
The idea of a conference for FIM’s orchestral community has 
been around for a number of years. Yet while an aspirational 
decision is one thing, turning it into reality is something else. 
It was much encouraged by one of our member unions, the 
MFO in Norway, with a pledge of 10,000 Euros that allowed 
the FIM secretariat to proceed with the arrangements for 
the conference and the FIM EC to set up a Working Group 
of Experts. Later, other sponsors came on board not least 
our German hosts, DOV and Ver.di.

I have attended many orchestra conferences; often these 
have taken place without a practicing orchestral musician in 
sight. This conference will be different as it is intended first 
and foremost to be for the musicians themselves, the first 
time that such an event has been held. We are delighted to 
see so many orchestra administrators and managers here 
as our guests. We expect you to be controversial and we 
look forward to your contribution. In fact, the second half 
of the conference will be reserved for the musicians only, 

as it is important to let the players share their experiences 
in a full and frank way.
We have a distinguished group of people drawn from FIM 
member unions from around the world who will be moderat-
ing the panels. As some issues will attract a lot of questions, 
we have decided to give individuals the opportunity to 
submit question in writing before 
the end of the days session and I will 
endeavour to get one of our experts 
to respond. In the interests of time 
management and efficiency, I re-
serve the right as your chairman to 
decide which questions will be ad-
dressed and which ones will not.
I hope that you make the most of 
this fantastic opportunity to get to know each other. We all 
learn from our collective experiences. I wish you all well and 
it is now my great pleasure and honour to declare the 1st 
FIM International Orchestras Conference open.

Introduction by John Smith, FIM President
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The future holds great potential for opera and bal-
let as long as managers adapt the ways in which 
we relate to our audiences. For example, the Royal 
Opera House has recently been highly successful 
attracting entirely new audiences through the use 
of Facebook. Digital media can offer four principal 
opportunities for audience development: Firstly, 
digital recording, broadcasting, and video on de-
mand offer access to potentially vast audiences 
worldwide. Secondly, they offer added channels of 
communication through social networking sites or 
email alerts, which allow for very personal, targe-
ted marketing that can be tailored for very specific 
segments. Thirdly, digital media can provide context in ways 
unimaginable before: blogs, podcasts, YouTube can all give 
potential audiences the information they need, points of 
entry and connections between newcomers and seasoned 
aficionados. Finally, digital media can facilitate cooperation 
between artists. An example is Covent Garden‘s 

Tony Hall

website Opera Genesis which links composers and librettists 
in a kind of online workshop. Yet there are also critical issues 
that need to be addressed: live audience development; skills 
development in the IT divisions; rights and royalties.

Live Performance in the 21st Century
Audiences

In order to decide whether this art form should 
be accessible to everyone or only to those with 
substantial material means, we need to ask our-
selves what role symphonic music plays in our 
lives.  Arts are not an add-on frill to life, but are 
essential for the health and well-being of a com-
munity.  Artists need to explore their visions and 
to extend boundaries of their art form.  Presenters 
need to be able to take risks and to encourage a 
sense of discovery in their audiences.  Publicly 
funded orchestras are more easily able to offer 
adventurous and vital programming at affordable 
prices than presenters bound by a commercial 
box office policy.
Sponsorship does not necessarily impinge upon 
artistic freedom, but perceived public taste and 
the fear of box office losses often limit presenters’ 
approach to programming. 

Pamela Rosenberg

Live Performance in the 21st Century
Funding
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In the past 20 years Lahti Symphony Orchestra has 
grown from a small city orchestra to an interna-
tionally recognized ensemble. This was achieved 
through the consistent and determined deve-
lopment of a common vision created together 
with the musicians of the orchestra. One result is 
the highly priced Sibelius Hall which opened in 
2000. The latest innovation has been the creation 
of the classicLive web portal. ClassicLive gives 
orchestras indepenent media control and allows 
them to reach new audiences worldwide. It could 
also possible become a new source of income. Its 
idea is to stream around 200 live concerts a year 
by 15 to 20 major orchestras from different coun-
tries in a cost effective way using modern video 
technique. Another possible application is music 
education, bringing performances to audiences without 
live concert access. 

Tuomas Kinberg

New Demands, New Challenges, 
New Media

The administration of an orchestra is a complex activity that 
can be resolved only through the co-operation of artistic and 
financial executives. The main challenge is to find a balance 
for this co-operation. The principle of good administration 
is simple: rigorous and considerate finance management 
is fundamental for the proper functioning of the 
orchestra, enabling a clear artistic policy. There is no 
great orchestra without a great musical director. Yet 
a great director will often be tempted to disregard 
material limitations and refuse to be placed under 
someone else‘s authority. This means that a general 
manager will have to match funding sources with 
artistic requirements or to keep the latter within the 
limits of the budget. Managerial qualities need to be 
complemented with personal authority, psychologi-
cal insight, communication skills, and administrative 
experience. The vital point is always the relation with 
the musical director, it is the condition for the func-
tioning of an orchestra; the smallest conflict between 

the two can threaten the well-being of an orchestra. The 
mistake would be to team up a musical director with an 
inexperienced manager unknown to him. The running of an 
orchestra is too intricate to allow for any disagreements bet-
ween its top executives.                                        Benoît Machuel

The Role of Orchestra Administrators in the 
21st Century
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This presentation gives an overview of the findings from 
the FIM’s recent research into the international climate of 
orchestral employment and activity today. Drawing on sur-
vey data from orchestras across 24 countries, this research 
maps the administrative and managerial functioning of 164 
organisations. Further, it highlights the variation in profes-
sional experiences and working conditions of the almost 
12,000 musicians covered by the questionnaire. Forming the 
basis of a database that will be of use to present and future 
members of the FIM, and of interest to Unions and their 
affiliates throughout the world, the survey provides insight 
into: comparative funding strategies and expenditures of 
orchestras; the nature of orchestral performance, touring 
and recording activities; current contractual arrangements 
for employees; collective agreements in force across each 
orchestra and the role of their respective musicians’ unions 
in negotiating the conditions of service for the profession. 

This presentation serves to highlight the similarities and 
differences in the experiences of musicians in terms of: the 
current salary levels for different categories of employment; 
the types of contracts by which they are engaged and the 
obligations of duties these demand; associated benefits, 
including paid leave and the provision of professional in-
surance; and the conditions under which musicians are 
expected to work on a day-to-day level and when on tour. 
Further, it compares the way in which unions variously feed 
into and inform the processes of recruitment, contractual 
negotiations, health and safety issues and general orches-
tral management according to region, country and type of 
orchestra.

By example, those working in the UK appear to work longer 
hours than musicians in most other countries, although they 
do tend to receive a higher wage than many others, even 
in Western Europe. Salaries tend to be lowest in orchestras 
based in Asia, the Middle East, Central America and Eastern 
Europe. Where paid leave appears to be standard across the 
majority of orchestras, it is the case that in some countries, 
this is never the case; and there exists notable variation in 

the holiday entitlement for musicians depending on whe-
ther their employer is affiliated with an opera/theatre or 
broadcast institution. There is also a difference in the kinds 
and number of collective agreements orchestras in certain 
countries have in force; with a higher proportion of tho-
se based in Western Europe tending to employ broader 
agreements as well as ones pertaining specifically to the 
organisation. 

The research also identifies those countries in which, for 
instance, orchestras based there have and have not agreed 
their procedures for auditions and dismissals with their res-
pective musicians’ unions; and those that make contractual 
arrangements for recordings, compensate musicians for 
being on-call, or take responsibility for their musicians’ ins-
truments in the course of duty. In terms of touring, there is a 
notable difference according to region between orchestras 
that can and cannot afford in the most general of terms 
to prioritise the comfort of their musicians whilst on tour; 
illustrated most obviously in the guaranteed standards of 
accommodation and travel arrangements. 

In addition to the statistical findings emerging from the 
research, the survey also generated a substantial amount 
of valuable qualitative data relating to the forms of social 
dialogue existing within and across orchestras, touring and 
the day-to-day organisation of orchestras. 

It is hoped this research contributes to debates concerning 
the conditions of orchestral employment at an international 
level, and highlights areas in which the FIM can continue 
to progress the economic and social interests of musicians, 
and further profitable collabora-
tion between Unions and their 
members for the benefit of the 
profession and music audiences 
the world over. 

Kate McBain

FIM International Survey on Orchestras
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