generate profitable and 
sustainable revenue streams.” 

• Value proposition 
• Target customer 
• Distribution channel 
• Relationship 
• Value configuration 
• Capability 
• Partnership 
• Cost structure 
• Revenue model 

Firm 

Osterwalder, A. & Pigneur, Y. (2010)  “Describes the rationale of how an 
organization creates, delivers, 
and captures value.” 
 

• Customer segments 
• Value proposition 
• Channels 
• Customer relationships 
• Revenue streams 
• Key resources 
• Key activities 
• Key partnerships 
• Cost structure 

Firm  

Rodriguez, J. L. (2016) “Sustainable way to deliver products and 
services.” 

• Value proposition 
• Customer/user segments 
• Infrastructure (resources and 

processes)  
• Viable revenue model 

Firm  

Spieth, P., & Schneider, S. (2016) “Represent the linking element between 
innovation and value creation.” 

• Value offering 
• Value creation architecture 
• Revenue model 

Firm  

Teece, D. J. (2010) “Articulates the logic, the data, and other 
evidence that support a value proposition for 
the customer, and a viable structure of 
revenues and costs for the enterprise 
delivering that value.” 

• Market segment 
• Value proposition 
• Value capture 

Firm 

Timmers, P. (1998) “Architecture of the product, service, and 
information flows, including a description of 
the various business actors and their roles.” 

• Value chain deconstruction 
• Interaction patters 
• Value chain reconstruction 

Firm 
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Table 4 (continued) 
Reference Business Model Definition Components/Dimensions Focus 
Zott, C., & Amit, R. (2010) “The content, structure, and governance of 

transactions designed to create value through 
the exploitation of business opportunities.” 

• Content 
• Structure & governance 

Firm 
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Table 5 
 
Capital Typology of the Performing Arts 
 
Capital Type Description Example 
Economic Financial and capital resources Tickets, venues 
Social  Social connections Connections of board 

members 
Symbolic Honor or prestige Donor recognition 
Human Skills, knowledge, capabilities Musicians 
Organizational Institutionalized knowledge Artistic traditions, patron 

relationships 
 

Andreini, D., Bettinelli, C. (2017) identify four levels of the business model that can 

be adapted to frame the requirements of a business model as follows:  

• A business model is Conceptual. It answers the question: How can a firm understand 

the business? How do elements of the firm tell a coherent story? For example, 

“Firm’s hypothesis of what customers want and what they are willing to pay for.” 

(Teece, 2010)  In the case of orchestras, a business model can clarify the purpose of 

the firm. It should answer: what is an orchestra’s hypothesis of what stakeholders 

want? 

• A business model outlines the Architecture of the firm. It answers the question: How 

do we represent or describe the business model. For example, “The content, structure, 

and governance of transactions designed to create value through the exploitation of 

business opportunities.” (Zott & Amit, 2011, p. 219) 

• A business model identifies the essential Components of a firm. What components 

and activities are necessary for the business model? What are business models made 
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of? For example, “The rationale of how an organization creates, delivers, and 

captures value”. (Osterwalder & Pigneur, 2010, p. 14)  

• Finally, business models are Dynamic. It answers the question: Why and how do 

business models change? “The resources and competences of a firm, its 

organizational system and the value propositions it offers are permanently interacting, 

in ways that increase or decrease performance.” (Demil & Lecocq, 2010, p.230)  

As shown above, business models allow us to expand our understanding of the firm 

beyond revenue potential to include social and symbolic capital. This is important 

because orchestras, and the performing arts in general, are also concerned with non-

monetary dimensions, as demonstrated by the four stakeholder groups – funders, 

producers, audiences, community. The orchestra’s business model seeks to satisfy and 

serve a disparate group of consumers through the exchange of social, economic, and 

symbolic capital. This observation requires expanding the perspective of value capture 

and delivery to value creation and exchange. Likewise, the relationships between each 

group, represent more than consumption. For example, funders give philanthropic dollars 

but receive social capital in return. Five business model frameworks are used to analyze 

the orchestra and shown in Table 6. The examples show that orchestras are more than 

classical music producers, but also that business model definitions vary widely based on a 

particular framework. The results show five perspectives of the orchestra based on each 

framework. 
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Framework 1: Business Model Functions and Business Model Framework 
(Chesbrough, 2007) 
Business 
Model 
Function  

Related 
Questions Orchestra Examples Application to 

Orchestras 

Value 
Proposition 

What is the 
value created 
for users by an 
offering? 
 

• Concerts 
• Social status 
• Knowledge about music 
 

Financial capital 
Social capital 
Organizational 
capital 
Symbolic 
Human 
 

Market 
Segment 

To whom is the 
offering useful 
and for what 
purpose? 
 

• Audiences 
• Donors 
• Kids & Parents 
• Foundations 
• Communities 
• Governments 
• Corporate Sponsors 
 

Audiences 
Funders 
Producers 
Community 

Value Chain What is the 
structure of the 
value chain and 
complementary 
assets needed: 
suppliers, 
customers, 
partners, raw 
materials? 
 

• Musicians and Union 
• Stagehands 
• Venue 
• Music/Composers 
• Instruments 
• Foundations, 

Governments, Corporate 
Sponsors 

• Board 
• Staff 
 

Funders  
Producers  
Orchestra  
Audiences  
Communities 

Network 
Position 

What is the 
firm’s position 
in the value 
network: 
include 
complementors 
and 
competitors? 
 

• Central to network 
• Complementors: 

restaurants and bars, 
transportation services, 
fashion and apparel 

• Competitors: Sports, 
arts, travel, leisure 
activities 
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Strategy What is the 
competitive 
strategy to gain 
and hold 
advantage over 
rivals? 
 

• Quality of performance 
• Excellence in customer 

service/experience 
• Unique venue 
 

Increase revenue 
Reduce expenses 
New revenue 
streams  

 
BM Description Based On Model: 
The orchestra provides value through concert performances and membership benefits. 
Customers include corporations, foundations, governments, paying and non-paying 
audiences of all ages, and individual donors. The performance value chain includes 
unionized musicians and stagehands, sponsors, board, administrative staff, and local 
communities. Physical assets include a venue for presentation, instruments, and music. 
The orchestra as musical organization is literally center-stage; the orchestra as firm is a 
coordinator of multiple funders, assets, and audiences. The orchestra strategy is to 
present excellent performances, increase understanding of music, excellent customer 
service, and in a unique venue.  
 
 
Framework 2: Business Model (Osterwalder & Pigneur, 2002) 
Business 
Model 
Component 

Related 
Questions Orchestra Examples Application to 

Orchestras 

Product 
Innovation 

What business 
is the company 
in? What is the 
product 
innovation and 
value 
proposition 
offered? 
 

• Producing concerts - 
Experience of live, 
acoustic musical 
performance 

• Charity – community 
and education 
experiences. I.e. 
concerts in a park 

• Social status – exclusive 
access to musicians, 
galas, board members 

 

Performances (all 
stakeholders) 
 
Outreach and 
education 
(Community) 
 
Fundraising 
(Funders) 

Customer 
Relationship 

Who are the 
firm’s target 
customers? 
How will the 
product be 
delivered? How 
to build 
relationships 
with customers? 

• Target customers: 
culturally inclined, 
wealthy social 
networks, kids and 
families 

• Delivery: live 
performance at venue, 
broadcasts and 

Audiences 
Funders  
Community 
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 recordings, small and 
large ensembles 

• Build Relationships: 
social media, in-venue 
experiences 

Infrastructure 
Management 

How will the 
firm efficiently 
manage 
infrastructure 
and logistics? 
 

• Management practices 
and skills 

• Technology systems for 
sales and analysis 

Organizational 
capital 

Financials What is the 
revenue model? 
What is the cost 
model? 
 

• Revenue: tickets, 
fundraising, royalties, 
corporate sponsors, 
tours 

• Labor, venue, 
administrative expenses, 
license fees 

• 40% earned revenue 
from performance / 60% 
contributed and 
investment revenue 

 

Financial capital 

BM Description Based On Model: 
The orchestra creates and presents live, symphonic music, community and education 
experiences, and social status for supporters. The firm’s customers include culturally 
interested audiences, wealthy social networks, kids and families. The product is 
primarily delivered in a live, performance venue; although, delivery is also possible in 
digital formats such as recordings and broadcasts. The infrastructure needs to 
effectively run this business is management expertise in productions and the art, 
technology systems for sales and analysis. The revenue includes selling tickets, 
fundraising from individuals, foundations, governments, and corporations, royalties 
from content licensing, and tours. Costs include venue expenses, staff and 
administrative costs, and negotiated costs in the musicians’ collective bargaining 
agreement.  
 
 
Framework 3: Business Model 3 Components (Johnson et al., 2008) 
Business 
Model 
Component 

Related 
Questions Orchestra Examples Application to 

Orchestras 

Customer 
Value 
Proposition 
 

Why would 
someone want 
to buy the 
offering?  

• Unique entertainment 
experience: intellectual, 
emotional, and spiritual. 

Social capital 
Symbolic capital 
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Profit Formula 
 

How to make 
money selling 
it? 

• Ticket sales 
• Fundraising 
• Sponsorships 
• Recordings 
• Licensing/Endorsements  
 

Financial capital 

Key 
Resources and 
Processes 
 

What is needed 
to pull off the 
plan? 
 

• Musicians 
• Staff 
• Board 
• Venue: ushers, 

stagehands, physical 
space 

• Transaction systems: 
CRM, ticketing, 
fundraising 

• Communications: 
advertising, social 
media, etc. 

 

 

BM Description Based On Model: 
The orchestra provides a unique entertainment experience: intellectual, emotional, 
spiritual. It generates revenue through earned income (ticket sales, licensing 
recordings) and contribute income (sponsorships, donations, investment returns). To 
make the business run, it requires musicians, staff, board, users, stagehands, 
information systems, and communications with audiences and donors. 
 
 
Framework 4: RCOV Business Model: Resources & Competences, Organizational 
Structure, Value Propositions (Demil & Lecocq, 2010) 
Business 
Model 
Element 

Related 
Questions Orchestra Examples  

Resources & 
Competences 
 

What are the 
resources, 
capabilities, and 
knowledge 
managers use to 
improve, 
recombine or 
change the 
services their 
resources can 
offer? 

• Orchestra musicians 
• Artistic expertise 
• Collective Bargaining 

Agreements (CBAs) 
• Data and analysis of 

customer habits and 
preferences 

• Personal relationships 
and networks 
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Organizational 
Structure 
 

What are the 
organization’s 
activities and 
relations it 
establishes with 
other 
organizations to 
combine and 
exploit its 
resources? 
 

• Musician union 
• Other union labor, i.e. 

stagehands 
• Venue 
• Corporate sponsors and 

Foundations 
• Local businesses  

 

Value 
Propositions 
 

What are the 
value 
propositions a 
firm delivers to 
customers, in 
the form of its 
products and 
services? 
 

• Concert experience 
• Social status 
• Self-actualization for 

audiences 
• Generates revenue in 

local economy  
• Tax incentives for 

donors 
• Attracts wealthy and 

creative 

 

 
BM Description Based On Model: 
The orchestra includes musicians, artistic expertise, union contracts, personal 
relationships with customers, communities, and funders. It works with unions, venue, 
sponsors, and local businesses to produce performances and community activities.  The 
orchestra creates value through concerts, social status for donors, generates revenues in 
the local economy, attracts wealthy and creative classes, enables tax breaks for 
contributor, and rewards audiences with knowledge & self-actualization.  
 
 
Framework 5: Social Capital, Intellectual Capital, and the Organizational 
Advantage (Nahapiet, J. & Ghoshal, S., 1998) 
Business Model 
Element 

Related 
Questions 

Orchestra Model 
Description 

Application to 
Orchestras 

Structural What network 
ties exist between 
community and 
stakeholders? 
What is the 
configuration of 
the organization 

• Orchestra is central 
coordinator between 
stakeholders 

• Funders 
• Producers 
• Audiences 
• Community 
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to its 
community? 

Cognitive What are the 
shared codes and 
language of the 
community? 

• Support new works 
• Wellbeing of 

musicians 
• Provide access to 

music 

•  

Relational How is trust 
established and 
maintained? 
What are the 
norms of the 
community? 
What are the 
obligations of the 
community 
members? 
How do members 
identify with the 
community? 

• Trust developed 
over time through 
subscriptions and 
membership 
programs 

• Philanthropic 
support provided by 
high-wealth 
members 

• Applause, 
donations, ticket 
purchases, support 

• Knowledge and 
appreciation of 
music, recognition 
for participation, 
participation 

•  

 
Business Model Description 
The orchestra facilitates the exchange of value between four stakeholders – funders, 
producers, audiences, and community. Using subscription and membership revenue 
models, the orchestra develops relationships with participants over time, leading to 
trust, strong identification with the institution, and the development of product and 
experience knowledge.  
 

 

Figure 4. Orchestra business model examined in five frameworks. 

 

Figure 5 describes how the frameworks in Figure 4 provide insight for describing the 

orchestra business model, which is comparable to ballet and opera. Internal and external 

activities are specified to clarify where innovation would likely be firm-focused or 
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customer-focused. Three key elements of the business models emerge, along with a series 

of critical questions the business model must answer: 

• Value Proposition  

o What is the economic and social value created by the orchestra? 

o What is the economic and social value created by the orchestra? 

o What products or services deliver this value?  

o Who does this value serve? 

• Value Exchange  

o What value is exchanged between the firm and stakeholders? 

o What relationships are required for value creation and exchange? 

o How will value be exchanged between firm and market?   

o What is the mix of cost and revenue necessary for sustainable, break-even 

budgets? 

o Where in various stakeholder networks will the orchestra be positioned? 

• Organization  

o What resources, skills, and expertise are required to achieve value creation 

and exchange aims? 

o What organizational structure will support value exchange goals? 

o What governance is necessary for sustainable value exchange? How will goals 

be measured?  

Value proposition and value exchange relate to the various interactions between the 

orchestra’s four stakeholder groups: funders, producers, audiences, and community. 

However, value proposition is bound to the internal determinations of the firm. Value 
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exchange crossed the boundary between internal and external aspects of the firm. 

Organization – represents what is necessary to deliver value. These three elements of 

business models provide a generalizable means to understand where digital innovation 

can occur across the varied stakeholders of orchestras: funders, producers, audiences.  

The business model tells a story of the firm’s purpose and structure, describes 

mechanisms and components of the firm, and acknowledges its change and evolution 

(Andreini & Bettinelli, 2017). The business model is a useful tool to zoom out and 

examine the firm as a system of relationships and capital exchange or zoom in to 

understand the activities and components of an organization. Whether, customer, firm, or 

mission focused, a business model highlights where digital innovation is possible.
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Figure 5. Business model themes and questions to define an orchestra business model.



45 

 

Digital Transformation in Orchestras 

The business model elements – value proposition, value exchange, and operations –

suggest four digital transformation strategies. First, a firm-focused digital transformation 

strategy would involve building digital capabilities within the organizational element. 

This might include a new platform, analytics software, or video editing capability. This 

strategy would likely be driven by internal perceptions of what’s necessary to be 

“digital”. Second, a customer-focused strategy would be driven by the needs and wants of 

stakeholders through digital innovation in experiences and relationships. This might 

include developing new ecommerce capabilities. A third strategy emerges relative to 

value exchange. In this context, a digital transformation strategy would seek to innovate 

in the ways the orchestra exchanges value with its stakeholders. Finally, a fourth, and 

more comprehensive strategy, would seek digital transformation through digital 

innovation across all three elements – value proposition, value exchange, and operations. 

This strategy would consider products, mission, relationships, platforms, and the 

resources necessary to achieve the desired aims alongside the needs and desires of 

stakeholders. What remains unclear is what mechanisms would enable these digital 

transformation strategies in orchestras. 

Casadesus-Masanell et al. (2010) argue that a business model is ultimately the 

outcome of strategy. Bakhshi & Throsby (2012) propose five objectives that motivate 

non-profit, arts organizations, and help illustrate generic strategies for business model 

development. The objectives, adapted here for orchestras, include:  

1. Standards – Orchestras are organized to pursue artistic excellence in performance. 
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2. Access – Orchestras are organized to provide access to their content for as many 

people as possible. 

3. Education – Orchestras are organized to provide educational services to teach 

young people or general audiences about symphonic music. 

4. Knowledge – Orchestras are organized to contribute to knowledge about 

symphonic music or practice of the art form.   

5. Social goals – Orchestras are organized to meet a social cause such as inclusion 

and participation in the art form by underserved communities.  

 

 

Figure 6. Four stakeholder groups and business model components. 

 

Figure 6 examines the four stakeholder groups within the context of business model 

themes identified in Figure 5 and Bakhshi & Throsby (2012)’s five objectives. The figure 
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represents distinct value proposition and value exchange components for each of the four 

stakeholder groups: 

• Audiences – value proposition is primarily musical performance; value exchange 

includes ticket sales. 

• Communities – value proposition is access to education and social programs; value 

exchange occurs through attendance and participation. 

• Funders – value proposition is access to society and social status; value exchange 

includes fundraising and donations. 

• Producers – value proposition is access to performance and employment; value 

exchange includes through employment. 

Further, Figure 6 highlights the digital mechanisms for value exchange between the firm 

and each of the stakeholders. These mechanisms are a key focus of this research and 

explored further below.  

Conceptual Framework 

Figure 7 adapts Bakhshi and Throsby’s (2010) value chain model into a framework to 

study digital transformation in performing arts informed by current literature, a key 

objective of this research. The framework can also be viewed as a representation of the 

orchestra, ballet, and opera business model. It presents a coherent story of the firm; it 

describes the content and structure of the firm; it shows the dynamic aspects between 

firm and stakeholders. (Andreini & Bettinelli, 2017). It lacks an explicit representation of 

firm components such as revenue model, though it is possible to infer the missing 

components through the value exchanges between stakeholder and performing arts. I.e. 

audiences and ticket revenue, funders and contributions.   
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The framework incorporates the business model components identified in the 

literature above: value proposition – the value a firm creates, value exchange – how a 

firm generates revenue, and organization – what a firm requires to achieve its aims – are 

represented in the model, along with the community and relationship aspects of an 

organization (Chesbrough, 2007; Osterwalder & Pigneur, 2002; Johnson et al., 2008; 

Demil & Lecocq, 2010; Nahapiet & Ghoshal, 1998).   

Digital transformation is represented as the outcome of digital innovation across the 

value chain, and an ongoing process between firm and stakeholders. The framework 

describes the performing arts organization’s role as a mediator of exchanges and 

relationships with four stakeholders – audiences, community, funders, and producers – 

that in turn provide opportunities for innovation. Likewise, the framework is a conceptual 

blueprint to research and identify the theoretical levers that drive digital transformation in 

performing arts, the ultimate objective of this research. This leads to the research 

question: What are the mechanisms that drive digital innovation in performing arts? 
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Figure 7. Conceptual framework of digital transformation in performing arts.
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CHAPTER 3  

METHODOLOGY 

Overview of Approach 

The objective of this research is to explore digital transformation in the 

performing arts. To ensure an extensive assessment, three studies were conducted to 

explore the mechanisms driving digital innovation in orchestras, operas, and ballets. 

Study 1 (“Pilot study”) explored the practice of digital innovation in orchestras through 

digital innovation, business model, innovation, and extant performing arts literature. 

Study 2 examined the role of engagement as a mechanism to understand digital 

transformation in the performing arts in general, and orchestras in particular. Study 3 

mapped the mechanisms of digital engagement. A description of each study is provided 

below.  

Study 1: Exploring the Practice of Digital Innovation in Orchestras 

This research investigates digital innovation, business model theory, innovation 

theory, and extant literature to uncover mechanisms driving digital innovation in 

orchestras, operas, and ballets based in the United States. A set of semi-structured 

questions based on the research framework guided each interview (see Appendix A). 

Interviews occurred in person and lasted between 60 - 90 minutes. Each interview was 

conducted offsite from the participant’s work in an attempt to create a more relaxed and 

open environment for discussion. Study 1 was conducted November 2017 – January 

2018. 

Study 2: The Role of Engagement in the Digital Transformation of Orchestras 



51 

 

In Study 1, digital engagement emerged as a key theoretical concept to explain the 

role of digital innovation in orchestras, ballet, and opera. The purpose of Study 2, was to 

clarify underlying mechanisms driving digital innovation in orchestras and support the 

research question: What are the mechanisms that drive digital transformation in the 

performing arts? This study looked specifically at the role of digital engagement in 

digital transformation of orchestras through a series of in-depth interviews using a semi-

structured questionnaire. The questionnaire in Study 2 was modified from Study 1 for 

focus and simplicity (Appendix B). The original pool of participants was included in the 

coding process. Study 2 was completed in September 2018.  

Study 3: Mapping the Mechanisms of Digital Engagement 

Study 2 identified engagement as a potential mechanism to understand digital 

transformation in the performing arts in general and orchestras in particular. Study 3 

expanded on Study 2 to examine how American performing arts organizations are 

embracing digital innovations through engagement with audiences, funders, and other 

key stakeholders. The purpose of Study 3 is to explore more deeply the role of 

engagement in digital transformation and expands on the original research question to 

inquire: How does engagement enable digital transformation in the performing arts? 

This study looked at the role of digital engagement in digital transformation of orchestras, 

ballets, and operas through a series of in-depth interviews using a semi-structured 

questionnaire. The instrument from Study 2 was used as the intent was to continue 

exploring the original questions with an expanded sample of participants. However, given 

the prior experience and findings from the previous studies, the conversation and follow-

up questions were more specifically focused on engagement. Given the above, the pool of 
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participants from Studies 1 and 2 was included in the overall coding process. Study 3 was 

completed in March 2019. Figure 8 describes how the three studies progressed. 

 

 

Figure 8. Progression of three research studies. 

 

Analysis Strategy 

The research approach followed Pratt’s (2009) recommendations for rigorous, 

quality, and compelling qualitative research. Participants’ perspective is presented with 

direct quotes; the research seeks to provide sufficient evidence for its claims with 

performing arts in the industry; and attempts to contribute to extant performing arts, 

digital innovation, and business model theory.  

The interview protocol was designed to elaborate on the theory reviewed above 

using grounded theory. In particular, questions were developed to explore the central 

research question – What are the mechanisms that drive digital transformation in the 

performing arts?. Grounded theory uses inductive reasoning to study a phenomenon of 

interest (Corbin & Strauss, 1990), in this case digital innovation and transformation in 

performing arts.  Therefore, this research aimed to advance theory through an iterative 

process of constant comparison. This involved ongoing comparison and contrasting 

qualitative data searching for similarities and differences (Myers, 2013). Likewise, 
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conceptual categories were developed through the elaboration of existing theories 

(Corbin & Strauss, 1990). 

Further, this research aimed to achieve Van de Ven’s (2007, pg. 34) proposed 

benefits of engaged scholarship: confront questions arising in the practitioner’s 

experience, seek multiple perspectives, examine alternative models, and ultimately, 

contribute knowledge to both academic theory and practice and close the “theory-practice 

gap” (Van de Ven, 2007, pg. 2).  
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CHAPTER 4  

STUDY 1: EXPLORING THE PRACTICE OF DIGITAL  

INNOVATION IN PERFORMING ARTS 

 Digital innovation presents the most significant opportunities for change and 

transformation of our time. As the industry seeks to adapt to the 21st century, cost-disease 

threatens sustainability of the current business model (Flanagan, 2012). To reduce costs 

and increase income from new or existing revenue streams, orchestras need to shed 

vestiges of their past and embrace a new, digitally-enabled business model.  

Digital innovation provides the potential for orchestras to evolve and improve, 

renew, or potentially, displace the current business model (Christensen, 2006). Adding 

additional pressure, audience preferences and consumption habits are rapidly evolving, 

demanding digital excellence in engagement, service, and experiences. Strategies directed 

towards sustaining existing products, customers, and business models are not likely to 

achieve desired outcomes. Orchestras need to actively develop the capabilities necessary 

to manage digital innovation, respond to environmental trends, and adapt the business. A 

clear definition of the orchestra business model is needed to deepen understanding of 

how a firm creates value and to identify sources for digital innovation. A framework of 

digital innovation in the orchestra business model is presented in Figure 7.   

This study investigates digital innovation, business model theory, innovation 

theory, and extant literature to uncover mechanisms driving digital innovation in US 

orchestras, operas, and ballets. 
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Approach 

A pilot study of semi-structured interviews was conducted to refine the 

conceptual framework (Figure 7) through a deeper understanding of how digital 

innovation is transforming performing arts with an emphasis on orchestras. Participants 

were selected from the author’s network of professionals responsible for digital 

innovation initiatives in the performing arts sector. Interviews were guided by a 

questionnaire (Appendix A) to explore the mechanisms driving digital innovation in 

orchestras. 

Sample 

The objective was to select administrators with significant experience managing 

digital initiatives in the performing arts. Therefore, sampling was purposive and selective 

rather than random. Participants were invited to participate in the pilot study based on 

their reputation for expertise leading digital initiatives in the performing arts. From 

November 2017 through January 2018, professionals at five organizations were 

interviewed to explore the mechanisms driving digital innovation in performing arts. 

Each participant had more than ten years of experience in arts administration. The sample 

included three orchestras, one ballet, and one opera company. All participants worked for 

large performing arts organizations with an annual operating budget greater than $30 

million dollars. Budgets were verified through the website GuideStar 

(www.guidestar.com), which provides access to each organization’s annual IRS 990 

forms. Tax year 2016 was used for comparison. Participants were promised anonymity as 

part of their participation. Table 7 lists the budgets for each organization, masked to 

maintain anonymity, the arts discipline, and date for each interview session.  
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Table 7 
 
Interview Participants for Study 1 
Operational Budget  Discipline Interview Date 

$>30M Orchestra 11/2/2017 

$>30M Orchestra 11/21/2017 

$>30M Ballet 11/30/2017 

$>30M Opera 1/4/2018 

$>30M Orchestra 1/9/2018 

 

Interviews 

A set of semi-structured questions based on the research framework guided each 

interview. Interviews occurred in person and lasted between 60 - 90 minutes. Each 

interview was conducted offsite from the participant’s work in an attempt to create a 

more relaxed and open environment for discussion. 

Open ended questions investigated the key construct of digital innovation and its 

relationship to understanding by digital practitioners (Appendix A). Specifically, the 

questionnaire synthesized theory from literature to examine the following: 

• Digital and business model innovation,  

• External factors driving innovation, and  

• Relationships with firm strategy.  
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In addition to open ended questions, the instrument included structured responses 

to identify specific artifacts of digital innovation and organize them into a measurable 

system for analysis. Items include: 

• Examples of digital artifacts specific to the firm, 

• Importance of external factors on firm digital innovation, and  

• Specific dimension of the firm business model impacted by digital innovation. 

Participants spoke at length and were interrupted to ask clarifying questions as 

potentially interesting new directions emerged. Notes from each interview were 

transcribed by the interviewer into the Evernote application.  

Analysis 

Responses from the pilot study were coded in Microsoft Excel to identify 

common themes, compare responses to theory, and identify what is generalizable and 

interesting about digital transformation in orchestras.  

Analysis, coding, and interpretation proceeded through steps outlined by Corbin 

and Strauss (1990): open, axial, selective.  The first step identified comments in the 

transcripts potentially relevant to digital innovation and transformation of orchestras. 

Comments were extracted from the transcripts into a single list of comments for coding 

analysis. In the second phase, the list of comments was refined to remove redundancy and 

identify first-order concepts. There were fifteen initial concepts. The third step of analysis 

involved searching for common attributes and connections among the first-order concepts 

to assemble them into second-order themes. Fourteen second order themes were 

identified. In the final phase, the second-order themes were refined into six aggregate 
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themes for further exploration. The process of coding and analyzing transcript data 

continued until new themes and categories no longer emerged. 

Findings 

Analysis of data from the pilot study compared responses to theory (Figure 7) to 

identify what is generalizable and interesting about digital innovation.  For example, 

given that theory suggests digital innovation is anything new enabled by technology and 

appears in product, process, and business model dimensions, practitioners responsible for 

digital innovation work are asked: “What is digital innovation in an orchestra?”.   

The following six second-order themes were identified as potential mechanisms for 

digital transformation in orchestras.  

• Boundary spanning. Orchestras search outside of sector for ideas, content, platforms, 

features, and audience engagement inspiration. Specifically, fashion, sports, and 

automotive were identified as exemplar industries using digital to connect with 

customers. 

• New capabilities and knowledge. Digital efforts in orchestras are driving 

organizational innovation. There is clear tension between excellence – a dominant 

logic in the field – and experimentation – necessary for entrepreneurial and 

experimental approach. For example, Agile principles advocate for public test and 

learn process with products; however, central to the identity of orchestras is the idea 

of presenting perfectly curated and executed ideas. 

• Consumer-focus vs Curatorial-focus. Digital leaders in orchestras are monitoring 

consumer behavior trends: mobile content consumption, online shopping, brand 

connections in social platforms. Consumer retail experiences and customer 
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expectations are driving digital investments. As a result, there is increased emphasis 

on data and analysis, which often contradicts the curatorial intuition of the firm. 

• Business model limits opportunity for innovation. Orchestras are bound by seasonality 

of the subscription business model. Resources are consumed with ongoing support of 

the model, which creates small windows of time for new innovations. In addition, 

contractual obligations and rights, negotiated to support the subscription business, 

slow or prevent responses to shifting trends or emerging opportunities to reach and 

engage audiences. 

• Innovation is incremental. Digital innovation tends to build on what came before, not 

necessarily about radical or total change. This is not uncommon across the business 

landscape; however, ticketing systems were described by every participant as a major 

limiting factor in providing digital services and features customers want. Resistance 

to change is also a factor of incrementalism and is observed by some segments across 

stakeholder groups. 

• Engagement is essential. Selection of platforms and resources are driven by a desire 

to engage with audiences through digital interactions. The goal is to strengthen 

connections between institution and individual for financial and social gain. 

Engagement across digital tools, data, and content is a key consideration aspect of 

orchestra’s digital activities.    

The study also suggests that digital transformation is a perpetual state of change, 

not a static conclusion of digital innovation. The orchestra sits between and must 

manage tensions between various stakeholders. For example, product (curatorial-

focus) and commerce (consumer-focus) simultaneously pull the organization between 
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artistic and commercial causes. In addition, stakeholder groups have outsized 

influence relative to their size (e.g., funding group). Finally, while the subscription 

model remains essential to orchestra revenues, the limitations impact innovation for 

all stakeholder groups. The results of the pilot study suggest that digitally enabled 

engagement may be a key theoretical lever in explaining the role of digital innovation 

in orchestras.  
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CHAPTER 5  

STUDY 2: THE ROLE OF ENGAGEMENT IN THE DIGITAL 

TRANSFORMATION OF PERFORMING ARTS 

The pilot study suggests digital transformation is underway in orchestras. The 

proposed digital transformation framework (Figure 7) provides a blueprint to conduct 

research informed by current literature. Digital engagement emerged as a key theoretical 

concept to explain the role of digital innovation in orchestras. In other industries, digital 

engagement may be a ‘nice to have’ but in orchestras digitally enabled sustained 

engagement with subscribers, donors, and audiences may be the key predictor of overall 

firm performance.  

The purpose of this examination was to clarify underlying mechanisms driving 

digital innovation in orchestras and support the research question: What are the 

mechanisms that drive digital transformation in the performing arts? This study looks 

specifically at the role of digital engagement in digital transformation series of in-depth 

interviews using a semi-structured questionnaire.  

Approach 

 A series of in-depth interviews were conducted to expand on the pilot study. 

Participants included executives and other senior staff responsible for digital innovation 

in performing arts organizations. Interviews were guided by a questionnaire to expand on 

the pilot study and explore the role of engagement in digital transformation. 

Sample 

The sample in study 1 included large organizations with a budget greater than $30 

million dollars. The objective for this study was to explore digital transformation in 
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organizations of various sizes. The sample was purposive and included organizations 

with an operating budget of at least $1 million dollars. Participants included executive, 

senior, and mid-level staff responsible for digital activities for the organization.  

Three arts disciplines were represented: orchestra, ballet, and opera. Participants 

were promised anonymity as part of their participation. Table 8 describes the 

participating organizations with reference ID, budget, discipline, and interview date. The 

ID code is used for attribution in the findings for Study 2 below. The sample includes 

sixteen organizations – eleven new and five from Study 1. Budgets are described in 

ranges to keep the organizations anonymous. Budget information is based on 2017 

financials publicly available on GuideStar (www.guidestar.org). Table 8 provides the 

questionnaire used in the semi-structured interviews. 

 

Table 8  
 
Interview Participants for Study 2 

ID Operational Budget Range Discipline Interview Date 

I1 >30M Orchestra 3/23/2018 

I2 1-5M Orchestra 3/26/2018 

I3 20-30M Orchestra 3/28/2018 

I4 20-30M Opera 4/6/2018 

I5 >30M Orchestra 4/6/2018 

I6 1-5M Orchestra 4/9/2018 

I7 5-10M Orchestra 4/17/2018 

I8 >30M Orchestra 4/17/2018 
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Table 8 (continued) 

ID Operational Budget Range Discipline Interview Date 

I9 20-30M Orchestra 8/31/2018 

I10 5-10M Orchestra 9/19/2018 

I11 >30M Orchestra 9/28/2018 

I12 >30M Orchestra 11/2/2017 

I13 >30M Orchestra 11/21/2017 

I14 >30M Ballet 11/30/2017 

I15 >30M Opera 1/4/2018 

I16 >30M Orchestra 1/9/2018 

 

Interviews 

Interviews were semi-structured and followed the questionnaire in Appendix B. 

Each lasted approximately 60-minutes in length. Five interviews were conducted in 

person in a mutually convenient location for conversation. The remainder were conducted 

via telephone. Phone interviews were recorded using the application TapeACall Pro. 

Each participant gave verbal consent to be recorded for this research. Recordings of the 

calls were transcribed using Temi’s “Audio to Text” transcription service (temi.com). 

Each transcript was manually reviewed by the interviewer. Corrections were made to 

misspelled words and transcriptions that were incorrect as corroborated against the audio 

recording. All edits to the transcript were made to improve accuracy.  
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Analysis 

Thematic content analysis was conducted of the interview transcripts. Analysis 

followed the three-step coding process identified above (Corbin & Strauss, 1990): open, 

axial, selective. The software NVivo v12 was used for the coding and analysis. The first 

step identified comments in the transcripts potentially relevant to digital innovation and 

transformation of orchestras to identify first-order concepts. Ninety-three codes were 

initially identified. The codes were refined to avoid redundant ideas into seventeen first-

order concepts. In the second phase, first-order concepts were examined for common 

attributes and connections among the first-order concepts to assemble them into six 

second-order themes. In the third phase, similarities and differences among the second-

order themes were refined into three aggregate dimensions of digital engagement. The 

process of coding and analyzing transcript data continued until new themes and 

categories no longer emerged. Figure 9 describes the results from each set of codes. 
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Figure 9. Structure of content categories from interview data.
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Engagement 

Given that interviews showed the importance of engagement, the relevant 

literature on engagement is reviewed below.  

Engagement is the emotional, behavioral, and cognitive interactions between an 

organization and stakeholders (Kahn, 1990). These three dimensions of engagement are 

distinct yet interrelated. Emotional and cognitive dimensions of engagement are observed 

in concerts with applause, tears, laughter, and other visible responses, or through research 

and information gathering such as reading program notes. Behavioral dimensions are 

expressed in ticket purchase, donations, attention, or time spent with the orchestra in a 

concert. Events such as lectures, actions such as choosing to follow an organization on 

social media or registering for a newsletter also suggest engagement. Likewise, there are 

degrees of engagement implied as the intensity of a stakeholder’s participation increases 

(Vivek et al., 2012), such as the purchase price of tickets, seat locations, and special 

benefits for funders. Clearly, behavioral manifestations of engagement include purchase 

as well as other ways consumers interact with a firm. 

Cognitive attitudes exhibited by participation relate to the process of engagement 

(Bowden, 2009). The behavior of participating is integral to an experiential product or 

service such as a concert or performance. Increasing participation is a typical priority for 

orchestras. However, three common goals of orchestras – broaden audiences to reach 

more people, diversify to reach new groups, and deepen relationships with existing 

audiences (McCarthy & Jinnett, 2001) – demonstrate the limits of participation as a 

concept for engagement. Each desired outcome suggests something more is required than 

mere participation such as attendance, reading an advertisement, or listening to a 
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recording. Therefore, participation is an essential but insufficient condition for 

engagement because it only captures behavioral components of engagement. 

Engagement also represents a stakeholder’s involvement with the firm (Van 

Doorn et al., 2010). Astin’s (1984) involvement theory (IEO) explores the physical and 

psychological energy a student devotes to their academic experience. Specifically, IEO 

considers the amount of time and effort students apply to their schoolwork and other 

activities (Astin, 1984). For orchestras, involvement includes time spent listening to a 

recording, number of concerts attended in a season, and total spend on tickets or 

donations. Astin’s description of involvement suggests a need for institutions to organize 

in a way that encourages students to become involved (Kuh, 2001); however, 

involvement is too broad to understand the behavioral, emotional, and cognitive 

interactions that occur between stakeholder and firm and to untangle the mechanisms of 

engagement.  

Engagement creates opportunities for dialogue and involves developing 

“meaningful connections” between institutions and stakeholders (Harlow, 2014). An 

important underlying idea is that engagement is a process that results in an exchange of 

value, physical or psychological, internal or external. This suggests that exchanges 

between orchestras and stakeholders can be dynamic, iterative, and critically, context-

dependent. Mandviwalla and Watson (2014) distinguish five types of capital that provide 

a lens to describe the diversity of exchanges between the four stakeholder groups 

(funders, producers, audiences, community) and orchestra (Table 5). For example, 

patrons exchange money for social capital with donations while audiences exchange 

psychic or emotional energy with musicians during a performance.  
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Engagement is distinct from participation and involvement because it includes the 

co-creation of value (Brodie et al., 2011) and meaningful connections with audiences. In 

other words, engagement creates bi-directional connections between stakeholder and 

organization that are both transactional and relational (Lin, 2001). For example, 

encountering an unsolicited advertisement about upcoming performances might increase 

participation but does not indicate increased engagement. However, sharing, 

commenting, or liking content, co-creates value orchestras can use to improve their 

advertising and promotion strategies. Likewise, providing feedback on the experience of 

an event such as unfriendly ushers is valuable for organizations because it can lead to a 

more efficient allocation of training resources.  

Attendance at a performance co-creates emotional value between audience and 

performers, an “artistic exchange” (Brown & Ratzkin, 2011) that adds something more to 

the experience of attending a concert. Before and after the moment of artistic exchange, 

aka concert or performance, stakeholders interact with firms through multiple touchpoints 

or channels (Van Doorn et al., 2010), many of them digital. Different channels will likely 

serve different engagement needs for different stakeholders and result in different types 

of interactions. In fact, these different interactions suggest engagement involves an 

exchange of different types of value: dollars for ticket purchase, access to content on a 

website, or backstage access to artists by following on Instagram. Figure 6 demonstrates 

the cocreated value that emerges between stakeholder and orchestra exchanges. 
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Figure 10. Value exchange, engagement, and cocreation. 

 

Digital engagement describes how people use and participate in different online 

activities, content, data, and platforms and further the engagement process (Helsper & 

Eynon, 2013; Hanna et al., 2011). For example, audiences increase engagement by 

spending more time with an orchestra through online streaming, following on Facebook, 

or registering for email newsletters. Digital engagement also indicates ‘‘apparent 

interest’’ (Owyang, 2007) and provides a means to improve experiences and relationships 

around a product or service (Hanna et al., 2011). For example, social media feedback can 

illuminate what audiences enjoy or dislike about an organization, including opportunities 

for new offering, features, and investments.  

Digital engagement may create lasting engagement with an organization (Schultz 

& Peltier, 2013). For example, 30% of audiences under 40 feel that engaging with an 

organization through social media is a sign of loyalty (Cohen, 2017). Further, Brodie et 

al. (2011) suggest that the engagement process is ultimately expressed in commitment, 

loyalty, and trust. Therefore, it is essential that orchestras understand how digital 

channels supports engagement with stakeholders over time.   
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Digital engagement may be a good indicator of highly engaged audience members 

and ultimately, inform a roadmap for investment of resources to maximize firm 

performance. For instance, website analytics data might inform additional segmentation 

of audiences and lead to new concert formats; social media might provide opportunities 

to deepen emotional connections with individual donors and lead to more personalized 

fundraising solicitations; real-time access to historical sales data might inform 

programming decisions for future seasons. In all three cases, digital engagement provides 

a mechanism to transformation from historical curatorial approaches, to audience-driven 

decision-making.  

As orchestras seek to broaden, diversify, and strengthen relationships with 

audiences, engagement suggests two strategic priorities: create interactions for exchange 

and strengthen the exchange with more robust interactions. Establishing interactions is 

essential to build stakeholder engagement. For example, offering free content in an ad 

might entice someone to share their email address for future communications. This 

exchange – content for contact information – represents the beginning of the engagement 

process, an essential step to develop new customers. Likewise, once a relationship 

between stakeholder and institution is initiated, subsequent exchanges that trigger 

behavioral, cognitive, and emotional dimensions are likely to deepen the engagement 

between orchestra and audience. For subscribers, deeper engagement might occur when 

offered a free perk for their loyalty; donors might deepen engagement with increased 

reputation from recognition of philanthropic support.  

The digital transformation framework (Figure 7) illuminates the need for 

orchestras to coordinate digital innovation investment with engagement needs across the 
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firm. Orchestras are managing relationships and interactions between stakeholders with 

diverse needs, yet the platforms, content, and tools are likely to be shared with everyone. 

For example, Facebook might be used to engage with audiences for events, funders for 

mission-based programs, and producers for employee recruitment. It is essential for 

orchestras to understand how to fully engage with each group concurrently.  

Digital engagement is a potential mechanism to understand digital transformation 

in orchestras, identify opportunities and address barriers between stakeholders and 

organizations with significant implications for firm performance. Further, the concept of 

digital engagement provides a means to measure, understand, and improve experiences 

and relationships around a product or service (Hanna, 2011). Through the lens of 

engagement, orchestras can determine what digital activities lead to increased 

participation, which stakeholders are actively or passively engaged with the firm, and 

digital investment that leads to increased firm performance. Further, digital engagement 

is useful because it is descriptive and predictive both as a tool for understanding firm-

stakeholder interactions with technologies and developing strategies for increased 

participation.  

In summary, each organization’s digital engagement strategy will be unique 

(Peterson, 2007), yet there are a few generalizable themes from the literature relevant to 

orchestras. Engagement is an important process that connects an organization to its 

stakeholders. Digital engagement provides opportunities to increase engagement. 

Ultimately, engagement provides a concept to align an organization’s internal disciplines 

towards maximizing impact on its stakeholders and improving performance. 
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Findings 

The results of the pilot study and interviews suggest that digitally enabled 

engagement may be a key theoretical lever in explaining the role of digital innovation in 

performing arts. The purpose of this examination was to clarify underlying mechanisms 

driving digital innovation in orchestras and specifically at the role of digital engagement 

in digital transformation. Three attributes of digital engagement emerged as essential and 

are discussed below. 

Engagement. Cognitive, behavioral, and emotional dimensions of engagement exhibited 

by participation (Bowden, 2009) are integral to digital transformation. Digital tools 

enable engagement in the following ways: 

• Digital tools and interfaces allow orchestras to engage with stakeholders online 

through personalized and unique experiences. 

“Engagement is helping lead people through the site and discover 
content that they might not have been there to look for…everyone 
doesn't have the same experience on the site, but that experience is 
unique to the individual.” (I3) 

• Digital platforms meet audiences where they are and create opportunities to alter 

perceptions and understanding of orchestra’s value proposition through digital 

engagement.  

“It's more just showing people that we are there on the social media 
platforms that we have, that we have a presence and that we are doing 
what, what people expect – sharing music.” (I4) 

• Digital platforms allow the firm to reach new audiences, stay connected to existing 

audiences, and tailor communications to all audiences. 
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“One of my biggest objectives [for digital] was to bring our age down 
for our audience.” (I2) 

“We're seeing the trend is trending to be a true assumption that if we 
can target and work closely in all channels to cross the messaging from 
traditional broadcast to the digital, we're saturating the market with 
the same messaging and we're seeing progress.” (I7) 

“Social media is a place where our community talks to each other quite 
a bit about what they're hearing, what they're getting, information…I 
think the thing that's exciting about it is sharing and seeing how they 
kind of talk to each other after a concert.” (I12) 

Value Exchange. Engagement involves meaningful connections between institutions and 

stakeholders (Harlow, 2014). These connections involved the exchange of value. That 

value might be social, symbolic, financial, relational, or organizational (Table 5). Further, 

engagement provides potential answers essential to some the value exchange questions of 

orchestras (Figure 4). In particular, what relationships are required for value creation and 

exchange? How will the value be exchanged between stakeholder and firm? Where will 

the orchestra be in the various stakeholder networks? Digital innovations enable value 

exchange in the following ways: 

• Digital engagement allows orchestras to develop relationships, which are essential for 

loyalty, trust, and financial value exchange. 

“…feedback we're getting these amazing people engaged, people 
loving them and sometimes they [the videos] also drive action.” (I6) 

“Good audience engagement leads to reaching more people and that 
leads to better ticket sales.” (I8) 

“A lot [of what we do] is one sided…an interview with the artist 
backstage or some of the musicians and post those so you get to know 
some musicians are. It is one side engagement, but it's a different look 
at what we're doing and the people that are involved to give them 
[audiences] a chance to get to know them a little bit or, or hear what 
they say about the music they're playing and what it means to them.” 
(I10) 
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Social Capital. Engagement requires an opportunity to make an exchange, the 

opportunities must be perceived as valuable, participants must be motivated to engage, 

the capability to combine capital must exist (Bourdieu, 1986). Social capital provides the 

value to exchange and develop with stakeholders online. It provides a perspective of 

value creation rather than value appropriation.  

• Digital content allows orchestras to engage with stakeholders in essential ways that 

do not involve money.  

“It’s like planting a seed. Engagement is an investment for the 
organization. We understand the first time somebody comes across our 
content online doesn't mean that person is going to come to the hall 
right away.” (I8) 

“If someone is not happy with the way that you're presenting things, 
um, whether it's not enough representation of minorities or female 
voices, uh, whether it's through those on the podium or compositions. I 
mean those are things that are coming up and now are being addressed 
in different ways. I mean, then it's shaping a lot and those, you know, 
those calls are coming through digital channels.” (I9) 

“Engaging is sharing and connecting. The sharing involves 
connection.”  
(I12) 

Limitations  

 This study is limited in the following ways: 

•  Participants were all primarily from the Marketing discipline. A bias towards 

promotion and sales activities might have existed in their responses. The study could 

be expanded to include the other primary stakeholders – funders, producers, or 

audiences – to develop a more robust understanding of digital engagement in 

orchestras. 



75 

 

• The majority of participants are from larger organizations. It is possible that these 

institutions have access to more resources and knowledge, and therefore, are not 

looking at engagement the way a smaller-budget organization would. For example, all 

the firms, except two, had a dedicated digital role in their firm. For many 

organizations, this function will be added to existing roles for future reasons.   
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CHAPTER 6  

STUDY 3: MAPPING THE MECHANISMS OF DIGITAL  

ENGAGEMENT IN THE PERFORMING ARTS 

Study 2 identified engagement as a potential mechanism to understand digital 

transformation in the performing arts in general and orchestras in particular. Engagement 

is important because it serves as an integrating concept to identify opportunities and 

address digital transformation barriers between stakeholders and organizations. Study 3 

expands on Study 2 to examine how American performing arts organizations are 

embracing digital innovations through engagement with audiences, funders, and other 

key stakeholders. The purpose of Study 3 is to explore more deeply the role of 

engagement in digital transformation and expands on the original research question to 

inquire: How does engagement enable digital transformation in the performing arts?  

Approach 

A series of in-depth interviews was conducted to expand on Study 2. Participants 

included executives and other senior staff responsible for digital innovation in performing 

arts organizations. Interviews were guided by a questionnaire (Appendix B) to deepen 

understanding of the mechanisms driving digital innovation in performing arts. 

Sample 

The objective for this sample was to explore what is common and distinct 

between the disciplines regarding digital engagement. The sample was purposive and 

expanded to include ballet, opera, and presenting organization. Fifty-nine additional 

performing arts organizations were invited to participate in Study 3 through an email 



77 

 

solicitation. All participating organizations had an operating budget of at least $1 million 

dollars.  

The sample of organizations in Study 3 includes thirty-four new participating 

organizations and sixteen organizations pooled from the first two studies. A total of fifty 

organization participated with the following distribution of disciplines: 39 orchestras, 6 

operas, 5 ballets. Participants included executive, senior, and mid-level staff responsible 

for digital activities.  

Participants were promised anonymity. Table 9 describes the participating 

organizations with reference ID, budget size, artistic discipline, and interview date. The 

ID code is used for attribution in the findings and analysis below. Budgets are described 

in ranges to keep the organizations anonymous. Budget information is based on 2017 

financials publicly available on GuideStar (www.guidestar.org).  

Table 9 
 
Interview Participants for Study 3 
 
ID Budget  

(Millions USD) 
Organization Type Interview Date 

B1 >$30M Ballet 11/30/2017 

B2 >$30M Ballet 1/28/2019 

B3 $10-20M Ballet 2/8/2019 

B4 $1-5M Ballet 3/4/2019 

B5 $1-5M Ballet 3/4/2019 

O1 >$30M Opera 1/4/2018 

O2 $20-30M Opera 4/6/2018 

O3 >$30M Opera 1/30/2019 
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Table 9 (continued) 

ID Budget  
(Millions USD) 

Organization Type Interview Date 

O4 >$30M Opera 1/22/2019 

O5 $5-10M Opera 2/13/2019 

O6 $10-20M Opera 3/1/2019 

S1 >$30M Orchestra 11/2/2017 

S2 >$30M Orchestra 1/9/2018 

S3 >$30M Orchestra 3/23/2018 

S4 $1-5M Orchestra 3/26/2018 

S5 $20-30M Orchestra 3/28/2018 

S6 >$30M Orchestra 4/6/2018 

S7 $1-5M Orchestra 4/9/2018 

S8 $5-10M Orchestra 4/17/2018 

S9 >$30M Orchestra 4/17/2018 

S10 $20-30M Orchestra 8/31/2018 

S11 >$30M Orchestra 2/8/2019 

S12 $5-10M Orchestra 9/19/2018 

S13 >$30M Orchestra 9/28/2018 

S14 $10-20M Orchestra 1/18/2019 

S15 $1-5M Orchestra 1/25/2019 

S16 $1-5M Orchestra 1/28/2019 

S17 $20-30M Orchestra 1/29/2019 

S18 $1-5M Orchestra 1/30/2019 

S19 >$30M Orchestra 2/8/2019 

S20 $10-20M Orchestra 2/6/2019 

S21 $20-30M Orchestra 1/25/2019 
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Table 9 (continued) 

ID Budget  
(Millions USD) 

Organization Type Interview Date 

S22 $5-10M Orchestra 2/1/2019 

S23 >$30M Orchestra 2/1/2019 

S24 >$30M Orchestra 2/1/2019 

S25 $5-10M Orchestra 2/12/2019 

S26 $1-5M Orchestra 2/15/2019 

S27 $1-5M Orchestra 2/12/2019 

S28 $5-10M Orchestra 2/18/2019 

S29 $5-10M Orchestra 2/18/2019 

S30 >$30M Orchestra 2/19/2019 

S31 $10-20M Orchestra 2/22/2019 

S32 $5-10M Orchestra 2/8/2019 

S33 $5-10M Orchestra 2/22/2019 

S34 $10-20M Orchestra 2/25/2019 

S35 $1-5M Orchestra 2/26/2019 

S36 >$30M Orchestra 3/1/2019 

S37 $5-10M Orchestra 3/9/2019 

S38 >$30M Orchestra 2/25/2019 

S39 >$30M Orchestra 11/21/2017 

 

Interviews 

Interviews were semi-structured and lasted approximately 60-minutes in length. 

Five interviews were conducted in person in a mutually convenient location for 

conversation. The remainder were conducted via telephone. Phone interviews were 
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recorded using the application TapeACall Pro. Each participant gave verbal consent to be 

recorded for this research. Recordings of the calls were transcribed using Temi’s “Audio 

to Text” transcription service (temi.com). Each transcript was manually reviewed by the 

interviewer. Corrections were made to misspelled words and transcriptions that were 

incorrect as corroborated against the audio recordings. All edits to the transcript were 

made to improve accuracy. Appendix B includes the questionnaire used in the semi-

structured interviews. 

Analysis 

Thematic content analysis was conducted of the interview transcripts. Analysis 

followed the three-step coding process identified above (Corbin & Strauss, 1990): open, 

axial, selective. The software NVivo v12 was used for the coding and analysis. The first 

step identified comments in the transcripts potentially relevant to digital innovation and 

transformation of performing arts organizations to identify first-order concepts.   

Open codes were created using the initial language of the participants for each 

construct in the questionnaire: digital innovation, engagement, business model, strategy. 

Codes were reviewed and combined where they captured the same concept. For example, 

building the brand and strengthening the brand were combined into a single code - 

branding. Once the open codes reached a point of theoretical saturation, the process of 

axial coding was followed to identify emerging themes in the data.     

Findings 
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Digital Transformation 

The findings suggest that digital transformation is underway in the performing arts. 

Participants were each asked to describe how their organization has changed as a result of 

digital innovation. Change was described within the limits of the individual’s tenure. 

Tenures ranged from fourteen months to more than ten years. Six themes emerged and 

are described in Table 10.   

Table 10  
 
Impact of Digital Innovation 

Themes Description Representative Quotes 

More collaborative More collaboration 
across the org between 
internal functions, 
artists, and external 
partners. 

“Collaborative - more outside of 
marketing - across the firm.” (S1) 
 
“Prior to digital, education department 
was where [digital] innovation 
happened.” (S39) 
 
“A lot of conversation and silo busting.” 
(O1) 
 
“Musicians are engaged with social 
media and willing to do things, which is a 
lot of fun.” (S28) 

Increased investment in 
digital resources 

Shift of budget from 
traditional activities to 
more digital staff and 
resources. 

“It's certainly easier to get budgets 
approved now and projects approved.” 
(S23) 
 
“Well, the marketing mix has changed. 
And I can tell you that we have no print 
in the budget this year.” (S37) 
 
“We created a position for digital 
management in marketing, so that's 
person creates the Facebook posts and 
emails … and is learning a lot about how 
to use Facebook for business and all the 
metrics in Google analytics. So that's a 
position that was created.” (S12) 
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Table 10 (continued) 

Themes Description Representative Quotes 

Developed new 
capabilities 

More analytical, 
reactive, and agile 
along with a 
perspective of the org 
as a competitor for 
stakeholder's attention. 

“On an aesthetic level, we were asking 
ourselves what's going to look good 
online and not to look good in the 
newspaper.” (S18) 
 
“Teleconferencing is becoming far more 
popular and encouraged in a lot of ways. 
A lot of people do a lot more remote work 
too.” (S23) 
 
“But digital has enabled us to track more 
clearly and then to decide with greater 
confidence where to put our marketing 
dollars.” (S27) 
 
“We weren't even selling subscriptions 
and collecting donations online … but the 
Internet [is] obviously a huge part of our 
business and promoting ourselves online 
through social media and developing 
content for our website.” (S5) 

Increased emphasis on 
audience 

Digital creates an 
environment to focus 
internal conversations 
and planning around 
the needs of audiences. 

“We have become hyper aware of the 
need for investing in the technology and 
understanding it, and also be willing to 
accept the very fluid environment. Things 
that work today aren't necessarily going 
to work tomorrow, but it's invaluable to 
the way we need to conduct business and 
the way we need to be ethically 
responsible. It has made us think more 
about our brand because now, we have so 
many different ways to interpret it to an 
audience.” (B4) 
 
“Why can’t our checkout process mirror 
Amazon? A great soundbite; sounds 
smart in meetings but fails to consider the 
decision-making process in purchasing a 
seat to an opera. We learn from Amazon 
ideas of simplicity but everything they do 
does not have a direct translation to our 
business.” (O1) 
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Table 10 (continued) 

Themes Description Representative Quotes 

Expanded view of role 
in community 

Digital enables the 
organization to 
participate in social 
and cultural 
conversations.  

“It all ties to these questions around the 
catch phrase everyone is using. Diversity, 
equity, and inclusion. That question can 
be answered at every single level at 
which the institution operates. That 
question can be answered at every single 
level at which the institution operates.” 
(S14) 
 
“Try to move audience demographics… 
Building diversity.” (O3) 

Increased demands on 
leadership 

Digital success 
demands knowledge 
and expertise from 
leaders. 

“An expectation of entrepreneurship and 
lack of micromanagement.” (S1) 
 
“Younger musicians… music director… 
board members. They see absolutely no 
use for any of the other forms of 
marketing… music director thinks the 
program books are ridiculous. If you're 
not putting something out in a digital 
format, then the questions blow back 
from the board. Well they blow back 
either way, from the older folks they want 
to know why the ads not in the paper, 
from the younger folks they want to know 
why they didn't see it on their… phone or 
some digital ad so it shows the really 
deep split in the consumption of 
information depending on the age of the 
person.” (S4) 
 
“Board member support put more on 
people’s radar…what does it mean to 
have an innovation practice? What is the 
role of digital in that context? 
Methodological applications. But doesn’t 
mean product has to be digital.” (S39) 

 

Participants described an organizational shift towards more emphasis on 

audiences. “There's definitely an effort across the company to pull together more 
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external affairs and to really think about our audience in a bigger, more holistic way. So, 

we use our audiences a lot here and part of the conversations that we're having yes, they 

revolve around digital.” (O4)  

The focus on audience needs has led to collaboration between functions such as 

marketing and artistic, musicians and administration. “Musicians have learned that the 

more they can make themselves available, the more that it helps us put people in seats. I 

would say that when I first started, I wasn't seeing as much musician involvement in a lot 

of the things that we were doing. But I think that they've seen that whenever we are able 

to create this content, it's just so much more helpful in what we're trying to achieve and 

how we're trying to connect with our audiences.” (S19) However, some organizations 

described a resistance from artists/performers to participate in audio or video capture of 

performance for promotional or online sharing. “That's a struggle because they … don't 

want to be judged...  It's hard to get them to play on video. A few of them will.” (S33).  

In some organizations, there was a measurable improvement in customer 

relationships as a result of engagement in digital channels. “All of our segments…saw a 

reduction in median age. We saw our Hispanic attendance double... We saw our fastest 

growing segment grow be age 35 to 39.” (S20) 

Engagement 

Three related dimensions emerged from the interviews as essential to engagement: 

behavioral, relational, and beneficial. Table 12 describes each dimension, its properties 

plus representative quotes from the transcripts.  
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Three Dimensions of Engagement 

Behavioral 

Engagement requires interaction between organization and stakeholder. 

Interviewees described engagement as a behavior that occurs when someone moves from 

passive observer to active participant. This includes behavior that ranges from following 

an organization on Facebook to purchasing tickets. One property that emerged is mutual 

exchange, a two-way interaction.  For example, an organization may create arresting 

content on social media in exchange for the user’s time spent watching the video and 

interacting in the channel. “You have moved from being a mere ... observer of what we're 

doing to participation in some way. Whether that's buying a ticket or volunteering or 

checking out one of our free concerts in the community or somehow you've participated.” 

(S36) 

Relational 

Multiple interactions, whether in single or multiple contexts, suggest a relational 

aspect of engagement. In other words, engagement exists beyond an initial attraction to 

include sustained or recurring interactions over time. Interview participants described the 

relational dimension of engagement as the affiliation that emerges from meaningful 

interactions such as social activities at an event, conversations with an artist, or a public 

endorsement of the organization. 

“The goal is to get people there early, get them excited to get in, get 
them engaging socially before the show, and then afterward, the artist, 
who in the show, also is out in the lobby. So, everyone is invited to 
come meet them, talk to them, have a glass of champagne, and again, 
there's more food and beverages and things that are available. So, the 
goal of that is just to make opera seem more accessible, and make the 
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experience more of a social event, as opposed to coming, running into 
the opera, seeing it, running back out again.”(O6) 

Likewise, engagement occurs beyond the onstage performance to include various 

contexts that allow for relations to form. This includes interactions before or after a 

performance, or in virtual contexts such as watching a live broadcast that allows for 

commenting.  

“Facebook live… It lends itself to everybody who's watching to 
comment and they actively … there's a lot of activity for the number of 
people that are watching. There's a lot of activity in the comments and 
reactions and things like that in terms of views beyond just this stream 
itself.” (O2) 

Beneficial 

Engagement is motivated by intellectual and emotional benefits. For classical 

music, opera, and ballet, rich in history and both tangible and abstract concepts, there are 

many aspects of value beyond entertainment or hedonic interests. These aspects include 

knowledge about what is happening on stage and essential to performance, the art form, 

and the artists. This understanding deepens intellectual and emotional benefits for 

increased feelings of comfort, connectedness, and enjoyment from the art form, 

experience, and organization.   

The interviewees generally acknowledged that engagement is beneficial to 

stakeholders and organizations involved.  

“They want more in depth information. Even the people who aren't 
considering themselves musical experts. They want more. They want 
more history. They want more story. They want more context. They 
want to learn. They want to feel like they know what's going on. 
Because, they are intimidated by a Shostakovich symphony. Or, a 
program note that is slightly more musicological than the average 
person has the capacity to understand.” (S30) 
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To summarize, initial behaviors between an organization and stakeholder 

indicates engagement. A sustained process of interaction in one or multiple contexts leads 

to relational engagement.  Ultimately, engagement is motivated and sustained through 

emotional, intellectual, financial aspects that are beneficial to the organization and 

individual. 

Table 11  
 
Dimensions of Engagement Emerging from Data Analysis 

Dimension Property Description Representative Quotes 

Behavioral 
Stakeholders act 
or react to the art 
form, 
performance, or 
actions of the 
firm.  

Requires action Engagement exists 
between org and 
individual. It is 
more than passive 
observation. It is 
active participation, 
including digital 
aspects such as 
liking, sharing, 
commenting to in-
person or virtual 
event attendance.  

“People who actively 
interact with us with our 
communications. It can be 
somebody who gets an email 
from us about a concert and 
forwards it to their 
grandkids saying, ‘Hey, let's 
go to this together.’ Or, it 
can be somebody on social 
media who comments or 
shares our content, who 
advocate for us. And I think 
that, personally, that's what 
I consider engagement.” 
(S34) 
 
“Getting people talking 
about it and sharing what 
their experiences were, and 
getting people excited 
enough to share our content 
on their own page, either 
before or after they 
experience the opera.” (O5) 
 
“Any type of action that a 
fan, a guest, a patron makes 
with our organization, 
something that's voluntary.” 
(S23) 
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Table 11 (continued) 

Dimension Property Description Representative Quotes 

 Mutual exchange Engagement 
involves a mutual 
exchange between 
stakeholder and 
organization.  

“Social media is a place 
where our community talks 
to each other quite a bit 
about what they're hearing, 
what they're getting, 
information h, uh, so the, I 
think the thing that's exciting 
about it as again, sharing, 
uh, and seeing how they kind 
of talk to each other after a 
concert.”(S12) 
 
“Instead of sort of a one-
way message, that there's 
some sort of action back, 
right? I mean, yes. Liking a 
post, sharing a post is great. 
Commenting, I find better, 
but when they comment or 
ask a question or start a 
dialogue, I find that really 
rewarding.” (B6) 
 
“Our audience responds a 
lot to more candid moments 
that are caught during a 
rehearsal or in the room 
during a live performance.” 
(B4) 

Relational 
Sustained 
interactions in 
different contexts 
between the 
stakeholders and 
the institution. 

Sustained Engagement begins 
with an initial 
interaction that 
follows with more 
interaction, shifting 
from attracting to 
relating. 

“We get them interested in, 
in our product that they then 
get off the couch, buy a 
ticket and come to one our 
performances. The ultimate 
goal is to become a ticket 
buyer or donor.” (S16) 
 
“It's everything from the 
time you think you have time 
to participate in a cultural 
activity and how you get that 
information to how we 
handle your interaction as a  
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Table 11 (continued) 

Dimension Property Description Representative Quotes 

   ticket buyer or a museum 
admission purchaser. But it 
also extends to the 
experience you have when 
you are on our campus. And 
then our follow through 
after your experience.” 
(S38) 
 
“We see engagement as 
hopefully a first step to 
developing a much deeper 
relationship that would 
include, um, you know, a 
personal relationship with 
these people that are 
involved with them coming 
to the symphony and um, 
hopefully just like any 
organization developing a 
ticket, buying relationship.” 
(S24) 
 
“Engagement requires more 
time, more energy, more 
thoughts.” (S18) 
 
“We can start them on that 
journey of, you know, single 
ticket, multi ticket 
subscription subscriber.” 
(S3) 

 Interactions Represented through 
conversations, 
endorsements, 
interactions with 
artists. 

“We want them to care 
about what we're doing and 
feel like they have a 
connection to the 
organization.” (S25) 
 
“Our orchestra musicians 
are featured in our pre-
concert talks four and five 
hundred people are coming 
before concerts just to hear  
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Table 11 (continued) 

Dimension Property Description Representative Quotes 

   them talk about whatever 
they want to talk about it is 
on the forum at the 
beginning of the concert and 
it's doing really good things 
for the organization. Again, 
that engagement, creating 
that loop of connectivity. 
Musicians, conductor, staff, 
audience, community.” 
(S25) 

 Contextual Engagement occurs 
in different contexts 
during and around 
an event, onsite and 
offsite, and through 
digital channels. 

“Enhancing the experience, 
there's certain things that 
they'll get that prior that 
influences their time actually 
at the theatre or it closes the 
loop after the fact.” (B6) 
 
“People can have 
engagement with your 
organization in their own 
home or in other ways. 
Through social media, for 
example, if an interaction is 
just you responding to how 
you felt about a show. But 
again, that's related to the 
thing we provided to you on 
campus.” (S38) 
 
“Engagement after is 
important and we do strive 
for that, but engagement 
before is just as important, 
too. So, I mean, if somebody 
sees a trailer that they're 
very excited about and they 
say I can't wait to see this, 
who wants to come with me, 
yeah. Before and after.” 
(O5) 
 
 



91 

 

Table 11 (continued) 

Dimension Property Description Representative Quotes 

Beneficial 
Stakeholders and 
individuals 
exchange 
intellectual 
and/or emotional 
value.  

Intellectual Learning, including 
knowledge about 
music, organization, 
or artists.  

“They don't know what to 
wear. They don't know when 
to clap. But, instead of 
dumbing it down, people 
want more information, 
more context and more 
connection, especially from 
our musicians, as to why this 
is worth hearing. And give 
me more to understand what 
makes it important.” (S30)  
 
“Someone is taking a 
moment to actively think 
about the fact that we have a 
symphony, the symphony is 
playing a performance and 
whether it's something that 
they could or would be 
interested in seeing.” (S18) 
 
“Letting people in on sort of 
the creative process. There's 
a lot that goes into that… 
Sharing with people the 
breadth of work that we're 
doing that goes on, that they 
don't realize that isn't even 
about the end product on the 
stage.” (B2) 

 Emotional Emotional responses 
to the organization 
such as excitement 
about an activity, 
anticipation of an 
upcoming event, 
delight or 
enjoyment. 

“Our most engaged parents 
they know what's going on. 
They're excited about it. 
They've told their friends 
about it and feel real 
comfortable and confident 
when somebody asks like, 
Hey, what's going on at [the 
ballet]?” (B6) 
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Table 11 (continued) 

Dimension Property Description Representative Quotes 

 Multiple 
motivations 

Stakeholders and 
organization have 
multiple motivations 
for exchange. 
Intrinsic motivations 
include deepening 
knowledge, 
emotional benefits, 
or past relationship; 
extrinsic 
motivations include 
selling tickets or 
discounts from 
loyalty programs. 

“To deepen engagement., we 
have a loyalty program that 
all of our subscribers are 
automatically enrolled in 
that allows you to have 
discounts.” (S28) 
 
“We are deepening 
engagement once we get 
people into the pipeline.” 
(S36) 

 

Engagement Process and Touchpoints 

Interviewees described engagement as a process that begins with awareness and 

continues across subsequent interactions. This participant’s explanation represents a 

typical response: “We get them interested in our product … they then get off the couch, 

buy a ticket and come to one our performances. The ultimate goal is to become a ticket 

buyer or donor.” (S16) The three dimensions of engagement – behavioral, relational, 

beneficial – are evident. Stakeholders actively interact with the organization (behavioral); 

the process is sustained with repetitive interactions (relational); exchange is valuable to 

both stakeholder and organization (beneficial).  

The engagement process can occur offline or online and move between the two: 

experiencing art in person after seeing a digital advertisement, attending with an 

acquaintance or shared content in a friend’s social network. The following quote 

highlights how engagement process moves across touchpoints. “To me the god particle, if 
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you will, of what we do is music. And we need to spiral out from there, and then touch on 

all the other parts. The customer experience, and purchase path, and all of that stuff.” 

(S20).  

Stakeholders deepen understanding, enjoyment, and interest in the organization 

through the process of engagement. They do this not only attending events, but also 

through increased time with the art form and organization whether virtual or physical, 

paid or free. “Filling in the gaps between the big events…helps us engage, be constant, or 

a regular presence.”(B6) In other words, the engagement process includes everything 

between purchase and experience.  

Stakeholders interact with the organization across multiple touch points, from customer 

service to artistic content. Interviewees described three general touchpoints consistent 

across ballet, opera, and orchestra for engagement specific to the performing arts: art 

form, performance, and mission. Each touchpoint is described in Table 12, with 

additional examples from the interviews.      

Table 12 
 
Touchpoints of Engagement With Organization 

Touchpoints Representative Quotes 

Art form 
Stakeholder interacts with 
the art form, artists, or a 
particular work. 

“We have a local … company that helps us move stuff and 
they refer to it as ‘their Nutcracker’ …they come to the 
Nutcracker each year and they refer to, you know, "our 
Nutcracker.” (B6)  
 
“When I looked at the geographic parameters of where the 
audience came from I know that the only way they could 
have gotten that was through digital because they came 
from all over the state. The reach on that was remarkable 
as far as the network of Harry Potter people, Potterheads. 
They all seem to know each other.” (S25) 
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Table 12 (continued) 

Touchpoints Representative Quotes 

Performance 
Stakeholder interacts with 
the organization through 
attendance and 
consumption of product. 

“It is not just getting people to your concert but every step 
of the way through getting them the information about how 
to get there, them getting there and feeling comfortable, 
them having a great experience and then them being 
followed up with afterwards.” (S19) 
 
“Our programming is still the gateway for a lot of people. 
They come in and see a concert or they come to a huge 
concert and there's some kind of connection that they 
make.” (S16). 

Mission 
Stakeholder interacts with 
the values and purpose of 
the organization beyond art 
form or performance. 
Demonstrated in various 
ways, including donating 
to support non-
performance related 
offerings such as 
community outreach or 
education programs.  

“We want people in the community to know about us, know 
about the work that we're doing, to recognize as a leader 
in our field and as a destination for them to want to spend 
their time.” (S21) 
 
“It supports our mission and mantra… 
Finding ways to operationalize the mission through media 
is through webcast streams; non-digital form of this is 
neighborhood concert series.” (S2) 
 
“I think it's about building trust.” (S29) 

 

Art Form 

Stakeholders who engage with the art form often begin with a particular work as 

the point of discovery for engagement. “Just the beginning of Carmina Burana, Ode to 

Joy, and when people hear that, those really, really take off.” (S31) Engagement with the 

art form is distinct from performance or organization. For example, one might discover 

Beethoven’s famous Fifth symphony while watching a cartoon and experience the 

emotional and intellectual aspects of the work in that context. However, listening to the 

work performed live or by a particular ensemble is a different touchpoint of engagement. 

The art form touchpoint also includes artists and creators of the art. For instance, 
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stakeholders might discover a popular ballerina, composer, or musician that enables the 

engagement process. “Our music director is absolutely amazing on social media…she 

makes it so easy for us because she's so good at her job and she is everywhere, and 

everybody loves her.” (S28) 

Performance 

Live performance is core to the engagement process in performing arts. This 

includes all aspects of an event before, during, and after.  Before the event might include 

getting tickets in a will call line; during the event includes consuming the art form or 

buying a drink at intermission; after the event includes departure from the venue or 

recalling the experience later.  

“It is not just getting people to your concert but every step of the way 
through getting them the information about how to get there, them 
getting there and feeling comfortable, them having a great experience 
and then them being followed up with afterwards.” (S19)  

An interesting aspect is a desire for consistency between the contexts of where 

interaction occurs. “It can be everything from the quality of our marketing to the 

availability of our bathrooms at intermission. I think, if we hit it out of the park at every 

level, people cannot help but return.” (S38) 

Mission 

The mission touchpoints represent connection to the purpose of the organization. It 

includes internal and external processes, capabilities, and knowledge of the firm 

necessary to deliver a performance. Likewise, the mission touchpoint is demonstrated 

through support of offerings that benefit other stakeholders. For example, donating to 

support an education outreach or community development program.  From art form to 
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performance to organization, a stakeholder’s connection to mission – the intrinsic value 

of a non-profit performing arts organization – is the ultimate touchpoint of engagement. 

“We're here to make our community better, right? So, if we're not doing something that's 

relevant to our community, then what are we doing? I think that's why it's important… 

serves your whole mission.” (B6)  

Digital Engagement 

Figure 5 provided an integrative research framework for studying the orchestra, 

ballet, and opera business model. It presents a coherent view of the firm by including 

content, structure and dynamic interaction with stakeholders (Andreini & Bettinelli, 

2017). Digital transformation is represented as the outcome of digital innovation across 

the value chain, and an ongoing process between firm and stakeholders. The framework 

incorporates the business model components identified in the literature above: value 

proposition – the value a firm creates, value exchange – how a firm generates revenue, 

and organization – what a firm requires to achieve its aims – are represented in the 

model, along with the community and relationship aspects of an organization 

(Chesbrough, 2007; Osterwalder & Pigneur, 2002; Johnson et al., 2008; Demil & Lecocq, 

2010; Nahapiet & Ghoshal, 1998).  The framework describes the performing arts 

organization’s role as a mediator of exchanges and relationships with four stakeholders – 

audiences, community, funders, and producers – that in turn provide opportunities for 

innovation.  

Engagement is possible between stakeholder and organization after an initial 

discovery of the art form, performance, or mission. Digital channels are used to initiate 

interest and enable engagement across touchpoints. Digital engagement describes how 
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people use and participate in different online activities, content, data, and platforms and 

further the engagement process (Helsper & Eynon, 2013; Hanna et al., 2011). Digital 

engagement can occur through digital media such as recordings and social media or use 

of an app at an event. “It makes it accessible. And that's something that maybe might 

want to make someone come in and try it out. But even if they can't, they get to see it and 

experience it. (S37)”. Based on results of the interviews the conceptual model, which was 

developed through a synthesis of the literature review, has been updated to include three 

touchpoints of engagement: art form, performance, and mission (Figure 11). Digital 

channels enable funders, producers, audiences, and community to discover and interact 

with the organization across all three touchpoints. This ongoing exchange drives 

transformation as the organization responds to the needs, demands, and contributions of 

stakeholders in digital channels. 

 

 

Figure 11. Conceptual framework of digital transformation with three touchpoints. 
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Digital Engagement Goals 

Participants were asked to identify goals for their current digital investment.  Five goals 

for digital were common across organizations.  

• Increase visibility with a focus on promotion, awareness and reach of the organization 

and brand. (“Building more affinity and awareness for our organization”; “Raise 

awareness of … the brand”; “Brand awareness”) 

• Develop audiences – new and existing – through better access, targeting, and content. 

(“Grow the database with new Patron accounts by X percent annually.”; “Focus is 

on content”; “Every child … should be touched by beautiful music.”; “Grow the 

database by X percent annually.”; “Diversify and develop those audiences so that we 

can filter in new, fresh faces”) 

• Enhance patron experience to expand value of performances and present exceptional 

customer service. (“Communicate with our patrons and being able to enhance their 

patron experience.”; “Create an easy to navigate website where people can get the 

information they need”)  

• Increase earned revenue through ease-of-use in online purchase and digital promotion 

opportunities. (“Making it easier to purchase tickets”; “Increase ticket sales”; 

“Selling tickets”; “Sale of the tickets”) 

• Improve operations to take advantage of digital opportunities to reduce costs and 

deliver on the other four goals. (“To bring in … Agile, iterative, design thinking, user-

centered approaches across the enterprise.”; “Being the most efficient digital 

operation we can be in a non-profit”; “Internal desire to reduce labor and 

complexity”) 
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The above goals are implemented across touchpoints in the engagement process. For 

example, increasing visibility is directly related to discovery of art form, performance, 

and mission. Developing audiences and enhanced patron experience are relevant to art 

form and performance. Finally, Increased revenue and improve operations are essential 

to sustainability of the organization and the ability to remain viable for ongoing 

engagement.  

Two interesting observations emerged in the discussion of strategic goals: a lack of 

formal plans for online giving, and a lack of organizational digital goals. First, absent 

from the discussion of digital plans were specific goals for contributed revenue or 

donations. The majority of participants were in Marketing or Communication functions. 

To overcome any initial limitation in perspective, each was prompted whether their 

organization’s current work for included increasing donations through digital means. 

Though a few mentioned donations as important, they did not have specific plans or 

targets towards that end. Second, only five organizations acknowledged having a formal 

digital strategy. Two were able to recall their board-approved goals for digital from a 

strategic plan. 

Digital Engagement Outputs and Examples 

Six outputs emerged as a result of digital engagement goals: changed perception, 

expanded networks, extended product offering or value proposition, and broader appeal. 

Table 13 matches the digital goals and outputs above with examples for each. As 

demonstrated, digital expands the reach and access of an organization and has the 

potential to broaden appeal through online efforts. Increased visibility through digital 

channels increases opportunities for discovery and engagement with the organization. 
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Ultimately, digital engagement is an investment in the future because it can spark 

interest, begin relationships, build community, and make art accessible. “We want people 

in the community to know about us, know about the work that we're doing, to recognize 

as a leader in our field and as a destination for them to want to spend their time.” (S21) 

Table 13 
 
Digital Goals and Outputs 

Digital Goal Output Representative Quotes 

Increase visibility 
 
 

Expanded 
networks  

“We decided to offer free tickets to government 
employees sort of in recognition of the shutdown 
and those who have been furloughed and it blew 
up on social media for us. It reached a much 
greater number of people than our typical posts 
do.” (S21) 
 

Develop audiences 
 

Changed 
perception 

“We're able to create a more unified message 
about our events, or about the educational 
activities, about who we are as an organization. 
So, when it was just left to our paper ads, and you 
know, the PR that was coming from reporters or 
news stories, you can't always necessarily control 
that as well as you can control digital. And so 
digital really helps you to unify and create a clear 
message to your patrons.” (S32) 
 
“It allows us to create a perception that our 
company is everywhere all the time, when it isn't.” 
(B4) 

 Broadened 
appeal 

“You know, look at how interesting this is. I'm 
going to be going, you know, you should go to 
that's very helpful.” (S16) 

Enhance patron 
experience 
 
 

Extended 
product offering 
or value 
proposition 

“Engagement after is important and we do strive 
for that, but engagement before is just as 
important, too. So, I mean, if somebody sees a 
trailer that they're very excited about and they say 
I can't wait to see this, who wants to come with me, 
yeah. Before and after…. we are trying to figure 
out how to activate our lobby a little bit more so 
that it allows for engagement during.” (O5) 
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Table 13 (continued) 

Digital Goal Output Representative Quotes 

Increase earned 
revenue 
 
 

Measurable 
increases in 
ticket sales 

“For the first time ever in the history of the 
company, we sold out every single ticket for all of 
our … concerts” (S17) 
 
“We’ve seen drastically the large number of tickets 
that are coming in gradually weeks and weeks 
ahead of time, versus those last-minute 
buyers…that is coming from our increased digital 
advertising.” (S32) 

Improve operations More responsive 
and efficient  

“Responsive in real time and make some decisions 
about how what we're saying or doing is affecting 
the audience. It gives us much greater reach than 
we can accomplish with traditional alone.” (B4) 
 
“Just last weekend I had a woman post [online] 
about how long the will call line was [to a sold-out 
performance]. I'm sitting on my couch at home…I 
saw this and I texted the person on staff … hey, you 
might want to go check on the will call line … [the 
staff member] was backstage and didn't know. And 
it ended up being fine. It was actually the security 
guys that held things up. It gave us the opportunity 
to go check.” (S31) 

 

Digital Engagement Tactics 

Table 14 outlines seven tactics organizations use to drive engagement in digital 

platforms as observed in the data. As discussed below, digital channels provide multiple 

opportunities for the engagement process. They can replace existing activities such as 

promotional mail with email. Digital can strengthen existing operations, such as targeted 

online advertising. Moreover, digital can provide entirely new forms of engagement. 

Regardless of new possibilities, the purpose is usually offline engagement with an event, 
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organization, or mission. “It's really laying a foundation for an entry into a deeper 

relationship probably offline.”(S24) 

Table 14 
 
Digital Engagement Tactics 

Description Representative Quotes 

Advertising and promotions “We can get a customized message to a customized 
audience for less money.” (S35) 

Conversations “We can respond to that two-way conversation in a 
more meaningful way.” (B4) 

Personalized content “You can, in some ways, segment or more personalize 
the messages.” (B6) 

Product sampling “Opera is very expensive in terms of time and money, 
that adoption process from awareness to trial takes 2-4 
years.” (O3) 

Storytelling “It just allows us to tell more stories that might be 
different ways in.” (S36) 

Multi-channel support “Digital is a part of the puzzle.” (S16) 
 
“The folks who've been coming here since the seventies 
or eighties, they like postcards. People who, the next 
generation, you want to bring in, they're more likely to 
read an email, maybe, or check social media, or visit 
the website.” (S34) 

Tracking and data collection “I present that at a marketing team meeting where 
people have an opportunity to ask questions, dig a little 
further.” (S21)  

 

Digital Platforms 

Across ballet, opera, and orchestras, organizations identified social media, email, and 

their website as the most important digital platforms. Websites were described as the 

centerpiece of digital engagement. “Any time we can direct people to our website, that's 
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where you can learn so much. That's where all the robust information is about who and 

what we are.” (S37) Email was discussed as the most valuable in regard to promotional 

offers and digital engagement with older audiences. “Email…interesting place where our 

base is” (O6) Social media platforms generally were identified as important to 

engagement, often in the context of time spent monitoring, posting, and producing 

content for the platforms. “We do an awful lot on there.” (S22) 

Participants identified Facebook, Instagram, Twitter, LinkedIn, and Snapchat as 

the top five digital platforms. Table 15 breaks down the use of platforms. In general, the 

use of specific platforms was consistent across genres. However, orchestras showed more 

activity with LinkedIn than ballet or opera.  

Table 15 
 
Digital Platforms Used By Discipline 

Platform  
(total sample) 

Ballet  
(5) 

Opera  
(6) 

Orchestra  
(39) 

Facebook 5 5 39 

Instagram 5 5 29 

Twitter 4 5 31 

LinkedIn 1 1 8 

Snapchat 2 2 2 

 

Digital Platform Goals 

Interviewees were asked to identify factors for selection of digital platforms. As 

observed in the interviews, performing arts organizations are evaluating the merits of new 

platforms against four criteria (Table 16). Based on the criteria described, arts 
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organizations are selecting tools and platforms based not only on practical aspects of 

resources, but also the ability to reach stakeholders and enable beneficial exchange – both 

relevant to engagement. 

Though not explored in detail within this study, several organizations identified 

adoption by constituents as a contributing factor to selecting digital platforms. In 

particular, they mentioned a wait-and-see approach. “We've been sort of waiting for 

[Snapchat] to really arrive as being standard.” (S4) “Our primary demographic is not 

on snapchat, although I would say out of the different disciplines we're probably drawing 

… a younger audience, not so much with theatre, but certainly symphony or opera.” (B2) 

Table 16 
 
Four Criteria for Digital Platform Investment 

Criteria Description Representative Quotes 

Increases reach 
and access to 
current and 
potential 
stakeholders 

Platforms provide 
access to reach new 
audiences and 
strengthen connections 
with existing audiences.  

“The younger kids are on Instagram. 
The more news junkies are on Twitter. 
And the Baby Boomers are on 
Facebook.” (S15) 

Requires limited 
time and 
resources 

Platform is manageable 
within existing staffing 
resources.  

“We are a slightly smaller organization 
… Cost and how that fits into our 
budget.” (S32) 

Strengthens 
brand 

Platform aligns with 
brand goals. 

“We're looking for a more playful 
aspect, more of a behind the scenes 
approach to having people take a look 
at the orchestra.” (S29) 

Enables value 
exchange 

Platform provides 
measurable value, 
tangible or intangible.   

“I don't actually see much on Twitter in 
terms of people buying tickets. I… don't 
care as much about it ... Most of the 
ticket sales that we do see, is through 
Facebook and through the social 
content that we do there.” (B3) 
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Table 17 summarizes the interview results on the relationship between digital 

goals and criteria for digital platforms. The results suggest platform selection criteria are 

weighted towards achieving visibility, developing audiences, and increasing earned 

revenue. Improving operations and enhancing the patron experience emerges as 

somewhat less of a driver for digital platforms.  

Table 17 
 
Digital Goals and Platform Criteria 

D
ig

ita
l G

oa
ls 

Digital Platform Criteria 

 

Increase 
reach & 
Access 

Limited 
resources 
and time 

Strengthens 
brand 

Enables 
value 

exchange 

Increase visibility X  X X 

Develop audiences X  X X 

Increase earned 
revenue X  X X 

Improve operations  X  X 

Enhance patron 
experience   X X 

 

Engaging Digital Content 

Participants were asked to provide an example of digital content with unusually 

high or unexpectedly high engagement represented by interactions on social media, 

including likes, shares, comments from organic posts. The intent was to exclude content 

with increased consumption because of boosted or paid promotions. Table 18 describes 

five themes that emerged from the analysis with examples provided by the respondents. 

Each theme supports emotional and/or intellectual properties in the relational dimension 
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of engagement. The results suggest that digital content is likely to result in the behavioral, 

relational, and beneficial dimensions of engagement if it provides something novel, 

unexpected, and easily understandable about the art form or organization.   

Table 18 
 
Examples of Engaging Digital Content  

Theme Representative Quotes  

Behind the scenes “Our audience responds a lot to more candid moments 
that are caught during a rehearsal or in the room during a 
live performance.” (B4) 

Broad appeal or humor “A promotional video for our new website…there are no 
words, kind of a visual story following one dancer from 
teeny tiny up until 18.” (B6) 
 
“A picture of our microwave in our break room that was 
broken and titled it, "our microwave is Baroque." And that 
did pretty well.” (S11) 
 
“We did something really fun for Nutcracker … which 
Nutcracker character would you identify with? Oh, you're 
Clara, or that sort of thing.” (B2) 

Community connection “We just had for our Valentine's Day concert, we had a 
campaign where we did, on social media, love stories 
which featured people in our orchestra that are in 
relationships. We tied it back to, ‘Come see these couples 
at our performance tonight and on Friday.’” (S26) 
 
“We had an artist alum come in, and do just like, three 
tips of audition advice for young singers.” (O6) 

Genuine moment “Dancers in incredible moments of a performance where 
they're literally in flight, or in a dance position that's 
complicated, or takes a very sophisticated dancer to be 
able to achieve.” (B4) 

Relationship to performance or 
artist 

“The stuff that performs best is stuff about the musicians 
themselves, or stuff that's about cool things on stage, like 
cool instruments.” (S26) 
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CHAPTER 7  

DISCUSSION AND PROPOSITIONS 

From changing consumer relationships to demands for new experiences, the arts 

are under increasing pressure to embrace digital transformation. For example, audience 

preferences and consumption habits are rapidly evolving (Kushner & Cohen, 2013). 

Cultural institutions such as orchestras are adopting technology – with millions of social 

media followers, streaming services, and online ticketing (Uhl et al., 2013). Yet, these 

initiatives are fragmented, hard to assess (Dilenschneider, 2017), and to date, very little 

has been known regarding how to digitally transform performing arts institutions.  

As observed in the findings above, performing arts, which includes ballets, 

operas, and orchestras, are in a state of digital transformation. This perpetual change is 

enabled by the process of engagement and extended through digital engagement. Digital 

transformation is visible through increased collaboration between functions within 

organizations, new capabilities and skills to manage digital platforms, an emphasis on 

audiences’ needs and desires, and an expanding view of the organization’s role in 

communities. The ongoing change has increased investment in digital, though not 

necessarily in budgets overall, and is increasing demands for leaders to be fluent and 

strategic with technology. 

Engagement in the performing arts, the underlying process enabling digital 

transformation, has three related dimensions: behavioral, relational, and beneficial. 

Through engagement, stakeholders actively interact with an organization (behavioral); 

the process is sustained with repetitive interactions (relational); and the exchange is 

valuable to both stakeholder and organization (beneficial). Touchpoints for engagement 
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include art form, performance, and mission. Likewise, engagement continues between 

touchpoints as stakeholders move between offline and online interaction with a firm. 

Digital engagement enables engagement via digital platforms, content, and tools that 

expand access to touchpoints.  

Digital investment in the performing arts is driven by five common goals: 

increase visibility, develop audiences, enhance patron experience, increase earned 

revenue, and modernize operations. The investment and strategic interest in digital is 

driving change across organizations. Digital platforms are chosen based on specific 

criteria to expand reach, strengthen the brand, enable value exchange, while remaining 

easy-to-use and maintain. Likewise, firms understand that content needs to provide a 

unique perspective – genuine moments, behind-the-scenes, humor, connection to 

community or artists – for digital engagement.  

Overall, based on the study findings and the research framework which 

synthesizes the literature, the following are proposed as the mechanisms that drive 

digital transformation in the performing arts and specifically orchestras.   

Propositions 

Proposition 1: Digital transformation emerges from digital engagement. 

In forty-six of the fifty interviews, digital strategy is equivalent to pursuing digital 

engagement between the organization and audience stakeholder group. Similar to 

Holland’s (1995) complex adaptive systems model, transformation exists as an upper tier 

of visible order that sits above a lower tier of substitutive and extended processes and 

activities. Digital transformation is visible as it emerges in stages of specific engagement 

related digital projects. In other words, transformation appears to be enabled by 
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engagement through incremental innovations. The projects overlap and as such may only 

serve as sign posts rather than specific stage gates.  

The above is not surprising since a firm’s needs and sophistication with digital 

technologies will likely increase over time but will do so in fits and starts.  Overall, a firm 

will over time move from substitution – use of technology to replace an existing feature 

or process – to extension – an enhanced feature or function – to transformation – a 

fundamental new process or product (Figure 1; Westerman et al., 2014). Participants 

described shifting away from print to online advertising and using online chat for 

customer inquiries rather than the phone (substitution), to personalized communications 

or content to create context and deepen emotional and intellectual benefits (extension), 

and to interactive experiences made possible through digital means (transformation). In 

general, the process is to move existing functions online (substitution), expand 

stakeholder relationship and participation online through digital engagement (extension), 

and reconfigure the organization to support digital engagement (transformation). Overall, 

though a stage gate model may be less relevant in encapsulating the above, it may be 

possible with additional research to further describe the emergence of digital 

transformation through a capabilities maturities model.   

Proposition 2: Engagement in the performing arts requires three dimensions: behavioral, 

relational, and beneficial.  

Literature describes three dimensions of engagement: cognitive, behavioral, and 

affective (Brodie et al., 2011; Hollebeek, 2011; de Vreede et al., 2019).  However, the 

study found that engagement is instantiated and practiced in the participating 
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organizations as three distinct but related dimensions – behavioral, relational, and 

beneficial. Further, some degree of all three are required for engagement.  

In extant literature, the behavioral dimension of engagement includes effort and 

active participation between stakeholder and organization (de Vreede et al., 2019). While 

participation is integral to an experiential product or service such as a concert or 

performance (McCarthy & Jinnett, 2001), it is too limited a perspective to fully 

encapsulate engagement. This research builds on the behavior dimension by adding the 

property of mutual exchange, which describes the multi-directional exchange between 

stakeholder and firm. In other words, engagement is not simply reading a social media 

post (participation). It involves reading the post and responding with a like, share, 

comment, or purchase (mutual exchange). 

Cognitive and affective dimensions of engagement in extant literature include 

intellectual and emotional aspects of engagement (Brodie et al., 2011). Though literature 

treats these as separate, the study participants saw these elements as tied to each other. As 

elaborated above, attending a performance is both an intellectual and emotional 

experience. Likewise, stakeholders have multiple motivations for exchange. The 

Beneficial dimension includes both intellectual and emotional properties that are 

inseparable from the motivational aspects of experiencing the performing arts.  

As observed in the data, engagement occurs over time, online and offline. The 

Relational dimension represents repeated exchanges between stakeholder and 

organization over time in multiple contexts. Further, the sustained property broadens 

Hollebeek et al’s (2014) conceptualization of engagement to include exchange before, 

during, and after interaction.   
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Though the conceptualization of the engagement dimensions in this study go 

beyond the literature described above, the dimensions of behavioral, relational, beneficial 

do provide a potentially more measurable antecedent to satisfaction, loyalty, trust (Brodie 

et al., 2011), i.e., the outcomes proposed by previous research.  

Proposition 3: Engagement in the performing arts occurs through three touchpoints: art 

form, performance, and mission.  

Engagement creates opportunities for dialogue and involves developing 

“meaningful connections” between institutions and stakeholders (Harlow, 2014). As 

observed in the data, exchanges between organization and stakeholders can be dynamic, 

iterative, and critically, context-dependent across touchpoints. The three touchpoints – art 

form, performance, mission – observed in the data above expand on Brodie et al’s (2011) 

organizational object of engagement to include art form and mission. Art form as a 

touchpoint, is likely distinct to the performing arts. Individuals engage with a work – they 

actively listen or hum along (behavioral), listen repeatedly to a work until they have a 

deeper connection to it (relational), and gain emotional and intellectual benefits from 

consuming it (beneficial). However, engagement with the art form can be seen as distinct 

from engagement with a performance, at least initially. For example, there are at least 

1,000 documented audio recordings of Tchaikovsky’s ubiquitous The Nutcracker 

(Tchaikovsky Research, 2019). Individuals may engage with The Nutcracker without 

engaging with a particular ballet company.  

Engagement with mission describes major social, financial, organizational 

elements that are intellectually and emotionally beneficial to the stakeholder.  
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“Give them that sense of ownership and belonging to what you're doing 
and that you're hearing them. I think that two-way messaging is 
critical, especially if you're asking them to eventually give money, 
right? They're going to have to feel like they've got some skin in the 
game.” (B6)  

Therefore, engagement with mission may be the most valuable touchpoint.   

Proposition 4: Digital engagement substantially expands opportunities for engagement.  

Digital engagement extends the scope and time of engagement beyond 

transactions such as purchase, donation, or attendance to everything in between. This 

includes preparation for an event, recall of an event experience, or developing a deeper 

understanding of the art form. Further, as discussed by the study participants, there are 

many examples of performing arts applying digital content, platforms, and channels such 

as social media, media broadcasts, websites, email, and other digital platforms to increase 

engagement.  

Extant literature describes engagement with the arts around the central 

touchpoints of performance or art form. For example, Edmonds’ (2006) three properties 

of engagement – attract, sustain, relate – describes interactions with a specific work of art 

in a museum space. Likewise, Brown & Ratzkin (2011) propose an “Arc of Engagement” 

that widens the perspective of concert attendance to include the preceding decisions and 

subsequent reflection after consuming a performance. Both perspectives anchor and limit 

engagement around the art form. As discussed earlier, engagement involves more than 

one touchpoint, beyond the art form, it can also involve the actual performance or 

mission. The research above suggests the possibility of a generalizable stakeholder 

engagement process similar to O’Brien & Toms’ (2008) user engagement process (UEP) 
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model. Engagement moves in stages from initial attraction to deepening engagement to 

disengagement.  

Digital engagement also expands opportunities for interaction in McCarthy and 

Jinnett’s (2001) participation model. For example, the authors’ original model limits the 

use of media or digital means to a narrow, self-focused entertainment. However, as 

observed in the interviews, the performing arts are using social media platforms such as 

Facebook to create social, shared virtual experiences around the touchpoint of 

performance.  

Proposition 5: Investment and adoption of digital engagement leads to business model 

adaptation. 

As digital engagement expands opportunities for engagement, Astin’s 

Involvement theory suggests a need for institutions to organize in a way that encourages 

engagement (Kuh, 2001). The findings in this study suggest that the performing arts 

business model is changing as a result of investment and application of digital 

engagement. In other words, digital engagement impacts product, process, and business 

model (Fichman et al., 2014).  

How participants conceptualize the three business model components of value 

proposition, value exchange, and organization (Figure 5) are changing in the context of 

investment and application of digital engagement. For example, performing arts invest 

resources and develop knowledge of digital platforms that drive more collaboration, add 

new capabilities that change the organization internally, increase emphasis on audiences 

that expands the value proposition, and alter the organization’s view of its role in the 

community that changes the value exchange (Table 11).   
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Proposition 6: Digital engagement has a positive relationship to firm financial 

performance through increased social capital. 

Engagement requires mutual exchange, must be beneficial, participants must be 

motivated to engage, the capability to combine capital must exist (Bourdieu, 1986). 

Mandviwalla and Watson (2014) distinguish five types of capital (Table 5) that provide a 

lens to describe the diversity of exchanges between the four stakeholder groups – funders, 

producers, audiences, community – and touchpoints. For example, funders exchange 

money for social capital related to mission while audiences exchange psychic or 

emotional energy with musicians during a performance. Stakeholders generate social 

capital when they digitally engage, i.e., which is different from just appropriating value. 

As observed in the findings above, organizations reported increased financial capital as 

an outcome of increased investment in digital content and platforms. In other words, 

digital engagement enables different forms of capital to be converted to financial capital.  

Digital engagement creates opportunities for performing arts organizations to 

connect with stakeholders at personal, emotional, and internal levels. For example, 

Brodie et al. (2011) suggest that the engagement process is ultimately expressed in 

commitment, loyalty, and trust. Hollebeek et al. (2016) suggest successful appeal to a 

stakeholder’s social identity will be a significant driver to increased consumption of 

music. The connections through digital engagement may be more significant for younger 

stakeholders. For instance, 30% of audiences under 40 feel that engaging with an 

organization through social media is a sign of loyalty (Cohen, 2017). However, recent 

research suggests that digital engagement increases satisfaction and attendance across 
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audiences. (Dilenschneider, 2019). Therefore, digital engagement may be a good 

indicator of highly engaged audience members and firm performance. 

Management Implications 

Digital engagement has significant implications for arts administrators. Managers 

are managing relationships and interactions between stakeholders with diverse needs, yet 

the platforms, content, and tools are likely to be shared with everyone. As the performing 

arts seek to broaden, diversify, and strengthen relationships with audiences, engagement 

suggests the following five areas of focus.  

• Create opportunities for contributed revenue. Digital engagement has potential to 

enable performing arts not only to continue reaching typical audiences, but to expand 

their funder stakeholder group and improve contributed revenue options.  

• Strengthen mission touchpoint. Questions to consider include: How can digital help 

identify and engage with new potential funders? How can digital support access to 

underserved populations? How can digital promote equity, inclusion in all of our 

stakeholder groups? 

• Provide digital governance and support. Organizations will be best served by board 

and executives that participate in development of investment criteria for new 

platforms and resources. Good stewardship of an organization mandates that leaders 

make themselves familiar with digital opportunities, challenge their administration to 

achieve digital engagement, and provide financial support to make it all possible. 

• Create user experience and accessibility agenda. The three dimensions of engagement 

– behavioral, relational, beneficial – make clear that organizations need to connect 

with a stakeholder as a whole person. This includes a clear understanding of the ways 
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people interact in digital platforms that maximizes emotional, intellectual, and 

satisfaction across channel, device, and content. 

• Develop measurement strategy across touchpoints. A successful digital strategy will 

seek to measure the behavioral, relational, and beneficial dimensions of engagement.   

Contributions  

This research makes several contributions to theory and practice. First, the 

performing arts were identified as an important area for applying digital transformation. 

Second, a research framework for studying digital transformation in the performing arts 

was developed through synthesis of performing arts, innovation, business model, and 

engagement literature. Third, engagement was identified and defined as an important 

construct for digital transformation. Fourth, the first ever detailed study of digital 

transformation and innovation in the performing arts was conducted with fifty performing 

arts organizations. Fifth, the components, development, instantiation, and impact of 

engagement were elaborated in a set of propositions that summarize digital 

transformation and engagement in the performing arts. Finally, a set of management 

implications are summarized above. 

Limitations and Future Research 

This research has at least three limitations. First, it uses an exploratory field study. 

It was conducted to determine the nature of digital engagement as a mechanism for 

transformation in the performing arts. As expected with an exploratory study, it is not 

intended to provide conclusive evidence, rather to create a better understanding of the 

concept. The concepts identified above are ripe for future quantitative research around 
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the three dimensions of engagement. Outcomes of that research could be used to develop 

a capabilities maturity model to measure and compare digital engagement across firms.  

Second, this research was purposive and focused on performing arts in the United 

States. Therefore, it is not generalizable outside of the domain studied above without 

additional validation. Future research should widen the sample to include international 

arts organizations. Perhaps aspects of the firm not included here are essential to 

engagement such as sources of funding, age of the institution, or staff attributes. 

Likewise, it would be valuable to expand the sample to other cultural institutions, in 

particular museums. Some participants mentioned that museums are more advanced than 

the performing arts in their thinking and application of digital engagement. The next 

study should include museum participants to explore what’s different from performing 

arts in this area.  

Third, the conceptual framework for digital transformation (Figure 5), described 

four distinct stakeholder groups: funders, producers, audiences, community. Due to the 

constraints of time and resources, this study focused on engagement between audience 

and organization. Future research should expand on the study to examine engagement 

between organization and funders, producers, and community.  

Finally, firms ultimately want to understand the impact of investment on 

performance. This research is limited to the self-reported achievements of increased 

revenue. Future research should explore the impact of engagement on firm performance 

using performance metrics of interaction on social media, websites, email, or other digital 

platforms.  
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Conclusion 

“A truly deeply engaged organization is going to have that feeling 
embedded in their staff; it's going to have it embedded in their artistic 
size. And it's going to have it embedded in their processes; they're 
going to have that loyalty embedded in their patrons and everything 
that they do.” (S20) 

Digital engagement extends the reach, relevance, and value of the performing arts. 

It enables the process of engagement, which is critically important to building lasting 

relationships with stakeholders. Further, digital engagement provides a concept to 

understand how performing arts can transform their business model. Clearly, digital 

engagement is a valuable mechanism for the performing arts to increase engagement with 

stakeholders and improve long-term viability.  

Digital innovation presents the most significant opportunities for transformation 

of our time. Concurrently, cost disease threatens sustainability of orchestras. Adding 

additional pressure, audience preferences and consumption habits are rapidly evolving, 

demanding digital excellence in engagement, service, and experiences. Strategies directed 

towards sustaining existing products, customers, and business models are not likely to 

meet stakeholder expectations.  

Orchestras need to shed vestiges of their past and embrace a new, digitally-

transformed business model. The pilot study suggests digital transformation is underway 

in orchestras. The proposed digital transformation framework (Figure 11) provides a 

blueprint to conduct research informed by the current literature. Digital engagement 

emerged as a key theoretical concept to explain the role of digital innovation in 

orchestras. In other industries, digital engagement may be a ‘nice to have’ but in 

orchestras digitally enabled sustained engagement with subscribers, donors, and 
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audiences may be the key predictor of overall firm performance. We hope that the results 

of our work will allow orchestras and other related institutions to more purposefully 

select technology, content, and platforms to reach and develop more engaged 

stakeholders. Ultimately, these highly engaged participants will sustain some of our most 

important cultural institutions. 
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APPENDIX A 

SEMI-STRUCTURED QUESTIONS FOR STUDY 1 

 

Participant Initials 

Location, Time, Date 

 

Introduction 

This interview will focus on digital innovation in orchestras. The purpose of this research 

has three objectives: 

• Develop a deeper understanding of how digital innovation is transforming 

orchestras. 

• Identify where digital technologies can improve performance of orchestras. 

• Inform strategy and management decisions regarding digital planning and 

investment in orchestras. 

 

Research Background 

This research considers three drivers of digital innovation in orchestras:  environmental 

trends, business objectives & strategy, and business models. 

• What is digital innovation in an orchestra? Digital innovation is anything new that 

is enabled by technology. It can occur in the following forms: 

o Product – Offering: Concerts, performances 

o Product – Experience: Customer service, intermission features 

o Process: Performance planning, dynamic pricing models 
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o Business model: Changing how you do business such as outsourcing 

certain work functions. 

• What external factors impact digital innovation? 

o Mobility - mobility allows for the use of technology in almost any spatial 

context such as smartphones and wearables, including concert halls and 

performance venues. 

o Moore’s Law - the exponential growth of computing capabilities and 

lowering of costs. 

o Network effects - observed in social media networks, provide potential for 

exponential returns on digital innovation choice. Orchestras are connected 

to multiple networks with potential impact on their digital innovation 

including audiences, donors, musicians, other orchestras, and board 

members. 

o Digitalization – the shift of processes and information into digital formats, 

from apps to ticket sales to digital archives to recordings. 

• How do the organization’s strategic objectives drive digital innovation? 

o Outreach 

o Audience enrichment 

o Art form expansion 

o Understanding of the art 

o Revenue – earned or contributed 

• What is the relative relationship between the digital innovation and the business 

model? 
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o Profit model: income earned, contributed, or investment 

o Network: audiences, musicians’ union, donors 

o Structure: staff, board, musicians 

o Product: concerts or events 

o Product system: festivals, subscriptions, concert venue, local businesses 

o Service: ushers, box office, musicians 

o Channel: social media, traditional media, website 

o Brand: positioning, target customers 

o Customer engagement: communications, venue 
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APPENDIX B 

INTERVIEW QUESTIONNAIRE & PROTOCOL FOR STUDY 2 & 3 

 
Table 18 
 
Questionnaire 

Construct  Semi-structured questions 

Digital 
Innovation 

What digital technologies and platforms used in your organization?  
What factors impact your selection of digital projects and priorities? 
What are your most important digital activities? 
 

Strategy What are your strategic goals for digital? Please list most important first. 
How do you measure success for your digital activities? Please include 
any important metric. 

 

Business Model  How has digital changed your organization? 
Where has it made the most change? 
 

Digital 
Engagement 

How would you describe engagement? 
How does digital enable engagement for your organization? 
Why is digital engagement important? 

 

Interview Protocol 

1) Abstract of the study 

The performing arts are valuable cultural institutions with a rich history in the United 

States. Through the lens of digital innovation, this research examines the mechanisms 

driving digital transformation in the business of the performing arts. Data will be 

collected from senior digital leaders, acting as informants, from large and medium firms. 
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2) Investigator  

Vincent Boyd Ford 

 

3) Objectives 

To investigate the mechanisms driving digital transformation in the performing arts. I 

will consider why some firms, delivering the same or similar products and services, using 

the same or similar resources, and operating in the same or similar markets, have vastly 

different digital strategies and outcomes.  

 

4) Rationale and Significance  

A review of literature has been conducted in digital innovation and business model 

literature.  Research has found that digital innovation provides the potential for orchestras 

to evolve and improve, renew, or potentially, displace the current business model. 

Further, audience preferences and consumption habits are rapidly evolving, demanding 

digital excellence in engagement, service, and experiences. Strategies directed towards 

sustaining existing products, customers, and business models are not likely to achieve 

desired outcomes. The performing arts need to actively develop the capabilities necessary 

to manage digital innovation, respond to environmental trends, and adapt the business. A 

clear definition of the performing arts business model is needed to deepen understanding 

of how a firm creates value and to identify sources for digital innovation. The following 

research examines how the performing arts adoption of digital innovations and the impact 

of adoption on the firms’ business model.  
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5) Resources and Setting  

Research interviews will be conducted by phone at a time deemed convenient for the 

participant.  

 

6) Study Design 

a) Recruitment Methods 

The proposed research will be an ethnographic field study comparing the impact of 

digital transformation on firm performance in the performing arts.  

 

The interview data will be collected from up to 50 performing arts organizations 

(budgets above $1M as indicated on Guidestar.org).  Interviews will be conducted 

with senior levels of the firm, ranging from CDOs (Chief Digital Officers) to vice 

presidents (VP), directors, and managers.  The interviews will be used to determine 

what is driving digital strategy and choices from the view point of the senior 

leadership.  These interviews will assess strategy, environment and values. 

 

The rationale for interviews is specifically due to the executives (informants) position 

in their firms and the data being sought. 

 

Constructs. 

Table 18 illustrates a semi-structured interview guide used for formal interviews. Each 

will be conducted asking specific questions to support data gathering along dimensions of 

digital innovation. 
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The recruitment of executives and managers to participate in the interviews will come 

from industry associations (The League of American Orchestras and Opera America) and 

professional networking, no materials used to recruit respondents. 

 

No payments of any type will be offered as a result of participating with the interviews.  

Respondents will be offered a copy of the aggregated results if they so choose. 

 

b) Inclusion and Exclusion Criteria 

 

Listed in the aforementioned sections…(7) 

 

c) Study Timelines 

It is estimated that the interview participants will spend up one hour answering the 

questions (listed above). It is expected that interviews will occur during March to April 

2018. (Note. Study 3 extended through March 2019.) 

 

d) Study Procedures and Data Analysis 

Listed in the aforementioned section (7) 

 

e) Withdrawal of Subjects 

No anticipated reasons are expected whereas subjects will “pull-out” of the study, and if 

such occurs, no issues exist. 
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Privacy & Confidentiality 

No health information will be collected during the study. 

 

7) Risks to Subjects 

There are no anticipated risks to the interview respondents, all data are collected at the 

firm level.  The interviews will be conducted at the convenience of the respondent, and a 

window of time will be allowed in which to collect the data. 

 

8) Potential Benefits to Subjects 

Participating in the interviews may provide the informants and respondents a stimulus to 

reflect on their firms’ digital transformation process and consequently stimulate 

thoughtful consideration of those practices.  Additionally a copy of the study’s findings 

will be offered to the respondents. 

 

9) Costs to Subjects 

 

There are no costs expected to be incurred by the respondents. 

 

10) Informed Consent  

It is expected that the interview respondents will offer consent via an email acceptance 

prior to the interview. 
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APPENDIX C 

CODEBOOK EXPORT FROM NVIVO 

Name Description References 

BM1 How has digital changed your organization~ 

customer relationships Who and how customers are served has shifted 

to more closely match commercial commerce 

expectations. 

10 

demands on leadership Digital success demands knowledge and 

expertise form leaders. 

6 

emphasis on audience Digital creates an environment to center the 

conversation around the needs of audiences. 

17 

investment in digital 

resources 

Shift of budget from traditional activities to more 

digital staff and resources. 

21 

more collaborative More collaboration across the org between 

internal functions, artists, and external partners. 

24 

new capabilities More analytical, reactive, and agile along with a 

perspective of the org as a competitor for 

stakeholder's attention. 

18 

view of role in 

community 

Digital enables and exposes the organization to 

social and cultural conversations. Many orgs 

mentioned the questioning where they can and 

want to fit in the exchange. 

6 
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Name Description References 

DE1 How would you describe engagement~ 

connections Engagement includes the connections and 

relationships between stakeholders and art or 

brand represented through conversations, 

endorsements, interactions with artists, and a 

sense of self identity. 

45 

contextual Engagement occurs in different contexts during 

and around an event, onsite and offsite, through 

analog and digital channels. 

46 

emotional Engagement includes emotional responses to the 

organization such as excitement about an 

activity, anticipation of an upcoming event, 

delight or enjoyment expressed while interacting 

with the organization. 

55 

intellectual Engagement deepens with intellectual exchange 

through discovery and learning, including 

knowledge about music, the organization, or the 

artists. 

14 

levels Engagement has multiple levels: individual, 

organization, mission, programming/product. 

93 
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Attendance at multiple events is a path to shift 

from product to org. 

meaningful 

interactions 

 20 

multiple motivations Stakeholders and the organization have multiple 

motivations for engaging with each other. 

Intrinsic motivations include deepening 

knowledge or emotional benefits; extrinsic 

motivations include selling tickets or discounts 

from loyalty programs. 

17 

mutual exchange Engagement involves a mutual exchange 

between stakeholder and organization through. 

Sharing of information is essential to creating 

engagement. 

25 

requires action Engagement exists as an active state between org 

and individual. 

36 

sustained process Engagement begins with an initial interaction 

and develops over time. Moves from passive 

observation to active participation such as liking, 

sharing, commenting to in-person or virtual 

attendance.  Shifting from attraction to sustaining 

to relating. 

52 
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engagement 

requires time 

 36 

 

 

Name Description References 

DE2 How does digital enable engagement for your organization~ 

changes perception of 

organization 

Digital enables organizations to tell a larger story 

about their purpose and offerings. 

18 

enables new tactics Various tactics in digital channels are used to 

initiate interest and support engagement, some 

new and some extensions of existing methods. 

54 

expands network Digital increases awareness and access through 

expanded reach. 

41 

extends product 

offering or value 

proposition 

Digital extends  product offering from 

performance to more possible interactions before 

and after the event. It creates a window for 

ongoing organizational engagement. For orgs 

with festival seasons, it creates year round  

38 

 

Name Description References 

DE3 Why is digital engagement important~ 

an investment in the 

future 

 14 

broadens appeal  7 
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increases engagement 

with organization 

Digital creates paths for stakeholders to move 

through levels of engagement. 

15 

supports mission  12 

 

 

Name Description References 

DE4 Levels of engagement 

Art form Stakeholder engaged with the art form or a 

particular work. 

14 

Discovery Stakeholder engaged through an initial 

interaction with the art form or offering of the 

organization. 

18 

Event - Experience Stakeholder engaged with an event or 

experience: a concert, benefit, or other offering 

of the organization. 

44 

Mission Stakeholder engaged with the art form, the 

organization's offerings, mission, and purpose. 

12 

Organization Stakeholder engaged with the community of the 

organization, including artists or other similar 

stakeholders. 

9 

 

Name References 

DE5 – Engaging content 

behind the scenes 10 
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broad appeal 45 

community connection 14 

genuine moment 17 

relationship to performance 21 

twitter 55 

 

 

Name References 

DI2 What factors impact your selection of digital projects and priorities~ 

audience development 40 

brand 9 

revenue potential 7 

time and resources 50 

  

Name References 

DI3 What are your most important digital activities~ 

advertising and promotion 52 

email 19 

social media 26 

video streaming 1 

website ecommerce 43 

  

Name References 

ST1 What are your strategic goals for digital~ 
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develop audiences 46 

increase earned revenue 20 

increase visibility 46 

modernize operations 25 
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