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Abstract of Master’s Thesis of Academic Year 2018

Designing a Brand Community of Classical Music at a

Small Concert Hall: Concept Design of “Digital Hakuju”

Category: Design

Summary

This paper argues that a brand community of classical music at a small concert hall
creates pleasurable experiences for fans, musicians, and a concert hall managers.
In the field of the classical music concert today, few studies have discussed how the
concert may generate appropriate participatory culture with the audience and re-
identifying the relationship between fans and musicians. The concert experience
begins when each audience gets interested in the concert. In other words, classical
music concerts provide a variety of experiences to the audience and musicians. As
a part of our study of the concert hall, the author went as a fieldwork research
at a concert hall called Hakuju Hall. The author conducted research by the
Design Thinking method, and the results suggest the concept of an application
on a smartphone which is called Digital Hakuju for the Hakuju Hall. The service
indicates that the brand community of Hakuju Hall and cultivates supportive
fans and musicians. The result of validation argues that the hall manager has to
always find appropriate interactions that develop the relationship between fans
and musicians for a long term. Finally, although there is still some future works
left, Digital Hakuju can ascertain the concept value that the service makes strong

empathy for participants.
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cert Experience, Service Design
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Chapter 1
Introduction

This paper asserts that a brand community at a small concert hall provides plea-
surable experiences which musicians and fans co-create. There are three reasons
for a classical music concert to have a brand community. Audiences could appro-
priately support favorite musicians; musicians could play and work for audiences
honestly without business pressure from music office; hall managers could get new
audiences who prefer to go the hall because of they can experience a pleasurable

concert.

There is a variety of the ways to “listen” to the music. For instance, the video-
sharing service and a music streaming platform service, are available as well as
the live concert. Times have changed, and anyone can listen to classical music
via a digital device, whenever he or she wants. People can find the correct name
of the song when they listened to the track which they don’t know by using an
application on a smartphone. People can also search the concert and buy tickets
online. Finally, people can connect with friends who have the same interest.

Anything seems to be possible by the smartphone as well as digital devices.

An excellent place to start is explaining the situation of classical music before
the main topic. Classical music is written several hundred years ago that musicians
have passed the baton of the culture to next generations. People had been able to
listen to music only played by professional musicians in a concert for a long time
until an appearance of portable music devises. According to Golden sonatas, the
listening style was changed by CD. Everyone can listen to music wherever and
whenever they want because they carry and use a CD player instead of requesting

musicians to play (Umbach 1998).

In the digital age, classical music players would work comfortably and commu-

nicate with fans directly at the brand community instead of feeling a pressure
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from music artists office because players could directly advertise themselves to
fans who would like to support them through the brand community. There will
be diverse ways to listen to music is going to be diverse, but the live concert would
be the best way to experience music. Music as business way become difficult or
inappropriate in the development of the music industry. Lifestyle is now entirely
different from hundreds of years ago. Composers had got money from those pa-
trons to whom musicians had played in person. Though, CD had changed the
place where people could listen to music, from home or a concert hall with musi-
cians to anywhere people can bring a CD player. In the next future, people will
be able to enjoy listening to music whenever they are and as much as they want

by using music streaming services.

According to the concert experience, it includes not only listening to music but
walking inside of a historical building, chatting with friends, and eating dinner
around the concert hall. Although a lot of orchestras and music organizations have
tried to make unique kinds of concerts, for instance, a movie music concert and a
famous program concert, no one has been able to create the world that musicians
and audiences co-create the concert and support each other continuously. The

best supportive service or product for classical music remains mostly unanswered.

Our answer for designing a pleasurable experience of classical music concert is to
a brand community at a small concert hall. A brand community is “a specialized,
non-geographically bound community, based on a structured set of social relations
among admirers of a brand” and “Brand Communities are participants in the
brand‘s larger social construction and play a vital role in the brand‘s ultimate
legacy” (Muniz and O’Guinn 2001). Audiences feel loyalty for the concert hall
respectively as well as musicians if the brand community can emerge from a co-

created environment called the brand community.

The author examines the topic by a real project at the Graduate School, col-
laboration with “Hakuju Institute for health science company”. The project has
been running since April 2018. The company has had a beautiful music hall with
small capacity, “Hakuju Hall” since 2003 in Tokyo, Japan. The hall has only 300
seats at maximum. The belief of the hall is ‘spirit of comfort.” It can change all
seats to reclined seats and then the capacity changes to 162 seats. We want to

produce the concept design of a new owned media application, Digital Hakuju to
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Hakuju Hall. The service is going to change the situation of classical music from
the viewpoints of how to design a pleasurable experience at the concert at the
hall.

In sum, this paper is concerned with designing a pleasurable experience for
classical music. We will consider Digital Hakuju in the concert of three fields
of the Literature Review in Chapter 2: brand community and fan culture; arts
management; and place branding. Chapter 3 describes the process of making
Digital Hakuju by Design Thinking including ethnography. Next, we attempt to
clarify the concept of Digital Hakuju as a Minimum Viable Product (MVP) on
the validation and ascertains the value for participants in Chapter 4. Finally, we
conclude that how Digital Hakuju should be considered an innovative service and

that there remain future works in Chapter 5.



Chapter 2
Literature Review

This chapter describes previous researches about a brand community and fan
culture, management of classical music, and concert halls as places to experience
music in the city. Digital Hakuju is going to be an innovative service that attracts
users to Hakuju Hall where a brand community supports musicians. We have
to define a brand community and explain how it works, what is an issue for
management of classical music now, and how the concert halls change the value

in the city before we discuss the design of Digital Hakuju.

In the field of brand community, it is a community where people feel “Brand” of
the same specific goods or the same specific services, and it can exist as online or
offline (Muniz and O’Guinn 2001). According to the existing research, the brand
community is comprised of having a common view within a community, some
abilities that include implicit attitudes and knowledge, and contribution to the
brand community that comes from emotional attachment (Schau et al. 2009). Fan
culture is a typical example of describing the participatory culture. Fan culture,
which also called Fandom, is constructed by original interpretations and contexts.
The fans contribute to personal goods or services by some skills, abilities, and

Interactions.

The second point to be discussed is the shift of management of classical mu-
sic. Arts organizations have to consider a new strategy which involves the digital
technology and to investigate appropriate interactions. Although the brand com-
munity needs to take an extended period because people interact with others and
cultivate their network relationships there, the audience can enjoy not only listen-
ing favorite music but also getting a memorable experience for life individually in

the brand community.

The last part offers an overview of concert halls producing the brand to the city.
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Few studies have examined about “both the design of concert hall venues and their
subsequent uses, and how audiences at different kinds of musical events inhabit the
space and come to feel ‘at home’ within it.” (Pitts 2005). Also, Bernstein mentions
there has been little research on thinking the brand for a concert hall. Distribution
of theaters and music halls in Japan indicates that all arts organizations have to
consider how these places develop the music culture and the city. Besides, the
study of La Folle Journée de Nantes suggests that having concerts in the city
makes a variety of impacts for new consumers, economic benefits, and musicians.
Eventually, the place brand equity explores the development of both music halls
and the city.

2.1. Brand Community

To understand the essence of the brand community, it is necessary to consider the
context in which it occurred. First of all, we have to understand what is a brand.
It identified the goods and services such as name or logo, the shape of the design,
and other identified characteristics that these symbolize specific things whether it
is visible or not!. We prefer to choose the goods and services unconsciously, most

of the time because we have a complicated measurement of brands in our mind.

Definition of a Brand Community

A brand community is defined by Muniz as “a specialized, non-geographically
bound community, based on a structured set of social relations among admirers
of a brand” (Muniz and O’Guinn 2001). The brand community is cultivated by
the interaction among consumers having much time as well as people wishing to
have a relationship with others. The brand community is consisting of specific
rules, showing a clear direction of how to enjoy the goods or services, and the kind
environment where people express their feelings without any peer pressure(Schau
et al. 2009). It describes that the brand community could develop the culture
by supportive fans. Although a large number of studies have been conducted on
the brand community, the aim of this section chiefly focuses on fan culture as the

brand community. Let us now look more carefully into a brand community.
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Participatory Culture

Let us begin with a brief explanation about how fan culture importantly develops
the culture. Henry Jenkins describes that the fans prefer to share a common
understanding of the goods or services that they participate, and these behaviors
indicate that specific culture is constructed by their participation (Jenkins 2012).
Henry Jenkins, Mizuko Ito, and Danah Boyd, they discussed new technology, the
Internet makes a participatory culture to develop rapidly (Jenkins et al. 2016).
At this moment in the early twenty-first century, classical music should adapt to

a networked era in order to develop the participatory culture.

Henry Jenkins warned that the fan culture has strong power for the development
of the contents, but, at the same time, it could kill the contents(Jenkins 2016).
One example of a fan community made a trigger to kill the contents is “Bert is
evil”. It was a name of the Web site which featured “Bert” who is a character of
Sesame Street. Someone put edited images on the Web site and made manipulated
impressions for Bert seemed an evil character humorously. For example, they used
collaborated pictures with war criminals and assassinated heroes at the moments.
Visitors on the Web site laughed for this black joke contents, however, in 2001,
when the terrorist group used one of the images from “Bert is evil,” which featured
with their leader, the images spread out to the world as a seriously bad impression.
This movement did serious damage to the impression of “Sesame Street” even
though it was not conscious trouble. When people discuss a new service that
refers to participatory culture, they have to eliminate some elements that could

do damages to the concept as much as they can.

Brand Community for the Takarazuka

Nothing will illustrate the brand community better than the Takarazuka Revenue.
It is the group of a Japanese all-female musical in Japan since 1913 from the
Takarazuka, Hyogo Prefecture. They have performed frequently at Takarazuka
Grand Theater in Tokyo today.

In the book of Sociology of Takarazuka, some fans contribute to support favorite
actors by belonging to the unofficial fan club respectively. Their loyalty develops

the Takarazuka culture importantly because fans have bought the theater tickets
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from the fan club as long as they belong to it. In other words, Takarazuka actors
do not need to be worried about a degree of the quota of ticket sales because they
provide tickets to their fans through the fan club(Miyamaoto 2011).

Although the fan club has explicit rules that all of the fans have to follow,
the fans can receive some advantages that the club would satisfy their wants.
For instance, fans who belong to the club can give letters to favorite actors after
the musical on the street. This interaction is written in Chapter 3 as one of
the fieldworks. Furthermore, Miyamoto described that the fan club works on
an original networking community(Miyamaoto 2011). The fans get every theater
programs by some other fans who share the review. The other fans who did not
go can go to imagine the show and wish to go to the show as soon as they can.
Takarazuka has well-organized circulation for the relationship between fans and
the actors (Wada 2015).

2.2. Management of Classical Music

All arts organizations as well as classical music, seek new approaches to the de-
velopment of the concert experience. For example, they are exploring potential
audiences, planning strategic marketing with quantitative research, and building
loyalty. According to the Arts Marketing Insights (Bernstein 2006), subscription
campaigns are frequent. The good thing is about subscription the organization
can predict the small number of consumers from the number of concert subscribers
at the beginning of the year. In other words, they offer economic benefits. How-
ever, in many cases, the peak was the early 1990s, then the number of subscribers
has declined. They shift to the single ticket buyers. The reason of they having
stopped subscription, in the case of Four San Francisco Organizations such as the
symphony, theater, opera, and ballet, the most frequent answer of subscribers was
“Difficulty scheduling in advance” (p.216). Furthermore, the Internet technology
encouraged the shift that consumers prefer to contribute to the contents because
they can access easier than before (Bernstein 2006). Bernstein suggests that art
management should think about Consumer Relationship Marketing (CRM) for

the next generation instead of targeting the consumer.

This section describes several examples of existing digital services of classical
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music around the world, audience experiences for the concert, and how the Internet

is going to be a game changer for the arts.

Existing Digital Services of Classical Music

Some classical music organizations have already managed the Web services. The
popular existed services primarily belong to the orchestra or are being informa-
tion platform. First of all, the Berlin Philharmonic, which is one of the most
famous traditional orchestras in Germany, provides the original contents such as
live streams and digital archives that is called “Digital Concert Hall”. The service
has been working since 2008, and showing around 50 concerts per season. Seven
remote cameras on record the video, and the archive contains over 500 concert
videos today?. It had 450,000 registered users in 2014, and it is assumed to have
grown until today®. People can use the Digital Concert Hall not only on the Web
site or an application, but also TV, Blu-ray Players, and Streaming-Devices. The
service belongs to the Berlin Philharmonic where the service develops the brand of

the orchestra. It is a successful service as an original brand for a specific orchestra.
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)
LIVE STREAMS CONCERTS S INTERVIEWS HOW IT WORKS 'lIi"l‘:C'lS\

L]
b . 12-month ticket + free DVD edition with Kirlll Petrenka

315189 ® Euc

1
]

w
ﬂ! FISCHER AND CHRISTIAN
WGERHAHER

el Man, 31 Dec 2018, 1 el tima | Mewinthe co -
New Year's Eve Concert with Daniel Valery Gergiev conducts Stravinsky's
Barenbeim “Firebird

Figure 2.1 the Web site of “Digital Concert Hall”, accessed:2018-12-17

On the other hand, in Japan, music office or ticketing companies provide digital
services and produce interested concerts. CLASSICA JAPAN manages the infor-
mation platform of classical concerts. It was established in 1998 originally by a TV
channel company?®. Although the service is provided as a TV program, the Web
site provides the interview article and other classical music concert information.
However, it cannot get enough registered users. CLASSICA JAPAN’s channel is
the domestic service for Smartphone, Tablet, or FireTV then users cannot watch
on Computers. It is hard to grow the number of register users for the service

because they can use it only in the limited environment.

Also, the big music office for classical music, KAJIMOTO, provided a new style
of a concert called “BLUOOM LIVE” on June 12th, 2018 at Tokyo FM Hall. The
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concept is “Providing the new concert-style that talented musicians meet listeners
and it adapts to modern life rather than traditional”. In fact, two young musicians
performed and they tried to interact with the audience during the concert. For
instance, the audience could post a question, and musicians answered it during
each talk sessions. This concert was exciting, but, most of the audiences did not
like to get the interactions such as talk sessions and taking a picture. Most of
audiences did not stand up for taking photos when musicians asked it from the
stage. In other words, they would not be satisfied because the concert proposed
wrong value to them; the music office would like to suggest a new entertainment to
the audience who would like to listen to music rather than having the interaction
with musicians. These existing services indicate that the arts management does
not have breakthrough either the development of concert experiences or efficient

digital management.

Figure 2.2 the concert stage of “BLUOOM LIVE” by KAJIMOTO

Designing Experiences of the Audience

Pitt researched the roles and experiences of listeners at a Chamber Music Festival.
The festival has been held since May 2003 in Sheffield of England, once a week
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act lunchtime and once a week in the evening time. She has tried to describe
how attendances feel experiences at the festival and what things provoke a par-
ticipatory culture at there(Pitts 2005). The study of a Chamber Music Festival,
attendances feel a kinship with the festival because it is going to be part of their
life. Still, “the process of establishing a listening community might take longer if
it occurs at all.” (Pitts 2005).

They enjoy getting new sensibility for their life respectively as well as listening
to music purely at the festival. Also, most of the attendances have participated
for a long time in which they cultivate the relationship between musicians and
audience. They talked, communicated, and offered new knowledge or insights
each other. It is worth emphasizing that experiencing the classical music concert

consists of daily life, in-depth sensibility, and relationship.

Arts Meet Technology

The development of technology has changed our lives, in other words, “widespread
access to music of all genres through increasingly affordable and portable technol-
ogy enables many listeners to construct a 'soundtrack to daily life™” (Pitts 2005).
However, it also generates the cultural expansion around the world through the
Internet (Jenkins et al. 2013). People can communicate with others who have the
same hobby or preference in the brand community. As noted earlier, the brand
community strengthens the relationship among people who engage to the brand,
and it can exits either offline or online (Muniz and O’Guinn 2001). O’Sullivan
mentioned that many art organizations attempt to constructing the brand com-
munity helped by the development of technology. He describes the implications of
the Internet-based brand community in the classical music domain in the United
Kingdom. He also focuses on how the interactions happened in the investigation,
because “interactive communication facilities can add significantly to the resources
available to arts organizations in their fan-development plans.” (O’Sullivan 2007).
The investigation suggests that five ways of interactive communication would be
useful from arts organizations to the audience: Information, Involvement, Inter-
change, Interface, and Idiosyncrasy. Let us return now to designing Digital Hakuju

as a brand community of classical music at small concert hall “Hakuju Hall”, the
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service has to consider appropriate interactions that cultivating the brand com-

munity.

2.3. The Concert hall and The City

Few studies have examined about “both the design of concert hall venues and their
subsequent uses, and how audiences at different kinds of musical events inhabit
the space and come to feel ‘at home’ within it.” (Pitts 2005). Also, Bernstein
mentions there has been little research on thinking the brand for the concert hall.
The concert hall is a part of the city in which the concert hall grows up with local
people lives together. This chapter examines that the situation of small-capacity
of concert halls in Japan, how brand equity® is changed the place brand, and the

city changing by the concert.

The Number of Small Concert Halls Is a Saturation Point

in Japan

A small-capacity concert hall is commonplace in Japan. According to[2.3] the rate
of theater and music halls of 300 to 500 seats accounts for the most significant
percentage in Japan. However, not only the small halls but others, make profits
by “For Rent” rather than other business such as the program that is presented by
themselves, educational program, and local events(Figure 24 and 2Z]). In other
words, although many cities established the small theater and music hall, they
cannot manage it enough then they use it “for rent” frequently. Much remains to

be done to think how the small hall contributes to the city life today.
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Number of Theaters and Music Halls in Japan
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Figure 2.3 Number of Theaters and Music Halls in Japan, in 2015

Using Theaters and Music Halls for "Other Business"
(Seats)
meore than 2,000 |

1,750-2,000 NI

1,500-1,750 IV

1,250-1,500 N
1,000-1,250 [ I
750-1,000 |
500-750 [ ~ I
300-500 |GG I

100 200 300 400 500 600 700

u Oday 1-4days ®5-9days ®10-19days ®20-29days ® More than 30days

Source: Ministry of Education, Culture, Sports, Science and Technology(2014)

Figure 2.4 Distribusion of Theaters and Music Halls for “other business”

13



2. Literature Review 2.3. The Concert hall and The City

Using Theaters and Music Halls "For Rent"
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Figure 2.5 Distribusion of Theaters and Music Halls “For Rent”

Music Changes the City

For the classical music festival, many people would like to go there whether or
not they are regular fans for local concerts. The festival has been held around the
world. La Folle Journée de Nantes, which also called The Crazy Day in Nantes,
is a good example. The festival has produced many concerts in Nantes every
winter since 1995. Although the festival had run a budget deficit for eight years,
eventually it has produced a surplus since 2003 until today. Folly suggests that
the La Folle Journée changed three perspectives: to expand the diverse audience,
to involve both public sectors and private companies, and to build the loyalty from
musicians around the world (Assassi 2010). The concept attracts many types of
people, and it spread to other countries such as Spain, Brazil, and Japan. The
festival has been organized in Tokyo every spring since 2005. For example, the
number of visitors in 2017 was 420,000 people, and the number of musicians was
2,5015. The festival manages many concerts in the city and makes the partnership
with around the restaurants and shops during the festival. It is an innovative
classical music entertainment that does not involve new classical music listeners

but brings the development of economic benefits to the city. The study suggests
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that the concept of an innovative concert could export to other cities beyond
the country and “a symbol of the city’s expertise in staging large scale musical
events” (Assassi 2010).

Brand Equity for Place

In the city life, people enjoy listening to music when they are on the train; watch
a music video with friends on the smartphone; they attend live music. Music
is part of the city life today. Baird and Scott suggest that an ideal-typical live
music city needs to consider have four topics: Re-regulating space, Imagineering,
Governance, and Supply (RIGS) for both hard and soft skills. Although they
expect that “Weekend concerts, seasonal festivals, nightclubs and bars with live
and recorded music transform life into a series of pleasurable ritual based on
rhythms of tension and release.” (Baird and Scott 2018). Furthermore, the place
could develop brand equity, and it earns as a new place brand equity (Florek and
Kavaratzis 2014). The place brand equity makes the city to be a more attractive
and reliable place for visitors. The term “brand equity” refers to “brand.” We
have seen the definition of “brand” at the beginning of Chapter 2 in the section

of Brand Community.

Moreover, equity that makes brand is called “brand equity”. Although Keller
said that it had been defined in different meanings for different purposes indi-
vidually (Keller 2013), there is general agreement that brand equity develops the
brand significantly and makes much speculation for marketing strategy. Brand
equity is “helping the idea of branding places to acquire a higher status in City
Halls and among officials in local authorities” (Florek and Kavaratzis 2014). In
respect of the Hakuju Hall, owned by the Hakuju Institute for health science com-
pany, the Hakuju Hall has located the top floor of the company building. From
the standpoint of visitors, the place brand equity of Hakuju Hall cultivates the
company’s brand as well as Hakuju Hall.

Moreover, there is a variety of restaurants around Hakuju Hall. Whether this
music hall makes the brand to restaurants or restaurants make the brand to
Hakuju Hall, the place brand equity has grown up gradually for the area of Hakuju
Hall. This study also suggests that the possible development of a music hall should
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consider the brand strategy in the suburban area as well as the city.

2.4. The Contribution of The Thesis

The contribution of this thesis is to give three new perspectives for three fields:
in-depth research on examples of a brand community, management of classical
music with the technology, and place brand equity of music halls. As far as
management of classical music is concerned, there was little discussed “Rather,
the total experience begins when a potential patron first becomes aware of an
organization’s offering” (Bernstein 2006). It is noteworthy to discuss how concert

halls contribute to the city, people lives, and classical music experience.

Firstly, Digital Hakuju will be one of the good examples of a brand community,
because it manages both an offline community at a concert hall and an online
community on an application. This thesis shows how arts management develops

a brand strategy to their business.

Secondly, if classical music players belong to a brand community, they would
work comfortably and co-create the concert experience through communication
with fans. They could advertise themselves to fans who like to support them
through the brand community. Ways to listen to music are going to be diverse,
but the best way of experiencing music is always at the live concert. Making a
profit in music is going to be demanding the development of the music industry.
Lifestyle is in the future will be different from hundreds of years ago. Composers
got money from those patrons to whom musicians played in front. The emergence
of CD had changed the place where people listened to music from home or a
concert hall with musicians to anywhere people a CD player. Shortly, people will
be able to enjoy listening to music wherever they are and as much as they want
by using music streaming services.

Finally, all small concert halls feel hopeful about management development,
especially in the suburban area. They also develop local cities because local
people go to the concert halls and feel brands. The concert halls can be another

meaningful place for people in the audience by providing a variety of experiences.
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Notes

1 Accessed: 2018-12-10, https://www.ama.org/resources/Pages/Dictionary.aspx?dLetter=
B

2 https://www.digitalconcerthall.com/

3 http://www.internationalartsmanager.com/features/inside-berliner-phil-digital-

concert—-hall.html
4 https://www.classica-jp.com/

5 Brand equity is defined by David Aaker as ”a set of brand assets and liabilities linked to a
brand name and symbol, which add to or subtract from the value provided by a product
or service” (Aaker 2009).

6 https://www.1fj.jp/1fj_2018/outline/pdf/1fj_history_2005-2017.pdf
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Chapter 3
Design

3.1. Concept

This chapter presents the Digital Hakuju, an owned media application by the
Hakuju Hall on a smartphone. It could emerge as a brand community of clas-
sical music at a small concert hall. It has the potential to make a pleasurable
experience that musicians and fans get a supportive relationship between them.
This application is helpful in updating classical music through having participa-
tory interaction as well as high quality playing at the concert. Digital Hakuju can
be regarded as “Participatory culture”, Henry Jenkins named, which can make
classical music updated to a new era. Users can experience co-created culture for
classical music in the brand community at Hakuju Hall. It can encourage users

to go to the concerts more frequently.

Digital Hakuju is designed by design thinking. The method is based on “Toolbox
of Design Thinking” (Okude 2013), and the theory is based on “Service Dominant
Logic” (Lush and Vargo 2014). The first part is fieldwork. The project members,
including myself, went as fieldwork researches five times to Mr.Hara who is a
hall manager of Hakuju Hall. In addition, we went to fieldwork researches the
case of Takarazuka fan culture twice. All fieldwork data are put in an appendix.
The second part explains the process of design thinking from Target Personas to
Concept Drawing. The third part describes a mock-up of Digital Hakuju. The
last part of the design is Digital Hakuju as a Minimum Viable Product (MVP).
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3.2. Ethnography

We went to fieldwork researches five times to Mr.Hara who is a hall manager of
Hakuju Hall. In addition, we went to fieldwork researches twice to understand how
Takarazuka fans interact to favorite actors and the other fans and ask in-depth
interview to a fan. I went to these fieldwork research as a Digital Hakuju’s project
member. In fieldwork part of our project, several fieldwork pieces of research
were important making Digital Hakuju because we can learn the situation of the
concert hall manager and musicians as well as constructing rapport. Another
part of fieldwork researches, fan culture of the Takarazuka, has the important
participatory culture. The data of a mental model can be developed to Digital
Hakugu. These two series of fieldwork researches are big pillars in designing of
Digital Hakuju.

Fieldwork: A concert hall manager

According to Fieldwork Master(3.1]), Mr.Hara is the concert hall manager of
Hakuju Hall in Tokyo. He works at a Hakuju Institute for Health Science as
a company, and his father is CEO of Hakuju. He had worked at a bank as a
first career after graduated from Keio University. He had joined the university
orchestra club in his university life and is managing an amateur orchestra club
today. His goal is supporting young well-playing musicians, making an original
brand for the concert hall by having communication with musicians, and mak-
ing the concept of stable concert series. I went to fieldwork to Mr.Hara 5 times.
All fieldwork researches had met with musicians both at a conference room and
at restaurants. The focus point was how Mr.Hara produced his value known to

musicians as a concert hall manager.
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Figure 3.1 Profile of Fieldwork Master, Mr.Hara

Some musicians feel “Brands” to Hakuju Hall

Mr.Hara wanted to talk about the next concert series with Mr.M (A.3)), so he
introduced Mr.N ([A.4) to Mr.M in this meeting. The reason for why Mr. Hara
wanted to introduce each other is that, according to him, musicians like to make
new friends with other professional musicians, because it is friend connections that

could make new chances of playing music.

In the 1st fieldwork research, I had a conversation with Mr.M, who has been
friend with Mr.Hara for a long time. He said “There are no concert hall managers
who take enough time to communicate with musicians except Mr.Hara. He re-
spects what musicians want to play, and communicates that. I respect his style,
and I trust Hakuju Hall and Mr.Hara. That is why I keep singing at Hakuju Hall
for a long time.”. In that conversation, Mr.M is feeling Brand Equity. Brand
Equity is feeling something that people feel attractive. It could be either visible
products or invisible things (Keller 2013) and make Brand important. Mr.M is
one of the people who feels Brand in Hakuju Hall.

Also, at the 5th fieldwork research, Mr.K who is a professional conductor said
that he likes to work with Mr.Hara because Mr.Hara has a business skill which
he does not have. Mr.Hara is a person who can understand what musicians want
to produce in their concerts and balance it between business and concept for the

concerts at Hakuju Hall.
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Producing the beautiful world of music from this little concert hall

About Mr.Hara’s vision, he wants the Hakuju Institute for Health Science as
a company to be a cross-industrial company, modeled after Suntory Holdings.
Suntory Holdings has business not only at the beverage industry but a famous
music concert hall, Suntory Hall. To manage the Suntory Hall is not worth it for
business profitability. Nevertheless, the company keeps spending money because
of the company’s philosophy: Making circulation of spending money on cultural
activities from earning money by business. Mr.Hara respects this philosophy
and believes that Hakuju Institute for Health Science as a company can produce

‘Healthy life’ through the concert at Hakuju Hall and healthcare products.

Inefficient management: no data accumulation, bad ticketing system

Mr.Hara realizes that there are a lot of inefficient management issues about con-
certs. As he said in the interview, he emphasized two things: he cannot make
strategies for concerts because he cannot collect voices of the audience, and a tick-
eting system is involved. He wants to have a unified ticketing system and solve

complicated ticketing trade with ticketing companies.

Fieldwork: Fan Culture of Takarazuka
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Figure 3.2 Picture of Tokyo Takarazuka Theater Building
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Figure 3.3 Fans are waiting to see star actors

The Takarazuka Revenue is an all-female professional musical group in Japan.
It was founded by the president of a famous railway company for one of cultural
contents which could develop the city of Takarazuka area in Osaka Prefecture. The
Takarazuka group became famous from the city to all over Japan as an attractive
culture because of its sophisticated performance by female actors. Many fans
became belonging to the individual fan club. Fans have bought tickets from the
fan club that they belonged to. They have to follow the rules when they enjoy
the club activity. For example, they make each fan groups stay along the street in
front of the Takarazuka Theater when they are waiting for actors to arrive at or
come out. According to Wada and Miyamoto, fans like to engage, participate and
contribute to support favorite actors by belonging to the fan club (Miyamaoto
2011, Wada 2015). In other words, this brand community makes the supportive
environment for Takarazuka actors and having interactions between them through
special events within the fan club. The in-depth analysis of Takarazuka fan culture

could help us develop to a brand community of classical music, Digital Hakuju.

This part describes the interaction between fans and musicians in front of the
theater just after the program and the in-depth interview with a fan. These data
are analyzed and developed into designing of Digital Hakuju. The Takarazuka fan
culture can also be called as one of the cases of brand community. Fans contribute
to the development of Takarazuka culture by communicating with other fans,
giving letters to actors, and buying tickets from the fan club. Although all fans
must follow the rules in each fan community, such as rules that they cannot join

more than one fan clubs, and they cannot interrupt when actors are speaking.
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It is one of the essential intentions that keep a strong bonding relationship and
respect each other. Let us now examine what fan culture of Takarazuka is and

how it refers to classical music.

Fieldwork: Interaction between fans and actors

People who are standing in front of the theater, are fans. They were waiting for
favorite actors after the show. They formed a specific shape of a group, like a
square, and aligned along the street at regular intervals. They might have several
rules to follow. Actually, I expected that they cheered wildly when they saw
favorite actors, but they did not. When an actor came out from the theater with
her manager, she walked to a specific area where her fans were waiting. Even
the actor stopped walking in front of them, and fans were still quiet. The next
moment, fans from the first line held out their fan letters one by one to the actor,
still quietly. The actor stretched out her hands to collect fan letters. When all
letters were collected, the actor said thank you to fans and started to talk about
casual topics such as daily life and review of the musical program in front of fans.
They had been mainly listeners during the interactions. They laughed sometimes

only the actor said some funny things.

According to the fan club activity after the musical program at the theater, it
is helpful in thinking about a brand community of classical music. First, fans can
feel the same value in context and feel a kinship with other fans by wearing the
same items and giving fan letters together(3.4] and B.H). As Wada and Miyamoto
point out, the Takarazuka fan culture is participatory culture, and this fan club
activity is the core development of Takarazuka (Wada 2015, Miyamaoto 2011).
This behavior suggests that fans could get either visible unique items or invisible
satisfactions if they belong to the fan community. Second, It is one of the essential
intentions that keep a strong bonding relationship and respect each other. In the
case of a classical music concert, as Mr.Hara, he said that some young musicians
get in trouble when they have events such as signs photograph or taking a picture
at the concert. For instance, some bad men asked a female musician to come closer
or take off her jacket when they took pictures. The problem is that the distance
between them is not clearly defined in the classical music concert. Although

musicians want to play music for audiences honestly, not behave like an idol, a
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few bad people gave heavy pressure on musicians in a wrong way. In other words,

making intentions for the distance between audiences and performers suggest a

suitable environment for the brand community.

Figure 3.4 waiting actors to come Figure 3.5 giving letters to actors

out

Interview of a fan

To clarify about Takarazuka fan’s behavior in-depth, I met Ms.Miki who is an
alumnus of the Keio University Graduate School of Media Design. She is a fan
of Takarazuka and feels that Takarazuka constructs her life better. In fact, she
took an entrance examination of the Takarazuka Music School before, where all
Takarazuka Revue members have graduated, and contributes to the Takarazuka
culture as a fan even she failed the entrance examination of the school. Here we
limit the discussion to the information of interactions in the Takarazuka culture
from her interview: the fan club provides some treats to fans, the environment
of Takarazuka culture has respectful behaviors between all fans and actors which
refers to the philosophy of the Takarazuka brand community. The fan club goods

make fans to remind pleasant memories again when they saw it.

First, if people join the fan club, they could obtain some gifts and services to
enjoy the contents. For example, they could go to ‘Ochakai’ which is the word of
"a social gathering’ in Japanese. They can enjoy communicating with a favorite
actor, playing the games and talking with other fans there. This offline meeting

gives a satisfying experience to them and makes them be good fans who engage
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in the development of Takarazuka culture through fan community activities.

In respect of the second point, the philosophy of the Takarazuka fan commu-
nity has shown that the relationship between fans and performers should have a
thoughtfulness framework. A long time ago, the Takarazuka culture was not at-
tractive because many Takarazuka fans behaved in unrespectful manners to actors,
such as saying unrespectful words to them suddenly, taking pictures with strong
flash without permissions, as well as other bad behaviors that make actors un-
comfortable. From this situation, some group of fans started to manage a new fan
club that supports favorite actors without any bothering. They believed that fans
must not bother the actors’ feeling if they are good fans indeed. This new types of
fan community involved more good fans who feel empathy for this philosophy. It
would become the most essential common understanding for all Takarazuka lovers
today. This story could be a lesson to classical music culture, because, according
to Mr.Hara, musicians felt uncomfortable sometimes when they got unrespectful
communications from fans. The situation is similar to the old Takarazuka fan
culture. The history of Takarazuka culture has shown that classical music culture
should build the same philosophy into a brand community and cultivate the same

respectful relationship between fans and actors as well as Takarazuka culture.

The third thing of study, fans would like to have the private goods: wearing the
same clothes(FigureB.4]), to buy photographs of favorite actors, and collecting card
size of posters(Figure B.6). Ms.Miki told us that how she loves the Takarazuka
culture and memorable episodes with pointing at each card (Figure B.6]). She
chirped when she remembered the impressive moments from her experiences. The
Takarazuka Revenue sells many goods at the theater, not only general items but
also the goods of specific star actors that they have individual sections at the shop.
In other words, it was observed that fans have the remembered utility (Kahneman
et al. 1997). People are going to contribute to favorite activities because they
have experienced it before and felt enjoyable and comfortable moments. The
Takarazuka Revenue attracts many fans by producing enjoyable experiences at
the moments and the goods that will remind them of pleasurable experiences

repeatedly after the concert.

At the end of the interview, she emphasized that there are endless possibili-

ties of enjoying the Takarazuka. She has noticed new attractive things for the
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Takarazuka constantly even though she has been a fan for ten years. She told
me that the Takarazuka makes her life happy and fulfilled. It has become clear
that the Takarazuka culture that has the entertainment content could become

something beyond just being entertainment and part of the life.
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Figure 3.7 Picture of Ms.Miki
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3.3. Modeling

Target Personas

For making Target Personas, they are five personas on Digital Hakuju: a concert
hall manager, an audience group, a musician group, a restaurant owner group, and
a media writer group. The beneficial actor (Lush and Vargo 2014) is the audience
because the concert should be for audiences and they pay for it. Also, the musician
and the concert hall manager likes to be involved in the service, since they would
be able to get supportive consumers who feel Brands to them. On the other hand,
the restaurant owner and the media writer are going to support Digital Hakuju
contents, such as creating collaboration menu at restaurants and uniting articles
about concerts or lifestyle on the application platform that everyone can check

anytime.

Target Personas

n
. Restaurant

Musician Audience Hall manager owner Media writer
o L—— —_—a . pr— — -

Figure 3.8 All Target Personas
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3.3. Modeling
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Name:#&)I| E&
Age:28

Gender:Female
Hometown:BI 5

Live in:P ¥R E

Parsonal Profile:
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Figure 3.9 Profile of Musician Persona

Target Persona H&3A

i:
Name: A fi#ET
Age:26
Gender:Female
Hometown: Z &
Live in: ¥R E

Personal Prefile:
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51 = MO OSBRI RD, STEHLEEBATVS.

Working Profile:
URAPEERE, PRI REL TS,

Mental Model:
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MCE—EBS, 10, i 20, REs, BHTS

Goal:
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AT AL
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Figure 3.10 Profile of Audience Persona
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Target Persona 1>Y—MR—)LiEEE

Name: &#H ®K
Age:4b
Gender:Male
Hometown:

Live in:

Personal Profile:

AEBOTHLTRCENITET, FEOHRNS BAORCERETV, LEOFREMLITLE.
HREC BT, BAORTETIR- LT OALRCEEMOTERLTES5T
EHEELGIT TS,

Working Profile:
FRIEAPEPPEERE, BALMROSIETS L. MIERE PO, 204+
A—NOWEETLTITE 2TV,

Mental Model:
M E—RI&ET, i<, Z1-093%
RE-if{i, 5. FMS

Goal:
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Figure 3.11 Profile of a Concert Hall Manager Persona

Target Persona VARSI A—F—

Name: LIt &
Age:37
Gender:Male
Hometown:
Live in:

Personal Prefile:
FHOH, TEETHRICITCEFRELAIR, SOTERIPCOEMADE, ®EPEAL
HIPEiRSM OISR T, B AAOEALROTITOR.

Working Profile:
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Mental Model:
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[ E—50, H&ET. (TS, Bas, By

Goal:
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LR RALEEAACEATRUEL

Figure 3.12 Profile of Restaurant Owner Persona
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Target Persona X74754%—

Persenal Profile:
BRI TSRS LA ET, Bl ERETERLGFSELIAGCE S, B
feoanil® AR PREHE ST B IR G TUE.

Working Profile:
FERICL TR T RS TR R E RS- BEL T,
MTEE =51 F-EL TR TS,

Mental Model:
R | Ra-HTA. EAs. HETA. HIn3
Name:BEE #(isoumi K-35, 38193, &3, 3K

ushio) Gasli

Age:30 (BSOS LEOCBLTNE AL BHOEL
Gender:Female SFEREOLICR B ER DS TRLA L
Hometown:

Live in:%&m

Figure 3.13 Profile of Media Writer Persona

Concept Scheme and Service Ecosystem

I drew a Concept Scheme after identifying Target Personas. It shows that how
Target Personas satisfy each wants, called value-in-context in the service design,
and what resources are going to be necessary for the service. Through checking
Actor to Actor for each Target Personas, it finally became Service Ecosystem B.15]
The Service Ecosystem is a map of the relationship between Target Personas. It
focuses on how each Target Personas produce their value to other Personas rather

than business value.

Figure 3.14 Concept Scheme
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Making props and

Figure 3.15 Service Ecosystem

skit

To clarify how the service works, the author worked making props and had a skit.

This step ascertains about do Target Personas satisfy their value-in-context and
feel the value to the concept.

Physical Skits

Figure 3.16 Making Props and Skits with Project Members
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Figure 3.17 Reviewing Making Props and Skits

Concept Sketch

Concept Sketch of Digital Hakuju shows that how users get a better experience
of the concert at Hakuju Hall than other existing concerts. The core concept of
Digital Hakuju is promoting the interaction between fans and musicians as well

as usability as an owned media application.

Figure 3.18 Concept Sketch
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Narratives and Use Case

I wrote narratives of Digital Hakuju, focused on two points of view: a concert
hall manager and a user. Narratives were put in Appendix as B.IIB.2, B3] [B.4]
and [B.Al The step of making Use Case comes from that and a whole process of
design thinking. It is divided into two parts, before and after the concert. It
describes the basic system of a Digital Hakuju application. However, almost no
appropriate functions of promoting participatory behaviors in here because we
cannot say that some functions could work as an appropriate system until we

clarify on validations.

Figure 3.19 Use Case: Before the Concert

Figure 3.20 Use Case: After the Concert
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Key Path Scenarios

The key path scenarios below illustrate how the audience uses the service.

KEY PATH SCENARIO and STORY BOARD( "/ )™
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Figure 3.21 Key path Scenario: Before the Concert
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Figure 3.22 Key path Scenario: After the Concert
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3.4. Prototype

A mock-up model

A mock-up of Digital Hakuju was made by Adobe XD. It was put at the Graduate
School’s forum on November 2 and 3, 2018. In this section, I describe that three
of visitors who came to an area of Digital Hakuju. A professional female musician
is called visitor A, a university male student is called a visitor B, and an amateur
female musician is called visitor C. First, visitor A said she likes to use this service
if it is going to be launched. She is interested in a new style of music, and prefer to
play at a small hall because she can deliver the sounds to audiences with respect.
She said that she feels empathy to the concept of Digital Hakuju. She gave her
contact information to us after a long conversation. She said that if there is
anything she can do for the project, please let her know. The second visitor,
visitor B, said that he belongs to the university orchestra as a contrabass player,
so he is interested in this service. He likes that the service is an owned media
because users can know all information about specific music concert halls such
as interview articles, digital payment system on an application without access to
other system pages, and other usability functions. He asked about whether the
service has a launched schedule, and he said that is too bad when he knew about
the service is just concept, and no public launched schedule. The last visitor,
visitor C, felt strong empathy and recognized that the service would design a new
relationship between fans and musicians and build a supportive environment for
a small concert hall without the development of a heavy system. In short, I could

examine whether this concept would work appropriately from this forum.
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Figure 3.23 Login page Figure 3.24 Home page

36



3. Design 3.4. Prototype
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Figure 3.27 Booth of Digital Hakuju
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MVP Development

Participants have used Digital Hakuju as a MVP before the concert in which it
is programmed by WIX. According to an American entrepreneur, he suggested
that a new service which should be tested by minimum efforts for functions and

maximum satisfaction for the value of concept through validations (Ries 2011).

This design of Digital Hakuju as a MVP does not deal with the technical as-
pects of system security. It just produces the core value, being an owned media
and supportive environment for the interaction between fans and musicians. For
instance, the function about sending flowers on Figure 3.30] it sends information
to administers by email. It is going to be accumulated data. Also, It has “Radio”
as an owned media. A concert hall manager could manage all related information
into the application. This MVP has three main functions of promoting interac-
tions: to send a letter to musicians, to give flowers to musicians by users, and to
write a concert reviews on an application. There is going to use for validation,
and I examine how the concept works the value to audiences and a musician at

chapter 4.
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Chapter 4
Validation

4.1. Information

For the validation, the approach is based on Design Thinking and validation (Okude
2018). The validation of this paper was carried out to clarify how Digital Hakuju
is going to produce the value to participants. Digital Hakuju was programmed by
WIX as a MVP. The contents of validation were mini-concert and interviews on
December 6, 2018, at Keio University Graduate School of Media Design. Partici-
pants’ points of view were of three types: musicians, audiences who have already

bought tickets, and another audience who dropped by the mini-concert.

Procedure

The mini-concert as a validation was held on December 6, 2018, at the Media
Studio room at Keio University Graduate School of Media Design. Stakeholders
of the validation were the author as a concert hall manager, a musician, and the
variety of audiences. As the first thing to do before the validation, the author
took the time to make an observation about the feelings, the tone, and what
happened when a musician uses Digital Hakuju for 45 minutes. For the next
thing, the author met with a male audience who named Mr.Kohno. He was
also one of the participants, and the author observed his actions and feelings
to Digital Hakuju. After these two observation interviews, the validation mini-
concert was started and had 15 minutes. Finally, the author made an appointment
of observation about the feelings and how Digital Hakuju works them to two people

in the audience, a female audience, and Mr.Nakamura, after the mini-concert.
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Profile of participants

According to Target Personas, it mainly involved a musician, audiences, and a
hall manager. The validation was produced by the project members including the
author who would be a hall manager in this case. The musician and audiences
are going to be participants for the validation. Participants were of three types:
musicians, the audience who have already bought tickets, and another audience
who dropped by the mini-concert. The number of audiences was ten people in
total for the mini-concert, and two of them are going to be explicitly analyzed
on this chapter and describing the short observation for atmosphere during the

mini-concert and a female audience after the mini-concert.

The musician was Ms.Kojima who graduated from music school. She works not
only at the university as a secretary of the professor but also at a singing club as
a pianist. She decided to be a pianist when she was a teenager because playing
the piano made her feel the most enjoyable moments compared to other activities
such as to study, not interesting subjects. She has often been working as a pianist

plays with some local choruses.

From the side of audiences, Mr.Kohno, Mr.Nakamura, were participants who
were observed in-depth. Mr.Kohno is nineteen years old. He is a freshman at
the university, and he has played the contrabass at the university orchestra club.
He came to the mini-concert as an audience who has already bought a ticket.
The second participant is Mr. Nakamura, who works as an engineer at a private
company in Japan. He is twenty-eight years old. He is also an amateur viola
player. He plays in the amateur orchestra as well as a quartet every weekend.
Besides, the author observed the atmosphere of all audiences during the mini-
concert and interviewed with a female audience who was one of the audiences

after the concert.
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4.2. Observation

Musician
Talking her life with music

Before the mini-concert begin, the project members explained the philosophy of
Digital Hakuju and showed it as MVP to Ms.Kojima, the player. When she
talked about her working profile, she told the story of teaching piano to students
in private lessons. She felt the moments of happiness in that her students chose
their favorite scores and played good performance more than she expected. Ms.
Kojima said “When children became teenagers, they are going to start thinking
what kind of music they want to play. I like to see that they feel “something
like this” for playing music. However, unfortunately, most of them stop playing
the piano when they start to go to the next stages of education, high school and

college.”.

Figure 4.1 Ms. Kojima is talking her story
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Getting new ideas from strong empathy

When she used Digital Hakuju on a smartphone, she said “I really feel empathy
for the philosophy of Digital Hakuju, because I want to tell through music that
everyone is not alone, and can achieve more meaningful and enjoyable life through
having music for life. For the concert, I want audiences to feel empathy at some
points and leap from ordinary days even in five or ten minutes. It is also the best

part of why musicians play music.”.

After explaining Digital Hakuju, she got a lot of inspirations for the service.
First, she said that she liked to have the opportunity of enjoyable moments to
audiences because it could be a trigger for them to start liking classical music.
In other words, the service should construct an attractive world instead of the
service forces users to use. They will come to use if musicians and service provider
constructs an attractive world at the service. Second, when she noticed that
concert passport that users could check previous concerts they have gone, she
gave an example of stamp cards at a specific shop. From her experience, she
said that only a few consumers would collect stamps at first visit to the shop.
In other words, the service has to produce something which is going to provide
an incentive to collect in the short term. The last thing of her opinions is the
necessity of constructing a stable management environment at the concert hall.
The biggest issue for musicians except star players is that they have tasks other
than practicing and playing at a concert to catch a concert hall staffs, to ask a
designer to make a poster and to manage financial issues as well as practicing. If
the concert hall prepares to produce the necessary plans for concert management,
then musicians could concentrate on performance. Many musicians will be able
to be relieved to join Digital Hakuju. She said “In the case of using Hakuju hall, T
and some musicians would like to choose who want to play good piano at a good
concert hall and send live music to each audiences’ hearts directly.”. In other
words, Digital Hakuju would work for that type of musicians.

On the other hand, she said that some users might not write a review specifically
on an application after the concert except a few heavy users, because audiences
who went to a good concert and feel an emotional thing, they would like to keep

saving their feelings inside hearts sometimes.

43



4. Validation 4.2. Observation

Figure 4.2 Ms. Kojima is using Digital Hakuju

A Male Audience Using Digital Hakuju
Talking what is “good” concerts

Mr.Kohno was an audience for the validation. He started to play the contrabass
when he became a high school student because his brothers also played music and
joined an orchestra. His mother liked him to play the piano, so he played the
piano when he was a child. He also talked that he likes to go to the concerts
that contained his favorite music not only by a professional orchestra but also
an amateur orchestra. He accesses a web site that provides much information of
amateur concert around Japan when he wants to search the concert information.
When he likes to know concert information of professional orchestras, he accesses
a web site of popular music offices because the music office produces student seats
at reasonable prices. In other words, he has a routine to access specific websites

for checking concert information.

He has a favorite quote of what is a “good” concert that was talked by his
teacher. He believes that “good” concert is one that both musicians and audiences
enjoy it. In other words, the concert is not going to be a pleasurable experience

if only one side of them enjoy music.
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Figure 4.3 Mr.Kohno is talking about himself

Being passive to use an application of classical music

When he listened to how Digital Hakuju works as a smartphone application, he
just nodded his head and seemed trying to imagine it in his mind. However, he
was a bit confused. He requested us to explain the concept of Digital Hakuju
again. When he was told that this is just an observation about how he feels about
the concert while using this application, he has been satisfied with the existing
services such as the Web sites and SNS. Also, he told me that he got some concert
information from his friend who collects attractive concerts and shares information
with him. Besides, he said that Digital Hakuju seems like a useful service and
could help better enjoy music. This conversation indicates that he is a passive
user of classical music services, and he will use a new service if friends recommend
using. Many classical music lovers are seniors who are not good at the technology,
and they are not interested in using an application in the beginning because they
prefer to follow a routine. Since they and some other passive users exist clearly,

the service has to consider how to attract them for future work.
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Figure 4.4 Mr.Kohno is using Digital Hakuju

During the Mini-concert: Audiences Behavior

Figure 4.5 Ms.Kojima playing the piano

During the mini-concert, three interesting had things happened with respect to

audience response: some audiences taking a picture, people in the audience having
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facial expression was different during the concert and just after the concert. A

male audience was looking the musician attentively.

At the beginning of the mini-concert, there was a short announce to audiences
that it is permitted to take a picture during the play. When they gave applause
to the musician before the play, some of them got a smartphone in hands quickly.
They took a picture whenever they want. According to this action, all of them
were not making any sound of taking pictures because they knew unwritten and
unfold rules intuitively in that they should not interrupt the music by making noise
as far as the central experience is to enjoy the music(Figure and [.77). When
they could take enough pictures, they stopped using their smartphone, put it into
a pocket, and looked at the playing until the end. Even though people could
have recorded the video and continue taking pictures more efficiently because
of the smartphone, they appreciate intuitively that the live music provides an

unparalleled experience.

According to a male audience, he was unconsciously on the edge of his seat
when he listened and looked at the playing. It is an exciting observation because
it describes that people could be interested in the music from experience of the live
performance. Furthermore, all of the audiences were no facial expression during
the play but smiling during applause. We cannot say for sure about why people
do not often express their feelings on the face during the playing in this thesis.
However, it is more noteworthy for the validation that audiences certainly felt the

value for the concept of Digital Hakuju through having the mini-concert.
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Figure 4.7 Another audiences are taking pictures
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Figure 4.8 Listening Moments: No Fa-

cial Expressions ing

Figure 4.10 A man audience looking the play carefully

A Female Audience

She told her story to the author after the mini-concert. She is a Ph.D. student
at the Keio University Graduate School of Media Design and came to the mini-
concert since she had time. Other students told her about the mini-concert, then
she decided to stop by. She had joined the orchestra club as a bassoon player when
she was a junior high student. She has friends who are professional musicians. She

considers many issues for the field of classical music through listening to the story
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from her friends. She wants them to get the working opportunity more frequently

and earn enough money for their living.

She also pointed out that elderly users as other audience types. Since all partic-
ipants in the mini-concert were young between nineteen and twenty-eight of age
as validation, a service providing business actor who would produce the service

has to think how elderly users get appropriate value proposed in the service.

Another Male Audience After the Mini-concert
Talking the Mental Model of Audience

Mr. Nakamura, who works as an engineer at a private company in Japan, is
twenty-eight years old. He belongs to an amateur orchestra as a viola player as
well as to a quartet playing every weekend. The observation of Mr. Nakamura
deserves to be noted because he was the closest participants to Audience of Target
Persona. The study of Mr. Nakamura’s opinions and feelings has shown the

importance of the five features.

First, he was interested in the “brand” of concert hall because he has never
thought about it. He tried to bring up the other concert halls where they seem
to have a “Brands” in his mind. He mentioned that the Toppan Hall and the Oji
Hall could have the “Brand” intuitively because these always have a lot of good
concert programs played by very popular musicians. He was impressed by the
idea of making a concert hall “Brand”. He thought it was an innovative idea even

though the concert hall is not significant.

Second, he was impressed by the idea of creating useful ticketing service in an
application. He has an experience of actually missing a concert even though he
bought a ticket online but he was too busy at work, and he did not have time to
receive the ticket at the shop before the concert. Most of the time, to receive a
ticket in Japan, people have to go to the shop where the ticket could be issued and
receive a paper ticket. The ticketing system company suggests consumers do these
process as soon as they have time, not just before the concert. Mr. Nakamura
had a chagrined face when he was talking his experience of missing the concert by
the bad ticketing process today. He mentioned the possibility of Digital Hakuju
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in that it could prevent the trouble of paper ticket.
Third, he felt strong empathy that the participatory culture makes users for

involving the service delightfully. According to his experience in Paris, he liked
to light a candle at the chapel because he appreciated seeing the item that he
just made is going to be a part of the landscape. He said that he also likes to
listen to the radio online when he got free time. He emphasized that he would
do interactions such as choosing a flower and giving to it at the concert hall and
having the original radio contents on an application if Digital Hakuju works in
real. One other inspiration from using the service is releasing a rehearsal video
as original contents on Digital Hakuju. Mr. Kohno also said that users could
read the background story of the concert and feel empathy to performers before
the concert. Mr. Kohno and Mr. Nakamura told that they prefer to check the
Berliner Philharmoniker page on SNS in which the orchestra provides a variety
of short videos about rehearsals, trailers of the live streams, and interviews. This

content videoes attract classical music fans online.

Fourth, according to the mental model of classical music audience, he said that
they mainly prefer to “listen to the classical music”, and not “do the participatory
things.” This critical issue leads the existing concert style which is in Chapter 2 to
be unfortunate events. For instance, the case of a digital art exhibition, it would
put some participatory digital services on the wall and displays. People who
prefer to visit there would like to experience the participatory activities because
it is the primary purpose, in other words, they have that value-in-context. It is
thus necessary that the service providing business actor approaches to appropriate

Personas specifically.

Finally, he said that he believes that not only the top players but the other pro-
fessional musicians who graduated from a famous music school in Europe should
be able to earn their living. In fact, he has his friend, who graduated from the
Franz Liszt Academy of Music, and his friend has been working at a private
company where the field is different from music. It is wasteful that even good

musicians could not get an opportunity of playing the music.
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Figure 4.11 Mr.Nakamura talking new ideas

Enthusiastic Concert Experience

It is generally agreed that part of classical music audiences is a snobbish person-
ality to communicate with both other audiences and musicians. He argued that
there is a problem about people in audience allow snobbish attitude. He also said
that the solution to this is no doubt making a new community at the side of the
audience, such as good audiences respect and protect musicians from a group of

people in the audience who are snobbish and braggart attitude.

Here is a good illustration of a remarkable concert experience story from Mr.
Nakamura. When he went to Paris, he went to a concert played by Ebene Quar-
tet. The music genres are beyond the traditional style: they have created their
own'. He was surprised by the fact that the concert had an enthusiastic response
from the audience. The concert hall was Theatre des Bouffes du Nord where
the architecture was also beautiful, he told this smiling and showing pictures
on his smartphone. He was impressed by that the audience reacted enthusiastic
calls screaming after the concert. Eventually, he emphasized that he wants that
everyone could enjoy classical music with having anxious moments at the new

community.
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Figure 4.12 Mr.Nakamura using Digital Hakuju

4.3. Results

As a conclusion of the validation, three things are important: Strong empathy
for participants, future works, and the possibility of a brand community at the

classical music.

In the first place, the most important result from this validation is that all
participants felt different values and had strong empathy for Digital Hakuju. Ac-
cording to Ms. Kojima who was a participant as a musician, she reacted her
empathy for the concept philosophy at the beginning of the validation. It has
resulted in the successful validation as a first step of doing feasible service. In
other words, a concert hall manager, who is the Service Providing Business Actor
in Service Ecosystem in Chapter 3, could recognize what users and musicians are
thinking about the service. This circulation is going to make co-created contexts
into the service.

Next, the validation gave some future works. For example, Mr. Nakamura
and Mr. Kohno observed that they wanted to know the background story of the
application such as rehearsal videos and players’ life history. On the contrary,

the concert hall has to think Digital Hakuju about other audiences who do not
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know how to use a smartphone, because they could run into trouble if the digital
service produces the concert. There is no doubt that passive users for new services
will not join Digital Hakuju at first. The validation indicates that the audience
side could have the number of personas. Especially, audiences have goals and
value-in-context respectively. Also, this validation only argues about the concept
design. It has not thought through whether the service does profitable business.

A specific system is also yet to be determined.

Lastly, the validation describes that Digital Hakuju can appropriately develop
the brand community. Muniz emphasized that three important characteristics of
community: consciousness of kind, rituals and traditions, and moral responsibil-
ity (Muniz and O’Guinn 2001). The validation has several elements that follow
these characteristics. The mini-concert followed traditional concert style such as
making no sounds and having applause after the play. Also, all participants said
that they would like to cooperate with the developer team of Digital Hakuju. Al-
though it is difficult to manage stably the brand community and the results of
validation was not enough to prove about Digital Hakuju is being the community
obviously, the concept of Digital Hakuju provides a seed of the brand community

for further development in the future.

Notes

1 Accessed: 2018-12-15, https://www.quatuorebene.com/biography
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Chapter 5
Conclusion

5.1. Future Works

Further studies are required to show how the service provides the brand commu-
nity and develops it gradually. This paper describes that only the concept design
of a brand community of classical music at the small concert hall. If the service
launches as a business, it may run into getting in another trouble such as finance
and security issues. Especially, concert hall managers have to overcome the trial-
and-error period if they refer to this concept for the management because they
have to consider what kind of interactions makes the audience to participate in
the concert using the service until the number of supportive fans increases signifi-
cantly. Although to construct the stable brand community for the classical music
concert would take time, it will be an original strategy for experience design of

classical music.

It remains to be done to define participatory interactions appropriately between
fans and musicians. For instance, the validation in this paper includes “giving
flowers from participants to a pianist” and “sending questions or comments from
participants to a musician who will play, then participants could listen to the radio
content by Digital Hakuju that the musician answered the questions and talked
about the background story before the day of the concert” for the interactions.
This study was one of the ideas about having co-create participatory culture for
the classical music concert. Furthermore, the validation in this paper ascertains
that the concept produces the value to participants. The Digital Hakuju does not

provide a usability test.

%)



5. Conclusion 5.2. Conclusions

5.2. Conclusions

This paper argues that a brand community of classical music at a small concert hall
creates pleasurable experiences for fans, musicians, and a concert hall manager.
In the field of the classical music concerts today, few studies have discussed how
the concert may generate an appropriate participatory culture with the audience
and re-identifying the relationship between fans and musicians. Digital Hakuju
was created by the project members, led by the author, using Design Thinking
method (Okude 2013). The theory is based on Service Dominant Logic (Lush and
Vargo 2014). Its mock-up model was created by Adobe XD for KMD Forum, and
this event indicates some users would like to use if it is available. Finally, the
mini-concert for the validation ascertains how the concept of Digital Hakuju as
MVP provide the value to each participant. The most important result from the
validation is that all participants had strong empathy for the service, especially
to its philosophy. Some of the participants said “I will certainly use the service
if it is launched”. From this conversation and the validation results, the MVP
version of Digital Hakuju provides not only the useful service but also pleasurable

experiences to all participants.

With respect of arts management of classical music, there are many tasks, for
example, collecting feedback papers from the audience and saving them in the
box, giving concert flyers, and issuing a paper ticket that you cannot forget to
bring the concert. Many processes are still based on paperwork at least in Japan.
Moreover, some audiences avoid going to the classical music concert because they
felt “they do not have enough knowledge for listening”. However, this is wrong.
They are not professional musicians but listeners who like to listen to music. They
should experience a live concert even without lots of knowledge. In other words,
musicians make the sounds in front of you, and the music has never stopped. You
feel something in your hearts through five senses. This experience cannot happen
by the video on the screen or listening to the music by the music streaming service.

In the context of the concert experience, this thesis identifies how the partici-
patory context gives the value to users through using an application called Digital
Hakuju. The validation results determine strong emerging empathy for partici-

pants, identify future works, and points out a possibility of a brand community
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at the classical music. Although the service has to develop continually until the
brand community shows up clearly, the point of emerging strong empathy with

participants deserves an explicit emphasis.

“Music is not reserved to intellectual people. Music is for everybody”, Pascal
Rophé who is a professional orchestra conductor said it in the workshop!. It is
essential to bear in mind that classical music gives a beautiful landscape to your
hearts. Nobody needs to understand crying for the impressive or beautiful music
sounds, because people are indeed in touch with the music when they are listening
at those moments in the concert. I strongly hope that Digital Hakuju helps the
future of classical music and a variety of audiences are going to love this delightful

culture.

Notes

1 Talk Session: “Meets the artists vol.2, Contemporary and Structure” on October 28th, 2018
at Shibuya
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Appendices

A. Field Work Data

| Results of FW
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Figure A.1 Fieldwork Results of Mr.Hara, page.1
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Figure A.2 Fieldwork Results of Mr.Hara, page.2
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1st Fieldwork of a Hakuju Hall Manager

All of person icons are licenced by Freepik from www.flaticon.com
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Figure A.4 Profile of Mr.N
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A. Field Work Data

|l'-'w #1: Physical Model
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Figure A.7 Physical Model of 1st Fieldwork
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Figure A.8 Artifact Model of 1st Fieldwork
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FW #1: Sequence Model -1
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Figure A.9 Sequence Model of 1st Fieldwork, 1st scene
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Figure A.10 Sequence Model of 1st Fieldwork, 2nd scene
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FW #1: Mental Model A
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Figure A.11 Mental Model A of 1st Fieldwork
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Figure A.12 Mental Model B of 1st Fieldwork
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A. Field Work Data

FW #1: Mental Model C
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Figure A.13 Mental Model C of 1st Fieldwork

2nd Fieldwork of a Hakuju Hall Manager
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FW #2: Musician's Profile
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FW #2: Physical Model
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Figure A.19 Physical Model of 2nd Fieldwork
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Figure A.20 Artifact Model of 2nd Fieldwork
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FW #2: Sequence Model -1
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Figure A.21 Sequence Model of 2nd Fieldwork, 1st scene
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FW #1: Mental Model A
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Figure A.23 Mental Model A of 2nd Fieldwork, page.1
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Figure A.24 Mental Model A of 2nd Fieldwork, page.2
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FW #1: Mental Model B
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Figure A.25 Mental Model B of 2nd Fieldwork, page.1
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Figure A.26 Mental Model B of 2nd Fieldwork, page.2
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FW #1: Mental Model C
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Figure A.27 Mental Model C of 2nd Fieldwork

3rd Fieldwork of a Hakuju Hall Manager
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Figure A.28 Profile of Ms.W
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Figure A.29 Profile of Ms.T
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Figure A.31 Cultural Model of 3rd Fieldwork

FW #3: Physical Model
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Figure A.32 Physical Model of 3rd Fieldwork
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A. Field Work Data

FW #3: Artifact Model
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Figure A.33 Artifact Model of 3rd Fieldwork
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Figure A.34 Sequence Model of 3rd Fieldwork, 1st scene
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:' FW #3: Sequence Model -2
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Figure A.35 Sequence Model of 3rd Fieldwork, 2nd scene

:' FW #3: Sequence Model -3
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Figure A.36 Sequence Model of 3rd Fieldwork, 3rd scene
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FW #3: Mental Model A
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Figure A.37 Mental Model A of 3rd Fieldwork, page.1

|FW #3: Mental Model A
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Figure A.38 Mental Model A of 3rd Fieldwork, page.2
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FW #3: Mental Model B
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Figure A.39 Mental Model B of 3rd Fieldwork, page.1

IF\N‘ #3: Mental Model B

« BAZAOREEMCE, BoRY

« SNSoEMEMIE, 5

« Ya—sEMLE B

- MaEDEAERDE, AT S

- BAREZAEZRLE, WEMTS

« BIOZANESOEME, THESS

- WEEZAERIE, BB

s BEEAERBE, OTRADHERS

» BFHAERDE, BARALTEALRET
- ElEAOEBERCE, BudT

« BUEAOEEML L, B

- EREHYIERIUWTLAOERE E, BEID
s FuFLERLE B

« BRELBE, BHEVTS

Figure A.40 Mental Model B of 3rd Fieldwork, page.2
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FW #3: Mental Model C
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Figure A.41 Mental Model C of 3rd Fieldwork

4th Fieldwork of a Hakuju Hall Manager
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Figure A.42 Profile of Mr.A
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FW #4: Musician's Profile

Personal Profile:
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Figure A.43 Profile of Ms.S

FW #4: Flow Model
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Figure A.44 Flow Model of 4th Fieldwork
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I FW #4: Cultural Model
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Figure A.45 Cultural Model of 4th Fieldwork

I FW #4: Physical Model
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Figure A.46 Physical Model of 4th Fieldwork
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A. Field Work Data

IF\N‘ #4: Artifact Model
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Figure A.47 Artifact Model of 4th Fieldwork

IF\N‘ #4: Sequence Model -1
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Figure A.48 Sequence Model of 4th Fieldwork, 1st scene
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IFW #4: Sequence Model -2
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Figure A.49 Sequence Model of 4th Fieldwork, 2nd scene

I FW #4: Mental Model A
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Figure A.50 Mental Model A of 4th Fieldwork, page.1
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l FW #4: Mental Model A
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Figure A.51 Mental Model A of 4th Fieldwork, page.2

l FW #4: Mental Model A
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Figure A.52 Mental Model A of 4th Fieldwork, page.3
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I FW #4: Mental Model B
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Figure A.53 Mental Model B of 4th Fieldwork, page.1

I FW #4: Mental Model B
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Figure A.54 Mental Model B of 3rd Fieldwork, page.2
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I FW #4: Mental Model A
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Figure A.55 Mental Model B of 4th Fieldwork, page.3

I FW #4: Mental Model C
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Figure A.56 Mental Model C of 4th Fieldwork
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5th Fieldwork of a Hakuju Hall Manager

IFW #5: Musician's Profile
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Figure A.57 Profile of Mr.K

FW #5: Musician's Profile
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Figure A.58 Profile of Ms.F
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IFW #5: Flow Model

( Ms.F ) EEEARICUT
~ ™ DHEOREET 5

SR D A Lol TP B & F L ERS - ;
"§§"'f" EWMUETS ;f):{-fz CRis FHEADMEERLD
. AE¥ENL
DRt f

L N

»

Figure A.59 Flow Model of 5th Fieldwork

I FW #5: Cultural Model
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Figure A.60 Cultural Model of 5th Fieldwork
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IF\N‘ #1: Physical Model @a;’j;‘:?‘
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Figure A.61 Physical Model of 5th Fieldwork

IF\N‘ #5: Artifact Model

Figure A.62 Artifact Model of 5th Fieldwork
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le #5: Sequence Model -1
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Figure A.63 Sequence Model of 5th Fieldwork

l FW #5: Mental Model A
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Figure A.64 Mental Model A of 4th Fieldwork, page.1
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FW #5: Mental Model B
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Figure A.65 Mental Model B of 5th Fieldwork

FW #5: Mental Model C
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Figure A.66 Mental Model C of 5th Fieldwork
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B. Narratives from Design Thinking

Narratives:
written by Mari Ito

Concert hall manager' s Point of View
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Figure B.1 Narratives: page.1l
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User' s point of view:
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Figure B.2 Narratives: page.2
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