
 
 
  

What Works What Does Not Work  
Designing and Planning 

Building on or from the musical life of the community: Curiosity 
about what other music and performances have occurred at the site; what 
the musical traditions and resources are in that venue; what the current 
performance might connect to, nourish or “seed”; and what is likely to 
continue and thrive outside of/after a concert, residency, or project. 

“Incurious” planning and preparation: Focused largely on the 
musical and technical needs of the musicians.  “This is what we do. It’s 
great. It’s good for you.”  

Expecting that participants have musical lives, whether or not they 
are trained musicians. This includes not only direct participants, but also 
the staff who support and work with participants, and who often help to 
create an atmosphere of expectation and investment. 

“Gift “or “Donation” programming that treats participants as less 
musically alive than professional musicians or that presumes that 
“their” music contains little that can be built on.  Programming that 
teaches rather than connects. Musicians who hide behind their 
instruments, stands, or expertise. 

“Tuning” the project or program to a specific audience, while at the 
same time inviting them to experience new styles, genres, or ways of 
making music. 

Enclosed programming: Repertoire, sets, etc. that come chiefly out 
of the needs and interests of the musicians.  Overly complex or long 
programming that is satisfying to musicians, but may leave an audience 
behind. 

Making the most of the venue: Learning what is physically, 
technically, and socially possible in the given space ahead of time and 
designing a program and performance that will make the most of what is 
available. 

Performing as in a club or concert hall: A 
performance/performers that fail to adapt to or make the most of what 
is available. 



 
 

In Performance 
Sharing musical excellence in ways that engage and “stretch” 
audiences 

“Phoned in” performances (because you do not consider the 
population in these communities a “serious” audience) 

Embodying musical engagement: Presence and involvement with the 
music, with other members of the ensemble, and with the audience. 

“Isolated” performance as if no one else were present or mattered to 
the experience of the music. 

Creating threshold-to-threshold presence: Opening up a wide range 
of processes to participation (planning, sound checks, musical selections, 
and so on). Interacting with all comers—early arrivers, staff in all roles 
(security guards, counselors, as well as supervisors and directors). 

“Getting in, getting out”: Strict concert format / leaving engagement 
on site largely to Carnegie Hall staff / treating planning, site rehearsal, 
and set up only as “arrangements.” Dealing only with point people 
(supervisors, designated contact people, and so on). 

Making the performance “porous”: Performances designed with 
intention and thoughtfulness, but open to accident, occasion, and surprise 
in ways that build a shared, immediate event. 

Bounded programming:  Highly scripted performances that have 
little “give and take”; make little response to the moment, venue, or 
audience; or become stressed when events go “off script.” 

Making musical Invitations with consequence/meaning: 
Involving an audience or participants in understanding or making musical 
choices—such choices include, but also go beyond, clapping along, singing 
the chorus, and so on. 

Closed approach to performance in which the audience is there to 
listen and appreciate, not to contribute or create musical meaning. 

In the Musical Connections Community 
Stretching: Reflection on own performance and practice in a way that 
allows individual and ensemble work to evolve; interest in new formats 
and collaborations. 

“Time after time” approach to the work, with few signs of taking up 
the specific challenges and opportunities of Musical Connections work. 

Collaborating with others in Musical Connections: Sharing of 
ideas, practices, and approaches across the community; raising critical 
questions, observing others’ performances, and offering response and 
ideas.  

“Fee for service” approach to the work: This is an engagement 
just like any other; there is little distinctive to be learned about 
performing in these venues, for a different range of audiences, or from 
others outside the genre, style, and so on.  


