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ABSTRACT

The article addresses the decline in classical music audiences, particularly among younger gen-
erations, and proposes strategies for its revival. Despite a global decrease in listenership, classical
music remains an intangible cultural heritage of immense significance, whose preservation con-
stitutes a moral duty. Ensuring its transmission to future generations demands a nuanced balance
between conservation and innovation. The first section considers three key aspects: (1)
UNESCOQOis 2003 Convention (2018a) recognizes music as an essential component of cultural
heritage that requires protection; (2) classical music shapes cultural identity through notation and
tradition, underscoring the need to safeguard both its texts and modes of transmission; (3) ac-
cording to Samuel Scheffler (2010), it is future generations that confer meaning upon present
practices, making the transmission of classical music both a duty to the past and a responsibility
toward the future. The second section examines the role of the music industry in sustaining clas-
sical music. The article argues that its decline is not inevitable, but rather a challenge that can be
met through collective responsibility, with audience development and innovation playing a crucial
role in securing its future.
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1. INTRODUCTION: THE CONTEMPORARY CHALLENGES OF
WESTERN CLASSICAL MUSIC

In the last thirty years, there has been a noticeable decline in the international
listenership of classical music, particularly among younger generations. The classical
music world faces three major interconnected challenges: 1) The problem of obso-
lescence, meaning it no longer attracts young audiences; 2) The problem of the
museum, where classical musicis perceived as a practice trapped inthe past; 3) The
demographic problem, where classical music is seen as the domain of the modern
bourgeoisie (Smith & Peters 2024: 1).

Addressing these issues requires a radical rethinking of how classical music is
conceived and practiced. The practice of classical music refers to a broad range of
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figures and entities within the classical music ecosystem, including orchestras, festi-
vals, music education institutions, professional musicians, cultural operators, reper-
toire, rules, and conventions that define the music. Typically, when we speak of
classical music, we refer not only to a specific genre but also to a well-defined con-
text, characterized by an elevated and exclusive mode of listening. The driving force
behind the classical music world is largely represented by artistic directors, who,
together with artists and cultural operators, organize events of excellence.

The ideal of Romantic art focused, on the one hand, on the revival of the past as
a source of new art and, on the other, on the creation of art for eternity (Smith &
Peters 2024: 4). While earlier composers wrote music on commission, composi-
tions following Beethoveniiwho was the first to write works of his own free willfi
came to be regarded as timeless masterpieces (De Nora 1996). Their musical lan-
guage became more complex, and composers developed asense of artistic progress
(Rosen 2003). However, today this language seems distant to younger generations,
likely because it reproduces a past where traditionfia fundamental concept in clas-
sical musicfappears to mistakenly suggest something that lies behind us or is re-
peated without reflection.

According to philosopher Hans-Georg Gadamer (1960), however, tradition
means that the past is actively transmitted through our situated understandings and
applications. It requires active questioning and self-reflection. Gadameris concep-
tion of tradition is dialogical: rather than being a form of antiquarianism, it is an
ongoing debate about issues, problems, and themes to which we ourselves contrib-
ute. When we perform works of art, we revisit the tradition that has transmitted
them to us. In music and theater, presenting works of art is not a matter of merely
replicating previous performances but of offering interpretations that keep the fu-
ture identity and continuity of the work open. This is why performing works of art
leaves them fundamentally unfinished: their meaning is never fully exhausted as
long as we continue to perform them in new contexts. If we consider classical music
concerts from this Gadamerian perspective, we are not merely reconstructing a past
meaning of the music but mediating it with our contemporary world, which includes
the new generations (Smith & Peters 2024: 6).

More recently, Samuel Scheffler (2010) has described traditions as value-laden
practices that intertwine the past, present, and future. Practices within traditions are
identified as specific activities aimed at achieving the goals of the tradition's mem-
bers, shaping the values of the community and the character of the individuals who
constitute it. These practices and values are passed down from generation to gener-
ation. In this sense, classical music, like many other artistic expressions, is a legacy
that is transmitted across generations, continuously adapting to evolving cultural and
social contexts.

Applying these concepts to music, the discussion focuses on the significance of
intangible cultural heritage and the transmission of classical musical practice
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through notation within the framework of tradition. It is argued that classical music
representsapractice thatimparts cultural, educational, and intergenerational values.
Musicians and all the figures involved in classical music are among the most crucial
investors inthe future, with younger generations considered as both participantsand
sense-makers of the practice, not only for the future but also in the present. Respon-
sibilities toward future generations are embedded in the very concept of practice.
Excluding future generations from our current concerns would represent both a
temporal and moral closure, as our existence is deeply intertwined with long-term
practices whose value transcends generations.

The article is divided into two parts. The first, covering paragraphs 2 to 4, exam-
ines music as intangible cultural heritage, focusing on the transmission of classical
music through notation and tradition. Specifically: Music as Intangible Heritage:
This section defines intangible cultural heritage and how classical music fits into it.
The Transmission of Classical Music: Notation and Tradition: It highlights the im-
portance of notation in preserving music and discusses traditionds role in maintain-
ing musical practices. The Intergenerational Value of Tradition: This part empha-
sizes the importance of passing down cultural values through music. The second
part focuses on innovating classical music: Music Business: Media and Industry: It
addresses the need to understand the music business and suggests ways to attract
new audiences. Audience Development: Renewing Classical Music: This section
offers strategiesto modernize the audience experience through technology, market-
ing, and inclusivity.

2. MUSIC AS INTANGIBLE HERITAGE

To inquire how our musical culture can be transmitted to the future compels us
to first consider what is meant by intangible cultural heritage; secondly, how this,
particularly in the case of classical music, has been preserved and passed down to
us: what aspects of the past have been transmitted through notational writing, and
which have endured through a theoretical conception of continuous tradition
(Rosen 2012, 29).

The term "cultural heritage" has significantly changed in meaning over the past
few decades, partly due to the tools developed by UNESCO. Cultural heritage is
no longer limited to monuments and collections of objects; it also includes the tra-
ditions and living expressions inherited from our ancestors and passed down to our
descendants. Intangible Cultural Heritage refers to othe practices, representations,
expressions, knowledge, skills 8 as well as the instruments, objects, artifacts, and
cultural spaces associated therewith d that communities, groups, and, in some cases,
individuals recognize as part of their cultural heritage. This intangible cultural her-
itage, transmitted from generation to generation, is constantly recreated by commu-
nities and groups in response to their environment, their interaction with nature,
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and their history. It provides them with a sense of identity and continuity, thus pro-
moting respect for cultural diversity and human creativityd (Article 2, 2003 Conven-
tion for the Safeguarding of Intangible Cultural Heritage in Meneghin & Re 2018:
12).

Intangible Cultural Heritage is expressed through the following domains: 1. Oral
traditions and expressions, including language as a vehicle of intangible cultural her-
itage; 2. Performingarts; 3. Social practices, rituals, and festive events; 4. Knowledge
and practices concerning nature and the universe; 5. Traditional craftsmanship. The
Convention outlines measures to ensure the vitality of intangible cultural heritage,
including identification, documentation, research, preservation, protection, promo-
tion, enhancement, and transmission, both through formal and non-formal educa-
tion, as well as the revitalization of various aspects of this heritage.

The safeguarding of Intangible Cultural Heritage focuses on the transfer of
knowledge, skills,and meanings. Transmissionfithe communication of this heritage
from one generation to the nextiiis emphasized in the Convention. Safeguarding
measures must always be developed and applied with the consent and involvement
of the communities themselves.

To protect Intangible Cultural Heritage at the national level, each State Party to
UNESCO adoptsthe necessary measuresto ensure the safeguarding of the heritage
present within its territory. Each State commits to: 1. developing a general policy
that promotes the role of Intangible Cultural Heritage in society and integrates its
safeguarding into planning programs; 2. designating or establishing one or more
competent bodies for the protection of Intangible Cultural Heritage within its terri-
tory; 3. promoting scientific, technical, and artistic studies, as well as research meth-
odologies, particularly concerning Intangible Cultural Heritage at risk; 4. adopting
appropriate legal measures to protect the heritage (Meneghini & Re 2018: 13).

Music holds a key position in the "intangible cultural heritage" of humanity, as
inventoried by UNESCO since the 2003 Convention for the Safeguarding of Intan-
gible Cultural Heritage (hereafter referred to as the Convention).

Our first encounter with music almost certainly occurs during childhood. In a
community where music is significant, it tends to be successfully passed down from
generation to generation (De-Miguel-Molina & Boix-Domeénech 2021: 3). Since
2008, the UNESCO List of Intangible Cultural Heritage has expanded with new
entries. The terms "music" and "singing" appear in 304 of the 584 items on the list
(52%), referring to music either alone or in combination with other dimensions such
as dance and poetry. For example, the practice of operatic singing. This practice
originated in central Italy in the 17th century, evolving from the Italian language and
later spreading throughout the peninsula and abroad, thanks to the migration of
opera singers and theatrical producers.

Historically, operatic singing has played a social role by fostering community
through the sharing of musical and literary skills and the use of natural or
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traditionally defined acoustic spaces, where there is no need for technological am-
plification due to the power of the singersi voices. In 2023, the practice of operatic
singing in Italy was inscribed on the UNESCO Representative List of Intangible
Cultural Heritage. Another example is the candidacy of tango, which UNESCO
declared to be part of the cultural identity of the inhabitants of the La Plata region,
while flamenco is synonymous with identity in the Spanish regions of Andalusia,
Murcia, and Extremadura.

Why were these elements considered expressions of intangible cultural heritage
and added to the UNESCO list? The answer lies in the fact that these artistic ex-
pressions are important factors of community identity in specific territories. Alt-
hough the Convention emphasizes that communities are more open than territo-
ries, given that generations may move to other countries or cities, intangible heritage
must still be present in a specific location. The communitiesin the cited cases rec-
ognize these expressions as heritage and actively work towards their preservation.

Together with national and local authorities, these communities strive to ensure
that this intangible heritage is safeguarded and passed down from generation to gen-
eration through education and festivals (UNESCO, 2009, 2010, 2011a, 2018h).
Therefore, the communitiesare responsible for creating, maintaining, and transmit-
ting this heritage (UNESCO, 2011b). UNESCO also verifies that community par-
ticipation in the nomination process follows the approach of Free, Prior, and In-
formed Consent (FPIC). This is a tool required by the United Nations in projects
to ensure the involvement of the affected communities, highlighting the importance
of safeguarding this heritage. The safeguarding of Intangible Cultural Heritage in-
volves cooperation at bilateral, sub-regional, regional, and international levels.
UNESCO has provided international assistance through programs, projects, and
support activities. To this end, a "Fund for the Safeguarding of Intangible Cultural
Heritage" has been established. The resources of the Fund will consist of: contribu-
tions from State Parties; funds allocated for this purpose by the UNESCO General
Conference; contributions, donations, or bequests. State Parties will support inter-
national fundraising campaigns organized in favor of the Fund under the auspices
of UNESCO.

From acultural perspective, the creation of an inventory of cultural heritage and
its availability to the public contribute to the safeguarding process. Digitalization has
enabled the cataloging of sound archives, which can be preserved and transmitted
to future generations (Gonzaga Videira & Martins Rosa 2017). The preservation of
musical heritage requires the transmission of expressions from one generation to
the next.
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3. THE TRANSMISSION OF CLASSICAL MUSIC: THE TEXT

In the case of classical music, transmission from generation to generation has
occurred through treatises, documents, letters, and, primarily, through the nota-
tional writing of musical works. It is important to note that notation preserves only
very limited aspects of music, as many parameters are not written at all (Rosen,
2012:29). Musical scores provide the rulesand structure for compositions, but they
often leave certain details unspecified, relying on performersto fill in these gaps
while maintaining the overall spirit of the work. In the history of European music,
pitch has been fundamental. Traditionally, what is notated in the score is primarily
the pitch of the notes (though the notation of pitch is not as precise as one might
think) and, more approximately, the rhythm. It is unclear how the earliest examples
of written music precisely defined pitch: the scores seem to indicate whether the
voice should move up or down, without specifying the exact intervals.

Greater precision was introduced later and was certainly required by polyphonic
music. However, what was written did not always correspond exactly to what was
sung or played. The concept of pitch was not static over time, and musicians devel-
oped a taste for chromatic harmony, which could alter the music that had been
written even half a century earlier. To understand the development of European
musical history, it is important to note the curious fact that the notes actually sung
and heard were called "fictitious," implying that the written notes were somehow
more real. What must be emphasized is that the musical text remained unchanged,
while performances could vary, even with regard to the primary element of pitch
(Rosen 2012: 30). Until the 18th century, and even beyond, the ornamentation of
the written musical line was left to the discretion of the performer.

Couperin and Bach restricted performers' freedom by writing many embellish-
ments themselves. Bach even broke academic counterpoint rules with some orna-
ments, which weren't bound by the underlying textis rules. Interpreting this music
requires historical knowledge, research, and intuitive skills to fill gaps. A major chal-
lenge is assessing how well we can understand the past. In Baroque performance,
the basso continuo allowed performersto improvise harmonies over a written bass
line. Although Bach expected adherence to counterpoint rules, he tolerated occa-
sional violations due to the ensemble's complexity. For him, compositional funda-
mentals were distinct from performance elements. In his keyboard fugues, embel-
lishments were only indicated for easily realizable main themes, with later editors
adding them more frequently. Today, the line between composition and perfor-
mance, once clear for Bach, has blurred, especially since he included notational
details uncommon at the time (Rosen 2012: 30).

From Bach onward, elements like dynamics and ornaments shifted from per-
former discretion to integral compositional features. By Haydn and Beethoven, dy-
namics became inseparable from motifs. Inthe 19th and 20th centuries, timbre and
sound quality became central, with composers like Debussy and Boulez
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emphasizing sound balance and pedal use. While performers' freedom lessened, it
evolved. Editing practices reflect this: pitch remains fixed, but rhythm allows flexi-
bility, and dynamics are often adjusted. Editors and performers have historically
altered phrasing, pedaling, and fingering, impacting interpretation. Notation's limi-
tations highlight the divide between essential and secondary elements, as in Schu-
mannis 7occata Op. 7, where dynamics are left open for interpretation.

In musicology, a consensus has emerged that prioritizes pitch over rhythm, with
even less focus on timbre, texture, and phrasing, despite their importance to the
sensory experience of music. While these "secondary" elements are now central,
our language for discussing music remainsrooted in 18th-century concepts. Despite
notation's limitations, accumulated knowledge enables us to reproduce and transmit
past music, thanks to written scores (Rosen 2012: 32).

3.1 The Tradition

While the text is fundamental for the transmission of music from one generation
to the next, it is also true that the text is not isolated; it is always written within a
tradition to which the composer is anchored. Thus, tradition is also crucial for clas-
sical music and its transmission. In the history of classical music, we can speak of
tradition or traditions, depending on whether we refer to specific practices related
to certain repertoires or to the broader, long-standing tradition of the classical genre.
But what is a tradition from a strictly philosophical perspective?

According to Scheffler (2010: 305), traditions are human practices intrinsically
aimed at preserving values that transcend the lifespan of an individual or a single
generation. These practices, understood as collaborative and intergenerational ef-
forts, arise from the human desire to safeguard what is deemed meaningful. A tra-
dition encompasses both retrospective and prospective elements. In its forward-
looking aspect, it involves efforts to ensure the continuation of cherished values.
Conversely, from a retrospective point of view, it entails recognizing oneself as the
recipient of values preserved by previous generations. Therefore, participantsin a
tradition act as custodians of these values.

This applies to classical music as well. When we engage with classical music, we
are not merely seeking sensory pleasurefigiven the complexity and immensely elab-
orate structures of great music, it would be implausible to consider it simply as en-
tertainment (Barenboim 2016)fAbutwe are confronting the intrinsic value of musical
works and the practice through which they come to life. This intrinsic value lies in
their immense cultural significance. In this perspective, the more we strive to un-
derstand the masterpieces of Monteverdi, Bach, and Mozart as a living and creative
language, whose meanings cannot be fully captured by words, the more we under-
stand ourselves and our culture (Harnoncourt 1988: 12; Palazzolo 2024a, Palazzolo
2025).
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In classical music, tradition shapes composition, performance, and perception.
Works by Haydn, Mozart, and Beethovenreflecttheir historical contextswhile res-
onating with modern audiences. Rooted in European art music, classical music
evolved from medieval sacred and secular origins to diverse stylesacross centuries.
Initially linked to the Viennese Classical School, the term now encompasses genres
from Gregorian chant to Stravinsky and Stockhausen (Kallen 2013: 10). During the
Romantic era, oclassical musico solidified as a revival of historical influences, em-
phasizing continuity. Encompassing opera, symphonic, chamber, and solo music, it
remains dynamic, engaging in dialogue with contemporary contexts. Composersare
shaped by their time, making historical understanding essential for authentic yet
evolving interpretations. This ensures that classical music continues to be a living
tradition, capable of adapting to cultural change.

Musical conventions, shaped by long-established cultural and artistic practices,
play a central role in eliciting emotional responses. Far from being fixed, these con-
ventions shift over time in response to aesthetic and cultural transformations, re-
vealing the inherently dynamic nature of classical music and its ongoing adaptation
to changing social contexts. Rather than unfoldingin a linear progression, this trans-
formation occurs throughalayered and stratified process, reflecting musicis singular
capacity to both influence and be influenced by broader societal developments.

A compelling example is offered by Fabrizio Della Seta in his study of Italian
opera (1993: 680), where he likens its historical development to a tectonic struc-
turefian intricate system in which continuity and rupture coexist. At its foundation
lies a slowly evolving system of production, upon which rapidly changing musical
and literary forms are layered, topped by fluctuations in public taste and stylistic
trends over relatively short periods.

In such a complex and multilayered environment, modern interpretations of
classical works cannot rely on mere replication of past models. Instead, they call for
thoughtful and deliberate reinterpretation of tradition (Staffieri: 2012: 97). Through
this process, performers do more than conserve the traditionfithey actively contrib-
ute to its renewal, broadening our engagement with historical repertoires and shap-
ing new artistic possibilities. In this light, working within a tradition entails an ongo-
ing dialogue with the pastiione that demands continual reflection, critical engage-
ment, and creative participation to ensure that the tradition remains vibrant and
meaningful.

Tradition, while evolving, maintains its identity, and conventions are not fixed
but adapt flexibly to the needs of performance and the historical understanding of
the time (Staffieri 2012: 96). The most appropriate conventions and performance
practices for accurately realizing a musical score are those recognized at the time of
the performance, provided they are part of a continuously developing musical tra-
dition (Dodd 2020: 63). Interpreting a work according to tradition means adapting
the established norms over time to maintain both its relevance and integrity (Dodd
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2020: 65). This approach views tradition in classical music as a balance between
historicism and presentism, which is central to the ongoing practice of this art form.
While performers have the autonomy to make interpretative decisions, these
choices are informed and constrained by established traditions, emphasizing the
fundamental importance of adhering to the score (Dodd 2020: 44; Rohrbaugh
2020: 86). Understanding the performance practices of great composers is essential
for interpreting historical repertoires, requiring a balance between historical accu-
racy and contemporary interpretation. Nikolaus Harnoncourt (1988: 22) highlights
that compromises are inevitable when assessing the value of these workswithin their
historical context and in todayis interpretative efforts.

The Historically Informed Performance (HIP) movement, recognizing the
depth of our ancestral musical heritage, has sought to authentically reconstruct these
ancient traditions and practices (Palazzolo, 2024a). Emerging in the 20th century
with the aim of bridging historical gaps, HIP has revitalized ancient musical practices
with performance accuracy that has enriched modern performancesand connected
audiences to our musical history (Bowan 2020:106).

This commitment highlights the "heritage value" of classical music, regarded as a
vital cultural asset worthy of preservation. It underscores the importance of protect-
ing not only musical scores but also the wide array of activities and knowledgefi
including the training of musicians, the craftsmanship of instruments, and the oper-
ations of cultural organizationsfithat support and enrich this art form. Emphasizing
thisaspect of heritage impliesthat the significance of classical music extends beyond
its aesthetic appeal, taking on a crucial role in cultural preservation, social enrich-
ment, and the intellectual and spiritual development of individuals.

Historical continuity suggests that changes in musical practice, instruments, com-
posers' tastes, and the dynamics between composer and performer do not sever the
link between past and present but rather enrich it. The knowledge accumulated
over centuries allows us to perform various genres and styles, infusing each reper-
toire with distinct interpretations based on an integration of past and present. A
proper interpretation engages with tradition in an innovative way, avoiding both rigid
traditionalism and baseless novelty. By reflecting onfiand, when necessary, adapt-
ingfAtraditional practices to preserve their core values, traditions remain dynamic
and authentic (Dodd 2020: 63). Similarly, Roger Scruton emphasizes that perfor-
mance must evolve with tradition, incorporating new elements that build on histor-
ical practices (Scruton 1997: 449).

The evolution of music is a progression of tradition itself, shaped by historical
insights and performance practices. Musicians from different eras, such as those
from the 1990s compared to the 1980s, interpret works like Beethovenis in distinct
ways, each informed by their unique historical perspective, while still striving to re-
main within the boundaries of tradition (Dodd 2020: 71). This approach ranges
from strict adherence to original scores to the possibility of making modifications,
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ensuring that music remains vibrant and relevant (Boorman 2010: 408). Traditions
establish patterns and performance practices that dictate how works should be in-
terpreted and performed. These practices are formed through critical reflection on
both historical and contemporary performance methods, setting standards that de-
fine what constitutes an appropriate performance. Such standards are essential for
performersto evaluate and refine their approachesamid the diverse sounds of con-
temporary music. Without these guiding practices, musicians would be left groping
in the dark (OiDea 2000: 14).

Adhering to a tradition compels us to cultivate habits, wisdom, guidance, values,
loyalty, and integrity. Moreover, tradition embraces five time-related considerations:
(1) participation in a tradition can compensate for our limited ability to control
movement through time; (2) it allows for a sense of familiarity and continuity in the
experience of time; (3) it enables us to affirm our existence as beings extended
through timefithat is, as otemporally extensive creatureso; (4) by participating in a
tradition, we integrate ourselvesinto a causal chain of stewardship aimed at preserv-
ing what we consider valuable; and (5) this process contributes to enhancing the
perceived meaningfulnessof our lives and diminishing the burden of our awareness
of mortality. (Scheffler 2010: 306).

It is precisely throughtemporal continuity between generations that our ability to
find value in our current activities depends, more than we realize, on the implicit
assumption that human life will continue long after we are gone. Many of the activ-
ities we now regard as meaningful would lose much of their significance and appear
far less valuable if we believed that human life was about to come to an end. Indeed,
Scheffleris conjecture is that the prospect of imminent human extinction would be
seen by many as catastrophic, even if it occurred in a way that did not shorten the
lives of those currently living (Scheffler 2016: 47). Adhering to a tradition not only
reflects our intrinsic inclination to preserve values but also serves as a means to
establish a value-based relationship with future generations. It allows us to envision
our successors as individuals who will inheritand uphold our values, positioning us
as stewards with a duty to safeguard the values that will ultimately become theirs
(Scheffler 2016: 33).

If we accept this conjecture, which constitutes the central thesis of Scheffler's
Death and the Afterlife (2016), we must conclude that not only classical music and
the act of making music hold cultural value worthy of preservation and transmission
to future generations, but that these very future generations will also contribute to
giving value to our musical activities today. Knowing that they will exist encourages
us to continue practices that hold meaning for us, because future individuals will do
the same, even after our own lives have ended.
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4. THE INTERGENERATIONAL VALUE OF PRACTICE

The concept of tradition illustrates how traditions and practices serve as schools
of virtue. Maclntyre (1981), reinterpreting Aristotelian virtue ethics, defines "prac-
tice" as a structured and multifaceted form of social cooperation aimed at achieving
excellence in various fields, including health, the arts, and politics. He views tradi-
tions as dynamic ways of life, specific to a given context, that extend beyond individ-
ual, communal, and temporal boundaries. These traditions evolve with the experi-
encesand values of their participants, fostering ethical behavior and personal devel-
opment (Reilly etal., 2022: 6). Philosophers like Maclntyre emphasize that individ-
uals develop virtues through deep engagement with the practices of their commu-
nity, continually adapting to their cultural contexts (Bauer & DesAutels: 2019). In
music, this manifests when musicians respectand adhere to the score, reflecting the
composer'sintentions and established norms, thereby contributing to the evolution
of the tradition (Rohrbaugh 2018: 89).

For musicians, playing the notes of the score is obligatory, not only to achieve
aesthetic results but because omitting them could compromise the integrity of the
practice or disrespect the composer'sintent. Thisrespectfor the score is considered
to hold intrinsic value, essential even when the musical value may be debatable
(Rohrbaugh 2018: 89). If musical creation mirrors the broader architecture of hu-
man social interactions, then the ethical values embedded in musical commitments
reflect a pluralistic sensitivity to the evolving social context.

According to Samuel Scheffler, being part of a practice means engaging in some-
thing greater than oneself, together with others, where the collective value exceeds
what could be achieved individually. This is particularly evident in practices that
endure over time, extending beyond the present to form a continuum with past and
future contributions (Scheffler 2018: 48). Group activities that continue over time
offer more than the sum of individual efforts, transcending personal capacities and
individual lifetimes. This continuous nature enriches their value and integrates in-
dividual contributions into a broader context, thereby increasing their overall signif-
icance. For example, activities like cancer research or political activism are more
effective when conducted within collaborative and ongoing frameworks rather than
as isolated efforts, thanks to cumulative knowledge and shared endeavors (Scheffler
2018: 49).

In classical music, the act of performance is not limited to playing notes; it rep-
resents immersive participation in an evolving artistic tradition. Musicians are not
isolated interpreters but part of a rich and dynamic heritage (Palazzolo 2024b).
They draw inspiration from past performancesand contribute their own perspec-
tives, thus influencing the future development of the repertoire (Scheffler 2018: 50).
The value of these performances is significantly enhanced by their participatory na-
ture and their connection to a living tradition. Through active involvement, individ-
ual performances become part of a broader collective effort, enriching their
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meaning beyond mere technical execution. Within such a dynamic environment,
each musicianis contribution acquires greater significance precisely because it be-
longs to an evolving and collaborative artistic process.

The relationship between individual and collective practice reveals why partici-
pation in a continuous and meaningful tradition amplifies the intrinsic value of each
musical act. Activities framed in this context acquire a type of value that would be
absent if carried out in isolation. However, this value depends on the continuity of
the human context; if humanity were threatened by imminent destruction, the con-
tinuitynand thus the added valuefiof these practices would be compromised. Many
activities gain value by contributing to the preservation and enrichment of cultural,
practical, and intellectual heritage, ensuring the transmission of key human
knowledge and practicesto future generations. These activities, including education,
conservation, and the maintenance of cultural, intellectual, or religious traditions,
derive their significance from their potential for intergenerational transfer, making
them meaningful beyond their immediate impact (Scheffler 2018: 51).

These efforts also enhance our understanding and interpretation of society and
its possible future directions. They include the study and teaching of fields such as
history, politics, sociology, and anthropology, as well as engagement in the arts, both
in creation and appreciation. The significance of these activities does not lie in the
expectation of their long-term duration but in how they provoke and enrich our
reflections on the futurefiwhether personal, social, or global. This aspect highlights
an unexpected alignment between the value we attribute to artistic and academic
activities and their capacity to foster a more creative, insightful, and imaginative vi-
sion of humansocieties and their potential. Therefore, any limitation on humanityis
future prospects directly reducesthe perceived value of these activities that culturally
and intellectually enrich us.

A wide range of human activitiesfiincluding engagement with the arts and the
humanitiesficontribute to our understanding of social life and its potential trajecto-
ries. The worth of such practices does not depend on the permanence of their out-
comes, but rather on their capacity to enrich our perception of the world and
deepen our engagement with it (Scheffler 2018: 51). Both artistic creation and schol-
arly inquiry invite imaginative reflection on the future, whether at the personal, so-
cietal, or global level. This dynamic forges a meaningful connection between the
value of artistic expression and that of academic, historical or political analysis, as
all of these pursuits cultivate our ability to envision and critically assess the possibil-
ities inherent in human life. As a result, any limitation imposed on the future of
humanity undermines the value of these practices, whose significance relies on an
ongoing, collective process of human imagination (Scheffler 2018: 52).

We need future generations to lead "lives of value" (Scheffler 2018: 53), deeply
engaged in meaningful activities. Our concern for humanity's survival is crucial, as
our belief in its continuity is fundamental to finding value in our efforts. This
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perspective is particularly relevant for classical musicians, whose legacies in the his-
tory of music become part of a lasting cultural heritage. Their desire to be remem-
bered for significant contributions underscores how the potential end of humanity
would diminish the value of their achievements.

Accomplished musicians are often motivated not by the pursuit of personal ac-
claim, but by the desire to contribute enduringly to the cultural fabric of humanity.
Their artistic commitment is oriented toward the future, as they engage in practices
whose significance may only be fully appreciated after their lifetime. What drives
their work is not the promise of fame, but the possibility of cultivating a legacy that
will educate, move, and elevate future generations.

Generations are connected not only through biological succession but also
through ashared temporal and cultural continuum. Our responsibility toward those
who come after us is not limited to ensuring their existence; it includes the aspiration
that they may live well, enriched by the achievements and values passed down to
them. This outlook emphasizes the importance of a quality of life grounded in a
lasting ethical and cultural inheritance, where the well-being of future generations is
seen as part of an ongoing human project (Scheffler 2018: 60).

Continuity between generations is crucial not only for the biological survival of
humanity but also for the preservation and renewal of the values, knowledge, and
cultural expressions that shape human identity. Each generation receives the world
as a legacy and bears the responsibility to improve and adapt it for those who will
follow. Rather than being mere links in a causal sequence, generations function as
stewards of a shared moral and cultural inheritance.

Education and cultural engagement play a central role in this process, transmit-
ting far more than the skills needed to survivefithey offer models for living mean-
ingful and flourishing lives. Through music, literature, the arts, and science,
knowledge is passed on, imaginations are sparked, and present challenges are met
with creative responses. Our responsibility toward future generations goes beyond
ensuring their existence; it calls for securing the conditions for a dignified and en-
riched life.

This responsibility includes ethical imperatives: protecting the environment, pro-
moting social justice, and fostering responsible innovation. These commitments
form part of an ongoing dialogue in which tradition and innovation intersect, offer-
ing future generations the tools to confront enduring problems while remaining
grounded in the insights of the past.

Individual growth is supported by the resources of the community, allowing peo-
ple to contribute meaningfully to collective advancement. History reminds us that
personal actions, when guided by ethical and cultural awareness, can profoundly
influence the course of societies. Commitment to future generations, therefore, is
not merely a matter of continuityfiit is an investment in the future of human flour-
ishing. The generational continuum is a living narrative of growth, learning, and
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transformationiione we are entrusted to enrich for those who will write its next
chapters. Future generations are not external to our moral horizon; rather, they are
embedded within the causal structure that shapes our lives. This perspective entails
that our responsibilities extend beyond the present, as the meaning of many of our
current practices depends, at least in part, on how they will be understood and eval-
uated by those who come after us. Despite a widespread tendency toward temporal
short-sightednessfinamely, a lack of attention to what lies aheadrithere are compel-
ling reasons to recognize the existence of moral obligations toward the future
(Scheffler 2018: 50).

If we acknowledge both the moral relevance of future generations and the cul-
tural significance of music as intangible heritage, then it falls to the present genera-
tion to safeguard the conditions that will enable future individuals to participate
meaningfully in our moral outlook.

5. IMPLICATIONS FOR MUSICAL BUSINESS: MEDIA AND MUSIC
INDUSTRY

We have explored the theoretical foundation that supports the idea that musical
practice is part of intangible cultural heritage and, for this reason, must be passed
on to future generations. Additionally, we have examined the reasons that justify its
safeguarding, highlighting not only the importance of maintaining tradition but also
the cultural and identity value it brings to communities through individuals' engage-
ment in the practice as members of the same tradition.

Moving concretely to the practical means of preserving classical music, it is cru-
cial to examine what is happening in the music industry and the broader music
business in order to incentivize and innovate the offering. The music industry en-
compasses far more than intangible cultural heritage alone. The number of people
who listen to music daily underscores the significance of music in our lives. If the
percentage of people who listen to music is high, the variety of musical styles they
can discover daily will also increase.

From a commercial perspective, record labels and other companies within the
music industry supply chain can play a vital role in supporting the inventory and
safeguarding of musical heritage. However, as businesses, record labels must also
ensure the sustainability of their operations. Collaboration with UNESCO could
help expand the number of musical styles available in their catalogs, particularly
those in need of safeguarding.

The transmission of musical genres, as seen with fado and reggae, increases be-
cause people listen to music and choose these styles, because record labels include
them intheir catalogs, and they are subsequently distributed through streaming plat-
forms. Moreover, experiences designed with a focus on music, integrating local cul-
ture, also play a crucial role. These experiences include festivals, live musical
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performances, and locally curated events designed for tourists, all of which contrib-
ute to the visibility and preservation of these musical traditions.

But what is the situation for classical music? In professional music circles, it is
often said that the future of classical music is not in concert halls anymore but in
geriatric hospitals. A joke that is both humorousand bitter, symptomatic of the crisis
the classical music sector is currently facing. In a 2023 article in MicroMega, Mas-
simo de Bonfils compares classical music to the Phoenix, the mythical Eastern bird
(which, in Mozartis Cos/ fan tutte, Olinto compares to the fidelity of lovers). Ac-
cording to legend, there was only one Phoenix in the entire world, and every 500
years it would burn and then rise from its ashes. It symbolizes the ability to recover
from adversity and misfortune. According to de Bonfilsi analysis, classical music,
too, has "burned." Yet, as Susanna Eastburn (2018) points out in /s Classical Music
a Living or Heritage Art Form? classical does not mean dead.

In aJune 27, 2024 article, Norman Lebrecht recounts how, in recent years, 7/e
New York Timeshas progressively reduced its coverage of classical music, reserving
space only for major events at the Met, the New York Philharmonic, and Carnegie
Hall. Lebrecht observes that this editorial decision, which began a few years before
COVID, worsened after the pandemic, with significant omissions of major events
such as Gurreliederat Carnegie Hall and Kathleen Battlels recital at the Metropol-
itan Opera. His analysis goes beyond criticizing editorial choices; it highlights a
broader failure in music journalism, which has distanced the newspaper from the
opera and concert communities it once faithfully represented and reviewed.

This highlights the pressing need to move beyond mere preservation and to em-
brace renewed engagement and innovation in order to involve todayis audiences.

6. AUDIENCE DEVELOPMENT: HOW TO INNOVATE THE
CLASSICAL MUSIC OFFERING

Shaping new futures for classical music requires bridging the past and present
through practical mediation. The reflections presented call for concrete action to
revitalize classical music. This transformation must address accessto performances,
the values embedded in concert rituals, the role of institutionsfisuch as music acad-
emies, concert halls, and cultural organizationsfiand their response to broader so-
cial challenges, including technological shifts, diversity, and inclusion.

Public funding remains vital for the survival of classical music, as many musicians
depend on the broader industry for their livelihood. Over the past century, music
distribution has expanded from recordings and radio to digital platforms like
YouTube and streaming services. Meanwhile, live performance formats continue
to evolve in response to internal and external influences. The ways in which music
is distributed, promoted, and sustained are constantly changing, shaped by audi-
ences, patrons, sponsors, funding bodies, and governments that invest in the arts.
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New policies and the integration of music education into schools are essential for
engaging younger audiences. Classical music institutions worldwide are adopting in-
novative strategies, including social media marketing, cultivating new icons, and us-
ing technology to modernize audience experiences. Key initiatives include: 1. Mod-
ern Communication d Leveraging social media and accessible language; 2. Ex-
panded Offerings 8 Integrating technology, diversifying programming, and launch-
ing educational initiatives; 3. Flexible Pricing 8 Introducing tiered and discounted
tickets (Arenella & Segre 2019).

The Global Music Report (FIMI, 2024) highlights the dominance of digital con-
sumption, with streaming generating 67% of global recorded music revenue. Plat-
forms like YouTube, Facebook, and Instagram expand classical musicis reach, both
financially and culturally. YouTube is a key tool for orchestras and labels like
Deutsche Grammophon, which curates playlists such as Best of Classical Mustc.
Facebook aids promotion, ticket sales, and audience engagement, exemplified by
the Metropolitan Opera of New York, which blends performance marketing with
educational content. These platformsare vital for sustaining classical music in the
digital age. Instagram has become a growing platform for classical music, with
hashtags like #classicalmusic and #opera gaining popularity. Artists such as 2Cellos,
David Garrett, and Lola Astanova engage younger audiences by sharing perfor-
mances and personal content, while institutions like 7eatro Alla Scalaand the Ber-
liner Philharmoniker use it for event promotion and visual storytelling.

Digital platformsare proving to be allies rather than threats, helping classical mu-
sicians reach wider audiences. Initiatives like "Opera on Demand" and educational
YouTube channels are fostering renewed interest in classical repertoire. Social me-
dia has made classical music more accessible, particularly for younger generations,
expanding engagement opportunities.

Communication is now central to classical musicis success, much like consumer
marketing. However, the quality of programming remains key. Many young listen-
ers find concert halls too austere, prompting institutions to modernize the experi-
ence with special effects, thematic performances, and direct audience interaction.
Theaters like Teatro La Fenice have expanded educational programs, boosting
youth participation and online ticket sales. 7eatro alla Scala and Accademia Na-
Zionale di Santa Cecilia have launched school initiatives, attracting younger audi-
ences through events like Beethovenis Ninth Symphony and youth orchestras
(Arenella & Segre 2019).

Innovative technologies, such as virtual reality, further enhance accessibility.
Museo del Teatroalla Scala offers virtual tours, while institutions like the Metropol-
itan Operaand Berliner Philharmoniker stream high-definition concerts. Apps like
The Orchestraprovide interactive classical music experiences. Despite price con-
cerns, many opera houses and concert halls offer steep discounts for young audi-
ences. Teatro Regio di Torino and Teatro alla Scala provide 010 tickets for those
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under 30, while institutions like Orchestra Sinfonica di Sanremo and Lingotto Mu-
sica implement similar reductions, making classical music more affordable and in-
clusive.

This fusion of tradition and innovation ensures classical music remains relevant,
bridging the gap between heritage and contemporary audiences. These strategies
support audience development by retaining existing listeners and attracting new
ones, especially young people. Their success relies on marketing, communication,
and financial stability, aided by public funding and business-oriented manage-
ment.Young artists and conductors are innovating classical music through new for-
mats, interdisciplinary collaborations, and unconventional venues, such as outdoor
performances in historic or natural settings. These approaches emphasize the need
for a flexible and creative rethinking of the concert experience to keep it accessible
and relevant. Ensuring classical musicis future requires rethinking cultural policies,
as noted by IFP12024. Key steps include investing in music education, expanding
youth access to concerts, and supporting institutions that promote classical music.
Its survival depends on adapting to societal changes and securing recognition from
businesses and institutions as a vital cultural asset. Sustaining Europeis musical eco-
system, jobs, and cultural economy demands strong public policies that
acknowledge its global value. While classical music faces challenges, it also presents
major opportunitiesiihow policymakers respond will shape its future.

7. CONCLUSION

The article has highlighted how classical music is currently facing a decline, par-
ticularly among younger generations. It is essential to rethink both its theoretical-
philosophical conception and the ways it is made accessible, in a context character-
ized by new technologies and modern communication channels. The reflection be-
gan with the consideration of music as intangible cultural heritage, of which it is an
integral part and which has been passed down through history. This musical herit-
age represents an invaluable asset that must be preserved through musical practice.
Such practice continues over time because individuals engage in it, forging identities,
values, and traditions. In carrying forward this tradition, it becomes clear that future
generations actively participate in the same practice, and for this reason, they have
the right to enjoy it and contribute to its meaning. Thus, music must not only be
preserved as an essential part of intangible cultural heritage but also transmitted so
that future generations, as sense-makers and custodians of its value, can inherit and
enjoy it. In this context, the music industry and business can play a crucial role as a
practical means of safeguarding it. Through audience development plans, it is pos-
sible to promote the wider dissemination of classical music, making it more acces-
sible and relevant to contemporary conditions by fully leveraging technological re-
sources and modern communication platforms.
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