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ABSTRACT

Tapestry: A Student-Led Chamber Music Series was a set of two concerts that I designed
to feature diverse chamber music performed by students of the Penn State School of Music. I
was responsible for the ensemble programming, the provision of venues, the advertising, and the
printed program information. Performers programmed their own sets of music with my approval
and provided their own program notes or group bio information. The performances took place on
Sunday, January 31st and Sunday February, 7th 2016 in St. Paul’s United Methodist Church and
the University Baptist and Brethren Church respectively. Each event included a talk back session
with all of the performers after the recital was finished. This aspect of Tapestry was designed to
strengthen the appreciation of different forms of art music made by members of the Penn State
School of Music. In this paper I will review the reasons behind my planning of this project and
the way in which my plan was carried out. Then I will evaluate to what degree I met my goals
and and suggest ways that I think Tapestry could be improved or modified to be more successful
in the future.
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Background: Why Arts Administration/Management?
Think of us in this way, as servants of Christ and stewards of God’s mysteries.
-

1st Corinthians Ch.4 Vs.1

In Stephen Schwartz’s musical Children of Eden he addresses an important theme that
focuses on the “spark of creation” as a great and mysterious gift given to mankind. I agree with
Mr. Schwartz in his assessment of humanity’s ability to create. In my opinion God left no greater
or more beautiful mystery for mankind than the mystery of our own creativity. The idea that
creativity is humanity’s most mysterious and greatest gift and that we are responsible for our
creative output has become a major source of motivation for me as an artist and a person. I was
drawn to a thesis project and a career in Arts Administration primarily because I believe it is
vital that we wisely steward humanity’s creative output to ensure that it persists as a valued
inheritance for future generations.
As a student of music I am most strongly drawn toward the administration of my own
discipline and specifically the classical genre. However, I feel a broad devotion toward all
performing arts. There is an element of vitality in theater, music, and dance. Each time a score,
script, or choreographed sequence is interpreted and reinterpreted by a performer it comes to life
in a new and completely different way. In the performing arts each interpretation can be
considered an original work and many performances can take place simultaneously all over the
world. Meanwhile in the visual arts there is one original work that never changes, and if a person
wants to view it they must often travel great distances. Seeing visual and performing arts in
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person is an important sensory experience that eliminates the distractions that often come with
other media. Furthermore, to take in an artwork as it was meant to be seen, is to see it the way
that the artist viewed it. The texture of a painting, the total visual of blocking on a theatrical set,
the visceral force of a symphonic fortissimo, all of these were felt by the artist and intended for
the audience.
Performance works also differ from their visual counterparts in the sense that when they
are not performed, their full potential as works of art is not realized. This makes them vulnerable.
Scripts can be forgotten or misunderstood when a play goes unstaged, dance can only be
abstractly visualized by its most expert practitioners, and music that remains unheard cannot
illicit the mysterious emotional response that so many people feel in live performances. As long
as a visual work of art can be viewed by one person it has value, but a performance piece that is
not performed only exists as a transcript of what it is truly meant to be. This is why
administration and education are so vital to the performing arts, and why I feel a strong
responsibility to work with Performing Arts Organizations. It is also why I chose to organize
Tapestry, a set live musical performances in pursuit of my Honors Thesis Project.
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The Arts Business Disciplines

Academic Study
Since the latter part of the 20th century there has been a growing academic focus on
training performing and visual arts professionals in the art of business. However, because of the
relative young age of this academic field there is not a great amount of titular uniformity across
institutions of higher education. At Universities and Colleges across America and the world these
disciplines can be found under various names which sometimes help to describe the different
focus of each institution.
For example, American University in Washington D.C. offers a MA in Arts Management
and focuses on training leaders of arts organizations. With a different focus, Ohio State
University’s MA in Arts Policy and Administration seeks to train arts leaders who also
intimately understand the arts relationship to education and government. Meanwhile Columbia
University’s Teachers College hosts a program in Arts Administration that describes its goals in
a similar way to American University’s program despite the different term in its name. Still other
Universities approach this discipline with titles like Northwestern’s MS in Leadership for
Creative Enterprises, Seattle University’s MFA in Arts Leadership, and the University of
Minnesota’s Master of Professional Studies in Arts and Cultural Leadership.
These are simply some of the notable Graduate Programs that focus on training students
for the business of creating art. In my own experience I have been a student at Scotland’s
University of Edinburgh in the Business in the Arts (BITA) Summer Program. I have also been a
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student of Dr. Jonathan Gangi, Penn State’s first professor of Arts Entrepreneurship. Dr. Gangi is
a veteran of North Carolina State University’s similarly titled Arts Entrepreneurship Minor.
However, despite the many different key words used by these programs, management,
administration, leadership, and entrepreneurship are all words that share the same goal: to train
those interested in the arts as effective leaders using knowledge and practices drawn from the
world of business.
When approaching the task of marrying the worlds of creative art and profit-driven
business there are some difficult discrepancies that must be navigated. In most business models
the goal is to make a profit. This is done by creating products that customers want or need and by
cutting costs in producing and distributing the product. In contrast the models of many arts
ventures are not-for-profit. They seek to cover the costs of presenting the art that they want to
present, but not to earn money from their endeavors. This is done partially by selling their
products and partially through fundraising from diverse private and public sources. In classes
that teach any aspect of arts business the goal is to understand the differences between artistic
businesses and conventional ones, and to learn about and apply the tools of for-profit businesses
to artistic endeavors.
These tools cover virtually every aspect of the business from product development, to
marketing practices, and distribution methods. Even though non-profit arts ventures do not have
the goal of making money they still need to cover their costs, and strong business practices help
to do that. Through marketing, these practices help arts ventures to find the kind of consumers
who are most interested in their products and to further cater to these consumers’ desires.
Business practices also teach arts administrators how to keep close track of their costs, and
financial sources, which many artists are initially ill-equipped to do. They also teach
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management skills and business models that have been cultivated to maximize productivity while
minimizing both monetary and non-monetary costs, a skill that is vital when working with
limited funding as so many non-profit institutions do. Through these varied business disciplines
arts leaders are taught the theory of how they can run their businesses in the most efficient and
practical way. However, there is another side of the coin when considering the arts business:
practical experience.

The Practical Management of a Performance
In conjunction with my academic studies related to the arts business I have worked with several
arts organizations in order to gain practical experience outside of the classroom. In this setting my
learning experiences have been much more focused on the Performing Arts. I have worked with Sweet
Venues, a theater company in Scotland, the Penn State Glee Club, the Castleton Festival Orchestra, and
the Pennsylvania Centre Orchestra. These experiences have complemented my classroom experiences by
teaching me about expectations and behavior in the world of the performing arts. I have learned how
artists, audiences, and other arts organizers behave and expect to be treated before, during, and after
performance. It is this knowledge in conjunction with business practices and strategies from class that I
sought to use in planning how I would carry out a new recital series in State College. I used this
information to structure a general guide listing steps of how I would create a new performing arts project.
Following is a copy of the steps that my experience taught me to follow during the creation of Tapestry.

Table 1. Steps to Mounting a New Performance Project

1. Decide on an artistic vision
for your performance

Will it be large and impressive, or small and intimate? Do you
want to feature any specific instruments or genres of music? In
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the arts it is important to have a vision that you feel passionately
about because consumers expect a personal investment.
2. Know your location’s
resources and priorities

3. Define your Mission

4. Reserve your performance
dates, times, and venues

5. Contract the Artists

6. Communicate with your
audience

7. Prepare for Performance

Performances are single events that take place only once and in
one place. They are not mass produced. You must be relatively
certain that nearby performers will be interested and capable of
taking part, and that nearby audiences will attend.
Fit the elements of steps one and two together to plan a
performance that is in line with the artistic values of the
community as well as your own. Then write a clear description of
your goals for the performance defining what you will be
presenting and who will be in the audience listening to your
performance.
A venue must be chosen and reserved for the performance. The
venue must be available for suitable performance dates and
times, and it should fit with the intended size of the performance
and the expected audience.
Engage and contract artists to take part in your performance. In
the case of theatrical performances or large ensemble concerts
the works are already programmed and this step is a matter of the
leadership holding auditions or inviting suitable performers.
However, in the case of many small-ensemble events like
Tapestry this step can also include the artistic programming of
individual ensembles.
In business terms this step is called communication or publicity
because it involves sharing the information about your product
with potential consumers. This is only one part of the larger
concept of marketing, which can be thought of as a constantly
evolving discourse between producers and consumers.
Communication is an action that should be taken throughout the
process of planning a concert from the moment that your agenda
is set until the start-time of your performance.
Over the rest of the preparation period and rehearsal process it is
necessary to be in constant contact with performers and venues.
You must meet the needs of the artists in order to facilitate a
high-quality performance.
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8. Performance and Providing
and Experience

9. Evaluate

When it comes to performance day you must be prepared to meet
the needs of the audience as well as the performers. In the
performing arts this is especially important because the product
that you are selling is in fact an experience. Give each audience
member a good experience and it will encourage returning
customers. This key step boils down to customer service and can
also come in to play if you are pre-selling tickets to a
performance.
After the performance event is complete it is important to gather
information from reviews and from speaking with artists and
audience members alike. As an arts presenter you will almost
always be planning another performance, and it is necessary to
evaluate and reevaluate your practices in order to provide all
parties with increasingly positive arts experiences!
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The Local Art-Music Climate
When setting out to create a new product of any kind it is important to know what your
prospective consumers already have access to. In this case I wanted to create a new concert
series for the art music audience of State College and Penn State. In order to decide what type of
concerts I would organize I had to collect information on the musical offerings that local
audiences already had access to. I decided to gather information on all of the art music offerings
both on Penn State’s Campus and off-campus in State College.

Art Music in State College
State College is home to a large number of musical ensembles. The town and
communities that immediately surround it support two orchestras and a youth orchestra, a
municipal band, several musical theater companies, several choirs, one big band, an excellent
public school music program, and a plethora of small ensembles that participate in diverse
musical activities throughout the area.
- The Nittany Valley Symphony is State College’s community symphony orchestra. It is
the largest ensemble with an assortment of volunteer and professional members. On top of their
regular symphonic season the orchestra performs a pops concert during the summer time and a
family concert in the spring that features the winner of a young artist concerto competition. 1
- The Pennsylvania Centre Orchestra is the only entirely professional ensemble in the
area. This chamber orchestra was founded in 1990 and employs local professionals as well as
School of Music Faculty and talented students. The ensemble is flexible in size and performs
1

Information can be found at http://www.nvs.org/
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symphonic repertoire as well as pieces that feature more unusual instrumentation. Like many
chamber orchestras, PCO often perform in churches or other unconventional venues. The
organization also does educational outreach with public schools and programs small
performances for its events which feature its musicians in different ways. People can also hire
PCO players in chamber groups for their events. 2
- The Central Pennsylvania Youth Orchestra(CPYO) is part of PASCP or the Performing
Arts School of Central Pennsylvania. This school hosts both the youth orchestra and a ballet
school in the State College Area. The CPYO division of PASCP is open to tuition paying
members from all over the area who are admitted by audition. Members of the full orchestra are
usually advanced middle-school and high-school aged musicians, but the division includes a
smaller chamber ensemble for younger players as. CPYO performs two concerts per year. 3
- State College has a thriving jazz scene which features many local artists, some of whom
are affiliated with the University and some who are not. A few of the most notable groups are the
Zeropoint Big Band and the Rick Hirsch 4. Zeropoint performs regularly throughout all of
Central Pennsylvania and has a standing gig on the first Tuesday of each month at the American
Alehouse in Toftrees. 4 The Rick Hirsch 4 is a combo that performs at local venues all over town
and can be heard at special events. Their lead saxophone player, Rick Hirsch, is involved in
some way with almost every jazz performance in State College. 5

2

Information at http://www.centreorchestra.org/

3

Information for CPYO on the PASCP Website: http://www.pascp.org/about-3/

4

Visit the Zeropoint website: http://www.zeropointbigband.com/

5

Rick Hirsh’s Jazz website: http://www.rickhirschjazz.com/
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- The State College Choral Society is a vocal ensemble made of about 140 members from
all over the Centre Region. The chorus performs two classical concerts each year with a focus on
presenting masterworks, often in collaboration with soloists and orchestra. These pieces would
not normally be heard or performed in the State College area, and the Choral Society takes pride
in presenting this music. They also perform a yearly Christmas Concert to celebrate the Holiday
season. 6
- The Orpheus Singers are an auditioned chamber choir made of State College
community members and students from the University. The choir was formed in 2012 by Penn
State’s Director of Choral Activities, Dr. Christopher Kiver. The Orpheus Singers come together
for specific projects such as an annual performance of Handel’s Messiah with the Pennsylvania
Centre Orchestra. They often perform when the Penn State School of Music wants to bring in
community members to bolster the ensemble of large works like Bernstein’s Mass or Puccini’s
La Bohème 7.
- The Nittany Valley Children’s Choir (NVCC) is an award-winning ensemble that gives
choral opportunities to children aged 5 to 18. They have two unauditioned groups for different
age levels and an auditioned flag-ship ensemble called the Concordia Singers. This group is
consistently recognized by the American Choral Directors Association as one of the Nation’s
finest treble voice choirs. The Concordia Singers can often be heard performing at Music
Educators or Choral Directors conferences, as well as with other local ensembles. The Nittany
Valley Children’s Choir usually presents two full concerts a year in State College. 8
6

Information on the Choral Society: http://www.scchoralsociety.org/

7

The Orpheus Singers: http://orpheussingers.wix.com/info

8

For more information on the NVCC: http://nittanyvalleychildrenschoir.org/
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- The State College Area Municipal Band is the only concert band that is not affiliated
with Penn State or the Public School system. As their name implies, they are closely connected
with the municipal system of State College through a partnership with Centre Region Parks and
Recreation. The ensemble is made up of community members from around the State College
Area and presents four concerts during the concert season as well as performances at special
events such as Memorial Day, Independence Day, and The Central PA Arts Festival. The
Municipal Band prides itself on its traditional band repertoire and its ability to present concerts
that are free to the public. 9
- The Classical Chamber Music industry in State College is alive and well, but it can be
difficult to get in touch with ensembles unless one is already connected with the main players.
Most of the musicians who are involved with chamber music are also members of the
Pennsylvania Centre Orchestra or the Nittany Valley Symphony, referenced above. The players
and ensembles do not present regular concerts, but do prepare music for specific public and
private events such as weddings or fundraisers. One such flexible group is called the Community
Chamber Artists. This group contracts professional wind and string players as well as harpists
and pianists. 10 Another chamber collective of note in State College is the Allegria Ensemble.
This ensemble features some professional wind players as well as a string quartet. The musicians
can mix and match for pieces of varied chamber music instrumentation. These musicians are
available for private and public events, and regularly engage in educational outreach as well. 11
9

The Municipal Band website: http://www.crpr.org/agency/MuniBand/band-intro.html

10

Community Chamber Artists Website: http://communitychamberartists.org/

11

More information on the Allegria Ensemble: http://www.allegriaensemble.com/home.html
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- The Public School Music Program of State College is also worth mentioning here. The
High School alone has several concert bands, choral ensembles, a full orchestra, and string
groups. These groups are regularly competitive at music festivals and competitions for high
schools. Much of the school music audience is comprised of parents, but these concerts are an
excellent place for anyone to enjoy high-quality music. 12

Art Music at Penn State
Like many of the industries in State College, classical music is overwhelmingly
dominated by Penn State. Although the biggest presenter of music performances at Penn State is
the School of Music there are a few other presenters on Campus that need to be mentioned as
well:
- The Palmer Museum of Art presents a series entitled “The Art of Music;” Performances
in this series usually take place once a month on Wednesdays at noon and feature performances
by faculty, and student musicians as well as community members who are not affiliated with the
University. These are not large-scale musical events, but because of their interesting location,
and unusual programming that usually features chamber music and solo musicians without piano
they are worth mentioning. 13
- The Center for the Performing Arts (CPA), also a part of the College of Arts and
Architecture, is the second largest presenter of fine art concerts after the School of Music. Each
12

The School District’s Music Division website: http://www.scasd.org/music

13

The Palmer Museum’s events calendar: http://www.palmermuseum.psu.edu/events.html
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year CPA hosts instrumental chamber ensembles such as string quartets, and wind quintets,
chamber vocal groups, choral groups, large and small classical orchestras, jazz combos and jazz
orchestras, musical theater productions, and a host of solo and ensemble performers who do not
fit in to clear categories. The artists who perform on our campus through CPA are usually highlevel professionals in the midst of national or international tours. Tickets to see these
professional performers can be among the most expensive for audience members, but they
provide a good alternative for driving to Pittsburgh or Philadelphia to hear the same high-quality
of music. 14
- The School of Music(SoM) at Penn State is by far the largest presenter of musical
performances in the area. Their performances can be divided into two groups: large ensemble
concerts, and solo or chamber music recitals.
There are four concert bands, two that are made mostly of music majors and two nonmajor concert bands. The Orchestra program consists of a large Philharmonic Orchestra, a
smaller Chamber Orchestra, and an unauditioned Campus Orchestra. There are six auditioned
choral ensembles, one unauditioned ensemble, and four chamber choral groups that are each
drawn from one of the larger choirs. Penn State’s SoM offers three auditioned jazz bands.
Finally, The School of Music and School of Theatre combine forces in the opera theater
program, which puts on one production each semester. Large ensembles perform one or two
concerts per semester and regularly join with other ensembles and soloists for collaborative
masterworks. On top of these curricular ensembles graduate students in conducting for all areas
are required to bring ensembles together for their conducting recitals. There are many
opportunities to see large musical ensembles on Penn State’s Campus.
14

Visit the CPA Website for season information: http://www.cpa.psu.edu/
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There are even more opportunities to see soloists and small groups performing at Penn
State. The school puts on dozens of recitals each month featuring both Performance and Music
Education majors. Faculty and faculty ensembles such as the Pennsylvania Quintet also perform
recitals regularly. There are studio groups that perform regular events like OcTUBAfest, Horn
Ensemble, and Trombone Choir concerts. Graduate students are often required to be part of
Wind and Brass Quintets or String Quartets. DMA candidates in piano performance are required
to put on solo recitals as well as chamber music recitals. The Jazz Area organizes small combos
that perform in a feature recital each semester. Even the Composition Studio puts on Musica
Nova each semester to showcase their work. On top of all of these individual events the School
of Music has two standing events called Bach’s Lunch on Thursdays at Noon, and Common
Hour, on Friday’s at 2:30. Performances at these events usually feature students, but they are
regularly used to present guest artist recitals and lectures.
A notable event is the annual performance spectacle “Mosaic,” which takes place on the
first Sunday of December in Eisenhower Auditorium, the largest venue on campus. The purpose
of having this performance at the end of the fall semester is to feature the wide variety found a
amongst the school’s top ensembles and a host of solo and small group performers. The featured
performers have diligently prepared their music and won spots through an audition adjudicated
by faculty from all departments of the school. 15
The last School of Music activity that I want to note is the summer festival, Music at
Penn’s Woods. This is a professional festival that is better thought of as a partnership between
the SoM and the community, and features orchestral and chamber music. The performers are
local faculty, students, and professionals as well as alumni and friends who are invited to State
15

Information about all SoM activities can be found here: http://music.psu.edu/
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College for the festival in June. Music at Penn’s Woods presents two orchestra performances,
two chamber concerts programmed with diverse pieces, and an outdoor concert event presented
in Penn State’s Arboretum. Audience members can roam the garden while listening to and
learning from different performers before a large ensemble performs on the main lawn. 16
After reviewing every musical offering that I could find in both the State College and
Penn State communities I had gained a serious appreciation for the multitude of art music and
classical music offerings in our area. More importantly, I found that there were very few
opportunities to hear an array of music during one performance in the area. Outside of the School
of Music’s “Mosaic,” it is very rare to hear things like jazz and classical music presented
together. I saw this as a gap in the local music offerings because it effectively segregates
audiences based on their preferences. With the information and inspiration that I got from
reviewing the art music scene I was able to come up with an original idea of how I might be able
to fill this gap by offering performances for audiences who appreciate a wider array of art music.

16

Visit the Music at Penn’s Woods Website for details: http://mpw.psu.edu/
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The Development of the Tapestry Idea
After deciding to produce a classical music program and taking the time to study the local
art-music environment I had one big question left to answer: “Who is my audience?” In an
entrepreneurial sense I had define what kind of consumer I wanted my product to appeal to. As I
found out over the course of this project the answer to that question is not easy to define, and
when one does find an answer it is not set in stone. Over the course of my project a change in the
answer to this question forced me to adjust the direction of my project in mid-planning. For now,
I will focus on the initial design of Tapestry and my first broad (if not naïve) answer to the
question of “who is my audience?”
For well over a century there has been a trend in the classical music industry to program
concerts with the goal of attracting different or new audiences to the concert hall. The Boston
Pops founded in 1885 are perhaps the most famous example of a group that was formed to
present light music with a popular appeal. In more recent years there has been a trend toward the
performance of video game music in a symphonic setting such as the Pittsburgh Symphony
Orchestra’s popular series based on Legend of Zelda. Amongst small ensembles like the Kronos
and Vitamin string quartets there is also a striking trend to reinterpret popular music from
Radiohead to James Brown. Over the my few years of music study I have developed a desire to
rebel from this practice, and to create a performance project with the core audience of classical
music lovers in mind.
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I decided that I wanted to program a recital series with a focus on interdisciplinary
programming of art music rather than placing popular culture in the concert hall. In developing
this idea, I was influenced by the chamber music concerts from Music at Penn’s Woods and by
the School of Music’s Mosaic. These performances feature diverse music often with unusual
instrumentation. Mosaic was the major source of inspiration. It features well-rehearsed music
from across the genres of art music including vocal music and jazz as well as contemporary, and
historical styles. I wanted to scale down the model of Mosaic and create an event to feature
several very different solo and small ensemble acts in one performance. The events would
include vocal music, jazz, musical theater, and anything from classical string quartets to
contemporary saxophone quartets.
I also decided that my project would differ from Mosaic in two important ways. The first
was that I wanted to feature local musicians alongside of Penn State students and bring the
performances out in to the community. My goal in making this decision was to present music
from all parts of our community in one performance. The second big difference in my project
was my plan to design a way for audience members and performers alike to learn from each
other and foster an appreciation for a wider variety of genres within art music.
Once I had formulated a rough plan I chose to organize myself with an approach that
emulated professional arts organizations. This meant that I needed a clear and concise mission
statement. However, alongside of this short statement I wanted to clarify my ideas in order to sell
the project to potential performers and venue hosts. This meant that I also needed to generate and
explain a title for the project series, and to describe the way that the events would be organized. I
decided to create a three-part document to be used as the introduction to my project. The original
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document that I shared with performers, venues, and other parties as an introduction to Tapestry
can be found in Appendix A: Part 1.
In the creation of my plan for Tapestry I believed that I had designed a project that would
be very valuable to the local music community. A series of small recitals with programming
from diverse musical disciplines would give audience members the chance to hear a wide range
of live music in one afternoon. In the planned discussion portion I wanted musicians to have the
chance to reach out to new listeners and advocate for their genre and future performances. These
efforts are very important to me because I believe that they can help to strengthen the
community’s core music audience. By reaching out to people who already appreciate one form
of art music I hoped that each would gain new listeners and supporters. State College and Penn
State have many diverse opportunities for audience members to hear music, but Tapestry would
be a new way for all audiences to come together while listening to, learning from, and engaging
with local art-musicians.

19

Planning and Preparation for Tapestry

Reserving Venues
The next step was setting a date and time of performance and reserving a venue to meet
the performance needs. I had to complete these two steps before I could ask any musicians to
commit to perform as a part of Tapestry. I wanted to mount the Tapestry performances during
consecutive weekends at a time of year when there would not be a wealth of other music
performances to conflict with mine. The beginning of the spring academic semester was the best
choice for several reasons. Both the School of Music and local ensembles tend to schedule their
large performances later in the spring time. Similarly, most student solo recitals are scheduled
close to the end of the academic semester. This means that there are relatively low numbers of
concerts and recitals in January and February. I knew that I would be asking several small
ensembles from the School of Music to commit to these performances. Having the performances
at the beginning of the semester meant that the groups would be able to perform music that was
prepared during the previous semester, thus ensuring a degree of quality in Tapestry
performances. Sunday afternoon does not usually conflict with class or the work week for
performers or audience members. So, I decided to reserve performance time on three Sunday
afternoons: The 24th, and 31st of January, and the 7th of February.
When choosing where to host these performances I wanted to orient them toward the
community, so I chose to rule out Esber Recital Hall in the School of Music. Next I decided to
make a list of practical needs for the venue to help decide what kind of performance space would
suit Tapestry best. The chief practical concern in performance is the quality of the sound.
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Performances must take place in a pleasant acoustical environment, which allows the performers
as well as audience members to hear the music clearly. It is also imperative that the venue have a
well-maintained and in-tune piano, as well as enough space for a small choral or instrumental
ensemble. For Tapestry I also required a room outside of the performance space to set up a
reception, and space for the musicians to warm-up or store their instruments. Finally, I had to
have a good space for the post-concert discussion. I wanted a performance space that would
facilitate conversation between performers and audience without a large division between the
house and the stage.
After ruling out small unconventional spaces such as cafés and hotel lobbies, I was left to
choose from more standard spaces like theaters and churches. Many traditional theaters and
concert halls lack a separate dedicated social space, so I chose to reach out to local churches and
request the use of their facilities. I chose three churches in downtown State College that I knew
would have useful social spaces and good acoustic quality.
I first approached my contacts, the music staff members, with the proposal information
that is shared in Appendix A: Part 1. This included a short letter of introduction to my project as
well as the Mission Statement and expanded Purpose/Procedure Statement. Once I had received
positive feedback from my contacts, I chose to create a brief agreement for my use of their space.
This was in the interest of generating a professional proposal that could be shared with other
church staff members. In my Venue/Host Agreement I outlined what the facility owners could
expect from me while using their space, and detailed the support and resources that I requested.
You can view this agreement in Appendix B.
Once I had generated the agreement I scheduled in-person meetings with my contacts. At
these meetings I was able to request my preferred performance times based off of information
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that I had gathered from their public calendars. I also came prepared with a clear idea of my
needs and expectations and the agreement that I had written. This high degree of preparation and
professionalism made my events an easy sell, and in each case I was granted the use of facilities
and a waived facility usage fee.
Two of the three churches had their own standing contracts, which external groups were
expected to sign before being added to the calendar or receiving a key to the building. These
church contracts generally included all of the negotiated details about which spaces would be
used and when, as well as contact information that could be kept on file. They also described
rules for outside use of the church such as what equipment was not to be moved how to return
everything to its proper place. These documents were much more detailed than the one that I had
created and they took precedence. However, my presentation of a formal agreement upon
approach to all three churches established a clear measure of credibility and had the added
benefit of sharing my expectations with the venues.

Contacting and Contracting Performers
Once I had set the performance dates it was time to reach out to potential performers. I
knew that this step in the process would most likely be the most arduous, so it was important to
approach musicians with a careful plan. Rather than putting out a passive call for performers I
decided to approach ensembles and individuals with an invitation to perform as part of Tapestry.
In this way I sought to demonstrate to potential performers that Tapestry would be an event
worth participating in. The text of the invitation letter that I sent to performers can be found in
Appendix C. This letter was sent to students and ensembles from the School of Music as well as
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amateur and professional musicians in the community outside of Penn State. It was my hope to
engage five soloists or ensembles for each program drawn from Penn State and the State College
Community.
It can be difficult to ask ask musicians to be well-prepared for volunteer commitments, so
I decided to create an agreement that was similar to the venue agreement for use in contracting
all Tapestry performers. With this formal agreement I hoped to ensure that musicians would take
their Tapestry engagement seriously. The agreement included expectations for preparation of the
music and participation in the discussion after the performance. Each performer, whether soloist
or ensemble member, signed this agreement detailing the date of their commitment and their
acknowledgement of the expectations before I finalized the programs. The Tapestry Performer
Agreement can be found in Appendix D.

Flexibility and Changing the Plan
After reaching out to performers I received many positive responses of interest in my
project. I was able to set up meetings with student groups and individual performers early on and
to get many commitments from Penn State students in the fall semester. It was easy for me to get
performers from the School of Music interested in Tapestry. These were my friends and peers,
many of whom share interests in generating new and unconventional concert styles. However, I
was not so fortunate with the professional musicians from State College. Many of these
performers to whom I reached out did not respond to me at all, but when I did hear from them I
was given a dose of reality. Although every musician that I spoke with was encouraging about
the goals of my project, I was hard pressed to find a single local musician who would be willing

23

to volunteer as a Tapestry performer. The harsh reality that I faced halfway through planning this
project was not only that I would be unable to program three full concerts as I had planned, but
also that I would only have Penn State student performers as volunteers.
If I could not convince any local performers to participate in Tapestry I also realized that
it would be much more difficult to convince local music audiences of the value of Tapestry. This
meant that I would not be able to achieve my goal of bringing the separate Penn State and State
College music communities together. At this point I was facing a change in the number of
Tapestry performances, a change in the performers who would be involved, and a change in the
answer to the big question “Who is my audience?”
Restricting Tapestry to two performances rather than three was the easiest part of this
solution. There was no important reason for Tapestry to take place over three weekends aside
from my own ambition. With two recitals I would be able to focus more effort, energy, and
resources on making fewer events more successful. When it came to the consideration of
performers I did not have much choice but to program events that featured Penn State students
exclusively. With performers drawn from Penn State I reoriented the question of audience
toward a focus on students from the School of Music. Although there was a change to the nature
of my audience, it did not greatly alter the goal of my project. Even in this smaller section of the
art music community I believed that there was still a need for events which focused on diverse
programming and increased discussion.
I decided to adjust my Mission Plan and Purpose/Procedure Statement to aid in resolving
this change of direction. This was also the time when Tapestry’s name became set in stone. I
initially called my project “The Tapestry Series” in many documents. However, in discussing the
project I found that this name felt too clunky. At the time when I had to rewrite the Mission
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Statement I decided on referring to my project by the single word “Tapestry.” This was followed
by the short descriptive phrase: “A Student-Led Chamber Music Series.” You can find the final
version of Tapestry’s Mission Statement and other descriptive materials in Appendix A: Part 2.
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Branding and Publicity for Tapestry
Now that performance dates were set, and I had begun to line up performers it was time
to really focus on how I would introduce the concert series to its audience. In my entrepreneurial
classes I have been taught that new products are much more successful if they have a clear brand.
The brand comes across in the name of the product, and often involves a graphic logo to be
associated with the brand. I was already happy with my title: “Tapestry: A Student-Led Chamber
Music Series.” The name was partially inspired by the School of Music’s Mosaic. Like Mosaic,
Tapestry evokes an extra-musical art form that is created by bringing many parts together to
form a cohesive whole. In my project this image symbolizes several types of music being woven
together to create a new and cohesive performance. The second part of Tapestry’s title is
important because it takes the confusion out of the new series. By describing exactly what
Tapestry was in a few words I wanted to make sure that potential audience members would not
dismiss these concerts out of hand.
Once I had an effective project title I wanted to take my brand one step further and work
with a graphic designer to create a logo for Tapestry. Since the project was already being
performed entirely by students I thought that I would approach a student designer from Penn
State for the creation of this logo. I met one such student in an Arts Entrepreneurship class. She
was already building a professional portfolio and was able to share several past project with me
before we got started on a design for Tapestry. Over the course of several sessions we chose a
font that would give me the look that I wanted for Tapestry. Then we spent time on a graphic that
would symbolize the goals behind Tapestry. We ultimately settled on a tessellated pattern to
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symbolize the way that different genres of music fit together to give us the great art-form that we
study as musicians. This graphic featured the full word Tapestry in one version as well as a
smaller round version with a capital “T” over the tessellated pattern. Both of these graphic
designs can be found in Appendix E.
These logos were an essential part of my publicity plan for Tapestry. I had created a
Facebook Page that was mainly used as a way to share online events, and describe the project to
interested parties. Once the logos were completed they enhanced the visibility of this page and its
events with their eye-catching color. In addition to publicity through Facebook, the main way of
sharing concert information with music students is by putting up posters in the music building on
campus. When planning my posters for the music buildings I decided that I would design them
myself. This decision hinged on the fact that I had already spent money on a professionally
designed logo. I wanted my poster to elaborate upon the nature of my project including the postconcert panel discussion and the types of music that would be heard. I also wanted to save
money by including information for both programs on the same poster. Ultimately, I created a
full-page print to display around the school. However, there was a lot of information to read on
this poster, and I became concerned that people would not stop to look at the posters.
In anticipation of this problem I chose to create a smaller quarter-page card for each
concert. The cards had a simple design with the full logo on one side and brief information about
date, place, time, and musical programming on the opposite side. These cards were placed in
piles around the school so that they could be taken by audience members to remind them of the
Tapestry performance dates. The poster that I generated and both of these cards can be seen in
Appendix E.
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Preparing and Presenting

Tapestry Programs and Program Notes
Because of Tapestry’s nature as an event that goes beyond performance I thought it was
important to have something more than just a program for the audience. However, it is also
important for undergraduate Music Majors at Penn State to turn in concert programs for credit.
Therefore, I decided that I would have both a regular School of Music Program for each concert
and a booklet of program notes. I asked all of the performers to provide their own information
about the music that they were performing or a short bio of their ensemble. To go along with
these conventional program notes I added a section of blank space for audience members to write
their own notes about each ensemble’s performance. I included a few questions as prompts and
encouraged audience members to write their thoughts as they were listening. I believed that this
activity would encourage active listening in way that is not possible in a darkened concert hall. It
was also meant to give audience members the chance to write down their questions for
performers at the panel discussion. The concert programs and program notes can be found in
Appendix F.
The program for Tapestry’s second concert differs from its program notes. This
difference marks another important moment of change. The problem that arose was a performer
conflict with an important rehearsal. Three of the four vocalists for Brahms’ Zigeunerlieder were
scheduled for a mandatory rehearsal of the Penn State Opera Theater on the afternoon of
Tapestry’s Second Concert. Attendance at their rehearsal would affect each individual’s grade
for the Opera Theater course, so it was impossible for them to be at my event. I had gotten these
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musicians to sign the agreement saying that they would be part of Tapestry well before they were
given their rehearsal schedule, but because of the graded nature of their conflict I was not able to
assert a strong claim over their time.
Fortunately, I was able to be flexible and to find a simple and musically effective
solution. The fourth vocalist of the Brahms Quartet and the accompanist were both highly
qualified musicians and long-time colleagues. These two performers were willing to prepare
selections from Robert Schumann’s Song Cycle Dicheterliebe as an alternative in a very short
period of time. I felt that the balance of Tapestry’s second program was effectively maintained
by including this cycle of romantic music for the classical voice.

Two Weeks of Tapestry Performances
The final Tapestry performance dates were set for Sunday, January 31st at 3:00 and
Sunday, February 7th also at 3:00. Beginning a few weeks before the first performance my main
goal was to schedule meetings with performers in order to make sure that they were musically
prepared for the expectations of event day. I scheduled these meetings during rehearsal times so
that I could hear each ensemble’s work and coach them on the discussion portion of Tapestry.
This meant that I would hear the music prior to performance, and I hoped that it would
encourage the performers’ early preparation. My plan for the discussion was that after all five
performance groups played in the recital portion, I would bring each group back up to the front
one at a time. This would give both the audience and myself a chance to ask questions and
discuss the kinds of music that had been performed that day. I planned on being the moderator of
these discussions so that I could keep the conversation from stalling by using my own prepared
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questions. When meeting with performers prior to the concert I asked them questions about their
music so that they would be prepared for the questions I would pose on event day.
I also recognized that it was important to give performers the opportunity to play in their
performance space ahead of time. Therefore, I scheduled a two-hour block on the Friday evening
preceding each performance as a dress rehearsal. I had to offer a specific time for the dress
rehearsals because it was impossible to schedule around the availability of all five groups. If
performers could not make it to this rehearsal on Friday evening they were invited to have a
sound check prior to the performance on Sunday.
For both performances I planned to arrive over an hour before the event’s start time with
the concert programs, the program notes that I had generated, and enough pencils for a full
audience to take notes during the performance. During the events I decided that I would act as a
Master of Ceremonies and introduce each musical act. At the end of the music in Tapestry’s first
performance I set up chairs in the front and called up each ensemble to speak with me one at a
time. Each individual musician introduced him or herself and the groups answered some
questions that I had prepared for them. After this, audience members were given a chance to ask
questions and enter in to discussion with the audience. The session after the first concert was
very successful overall and intelligent musical discussion flourished. While the discussion took
place my mom was preparing a reception with refreshments where performers and audience
members could mingle for more light discussion.
At this time, I was able to get feedback on the event from different audience members. I
learned that Penn State’s music majors found a lot of value in the opportunity to talk about the
music that they had just heard, that non-music majors with interest in music thought the event
was very informative, and that non-musicians were at least entertained by the music portion of
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Tapestry. However, the non-musicians in the audience did not seem to find much value in the
discussion portion of the event. Many of them expressed reluctance to participate in the
discussion and an inability to follow the technical musical aspects of the conversation.
I did not find this news particularly surprising because I had refocused my efforts on
generating a Penn State student audience. For the most part there were only a few musically
trained individuals from the audience participating in the discussion. These were either
performers from Tapestry or music students from Penn State who were curious about the
preparation and practices of their peers. They asked questions about the music using their
accustomed industry-specific terminology. I was pleased with the discussion and interested in the
subject matter that was generated and I felt that many audience members left with some
newfound appreciation for the work of their peers.
For week two of Tapestry I wanted to follow a similar plan with a few changes that I
thought would improve the overall event. In the first week the the music started at 3:00 and the
post-concert discussion ended at about 5:00. This meant that the first Tapestry event lasted for
two hours of engaged effort by the audience with no break. It was a bit too long and many of my
audience members expressed a desire for some sort of intermission. For the second Tapestry
event I planned to give the audience a break between the music and the discussion. Unlike the
first time around the reception was set during the recital. Audience members were then invited to
get food and chat for a few minutes before the beginning of the panel discussion. Due in part to
these changes the second event was also very successful, and both Tapestry events gave me
many ideas about how Tapestry could be improved in the future.
The discussion portion of Tapestry’s second event was also successful in generating
intelligent musical discussion, and this time it was perhaps a bit more accessible despite the fact
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that the discussion group was smaller. Because this event featured jazz and musical theater
alongside of classical performance there was more content that the trained musicians did not
understand. It was fascinating to watch string players and singers as they listened to a jazz duo
describe their rehearsal process. Likewise, I was happy to see instrumentalists asking questions
about character and text in vocal music. By comparing this discussion with the first discussion I
realized that more careful programming could go a long way in making Tapestry interesting for a
broader audience of musicians and non-musicians alike.
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Extending Tapestry to the Future
I was very pleased with the result of both Tapestry performances because of the quality
of music that was offered and the discussion that it sparked. However, as with every venture
there are plenty of ways that this project could be improved. When I first conceived of this
project I wanted to create a series of chamber music concerts that would bring the local music
audience from Penn State and State College closer together. However, over the course of the
project this goal was changed, and I chose to focus on generating an audience of music students
only. The outcome of the Tapestry events was filled with evidence of the incomplete nature of
this change in goal. There were audience members from the State College community who did
not feel comfortable participating in the high level of discussion. But on the other hand the
concerts were not particularly well-attended by Penn State students who did not want to travel all
the way downtown. After both events were finished I felt strongly that improving upon Tapestry
would require more specialized planning for a either Penn State audience or a community
audience to be successful. But first, there are several general changes that I would make
regardless of the intended audience or purpose of Tapestry.
The first and most important change would be to program shorter recitals. Each Tapestry
program featured five ensembles who performed ten-fifteen minutes of music each. In the future
I would shorten the performance portion by having three ensembles perform in ten to fifteenminute time slots. I think that this decision would enhance Tapestry’s mission by allowing for
programming that is focused on generating discussion. Each performance group would be chosen
more carefully to create a more memorable structure in the full concert. In this way audience
members would be able to enjoy each individual performance and explore their interests more
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thoroughly during the discussion. In this format I hope that Tapestry would feel more welcoming
to all listeners and provide a better educational experience.
Along with this change I would spread Tapestry events throughout the year. Instead of
having two or three concerts in consecutive weeks, Tapestry would be a series that took place
intermittently. This would make it easier to program performers and attract audience members to
individual events through word-of-mouth advertising. In the future Tapestry would best serve its
audience by being a smaller series that hosts regular events throughout the year. In this way
Tapestry would maximize the return on its goal of generating conversation and closer ties within
the music community that it serves whether within Penn State or elsewhere.
Finally, Tapestry needs to have a better way of encouraging audience members to stay for
the post-concert discussions. At Tapestry’s first performance I kept the audience captive for the
discussion, but it was clear from their body language that most of them needed an intermission
break. At the second performance I allowed the audience a break while they moved to a different
room for the discussion. However, many audience members used this break as an opportunity to
leave and did not participate in the discussion at all. I hope that shortening the musical portion of
future Tapestry events and programming events more carefully would encourage people to stay
for the discussion. However, I would also make sure to better publicize this portion of future
Tapestry events. The best way to make sure that people stay for the discussion is to make sure
that it does not seem like an optional part of the event. Unlike a pre-concert lecture Tapestry was
created to feature both musical performance and discussion. In the future I would be sure to
communicate this more clearly to my audience: The post-concert discussion is a unique and
equal part of Tapestry, which offers something that cannot be found at other classical music
events in the area.

34

If the Tapestry audience were to continue to be drawn from the Penn State School of
Music I would choose to operate future efforts in a few different ways. The first and largest
change that I would make would be moving Tapestry to the Music Building. This is important
because many music majors live in the North Residence Halls near the music building and are
much more likely to leave their dorm rooms for a performance that is nearby than they are to
walk downtown. Those Music Majors who do not live in North Halls still spend a lot of their
time in the Music Building on the weekends and would also be more likely to attend Tapestry at
this location. In the music building I would reserve a large rehearsal room like 110 or 122 for
Tapestry. In one of these rehearsal rooms I could set up small performances and snacks that
could be enjoyed throughout the event during both the music and discussion portions. I believe
that future Tapestry efforts would be fun and successful in bringing the school closer together.
The implementation of a plan for Tapestry as a community or professional music series
would have to be very different from its implementation at Penn State. To begin with, without
the support of the School of Music, Tapestry would incur many expenses. The director of
Tapestry would need to find a way to pay for programs, publicity, and venue use. With local
professional performers he or she would likely need to pay musicians as well. To solve the
problem of funding Tapestry would be best served by connecting with an extant music
organization such as a local orchestra. In lieu of this, Tapestry would probably need to be
organized as a non-profit with a board of directors and donors to help in defining and achieving
its goals.
With the goal of attracting a community audience Tapestry has the potential to be
reproduced virtually anywhere by anyone. However, the director of Tapestry would need to be a
long-term member of the local music community. It takes a lot of familiarity with local resources
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and priorities to successfully carry out this type of project. But for anyone who is interested in
Tapestry as a vehicle to enhance their local art-music community I believe that I have laid the
groundwork for the creation of a rewarding and meaningful chamber music series.
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Appendix A
Part 1: Mission Statement; First Version
Mission Statement
The mission of the Tapestry Series is to bring diverse segments of the local art music
audience together in a new and radically inclusive way. To achieve this end we will create
innovative musical programs and a structured forum for both the performers and the audience.

Why Tapestry?
A tapestry is a decorative fabric that is woven from many strands to form a textile work
of art. The most famous medieval examples depict complex beautiful designs or important
historical scenes. These tapestries were often hung on the wall for insulation to keep stone
buildings warm during the cold winter months. The Tapestry Series will likewise tell the story of
art music through history while warming our hearts with excellent music in the winter months.
The Tapestry series will be the loom that brings the diverse strands of art music lovers in our
community together and weaves them in to a greater whole.

Purpose and Procedure
Much of today’s new musical endeavors in the fine arts are designed to expand audiences
by drawing new listeners. However, this attempt to draw in a new audience often leaves the core
audience feeling alienated by the musical organizations that it supports. With the Tapestry Series
I hope to engage the core of the local musical community with a new endeavor created for them
rather than for a new audience.
This musical community is made up of jazz, choral, operatic, musical theater, and
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traditional instrumental audience segments that rarely if ever overlap in a meaningful way. The
Tapestry Series will remedy this by programming a wide variety of art music that appeals to a
broad audience drawn from every art music niche.
The ultimate goal of the Tapestry Series is not simply to attract this wider audience. We
also seek to take the disparate segments or strands and weave them closely together to form a
fabric of support at the core of the musical community. Success in this endeavor will be reflected
by increased communication, interest, and attendance throughout the musical community.
Tapestry’s Post-Concert Panel Discussions will immediately follow each performance
and are perhaps the more crucial factor in the pursuit of this goal. After the final performers
finish all soloists and ensembles will assemble in a panel in front of the audience and talk about
their craft. The audience will have the opportunity to ask questions as well as to learn about how
each performer or ensemble approaches their genre and art music as a whole. After the panel
discussion is wrapped up there will be refreshments and the opportunity for open conversation
between artists and audience members alike.
It is our purpose to ensure that both the seasoned concertgoer and performer will leave a
Tapestry event having learned something new about music and the people who make it. Each
participant will leave with a strengthened belief in the power of art to reach diverse groups of
people and a renewed desire to share his or her knowledge, expertise, and love of music.

38

Appendix A
Part 2: Mission Statement; Final Version
Mission Statement:
The mission of Tapestry is to bring diverse segments of Penn State's music audience
together in a new and radically inclusive way. To achieve this end we will create innovative
musical programs and a structured forum for both the performers and the audience.

Why Tapestry?
A tapestry is a decorative fabric that is woven from many strands to form a textile work
of art. The most famous medieval examples depict complex beautiful designs or important
historical scenes. These tapestries were often hung on the wall for insulation to keep stone
buildings warm during the cold winter months. Tapestry will likewise tell the story of art music
through history while warming our hearts with excellent music in the winter months. This series
will be the loom that brings the diverse strands of art music lovers in our school together and
weaves them in to a greater whole.

Purpose and Procedure:
Much of today’s new musical endeavors in the fine arts are designed to expand
audiences by drawing new listeners. However, this attempt to draw in a new audience often
leaves the core audience feeling alienated by the musical organizations that it supports. With
Tapestry I hope to engage the core of the musical community with a new endeavor created for
them rather than for a new audience.
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The Penn State musical community is made up of jazz, choral, operatic, musical theater,
and traditional instrumental audience segments that rarely if ever overlap in a meaningful way.
Tapestry will remedy this by programming a wide variety of art music that appeals to a broad
audience drawn from every art music niche.
The ultimate goal of Tapestry is not simply to attract this wider audience. We also seek to
take the disparate segments or strands and weave them closely together to form a fabric of
support at the core of the musical community in our school. Success in this endeavor will be
reflected by increased communication, interest, and attendance throughout the school.
Tapestry’s Post-Concert Panel Discussions will immediately follow each performance
and are perhaps the more crucial factor in the pursuit of this goal. After the final performers
finish all soloists and ensembles will assemble in a panel in front of the audience to talk about
their craft. The audience will have the opportunity to ask questions as well as to learn about how
each performer or ensemble approaches their genre and art music as a whole. After the panel
discussion is wrapped up there will be refreshments and the opportunity for open conversation
between artists and audience members alike.
It is our purpose to ensure that both the seasoned concertgoer and performer will leave a
Tapestry event having learned something new about music and the people who make it. Each
participant will leave with a strengthened belief in the power of art to reach diverse groups of
people and a renewed desire to share his or her knowledge, expertise, and love of music.
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Appendix B
Tapestry Series Venue/Host Agreement
On behalf of the organizer of the Tapestry Program:
1. I take full responsibility for any potential damage to your facilities and property while
it is in use by a Tapestry affiliated performer, volunteer, or audience member during scheduled
rehearsal or performance time.
2. I acknowledge that you are donating the use of this space to a community-building and
educational project and agree to hold all of my affiliated parties to the highest standard of
behavior while participating in your space. If you perceive any problems with participants from
my program, I will address them swiftly and professionally.
3. On behalf of the host I will ask for and collect donations from the audience that will be
used to offset costs incurred over the course of scheduled Tapestry usage of the space.

On behalf of the hosting venue of a Tapestry Program:
1. We agree to allow the Tapestry performers and organizer use of necessary spaces and
equipment as defined by both parties during planning of the Tapestry event. These will include
the duration of scheduled rehearsals prior to the performance as well as the performance and
discussion portions of the event itself.
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Signature of Tapestry Series organizer:
Print: _____________________________________

X_________________________________________

Date: _____/_____/_______

Signature of the Venue Representative:
Print: _____________________________________

X_________________________________________

Date: _____/______/_______
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Appendix C
Performer Invitation Letter
Dear Musician/Ensemble,
You are invited to be part of a very exciting project that will encompass the art
music community in State College. The Tapestry Series is a small festival that will take
place over three Sunday afternoon performances on January 24th, and 31st, and February
7th. Each musical program will be different and comprise an hour of music followed by a
panel discussion where performers share their musical ideas, practices, and journeys as
well as answer any questions that the audience may have.
The thing that really makes this festival different is the breadth of genres being
included on our programs. For example, Jazz may be placed alongside operatic singing
and classical string quartets might follow contemporary choral selections. In this way the
audience who comes for the jazz would also hear operatic selections, and those who
follow choral performances would be exposed to a string quartet. The goal of the
Tapestry Series is to bring art musicians from State College and Penn State together in
order to help expose their regular audiences to a broader range of works and musical
ideas.
However, I cannot achieve this goal without your help. I need musicians like you
to share their craft with the State College community on one of these programs. The
requirement is a two-hour commitment on a Sunday afternoon, and 10-15 minutes of high
quality music that you believe represents your genre and personal artistic vision. If you
are interested in helping me achieve the goal of bringing State College’s art music
community closer together then we can set up a meeting in person to discuss the festival
further. I am very excited about this project and I hope that you will be too!

Warmest Regards,
Eli Campbell
Organizer, State College Tapestry Series.
Email: ejc5234@gmail.com
Phone: 814-933-8973
www.facebook.com/SCMusicTapestry
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Appendix D
Tapestry Performer Agreement

I, _______________________________, hereby agree to perform
as part of the Tapestry program on(circle one) Jan 31st / Feb 7th. On
this date, I (and my ensemble) will be prepared to share the best of our
music with the Tapestry audience, as well as our group’s approach to
collaborative chamber music.
As a volunteer performer for Tapestry I further agree to:

1. Respect the facilities and equipment belonging to the hosting venue during the
course of my rehearsal and performance activities for Tapestry.

2. Represent Tapestry, my school, my self, and my craft at the highest level through
careful preparation and professional comportment during rehearsal,
performance, and all Tapestry related activities.
3. Be prepared to share insights and answer questions regarding my personal and
ensemble musical practices with the audience during the Performer Panel
immediately following the performance.

X ______________________________________________________

_______________

Performer Signature

Date
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Appendix E
Logos and Posters
Large Tapestry Logo:

Small Tapestry Logo:
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Tapestry Poster

46

Tapestry Flyers (information side only)
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Appendix F
Concert Programs and Program Notes
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