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The Researcher 
 My interest in creativity goes back as long as I can remember. After earning a bachelor of fine 
arts degree in industrial design and spending over twenty years as a professional designer in the field, 
I returned to academia to pursue a Master of Fine Arts in hopes of uncovering deeper secrets 
surrounding the creative process. Completion of my Master’s thesis, which explored creativities, 
seemed to only produce more questions. This case study is the result of my continued search into the 
power and presence of creativity. There are many, sometimes contradictory views, about the nature of 
creativity. Nevertheless, many agree that the creative process involves application of past experiences 
in novel ways. Two styles of creativity that are at opposite ends of a continuum are development and 
exploration.1 A developer is an agent of stability and works toward continuous improvement to perfect 
a system, celebrating tradition. Agents of change throw away the old and invent something new to 
change a system, celebrating innovation. I turned to Krannert Center for the Performing Arts (KCPA) to 
explore these two competing styles of creativity in context, because I had heard it had a national 
reputation for breaking down barriers and merging tradition with innovation.  

Tradition denotes familiarity and conservation and brings with it certain expectations, while 
innovation pushes into the unknown through exploration and experimentation and often brings with it 
surprise, not always resulting in positive outcomes. An inherent tension exists between tradition and 
innovation. My research confounded this issue and brought to light complexities revealed while 
juxtaposing opposite ends of the performance continuum. Which brought me to my foreshadowing 
questions: Can a performing arts center accommodate experimentation without compromising 
excellence? Can high art and pop culture coexist within the same space? Does hosting a festival 
within a fine arts center create tension for patrons and/or musicians?  

 
The Research Plan 

I chose the KCPA season opening party, the Wall 2 Wall Guitar Festival (W2W), as a case to 
study based on something I had heard about the event the previous spring. Director Mike Ross, while 
speaking in one of my graduate level classes, described the W2W as “a microcosm of Krannert’s 
annual programming philosophy.” I could not think of a better way to get an overview of what was 
taking place at KCPA. 

My research approach utilized naturalistic research methods. Naturalistic inquiry emphasizes 
understanding through first-hand eyewitness accounts and aims at authentic representation of social 
phenomena. Following the advice of Geertz (1973), Kvale (1996), Lincoln and Guba (1985), Miles 
and Huberman (1984), Stake (1995), van Manen (1990) and Wolcott (1994, 2001), I sought to 
pursue the complexities surrounding the uniqueness of this event which offer possible opportunities for 
naturalistic generalization.  

 
Methodology 

                                                           
1 These styles are defined as consistent differences in the ways people prefer to plan and carry out generating and focusing activities, in order 

to gain clarity, produce ideas, and prepare for action. Most problem-solvers share some preferences associated with each style (Selby et al 

2004). 
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I began my data collection by looking at artifacts such as stage pages, web sites and give-
away materials. These permitted an indirect look at KCPA. Historical information was gathered by 
questioning the Krannert staff directly, or through electronic mail. As I could not be witness to all the 
W2W events first hand, I solicited the help of several graduate colleagues in gathering data. Interview 
participants were purposefully selected through a diversity of characteristics such as age, race and 
occupation. Semi-structured interviews were audio-recorded and transcribed. In the spirit of preparing 
a concise account, most of the interview quotations have been smoothed and shortened and 
approved by those interviewed to guard against inaccuracy and/or insensitivity.  

Data collection was followed by data analysis and reduction. Once raw data were assembled 
it was coded and analyzed based on etic as well as emic issues that emerged along the way. 
Searching for common patterns in the data, across sources, facilitated theme formation. The themes 
were key constructs used in interpreting and organizing the data. Themes were best understood by 
combining multiple data types for more comprehensive understanding.  

Through aggregation and synthesis of the different types of data, I sought to illustrate a 
coherent and holistic understanding of the major issue of the tension between tradition and 
innovation, at this particular performing arts center. Data were integrated at both thematic and 
interpretive levels through an iterative process of going back and forth and in and out of the various 
data sources assembled. The ultimate goal was to integrate and present the data in a format that 
vicariously showed meanings reinforced through researcher interpretation. Validity was addressed via 
structural corroboration through coherence across multiple data sources and instances of occurrence. 
Throughout this report I intentionally kept myself in the picture in an attempt to guide readers as they 
travel along with me through my evolving perspective, while offering vicarious examples designed to 
allow the reader to participate as both analyst and interpreter. Although this report has withstood peer 
and participant review, ultimately the readers will judge the plausibility of this account. 

 
First Impressions 

As I drove to Krannert on a warm September evening, my mind wandered to the last 
performing arts center I visited, which was in Dallas, Texas. My upbringing exposed me to a respect 
issue regarding an accepted mode of behavior attached to viewing “high brow” art. Attending a 
symphony orchestra performance required one to dress the part. As I walked into the Meyerson Center 
wearing a skirt, blazer and high heels, I carried this expectation based on traditional associations with 
performing arts centers. I anticipated entrance into a formal world of fine art lovers, ceremony and 
celebration of quality, in the traditional sense of the word. In my past experiences these expectations 
were met. Tonight, in sharp contrast, I did not know what to expect. Wanting to dress the part, I 
assumed jeans would be the appropriate selection for a guitar festival, even though it was taking 
place in a performing arts center. My favorite jeans felt a little tight, because I had not been in them in 
a while. Even so, they were much more comfortable than any dress clothes in my closet. Although 
guitar lessons in early childhood had introduced me to the instrument, I had never been to a guitar 
festival. I was a bit uneasy regarding my dual role as a participant-observer. I wanted to be able to 
blend into the anticipated informal world of guitar, or guitar music, lovers. I reached the KCPA around 
6:45 p.m., in time to find a parking place in the attached underground garage. Many festival 
attendees emerged from their cars as I walked towards the elevator. I parked my eight year old sedan 
between a late model convertible Mercedes (the top was up) and a Ford Focus.  I saw a Cadillac and 
a BMW interspersed between various makes of compact cars and CRV’s. Down at the end of the line I 
thought I saw a Bentley. 

The large elevator was crowded. I was standing so close to the woman next to me I could 
smell her perfume. An elderly couple, dressed in their Sunday best, held hands as almost twenty 
people filled the small space. Two women who looked to be in their late teens wore pastel colored 
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sweat pants (displaying Greek letters across their backsides) and were engaged in separate 
conversations on their cell phones as the elevator doors closed. A young woman wearing a sun dress 
and commanding a baby stroller complete with small child negotiated further into a corner as the 
crowd adjusted to make room for the retrieval of a dropped handbag. As a middle aged man dressed 
in a silk shirt and slacks bent down to pick up the fallen purse and return it to its rightful owner, I 
caught a glimpse of the large poster that papered the elevator wall: 

 
  Thank you for being with us. 

 Whether you buy tickets; donate your time, money or goods; attend our free 
 performances; or partner with us in another way, you help ensure the liveliness, 
 strength, and flexibility of Krannert Center Performing… 

 
Before I was able to finish reading the graphic the crowd re-adjusted and I was distracted by music 
that became louder as the elevator ascended to the lobby level. The doors opened, the volume 
increased and the crowd surged onto the parquet floor. 
 
The Site 

Krannert Center was named after University of Illinois at Urbana Champaign (UIUC) alumnus 
Herman Krannert and his wife, Ellenora. Written evidence suggests they were esteemed for their vision 
of “education through participation in culture.” Their 16 million dollar gift made the center possible.  
KCPA is located in Urbana, Illinois, a city with a population of approximately 37,362 thousand 
people, with a median age of 24.6 years. What makes Urbana unique is it is the home, along with its 
sister city, Champaign (estimated population 73,685 with a median age of 25.3 years), of the 
University of Illinois, a world class institution that is widely acknowledged for program excellence. 
UIUC is recognized as one of the top universities worldwide offering over 5000 courses in over 150 
fields of study for its 42,000 students. 

Built in 1968, KCPA has seen eight directors in its forty year history. The current director, Mike 
Ross, has held this position since 1997. Current staff members see Ross as an important catalyst in the 
evolution to what Krannert Center is today. Early years of identity cultivation evolved into endowment 
enrichment by past director, Terrence Jones, who served from 1986-1996. Under the leadership of 
Mike Ross the center has increased programming and engagement activities aimed at connecting the 
campus and surrounding community. 

The center currently hosts between 300-350 performances per year, including approximately 
75 visiting professional artists, 110 school of music performances, 52 department of theatre 
performances, 18 department of dance performances, 12 opera performances, and approximately 90 
rentals2 per year in KCPA spaces.  Nine performances each year are dedicated solely to Krannert 
Youth Performance. It is estimated that 350,000 people visit KCPA each year. 

KCPA employs 85 full status employees, in addition to a sizeable workforce of hourly 
employees, funds 30 graduate assistantships, and several student hourly positions. As a part of the 
University of Illinois, Krannert Center publically declares the following mission statement: 

 
 Krannert Center for the Performing Arts is dedicated to the advancement of the 
 education, research, and public engagement mission of the University of Illinois   
 through the pursuit of excellence and innovation of the performing arts. 

 

                                                           
2 Rentals include graduation ceremonies, weddings, performances by the Urbana-Champaign Symphony Orchestra, etc. 



 
Donna Murray-Tiedge 
Case Study 
080428 

4 

 

Physical Characteristics 
 The KCPA structure envelopes two city blocks and can be entered from any of the four major 
compass headings. From the west, the main entrance offers dual grand stairways spanning fifty feet 
across, which lead upward from South Goodwin Street, while from the east smaller stone stairways 
lead upward at bisymmetrical points from South Gregory Street. Bi-level parking garages are entered 
and exited through ramps from the north off of West Illinois Street, and from the south off of West 
Oregon Street. The exterior of the building is constructed of mainly brick and concrete and is elevated 
on the site, encouraging one to look up from the perimeter streets and sidewalks. As you make your 
way up either staircase, the sprawling structure offers multiple doorways and pathways and alternate 
staircases to explore. The building’s interior showcases a rich mixture of teak, marble, brick, luxurious 
carpeting, and glass. The low ceiling is reminiscent of Frank Lloyd Wright, but the building was 
designed by Max Abramovitz, a UIUC alumnus. An expansive lobby complete with small stage (named 
Stage Five) and refreshment area connects four formal performance venues as well as the Intermezzo 
Café and the Promenade gift shop. The combined seating capacity of the formal presentation areas 
approaches 4000.3   

 
W2W Guitar Festival Schedule 
 
  “You won’t hear bands this amazing anywhere else in C-U. Nor would you be   
  able to fit 4-5 tight performances into one single night!”  --community professional  

 
 The W2W Guitar Festival was made up of thirty events that spanned seven days, utilized 15 
venues (7 located outside of the Krannert compound), including a souvenir shop setup in the Studio 
Theatre, and occurred between the hours of 10:00am and 2:00am. Admission fees ranged from free 
to $39.00 per seat, with discounts available for students. The opening night party drew an estimated 
2, 195 participants, began at 7:00pm and ended after 11:00pm, or when the last band finished 
playing. Five performances from which people could pick and choose were scheduled for inside the 
lobby or outside in the amphitheatre within the four hour time frame. 
 

Thu  Sep 06,  3:30 pm  World on a String- Phil Kline, composer, Krannert Center Lobby 
Fri    Sep 07,  7:00 pm  A Taste of Wall to Wall- Michael Kammin, The Great Impasta, Champaign 
Sat   Sep 08,  1:00 pm  Guitar Workshop- Michael Kammin, guest instructor, CV Lloyde, Champaign 
Tue           Sep 11,    12 noon  Warm Breezes and Hawaiian Guitars: The Genious of Eddie Alkire, Richard Alkire, 

 Scott Schwartz, David Spelman, University YMCA 
Wed          Sep 12,    9:00am  Vintage Instrument Display, (9am- 5pm, Sep 12-15), Techline, Champaign 
                                7:30pm  Lecture: How a Guitar is Made and How the Guitar Made History, Tim Brookes, guest 

 lecturer; Bill Roberts, Luthier Borders Bookstore, Champaign 
Thu            Sep 13,   1:00 pm  The Eddie Alkire Collection- Bob Brozeman, Richard Alkire, Time Brookes, The Sousa 

 Archives at the center for American Music, Champaign 
                  6:00pm-11:00pm  John Lennon Educational Tour Bus, Goodwin Avenue in front of Krannert 
                                 7:00pm   Opening Night Party-Toubab Krewe, Sonny Landreth with Cindy Cashdollar, 

 Campbell Brothers, The Yohimbe Brothers with Vernon Reid and DJ Logic, Bob 
 Brozman, Led Kaapana, Krannert Center Lobby and Amphitheatre 

Fri             Sep 14,   10:00am   Garage Band Workshop- Brett Siegel, guest instructor, Krannert Center, Orchestra 
 Rehearsal Room 

                                                           
3 The acoustically acclaimed Foellinger Great Hall boasts a capacity of 2,078 seats; the Tryon Festival Theatre designed primarily for vocal 

performances and operas offers 974 seats; The Colwell Playhouse, designed mainly for plays and dance performances hosts 674 seats; and the 

Studio Theatre created to support experimental performances intimately holds 200 seats. Outside an amphitheatre holds approximately 350 

and is primarily used to showcase student productions, mainly in the warmer months. Below the performance level are rehearsal halls, studios, 

classrooms, offices, and areas for construction and set and costume storage. 
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                               10:00am  Festival Discussion: Computers & iPods, The Role of Technology in Today’s Culture- 
 Mike Ross, moderator, Stage Five 

                               12:00am  Interval- Goran Ivanovic and Fareed Haque Duo, Krannert Center Lobby 
                                 1:00pm  Garage Band Workshop- Brett Siegel, guest instructor, Krannert Center, Orchestra 

 rehearsal Room 
                                 2:00pm  Singer/Songwriter—Shawn Colvin and Natalia Zuckerman, Krannert Center, Tryon 

 Festival Theatre 
                                 5:00pm   Traffic Jam- Bob Brozman and Led Kaapana, Hawaiian Slack Key Guitar, Krannert 

 Center, Lobby 
                                 7:00pm  Global Guitar- Rahim AlHaj, Vishwa Mohan Bhatt, Pierre Bensusan, Krannert Center, 

 Foellinger Great Hall 
                               10:00pm  Los Lobos, Krannert Center, Tryon Festival Theatre 
                               11:30pm  Afterglow- North Mississippi Allstars, Krannert Center Lobby 
Sat           Sep 15,    10:00am  Family Fun- Dan Zanes and Friends, Krannert center, Colwell Playhouse 
                               10:00am  Garage Band Workshop- Brett Siegel, guest instructor, Krannert Center, Orchestra 

 Rehearsal Room 
                  10:00am-5:00pm  John Lennon Educational Tour Bus, Goodwin Avenue in front of Krannert 
                               11:00am  Festival Discussion: Six Strings to Unite the World- Banning Eyre, moderator, Krannert 

 Center, Stage Five 
                               12:30pm  Interval- Ed Gerhard, Krannert Center Lobby 
                                 1:00pm  Garage Band Workshop- Brett Siegel, guest instructor, Krannert Center, Orchestra 

 rehearsal Room 
                                 2:00pm  Classic and Historic- Paul O’Dette, The Romeros, Krannert Center, Foellinger Great 

 Hall 
                                 4:00pm  Traffic Jam- Harry Manx, Krannert Center Lobby 
                                 5:00pm  Wood, Steel, and Beyond- Kaki king, tony McManus, and Alex de Grassi, Krannert 

 Center, Tryon Festival Theatre 
                                 7:00pm  John McLaughlin and the 4th Dimension, Krannert Center, Colwell Playhouse 
                                 9:30pm  Evening Blues- Abodoulaye Alhassane Toure and Banning Eyre, Jorma Kaukonen with 

 Cindy Cashdollar, Buddy Guy, Krannert Center, Tryon Festival Theatre 
                               11:30pm  Wrap-Up Afterglow- Dr. Duke Tumatoe & the Power Trio, The Delta Kings, Krannert 

 Center Lobby 
 

Observations 

 Opening Night Party 
 
  “I wasn’t prepared for this sort of wave of...  It was like that old Maxell ad   

  where the guy is sitting in his chair and the sound quality is blowing him back   

  into his chair. And I was just like “Oh my God!”              --graduate student 

 
 As I left the elevator I it felt like I was walking into an energy field. I could see crowds forming 
in pockets throughout the lobby. I surrendered my $5.00 ticket and made my way across the 
expansive space. Many people were greeting and hugging each other with vitality. The largest huddle 
was around a stage set up on the east side in front of the entrance to the Foellinger Great Hall. The 
percussion was very loud and potent. There was a cross current of people meandering through the 
lobby, maybe not quite sure of what to make of what was happening. One person moved across the 
room to the beat.  
 
 Toubab Krewe 
 
  “When we walked through the door I was completely blown away.  I was most   

  struck by this deeply funky groove this band was playing and they were just   

  spinning this tune out. It was so cool because it was almost like this dubby   

  groove, yet at the same time they were using the kora (type of guitar) so it had   
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  this very West African feel to it. People were getting down too… What a sight,   

  to see people getting down in the lobby of Krannert!”  --high school counselor 

 

 I could not get very close to the stage due to the density of the crowd, but learned that leading 
off the festivities was Toubab Krewe, an instrumental quintet self-described as a world music group. 
The music was almost too loud to appreciate as it mixed with incessant chatter from the audience. I 
could feel it as well as hear it. The closer I got to the stage the more I could feel the pulse of the beat 
through the fluid that moved through my own body. People were shouting over the music instead of 
listening to it. The combination created a muddled roar and messy mix of noise, not sounding like 
music, but resembling what one would hear at a festival or large party. Not many people were 
dancing, but one woman seemed to have staked out a place for herself. She was about 40, wearing a 
flowing green and white dress that swirled as she danced. She had long, curly brown hair with streaks 
of gray.  She looked Mediterranean, maybe Italian, maybe Jewish. All those around her seemed to 
give her the space she needed to move, even though the crowd was thick.   
 The people closest to the stage were nodding their heads to the music and appeared to be 
engaged, while the people on the perimeter were conversing and treating the band like they were 
simply providing background music. Thirty-six inch round bar-height tables covered with red linen 
tablecloths dotted the south end of the room and seemed to serve as loci, randomly organizing 
clusters within the crowd. Some of the tables were accompanied by black bar stools and not one was 
unoccupied. Sitting or standing, festival attendees were drinking beer out of bottles and mixed drinks 
out of plastic cups. One table was enjoying wine and cheese which seemed strange to me at a guitar 
festival. Clusters of people dancing began to form in areas where there were no tables. A second 
stage was setup at the location of Stage Five, next to the main bar located just inside the main west 
entrance. This area was dotted with larger tables, standard height, filled with people eating dinner. 
These tables were also dressed in red linen tablecloths, matching the red polo shirts worn by the KCPA 
support staff visibly in force. So much was taking place simultaneously it was difficult to know where to 
look. A classmate of mine said it evoked the same feeling she got when she attended a Zimbawaen 
street concert over the summer. 
 The crowd continued to thicken as I tried to get a handle on the physical boundaries of the 
opening night party. Moving like a river taking the path of least resistance, I was almost run over by a 
woman in a wheelchair. I marveled at the diversity in age, nationality, and appearance of the 
attendees. I ran into a friend who summed up the audience demographics: “The crowd is DIVERSE: 
distinguished couples (example given, but I did not know them), drunk hippies, prominent business 
men, college students, families with little kids, the “typical” Krannert crowd, my own friends, 20-40 
something are in great abundance, biker guys, fashionable dressers, surf dudes, sophisticated arts 
patrons.” I wanted to ask her to clarify “typical” Krannert, but she flitted off before I had the chance. 
As I eavesdropped on various conversations, no one seemed to be talking about the music. There was 
a kid on his dad’s shoulders; both were silent as they intently watched the performers on stage. A 
professional-looking man dressed in a sport coat was on his cell phone discussing plans for later in 
the evening. A young couple, male in Dockers and a short sleeved button shirt and female in 
sleeveless shirt and capris, was talking about their babysitter. A group of students dressed in khakis 
and polo shirts were discussing an upcoming exam. A new dad covered the ear of his small blanket-
wrapped infant as he negotiated the crowd, protectively holding her close to his chest. Two 
undergraduate students dressed in jeans and t-shirts were doing their math homework at a small table 
against a wall. Many were sporting the souvenir of the evening; a 2-1/2” red guitar flashing tiny LED 
lights in succession, red, orange, blue and yellow, like landing lights, starting from the base of the 
guitar body and traveling up the neck to the headstock. As I shifted from concentrated to peripheral 
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vision I became aware of the fluid animated light show that was taking place as hundreds of these tiny 
guitar pins kept a pulsating beat as they were transported randomly in the directions of the bodies they 
were attached to. Most of the crowd was in constant motion and as more and more people filled the 
lobby the pulsating pins kept multiplying; hundreds of these flashing in celebration of the showcased 
instrument. I overheard a male in his mid-twenties ask someone where they got their pin. I did not 
hear the answer so I followed him. Moving north, just before the stairway that leads down to the 
Colwell Playhouse, there was a man making balloon animals. As I peeked over the railing I observed 
several small children playing in the carpeted area this side of the Colwell performance doors. The 
scene looked like a playground, except for the lush red carpet underfoot. The children appeared to be 
in the midst of a balloon sword fight. There was not a parent in the pit, but many could be spotted 
watching from the periphery. As I looked up I made eye contact with a middle-aged woman and she 
said, “The balloon swords, really add to the festival flare.” I nodded and smiled. 
 Still tailing the unsuspecting young male, I was led to the souvenir shop setup in the Studio 
Theatre located at the northern most point of the lobby. There was some type of clinic going on with a 
few people huddled around three guitar players. The space was filled with several vintage guitars 
encased in glass or hung from the ceiling. Elegant point lighting made them stand out vibrantly 
against the black void of the high ceiling. Purple lights were shining down and it felt really warm. It 
reminded me of a museum, except I could still hear the rock music. I saw a red guitar and a metallic 
guitar and even a transparent guitar, among others. I glanced at what was for sale: various CD’s by 
some of the performing artists, related T-shirts, and posters. I found the flashing guitar pins, priced at 
$1.00 each, and bought two. I put one in my purse for safe keeping and turned the second one on by 
twisting the magnetic back before attaching it to my shirt. Thus adorned, I headed back into the fray 
to witness a band change. 
 
 Sonny Landreth and Cindy Cashdollar 
 
  “Each group we saw was completely different from the group that preceded it. It  
  was really suspenseful to see what was coming next.”   –community member 

 
 At 8:00pm the energy epicenter shifted to Stage Five. In the few moments of quiet between 
when the east stage silenced and Stage Five started, the crowd’s talking volume decreased 
significantly. Sonny Landreth and Cindy Cashdollar took the stage. Their music was slower, even 
somewhat blues-like, with a hint of gospel. I tried to work myself into the crowd a little deeper. I 
squeezed my way to a position about a fourth of the distance between the outlying members of the 
audience and the stage, but could go no further without getting rude. Retreating, I noticed a man and 
his wife who appeared to be removing and discarding name tags. They were both well groomed, 
middle-aged, wearing very nice clothing, and demonstrated posture portraying success and self 
confidence. They looked important. I wondered if they might be donors. They were looking around 
and smiled politely at people. Next, I was introduced to a friend of a friend who was chaperoning a 
leadership development group of African American students. Once again, I was struck by the diversity 
of the crowd. Almost immediately, I ran into another friend who was talking with a faculty member. 
They were discussing the W2W and one commented that there was every age, white/black, money, no 
money, all having a good time.  He went on to say that events like this one are highly unusual if you 
look at other performing arts centers around the country. Standing with my left side towards the stage, 
my left ear was taking in too much. My ear drum could actually feel the bass. The music seemed too 
loud and at times spiked even louder. Colorful lights were shining down on the performers. They 
looked hot even from across the room. Members of the audience closer to the band appeared to be 
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talking and interacting with the performers. Repeating chord progressions coming in over and over 
from the base line lulled me to check out what was happening outside.  
 
 Bob Brozman and Led Kaapana 

  “Hawaiian guitar is interesting in the sense that they typically play it on their lap,  
  kind of a lap string and they play it with a slide. Then you have artists like Led   
  Kaapana who play finger pick acoustic guitar. It is kind of like Hawaiian   
  cowboy music. It has this really familiar cowboy sensibility to it, but it is also   
  music that was created or developed in the islands.”    --high school teacher 

 Stepping out into the evening air, I immediately felt a sharp contrast to the high energy electric 
loud music being performed inside the lobby. Here the music was acoustic and mellow. Bob Brozman 
and Led Kaapana were playing a Hawaiian slack key performance under a tent. Both were wearing 
colorful shirts and black slacks. Their music was calm and relaxing, perhaps bordering on romantic. 
One of their songs sounded like country. Bob and Led talked to each other between songs. They 
traded instruments; one song featured one guitar and one piano, and the next featured both artists on 
guitars. Three different guitars were available for one of the performers. The audience appeared to be 
listening intently and would clap and cheer and whistle after particularly skillful licks. I caught myself 
moving to the music. 
 As it grew darker, I noticed a giant W2W logo illuminated on the brick wall of the tower south 
of the amphitheatre. Soft purple lighting revealed that nearly every seat was full for this open air 
concert. I would have liked to have been able to find a seat and stay for awhile, but there was no 
room. The spectacle of flashing guitar pins was quite a contrast to what I had witnessed inside. The 
fact that they were stationary, attached to bodies that were seated in the semicircle of the 
amphitheatre, made the pulsing LED lights looked calmer, more reflective of the music playing 
outside. Food tents lined the patio just west of the performance area. The tent fabric was almost 
transparent and internal lighting added a level of elegance to the atmosphere. A smorgasbord of food 
was available. Upon closer look, local vendors were the meal providers: nachos, pizza, bar-b-que, 
Italian beef, and hot dogs and brats. Not what one would expect from a performing arts center menu, 
but very appropriate for a festival. Some lines were longer than others, making the most popular 
choices easy to figure out. It appeared as though KCPA had found an innovative way to bring the 
community into the W2W. 
 As I re-entered the lobby I noticed several girls (between the ages of maybe 8-11) sitting in a 
row on the floor in front of the vacant east stage. Close by there was a toddler making snow angels 
on the parquet floor. First glance could not immediately determine who in the crowd belonged to the 
child. The crowd was thinning. Rock music was pouring from Stage Five. Concentrated around the 
stage was an animated group of rockers. It resembled a mosh pit: head banging, jumping up and 
down and frenzied dancing. I ran into another person I knew. He leaned close to my ear (as the sound 
in the lobby was tremendous, vibrant, and loud) and said “it is nice to see so many people here at 
KCPA who probably never come here.”  The band finished at 8:50pm and received a large ovation of 
appreciation via hoots and hollers. After a few minutes of silence, the energy began to shift back 
towards the east stage. 
 
 Camel Brothers Band 

       “The band was playing African groovy stuff; their music was something that washed over 
           you, that you got into, that you would close your eyes and dance to.”--community member 
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 At 9:00pm the Camel Brothers Band, a younger “funk” band began playing steel guitars 
which sounded to me like traditional rock music. A group of at least 50 people were sitting on the 
floor in front of the stage. Many more were standing in a horseshoe shape around the seated 
audience members. To the left there was a group of teenagers dancing freely and clapping to the 
music. The female vocalist called out, “clap your hands,” and encouraged the crowd to engage with 
the music. A multi-racial couple danced nearby.   
 Due to the diminishing crowd I was finally able to wander in closer to the band. The front row 
was now standing right next to the musicians. They could have reached out and touched each other. I 
imagined such a close vantage point would intensify one’s connection to the music and the musician, 
but the music still sounded too loud for my tastes. It pushed me away instead of drawing me in. I 
backed off and found some friends seated around a table closer to the back of the space and was 
invited to join them. I asked one of them, a local photographer, why he came to opening night. He 
answered, “I heard there was music and beer. I knew it would be a social experience.” Next I asked 
his wife, an administrator at the local community college, what was the most interesting thing she 
experienced or discovered? They answered in unison, “Learning about the 30 string guitar.” The wife 
was quite animated as she drew me an impromptu sketch and gave me a quick history lesson. 
 
 The Yohimbe Brothers 

  “Vernon Reid’s music had so much more of a heavy rock groove to it and it   
  was definitely louder and in that sense it built to a climax.  –community member 

 
 At 10:00 the energy shifted once more to Stage Five as The Yohimbe Brothers, a rock & roll 
band began to play. The audience appeared to congregate in a more concentrated manner, creating 
a density around the stage greater than I had seen earlier, even though the crowd continued to thin. 
On my way to the restroom I ran into the same friend I had seen earlier. She shouted, “This is like 
taking your grandparents to a Grateful Dead show because the music is heavily drum influenced and 
rocking, yet the crowd is the typical art patron, 50+ and white. I had no idea opening night would be 
this fun!” She concluded, “I think this is a great equalizing experience.” On my way back from the 
restroom I discovered a table where you could make your own W2W accessory. An assortment of 
colorful guitar picks and a variety of beads were available, as well as the basic materials for making 
bracelets, earrings and necklaces. This explained the guitar pick jewelry I had been noticing on 
attendees throughout the evening. By 10:45pm although the crowd had thinned significantly, there 
were people still dancing. My ears were ringing. I was tired and called it a night, exiting to the parking 
garage via the stairway. 
 
Singer Songwriter Performance 
 
  “There is something so incredible that one person with one guitar can fill  
  the room up with sound and music and rhythm and different chords, and  
  at some point during Shawn Colvin I thought, “Wow, this is just her and her   
  guitar, that’s it.”                                       –community college professor 

 
 The next day I tried to enter the parking garage at 1:45pm, which should have been plenty of 
time to make the 2:00 performance for which I was holding a $28.00 ticket. Not anticipating the 
garage would be off limits until 5:00pm, I was directed to a lot several blocks from the center. After 
parking and feeding the meter, it was only because I ran, that I just made the door to the Tryon 
Festival Theatre before it was closed promptly at 2:00pm. Still short of breath as the backup singer, 
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Natalia Zuckerman, took the stage, I knew I was going to have a difficult time taking good fieldnotes. 
Wanting to study the audience demographics, but having no time before the lights dimmed, I decided 
to sit back and enjoy the concert. A pink spotlight on the wall in the background was the only 
competing spectacle to the solitary guitarist with her guitar and microphone. Natalia said, “Good 
evening, or, well, good afternoon I guess!” I wondered if it was hard for her to emotionally prepare 
for an afternoon performance. The minute her finger plucked the first nylon sting, she had my full 
attention. Her interesting voice coupled with her superb technical expertise of the guitar and the poetry 
in her songs made for a riveting and pleasant combination. As she chatted with the audience in 
between songs she revealed that she was raised in a musical family and had been a musician since 
she was two. Contrary to my assumption, she was an experienced artist. I was originally under the 
impression she was just starting up, as is the case with many backup singers. She said something else 
that was very interesting. She went on and on about how she got to meet and interact with Shawn 
Colvin, and said something about this was the first time she had stayed up all night in a hotel room 
wishing her neighbors would keep making noise. This made me think about the W2W from the 
perspective of the artists, and what the festival meant to them. The W2W from the artist’s point of view 
was a chance to interact with other amazing guitarists and learn about their own instruments from 
diverse perspectives. Even though I had never before even heard her name, I thoroughly enjoyed 
Natalia’s performance. However, my reasons for purchasing the ticket were not to hear her, but rather 
to hear the headliner: Shawn Colvin. 
 Shawn Colvin was a favorite artist of mine during the mid 1990’s, the years surrounding her 
Grammy Awards for song and record of the year. I have always loved poetry and lyrics, and 
appreciate singer/songwriters who pair their words with their music in a way that seems to enhance 
and reinforce their meaning. Having the opportunity to hear live, for the first time, an artist I had 
admired for over ten years, brought special meaning, but also some expectation. When Shawn 
entered the stage, she seemed pensive, maybe lacking energy. She didn’t really look like she was “up” 
to play a concert. Then she said, “Good evening, or, I guess I mean afternoon.” I wondered again 
about the time slot and if maybe she had been up all night jamming with the other artists in the hotel. 
The schedule was not only grueling for the participants who might be interested in every performance, 
but also for the artists.  
 In spite of my first impressions, I also thoroughly enjoyed Shawn’s concert. Shawn played 
mostly her old songs, which I was familiar with, until towards the end of her set. She finished with one 
of her newest songs that I had never heard before. I appreciated the way she talked to the audience 
between her songs. It made me feel like I was getting to know the person after admiring the rock star.  
 In comparing the two singer/songwriters, Shawn’s performance did not seem to have the 
rhythm of flow that Natalia’s did. Perhaps because Shawn took more time to manually tune her guitar 
between songs. It felt like the long spaces broke the connection with the audience so Shawn had to 
keep reconnecting.  
 When the lights came up I could see there were many empty seats. I would have bet on a full 
house. Immediately, I headed to the souvenir shop where I purchased CD’s from both artists. I was 
sixth in line to have my CD’s autographed. Not something I have ever done before, but the 
combination of Shawn Colvin having performed her first public concert at the University of Illinois at 
age 15, and the easy accessibility to the artists motivated me to action.  
 The two artists were seated behind a long table, one on each end. The autograph line formed 
at Shawn and moved to Natalia. When I got up to Shawn I didn’t know what to say. She was very 
reserved. She looked at me and smiled, giving me the impression that she was taking in a lot more 
than she was giving out. She looked at me with a familiar calmness. It was like I was looking into the 
eyes of an old friend I had met a long time ago, but I had really never met her before. Natalia’s 
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personality was totally opposite. She talked more and was more animated. She barely made eye 
contact. Her eyes kept moving. I left the Studio theatre thinking, “I just met a rock star.” 
 
Guitar Hero 
  “I had heard about the Guitar Hero, but had never seen it before. I don’t think   
  the game is the same as actually playing an instrument, but it was clear from   
  listening to the contestants that there is some skill involved.”            –graduate student 

 
 After securing my autographed CD’s, I moved outside to the amphitheatre to watch some 
Guitar Hero competition. Guitar Hero is a music video game that uses a guitar-shaped control device 
to simulate playing guitar music represented on a monitor or screen by colored notes that correspond 
to colored fret buttons on the control device. The game supports individual as well as cooperative and 
competitive modes. A dual control Guitar Hero station had been setup throughout the W2W. On 
opening night, prior to the start of the opening party, I learned that Director Mike Ross held a 
competition with Chancellor Richard Herman in front of the assembling crowd.  
 It was 4:40pm on Friday afternoon and the outdoor area was not at all crowded. The Guitar 
Hero equipment was setup under the same tent the performers were in the night before. The afternoon 
sun shining on the display monitor made the screen difficult to see. Nonetheless, two competitors were 
giving the game their all. An interesting aspect of the game is the audience can hear the results just as 
if the players were performing on stage. Playing the game at the W2W was a way to experience 
almost what it is like to perform in front of a crowd. 
 Director Mike Ross and David Spellman, Artistic Advisor for the W2W, stopped at the table 
where I was standing then stayed to drink a Pepsi and eat a piece of pizza. Ross was wearing a rock T-
Shirt under a dress black sport jacket and black slacks, as if he couldn’t decide whether to dress as a 
director or a rock guitarist. I took the opportunity to ask him a few questions: 
 
           DMT:  What was the lobby of Krannert originally built for? Did the architect have a particular  
  objective in mind for the space? 
 
            Ross:  It certainly was not originally conceived as a performance space. I was not here when  
  the center was planned, but I have heard many times, from reliable sources, that Mrs.  
  Krannert was the driver behind the uncommon and wonderful concept of a vast lobby  
  that could serve as a “common space for all audiences” planning to attend events in  
  any or all of the center’s theatres on any given evening. This is very different from  
  other major performing arts complexes such as Lincoln Center, in which lobby spaces  
  tend to be specific to each theatre. Max Abramovitz, the architect, came up with the  
  specific design and choice of materials, teak flooring, marble, brick, concrete pillars, et  
  cetera. In my view, the combination of Mrs. Krannert’s concept and Max’s design was  
  brilliant. Every season, artists and visitors from around the world comment with awe  
  on the scale and beauty of the lobby. I often refer to it as a “public square.” 
 
           DMT:  If you could redesign Krannert, would you leave the lobby like it is? If not, how   
  would you change it? 
 
 Ross:  It certainly would not alter it in any significant way. We have experimented with it in  
  many different ways during the years I have been here and have found it to be   
  extraordinarily flexible and accommodating. We also installed the lobby stage, Stage  
  Five, as a result of numerous experiments with informal performances  in that portion  
  of the lobby, in close proximity to the lobby bar, which was also not part of the   
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  original lobby concept. There are technology upgrades, such as lighting, we have  
  looked at, but, again, I would not change the lobby in any significant way. 
 
           DMT:  Do other events use the lobby in the same way as W2W? 
 
 Ross:  Not as comprehensively as W2W, perhaps, but yes. Our Traffic Jams, Intervals,   
  and Afterglows are all based on the same philosophy. 
 
           DMT:  Who is the W2W Guitar Festival for? Who is the audience? 
 
 Ross:  I have frequently said that I view the W2W as a microcosmic illustration of our   
  guiding principle core aesthetic/programming philosophy: it is not about whether an  
  artist or performance or art form is highbrow or low brow, formal or informal, classical  
  or experimental, grandly spectacular or intimately scaled, familiar or unfamiliar. It is  
  whether or not there is something in it creatively that might serve to enrich the lives, in  
  some meaningful way or ways, of those who might choose to experience it. 
 
           DMT:  Do you see W2W as a music convention or a performance? 
 
 Ross:  Only in the most ‘liberal’ sense would I consider it a convention. I view it as an  
  intensely immersive exploratory experience with multiple human/interactive  
  dimensions, central to which is performance. 
 

 Though I remember being introduced to Mike Ross some time ago after attending an event at 
KCPA, the first time I was introduced to his vision was during his visit to one of my graduate classes 
the past spring semester. The overarching class topic was social entrepreneurship in the context of 
creatively solving social problems, but Ross emphasized the aspect of creativity. Through his narrative 
he exposed his belief that a fundamental human fulfillment issue is attributed to creativity, making 
creativity a core, defining human characteristic.  

As he elaborated then, he stressed a broad view definition: “The ability of the human being to 
imagine intangible things,” but cautioned that we should avoid defining creativity in a precise kind of 
way. Rather, he urged us to think about the characteristics conducive to creative exploration: 

 
 “Creativity ignored, denied or suppressed can be a serious impediment to one’s 
 fulfillment in life. Creativity unleashed is not a substitute for love or political beliefs. 
 Dissonance can get in the way of creative fulfillment. We must  be open minded, 
 committed to the pursuit of excellence through the very core characteristics of human 
 nature and needs of creativity.” 

 
As he shifted towards what fuels creativity, Ross proposed that the strongest rewards are intrinsic 
including having the time and the tools needed to do the creative work itself. Emphasizing that the 
valuing of, and having the tolerance for failure is absolutely necessary in order to fulfill creative 
potential.  

Traffic Jam Performance 

 Bob Brozman 

  “It was night and day. I mean night and day. I think a lot of it was because it wasn’t  
  an evening gig. A lot of people were working or couldn’t make it out. You had retirees  
  or stay at home moms, dads, faculty. I don’t think you had the diversity of opening  
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  night. By diversity I mean age, different backgrounds, people not associated with the  
  university. Thursday night it was pretty ethnically diverse. Friday was pretty much typical  
  Krannert.”                    –community member 

 
 The Traffic Jam was about to begin inside at Stage Five. Bob Brozman, a Blues slide guitarist, 
and Led Kaapana, a Hawaiian Slack guitarist were setting up to play consecutively, unlike their duet 
last night in the amphitheatre. Friends waved me to a seat at a bar height table along the wall east of 
the stage. I marveled at how different the lobby looked in broad daylight. The tables still wore red 
linen but the place looked lighter and brighter. Even the mixing boards looked friendlier and less 
complicated in the light of day. There was a relatively large crowd huddled around the stage area, 
though small in comparison to last night’s numbers. Tables were too few for the crowd assembling. 
Many people were standing. A few people went all the way to the far north end to borrow chairs from 
the Intermezzo Café. The audience was not quite as diverse as the previous night. It was made up of 
mostly 30 and older, although several toddlers and children under the age of 10 were present. Most 
men were wearing jeans or khakis or Dockers. Polo shirts and button downs were popular. Most 
women were wearing slacks and pullover shirts. There were not many tennis shoes visible on the 
women. Six red wall washer bulbs colored the brick wall behind the stage. A track with four spot lights 
illuminated the artist on the stage. A classical guitar melody began. What happened next amazed me. 
 The crowd went very very quiet as the Blues slide guitarist began to play! No one was talking 
in the area of the musicians and the few who were visiting on the outskirts of the crowd were doing so 
in hushed tones. If it were not for the sounds coming from the plucking of the strings on the single 
guitar, you might have been able to hear a pin drop. I anticipated a Friday happy hour performance 
to be closer to what went on the night before. If any of last night’s partiers came expecting a festive 
happy hour, they might be disappointed. The focus was the music from one artist and one guitar. It 
looked as if the entire crowd, no matter if they were sitting or standing was watching and listening 
intently. I did not see anyone talking over the music. All I could hear was the guitar; the crowd stayed 
quiet and listened. Why was it so different from last night? Was this crowd composed of classical 
guitar lovers? I took another look around and nearly everyone was intently absorbed in the music, 
except for one gentleman in a suit sitting at a table on the outskirts of the stage. He calmly read his 
paper.   
 A father standing in the back row hoisted his small son onto his shoulders to give the boy a 
better view. Once again, a wide range of ages appeared to be represented. The music was not so 
loud that you wanted to talk over it. Because you could actually hear it as music, was that the reason 
people were listening so intently? A toddler, a little girl maybe three or four years old, caught my eye. 
She had a pacifier in her mouth and was wearing a white dress. She could not seem to keep still. Her 
body moved freely with the sounds she was hearing and her rhythm was in sync with the music. I 
watched her as she branched out as if the whole of the parquet floor was hers to explore. Her mother 
followed at a distance. As my gaze returned to the audience I noticed a lot of couples holding hands. 
If this had been going on last night, I missed it. I saw tapping toes, bobbing knees, lovers touching, 
and children dancing, all in response to the sounds that were coming from a single guitar.  More than 
one wife could be seen giving her husband a one-armed backrub. Many men and women were 
embracing. What made people want to touch each other during this music? 
 
 Led Kaapana 

  “It sounded like poetry: the rich resonant sounds flowed easily over though the muted  
  whispers of the crowd.”                                                      –university employee 
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 As the second artist, Led Kaapana came on, before he began to play, he told the crowd, “The 
guitar is a portable translator of culture.” The ambiance set by the first artist continued. Throughout 
his set I continued to notice men and women embracing while sipping wine or mixed drinks from 
cups, or beer from bottles. I saw a woman take a bumper sticker out of her goody bag, peel off the 
back and wrap it around her beer bottle. 
 
Artifacts 

  “I walked by a table with the “goodie bags” -- the woman handing them out   
  told me there were free iTunes cards inside!”             -- graduate student 

 
 Saturday morning presented an opportunity to go through the goody bag I picked up at the 
opening night party. The festival program revealed much about KPCA. The 8-1/2” x 9” program 
cover was printed on 80 pound Boydun Silk paper in 4-color process with spot varnish. The vibrant 
red background contrasted the cream and gold and purple guitar that bled off of the top and bottom 
of the front page. Krannert’s logo appeared modestly in 18 point text in the upper right hand corner, 
while W2W Guitar Festival 2007 Take Two commanded the spotlight in 96 point text along the 
bottom. The 48 page interior was 70 pound stock but matched the cover in every other detail. The 
inside cover and first page displayed a collage of pictures and listed 35 featured artists. The second 
page contained the director’s welcome: 
 
  Welcome! Whether you are joining us for the first time or are a returning alum  
  from the inaugural 2005 festival, and whether you are from here or from points  
  far beyond Champaign-Urbana and East Central Illinois, it’s my great pleasure  
  to welcome you to Krannert Center and W2W Take Two. From Start to finish, I  
  hope you enjoy every minute of your time with us in this immersive exploration  
  and celebration of all things guitar. 

 
 Opposite the director’s welcome on page 3 was a memoir of W2W 05 by David Spellman, 
Artistic Advisor for the W2W in 05 and 07. In his recap he noted: 
 
  Mike Ross once told me that Krannert Center is not just a facility, but an idea – 
  At once a public square, a sanctuary, a classroom, and a laboratory. I love that view  
  and it is inspiring to work with him because he practices what he preaches. In fact, the  
  whole team at Krannert Center embraces this philosophy. They are a pleasure to work  
  with and second to none. 

 
 Over half of the program was dedicated to the featured artists. Beautiful photography and 
descriptive text offered glimpses into the individual worlds of the performers. Nine pages were 
dedicated to corporate sponsors, patron sponsors, donors, and grant providers. Two pages 
acknowledged staff, community volunteer ushers, and student association ushers. Ten pages were 
dedicated to advertisements of community businesses and services. Page 47 listed the artist’s websites, 
while the back page and inside back cover celebrated highlights of the W2W 2005 festival through 
photo collage. The back cover showcased KCPA’s 2007-2008 comprehensive performance schedule. 
The entire program, from layout to content to production to materials exuded quality.  
 The goody bag made of white plastic with cutout handles was about one and a half times the 
size of a paper grocery bag and advertized Maxell as the proud sponsor of the John Lennon 
Songwriting contest. I was not surprised to find a blank Maxell DVD and CD as part of the contents, 
but did wonder about copyright infringement and the irony of distributing blank recording media at a 
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guitar festival. The remainder of the contents in the goody bag included a variety of guitar-related 
items: 

  an August 2007issue of Guitar Player magazine 
  a post card revealing a recipe to make a shoebox guitar 
  a demo disk for music notation software 
  a three month trial membership with a music promoter 
  an invitation to receive a disc making catalog 
  information on entertainment media career paths 
  a guitar supply brochure highlighting information on guitars, cases and strings 
  guitar manufacturer stickers and bumper stickers 
  a credit card good for 15 free songs on iTunes 

 

My personal favorite was the iTunes card, although I never managed to use it before its November 
expiration date. 
 
 
Issues 
 
 Many issues related to the tension between tradition and innovation emerged throughout the 
course of the W2W, but the issue that repeatedly drew my attention was expectation. Expectation 
appeared to be attached to the traditional performing arts center venue within a multitude of 
dimensions: place, audience, artist, genre, time, focus, engagement, custom, and space. 
 
Expectation 

 Traditional Expectations of Place 

 Expectations can be attached to a place. When most people walk into KCPA, they think they 
are walking into a traditional performing arts center. Although a performing arts center is defined as a 
multi-use space that can be adapted by various types of performing arts, performing arts are generally 
associated with dance, music and theatre, more specifically, concert halls, opera houses and theatres. 
These associations carry a level of expectation on the development side of the continuum where 
traditional and conservation and formal and even elitism reside.  
 When asked what they thought of the opening night party, many first-time visitors revealed a 
level of surprise in what they found. Even audience members who had a personal history with KCPA 
noted surprise by what they experienced on opening night. Unmet expectations can result in delight or 
disappointment. 
 
  “It wasn’t at all the type of event that I imagined being at Krannert. I saw Krannert as a  
  place dedicated to ‘serious’ music.”                                          --graduate student 
 
  “They were the types of band that I’d expect to see in a bar or arena rather than a  
  performing arts center.”                               --undergrad student 
 
  “I thought Krannert was reserved for classical music and stuff like that. That guitar event 
  was totally not what I expected. It was a nice surprise, though, just different.  
                --international graduate student 
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  “It was so public I couldn’t enjoy it. Attending was a class assignment so I had to  
  pretend to enjoy opening night. Fusion of pop & classic and people dancing freaked me  
  out, but what was I to do? I’m private; I don’t like to interact in a public space. When I  
  go to a performance I prefer my own moment – between artist and me. 
                 --graduate student 
 
  “I was completely not expecting street party, and that is what it was, just street party! I  
  felt like I wasn’t in Krannert, except that I was in Krannert. It was this really familiar  
  space that had somehow become unfamiliar.”                             --community member 
 
  “It had that energy to it. It wasn’t Krannert that I know or had have ever experienced. It  

  wasn’t jazz quartets and then a cello soloist, and then a cappella glee club.”                                                 

                --undergrad student 

 

  “I bought a pass so I went to every single thing, except Dan Zane.  I couldn’t quite get  
  up in time. Now, I’m having withdraw, post-guitar festival come down.”                                                                           
             – community member 

In some cases there appeared to be a disconnect between the identity of KCPA and the traditional 
meaning of “center for the performing arts.” A week after the W2W Director Mike Ross was 
interviewed at Stage Five in the KCPA lobby. Mining for Ross’s view of performing arts centers, He was 
asked to share his vision of KCPA. 
 

 “The center is a part of a major research one university that has a very clear, essential, 
multi-faceted mission of education, research, and public engagement. It is my belief and 
the collective commitment of the Krannert Center to as fully as possible reflect that 
tripartite mission in the work that we do here at the center vis-à-vis the arts, the 
performing arts in particular.  

 But more than that, it is my view that the center should be a place that from an aesthetic 
- an arts philosophical standpoint - is committed to a broad and inclusive grace of 
artistic creativity and one that is not hung up on high brow, low brow, middle brow 
classifications.”  

Ross’s vision moves away from an “overstayed age of certainty into a more flexible age of ambiguity. 
Not as a negative, but as a way to explore.” Fond of using John Sebeck’s term “no brow,” Ross 
explained that KCPA embraces a “no brow” philosophy. Traditional views place focus on 
classifications such as the broad pathways of music, theatre, and dance (or the sub-pathways from 
within those genders), separating one artistic pathway from another. Ross’s innovative view instead 
places focus on “identifying and embracing and supporting unusual instances of creative potential, or 
other potential meaningfulness of the given work of an artist, or an artistic project, or an artistic 
company.” He acknowledged that there are various traditions that lead to certain labels and 
classifications (such as jazz, classical music, orchestral music, and the spectrum of sub-genres within 
each of those), but he does not place the focus on the differences. 
 

 “We try to frame what we do here within a broader aesthetic viewpoint that pays more 
attention to whether or not something interesting, creativity-wise, is going on and/or in 
some other manner of speaking, the artist is working with meaningful values.” 
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Ross expressed conviction that “because of the generations and even centuries of long emphasis and 
privileging on deep expertise of one particular thing or idea or line of investigation,” an unintended 
consequence over time has led people to think that their level, their area of deep expertise, is more 
important than another, conditioning a disconnect between the different lines of investigation, human 
inquiry or artistic exploration. 
 

 “Classical music enthusiasts, often held up as elitists, can be an easy target. But what I 
really enjoy, what I am stimulated by, knowing myself, that for every classical music 
snob who is convinced that classical music is the highest level of art achieved there is 
another snob in every other category. There is a jazz snob, a folk music snob, a modern 
dance snob, a pop culture snob, there’s an experimental cutting edge arts snob.” 

Instead of emphasizing the differences between the various traditions, Ross believes in revealing their 
inter-connectedness. He uses a modified version of the old saying of “Someone being comfortable in 
their own skin.” 
 

 “Part of what I’m constantly thinking about is how can we enable people to be more 
comfortable in their own “complicated” skins? It is difficult for people to be comfortable 
with the fact that we are all complex and like a whole lot of different stuff.” 

 “I am talking about embracing history and embracing what there is in the moment, and 
thinking about how to extend it into the open multi-perspective generational view. 
Because I think we are all actually capable of multiple passions and multiple interests. 
We can celebrate multiple, simultaneous dual cravings: the classical and the 
experimental; formal and informal; palace and street.”  

Traditional Expectations of Audience 

 Expectations can also be attached to audience behavior. Does “becoming comfortable in your 
own complicated skin” mean anything goes? Many attendees with either specialized knowledge in 
music or performance experience found the W2W to troubling. In most instances this was due to their 
verbalized perceptions that members of the audience acted impolitely towards the performers. 
 
  “The musical venue seemed like background and background music is a horrible term –  
  it takes emphasis off the music and the performers.     --graduate student, music  
   
  “The audience behavior shocked me, not what I expect of audiences.”    
                               --doctoral student, music education 
 
  “I was disappointed. It bothered me. My major is music composition, and my favorite  
  area is classical. I was shocked by the rock music and crowds of people talking during  
  the performance. Seeing people talk instead of listening to the music was embarrassing. 
                     --undergrad student, music 
 
  “The music seemed to be a bit of background to the larger scene. As a performer, I did  
  not like that. They should have just brought in a CD if they were going to ignore the  
  performers. Too much was going on against the music. Quiet is a necessity of music.”                   
            --doctoral student, music education 
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By not acknowledging standards in audience behavior or attire does this open the door to lowering 
audience expectations? Audiences are not used to having choices, especially in performing arts 
centers. What bridges are needed to guide travelers moving on the continuum? 
 
 Traditional Expectations of Artist 
 
 Expectations can be attached to an artist. An artist coming in unknown with no expectations 
potentially can offer more through surprise than an established artist might offer through familiarity 
dealing with expectations and singing old songs, as can be seen through the following responses to 
the Shawn Colvin/Natalia Zuckerman concert. 
 
  “I think I expected to hear more of her bar kind of playing, you know, what she would  
  play on a set late at night in some tavern. I think after opening night, it had felt so much 
  like a bar atmosphere, kind of intimate, I expected to have more of that at Shawn’s  
  concert.”                                       --community member 
 
  “I was glad she played a lot of her older stuff. I had not heard her for such a long time. I 
  think it was the memories of another time, back when I did listen to her, that came  
  rushing in.”                                               --graduate student 
 

 “There was part of me that was disappointed that she only played her old stuff. You 
know she played “crazy” at the end, and I thought that that was so much better than 
any of her other stuff, because of the way she played that…she closed her eyes and she 
let herself go into it, and interesting things seemed to emerge as she was playing.”                                                      
                       --professor 

 
 “I didn’t know anything about Natalia Zuckerman before the concert, but I liked her  

  style of playing the guitar as well as the kind of aesthetic of her music. She really  
  impressed me. Even though I was familiar with Shawn Colvin, I ended up probably in  
  some way enjoying Natalia’s work even more than Shawn’s, because I kind of   
  discovered a new artist.”            --Krannert employee 
 

 “She shouldn’t have just played all her old stuff; she should have just played what she 
felt like playing. I was a little dissatisfied. But, it was still amazing. I would go see her 
again.”                                                       --doctoral student 

 

 Traditional Expectations of Genre 

 Expectations can also be attached to a genre. Certain types of music are associated with 
particular environments. What expectations does a blues band bring with them? A music student had 
this to say surrounding a 4:00pm Traffic Jam performance by Harry Manx: 
 
  “Listening to blues in this setting was unnatural. This form of live music is often found in  
  small, smoke filled, dark venues, not sunny, classy lobbies. The audience seemed  
  completely separated from the performers even though we were sitting a couple feet  
  away. I was surprised that we were listening to live music and most just sat still   
  “observing.”                             –doctoral student, music 
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 Traditional Expectations of Time 
 
 Expectations can be attached to time. Traditionally, certain types of musical performances take 
place during certain times of the day or night. But this was a festival. In an attempt to explore tradition 
verses innovation in respect to scheduling performances, I set up an interview with senior associate 
director Rebecca McBride. McBride has been employed at KCPA for ten years and served under the 
past director, Terrence Jones, before being promoted to the senior associate director under Mike 
Ross. I questioned her over lunch at a local restaurant a week after the W2W: What was meant by the 
term festival: 

      McBride:  A festival to me encompasses more than one event or performance, with ancillary  
  services over a period of time. For example, all day, or two days, or three days, as  
  long as there are several performances and ancillary services like food and, you  
  know… 
 
           DMT:  Flashing guitar pins? 
 
      McBride:  Yes! Merchandise like that. 
 
           DMT:  How many flashing guitar buttons did you sell? 
 
      McBride:  We sold, I believe, 3700. 
 
           DMT:  Did you have anything to do with the timetable, for example, Shawn Colvin   

  appearing at 2:00 on Friday afternoon? 

      McBride:  Yes. Basically, because she was scheduled a little later, because she wasn’t one of the  

  earlier booked, there were somewhat limited amounts of places we could put her. But  

  that was not the only reason. We wanted to… and I believe in this, though I’m not  

  sure if it backfired or not, but we felt like we really wanted W2W to be a festival. We  

  didn’t want it to be just three consecutive evenings at Krannert Center, which is not  

  really that unusual. So in order to make it a festival, we felt like the Friday afternoon,  

  slot would be appropriate. Particularly for people that travel to come and do the whole  

  festival. Now, I  think sales suffered a little bit because of that, with the local  

  community, because they couldn’t take off, or they did not choose to take off work.  

           DMT:  Alright, so my follow-up question was going to be: Did you think the 2:00   

  performance affected the type of crowd or the size of the crowd? 

      McBride:  Yes. I think the size definitely was smaller. I think Shawn Colvin would have normally  

  sold out. It was pretty well sold, but I don’t think we would have had extra tickets if we  

  had scheduled her on an evening. And, I suppose the kind of crowd was different in as  

  much as the people that felt comfortable being able to, that it was not a big deal to  

  take a day an afternoon off. So I’m guessing here, but I’m thinking it is more  

  professional people that are more comfortable taking a late lunch or just sort of  

  working it in, rather than somebody that has to take the whole darn day off because  

  they punch in and punch out. So I suspect the audience was skewed even more so to a  

  professional academic crowd. 
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Innovative decisions often force tradeoffs in other areas. Committing to a festival schedule forced non-
traditional time slots which impacted audience demographics and population. 

 Traditional Expectations of Focus 
 
 Expectations can be attached to focus. Was the W2W first about the audience and second 
about lining up bands for the audience to hear? Or was it first for the musicians and second about 
allowing access to the audience? Or was it just about whatever happens, happens? From the 
traditional side of the continuum, the focus of performance is the audience. From the innovative side 
the focus shifts to the performers, providing a laboratory environment for experimentation and free 
exchange of ideas, but allowing the audience to sit in and listen. Traditional audiences entering the 
KCPA expect to be entertained. The W2W left questions regarding focus. 
 
  “I thought it was just about audience at first. Giving the audience the experience of  
  what the guitar is about. But then certain things happened, like that comment Natalia  
  made about listening to the other guitarist all night, and it made me think, wait, this  
  might really be pointed towards the musicians.”                         – community member 
 
  “I noticed that performers from the night before were in the crowd… and talking to  
  people and that was something that really struck me and that accessibility was really  
  interesting and they seemed to want to participate with other people in the event.”                         
              – graduate student 
 
  “It felt like a music conference where you pick and choose what to participate in,  
  booths, talks, familial interactions with colleagues, with time to talk to each other. I saw  
  a lot of people hugging… performers seemed to know each other.    
              --doctoral student, music education 

 
 When an audience watches a symphony or a concert, they are given access to the 
performance process. They are able to witness live interactions between creative musicians with 
different backgrounds and different specialties, but the performance has been planned and rehearsed. 
The audience is only given access to the end result, not the magic that goes into creating such a 
performance. At the W2W audiences were given access to the creative process; to live interactions 
between creative musicians with different backgrounds and different specialties that had not been 
rehearsed. 
  
 Traditional Expectations of Engagement 
 
 Expectations can be attached to engagement. Physical engagement is not an option for 
traditional performing arts center audiences who are accustomed to sitting back and watching. For 
them, proximity to the performers varies according to their seat assignment in the performance hall. At 
the W2W the audience was given choices. Access was opened to the entire continuum between 
physically disengaged, like sitting in the back of the Colwell Playhouse and watching a rock star 
perform, and physically engaged, offering different levels of engagement, like talking with the artists, 
getting autographs or standing next to, or even sitting behind, artists as they performed.  

  “Yes, just knowing you can see her live, there is something about that connection then,  

  that connection with the audience in some way, not just listen to her songs and have her 

  experiences for yourself, but connect all that to that person and just watch her play  
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  watch her fingers move. And even to just hear her make mistakes, like she becomes so  

  much more of person, you know.”                                                           – professor 

 

  “One of the things about this whole festival that really is so nice, is that you have the  

  chance, at least with all the lobby shows I went to, to really see the artists up close and  

  talk to them afterwards.”                                                            – community member 

  “One of my kids, 11 years old, was particularly excited about the whole thing he had  

  done in the recording studio. When they gave him his CD he ran over to Goran Ivanovic 

  and Fareerd Haque and asked them if they would sign it. The artists were very   

  enthusiastic and kind. They said, “So this is your demo CD, huh? Is this your first  

  recording?” and he said “yeah” and they said “Well, keep playing and maybe you can  

  play on our next album with us.” My kid’s eyes got really big, and you know, it was just  

  really, really cute and very cool.”                                                     –school teacher 

  “Standing close enough to really see, to watch their fingers move, their eyes closing in  
  harmony with other members of the band, seeing their feet tapping, their head   
  bobbing, that crazy leg jumping up once in a while, I found it fascinating. I felt like  
  there was no separation at all. We reached a common ground, while each experiencing 
  the music in our own way, either playing it, or listening to it. We all were engaging with  
  it. We all could feel it in our blood. It made no difference what are backgrounds are or  
  where we were going or how we are different in any other way. We were there together 
  in the music at that moment.”                     – graduate student 
 
  “And where I was seated, instead of looking at the performer, I was facing the   
  audience. I was almost sitting next to and behind the guitarist.  So, I was looking out  
  basically at what he was seeing.”                                                 – doctoral student 
 
Standing less than a foot from someone who is passionately playing a guitar, I find it is difficult not to 
get drawn into the energy of the music being created. The W2W allowed festival attendants the 
opportunity to move in and connect, or stay back and enjoy the background music; to sit back and 
watch and listen, or stand up and interact or engage. Having the opportunity to sit looking out at the 
audience instead of looking towards the performer offered an innovative perspective on performance. 
Looking at life from different levels of engagement offers innovative vantage points from which to view 
the world. 
 The W2W also offered opportunities to interact with the music in the portable recording studio 
or by playing Guitar Hero. 
 
 Traditional Expectations of Custom 
 
 Expectations can be attached to custom. Traditionally when musical performances take place 
in performing arts centers they have performance space, admission fee and audience behavior 
conventions associated with this type of venue. At the W2W, many performances took place in the 
lobby with no admission charge. Until Mike Ross became the director, no performance had ever taken 
place in the KCPA lobby. In an effort to explore tradition verses innovation in respect to customary 
performing arts center business practices, I talked with senior associate director Rebecca McBride. In 
our lunchtime interview I asked the associate senior director: 
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           DMT:  W2W offers some fee and some free performances. Obviously Krannert pays all the  
  performers. Performances that take place in one of the formal performance venues  
  carry an admission charge while performances in the lobby do not. How do you decide  
  which performers will play for free in the lobby and which will command a ticket and  
  perform in a hall? 

      McBride:  I believe it is sort of a mixture, when we do free events we typically are doing these in  
  the lobby an area we define as our public square. We curate the experience depending  
  on the time of day, and other factors. So you will notice if you look through the   
  schedule, some of the quieter more thoughtful things are earlier in the day and, the  
  more exciting, energy-charged are later in the day. So when we’re looking at who to  
  book in the lobby, we are keeping that in mind as well as fees.  

           DMT:  Do the artist’s perceive playing at a free performance, differently than playing inside a  
  door at a pay performance? 

      McBride:  Yes. Yes. They will perceive that differently and what we try to tell them is that what  
  we’re doing is creating an entire experience, and we are deeply committed to engaging  
  new audiences. So lots of times when we put somebody out there because they have an  
  ability to make a connection with the audience that maybe another performer is not as  
  good at. 

 DMT:  I see. 

      McBride:  So we pick them very, very carefully. Usually when those artists arrive and they see the  
  place, and they see what’s going on, they don’t have a problem. But probably, when it  
  comes across their desk on a contract or their manager talks to them about it, I suspect  
  that “free” kind of shocks them. But, they know we have a reputation nationally, so that  
  helps. They know what they are doing.  

            DMT:  So how do you balance the books after such an event? 

        McBride:  Well, to balance our books, we actually look at the whole season. We take the season  

  expenses all year long. Presenting expenses and fees and things like that. We set prices  

  based on what people can afford. And then we have to deal with all the losses, which  

  are significant. The losses have to be covered by private or public funding. So every year  

  we budget, we, project how much money we’re going to bring in from private donors,  

  corporate sponsors, and public and private granting organizations. We get that   

  projection, and then it’s all just a matter of trying to figure, okay, if we pay this fee and  

  it costs this much and we charge this much, you know, we have to make that balance at 

  the end. So, for W2W, if you look at the sponsorship money versus what was spent on  

  the event, just for W2W, if you looked to see who the sponsors were in here (program  

  brochure), it wouldn’t balance. Because we strategically make the decision, we are  

  going to do this W2W, because it’s important for many reasons in our strategic priorities. 

  We believe that it’s an important investment we want to make. We’ll make up for that  

  money later. 

Ross’s business model for KCPA involves assembling a vibrantly rich cultural environment and making 
a very broad spectrum of experiences possible, affordable, and accessible to all. He believes that 
social justice dictates that all should have access to some of these experiences: 
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 “Does an artist have potential value to an individual? If yes, then there ought to  be a 
 way to put the financial pieces together to make it happen. If you do what you are there 
 to do well, there ought to be enough value that UIUC, foundations, individuals and 
 corporations will be willing to support it  financially.” 
 

 The combination of McBride’s explanation and Ross’s philosophy made sense, but I continued 
to wonder about perceived value. During the Saturday W2W 12:30 concert artist Ed Gerhard shed 
some light: 
 
  “I didn’t know what to expect when they told me I’d be playing in the lobby. I thought  
  there would be a little tip bucket for me… thanks Mike Ross and all the Krannert  
  people!” 

 
Making light of a situation can soften the edges of conflict. During a noon concert sometime after the 
W2W the Tonic Sol-Fa, a Capella music group, revealed their thoughts on the matter during their 
opening address: 
 
  “We are happy to be here. Maybe if we do a good job today, Krannert will invite us  
  back and next time let us play inside a hall instead of the lobby!” 

 
I wondered what it would be like to be an artist invited to perform in the acoustically acclaimed KCPA, 
agree up front to play in the lobby, and arrive on site to witness other performers playing in the Great 
Hall, Tryon Theatre or Colwell Playhouse. There are risks in venturing into new places. In Mike Ross’s 
attempt to open boundaries and break down audience barriers, might he be building up barriers with 
some artists? 
 A community member who attended most of the free events offered his thoughts: 
 
  “I think that, obviously as a non-student, non-staff, non-faculty, general admission Joe- 
  public guy – the tickets were too expensive for my budget. I couldn’t afford to go to any  
  shows, which was why I didn’t. I can understand that the price of the tickets falls within  
  the generally accepted range for big show tickets, like if you see a show at Assembly  
  Hall you are going to pay $35-40 bucks for tickets in general. Given the fact that many  
  W2W artists are world renowned; this had to be an incredibly expensive festival to put  
  on. There is just no doubt about it. These guys aren’t going to come and play without  
  being compensated. However, I also feel that given to a certain extent they are  
  subsidized by the University…they could have done a little bit better of a job. I think if  
  the tickets were in the $20s instead of $30s. I could have talked myself into $25 instead  
  $32, two tickets $50 that’s doable, as opposed to 2 tickets almost $70. On the other  
  hand they had so much good stuff that was free, and that I felt was cool. So, I felt like  
  they did a pretty good job of making it accessible and the fact that the opening night  
  was $5 was great.         --community member 

  
 Traditional Expectations of Space 
 
 Expectations can be attached to traditional use of space. Tension is inherent in the creative 
use of space. Many attendees saw the transformation as disrespectful in a performing arts center: 
 
   “My wife and I were disappointed in the festival. I feel like there is something wrong  
  with seeing people opening beer in the lobby of Krannert; that somehow disrespected  
  the space.                                                   --professor 
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  “Seeing the entrance to the Colwell playhouse being used as a day care center   
  playground seemed disrespectful”.     --international student 

   
 Expectations can be attached to sound quality of space in a performing arts center. The lobby 
was not designed to host musical performances and in doing so brought to light questions regarding 
its ability to handle sound. I asked a second year music education doctoral student what he thought: 
 
  “The ceiling is really low for a live lobby, and it distorted the sound. My ears were  
  ringing quite a bit from the volume of the music. I could not help but think that the  
  performance halls must have felt neglected during the opening party. With all of their  
  wonderful acoustics they sat idle.” 
 
  “It seems like this year felt louder than last year and a lot of the bands had more rock  
  and blues feel. I am curious; given that one of the acoustic properties of the KCPA is the  
  ability to hear quiet instruments, soft instruments really well, if that is something that  
  might be explored in future festivals.”    --community member 

     
An alternate view was offered by a different community member: 
 
  “The volume in the lobby was fine… I feel like you could move back if it was too loud.  
  I don’t feel like it got over the top loud in the lobby but it was definitely loud.” 

 
 Volume concerns were not only attached to the lobby. A graduate student revealed one 
performer’s frustration during a performance in the Foellinger Great Hall: 
 
  “When I went to the Global Guitar the Indian performers, there were three of them,  
  the main performer, his son, and a drummer, they were really unhappy with the level  
  of the sound and they kept saying, “Bring it up.” By their facial  expressions and the  
  shaking of their heads they were unhappy with the level of the sound. Bensusan  
  motioned, a little bit like, “bring up the guitar mic.” So I wonder if there is an inherent  
  conflict with that music and that space.”  

 
 Creative use of Space 
                  
 Why did the Friday evening Traffic Jam that took place in the lobby sound so different from 
the music that could be heard on opening night? What was it that changed that allowed most of the 
audience to engage? Was it because there was just one artist playing one guitar in the entire lobby 
and you could actually hear the music? Could it be that the sheer volume of the festival on opening 
night taxed the acoustical properties of the materials that make up the grand lobby? Was there 
something the performers could have done on opening night, some type of adjustment they could 
have made to compensate for the shortcomings of the space? Was it their responsibility?  Did they 
even recognize their music was not working well in the space? 
 The lobby was set up with great forethought to accommodate the W2W. Use of two main 
stages allowed for continuous music: while one band was moving into their finale on Stage Five, a 
new band would be setting up on the east stage. A wide array of food was available just outside 
under gauze tents adjacent to the amphitheatre where a third performance area was located. The 
main bar was located between the Stage Five and the outdoor area, and several satellite bars were 
setup throughout. The souvenir shop was located on the far north end of the lobby away from the 
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performance areas. Lobby level space utilization was maximized to allow traffic flow in multiple 
directions. The flexibility offered festival members choices: get up close and personal with the 
festivities, or retreat to find more quiet areas, as was witnessed by observing several people sitting at 
the far end of the closed-for- business Intermezzo Café. 
 Experiencing a rock performance in the lobby reveals issues surrounding acoustics, respect of 
space, and multitasking. In contrast, experiencing a rock concert in a venue designed for opera 
exposes different issues. A conversation with a classmate who attended the Los Lobos concert in The 
Tryon Festival Theatre at 10:00pm on Saturday night revealed the following: 
 

 “It was in the Tryon Festival Theatre and I was in the balcony.  I was in the middle of the 
 sixth row back, I mean smack in the middle. The music was rocking; it was driving; it 
 was movement in action. I couldn’t sit still; I was on the edge of my seat; I was moved 
 forward; I was dancing in my seat! I was constrained and horrified that we were sitting 
 in the dark watching this band like it was the theater. I got this overwhelming feeling 
 that it was criminal to sit there while one of the greatest dance bands was playing 
 everything from salsa to the Grateful Dead. I felt sad that no one was dancing. I kept 
 feeling like this is a once in a life time experience. I’ve already seen Los Lobos twice in 
 my life…this may be it. I sat debating the desire to dance, but no one else was moving. I 
 thought if I stood up and started dancing, how rude would that be because no one else 
 was dancing, but maybe if I stand up and dance maybe everyone will stand up. Finally, 
 after four or five songs I couldn’t do it anymore. So I got up in front of everybody; I 
 excused myself. I walked all the way down the row and I stood off to the side by the side 
 seats and I danced like a crazy woman! I danced like I was16 and at a Dead show! It 
 was glorious.” 

 According to my classmate, only three other people in the balcony danced. Eventually, with 
much urging from Los Lobos some people seated in front of the stage also danced. In contrast to 
opening night, when people danced all over the place in the lobby, something inhibited the Los Lobos 
audience. Was it the space? Was it the seating arrangement? Was it the audience? As my classmate 
put it, “Was it the audience or was it the Krannert Effect of being in a theater?” Was the audience 
made up of rockers or people who normally visit the Tryon Theatre to see an opera, or neither? My 
classmate who had past experience with both Krannert and Los Lobos felt a tension brought about by 
combining the two. This revealed a sharp contrast between the freedom attached to experiencing 
music in the wide expanse of the lobby on opening night and the formal nature of the theatre seating 
of the Tryon Festival Theatre. 
 On the side of innovation, a positive result of creative use of space surfaced during a 
conversation with a community professional who attended the Global Guitar concert at 7:00pm on 
Friday in the Foellinger Great Hall. Three different artists were featured: An Iraqi guitarist, a French 
guitarist, Pierre Bensusan, and an Indian group known for making a 19-string instrument. The 
community member had this to say: 
 
  “Friday night for Global guitar was kind of interesting because there were three   
  different performers and two of the performers were just solitary men on stage   
  in the Great Hall. I wondered if just one guy up there was going to seem   
  insignificant on a stage built for an entire orchestra. Could one performer fill   
  the space? What must that feel like? The middle act was three gentlemen who   
  played Indian music. They were on the floor on rugs on floor pillows. The music   
  definitely filled the hall and it was so interesting to see how that space could be   
  transformed so many different ways. I had this sort of residual feeling of   
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  different shows I had seen in the Great Hall in the past and multitude of   
  experiences associated with them.” 

 The W2W offered many creative uses of space. There was space for people to immerse in the 
music, to dance or engage in the music, to converse or socialize, to experiment, and to be quiet. The 
atmosphere was welcoming and festive, yet serious and elegant at the same time. This musical event, 
offered multiple levels of entry from novice to connoisseur. 
 
Tension 
 The combination of Mike Ross’s “simultaneous multiple dual cravings” and the tripartite 
agenda of the KCPA set the stage for a number of tensions that appear along the same continuum. 
Of the dichotomies revealed, emphasis rests on expectation verses surprise because so often one 
expects they will be at one end of the continuum and instead find themselves at the other, as was 
often the case at the W2W.  When Mike Ross and his staff succeed in communicating the perception 
that KCPA is not a traditional center for the performing arts, but an idea embodying “education, 
research and public engagement through the pursuit of excellence and innovation of the performing 
arts,” only then might the tensions ease. But should the tensions ease? 
 

Excellence 
     Development ---------------------------------------------------------------------- Exploration 
   Agent of Stability ------------------------------------------------------------- Agent of Change 
                      Conservation ---------------------------------------------- Novelty 
                      Improvement ---------------------------------------------- Change 
                        Classical ----------------------------------------------- Experimental 
                        Tradition ------------------------------------------------Innovation 
                         Formal -------------------------------------------------  Informal 
                         Elitism ------------------------------------------------ Egalitarianism 
                        Palace ---------------------------------------------------- Street 
                    Expectation ------------------------------------------------- Surprise 
 
 Tension is inherent in creativity. Artists are sometimes differentiated from non-artists because 
of their ability to live within that tension. Many artists and connoisseurs of art and people who 
appreciate art understand this. By breaking down barriers and allowing access to all, KCPA is 
introducing some people to this tension for the first time. Some will respond in a positive way, and 
others will respond negatively. Is providing access enough? Is exposure enough? Can access alone 
insure achievement? Is there some way KCPA can provide support and guidance bridging the tension 
between tradition and innovation? What do people need to know in order to get beyond the 
traditional expectations and move into more open-minded thought? Some people need help 
recognizing that some tension is good. Not everyone seeks out the dialectic where Mike Ross and 
other artists seem to dwell. Is there something KCPA can do to introduce bridges that could guide their 
audience and their performers through these tensions that are intentionally being created? Answers to 
these questions are beyond the scope of this case study, but are worth considering over time.  
 I talked to a local school teacher who brought 13 high school students to the W2W. The 
teacher described what happened: 
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  “Their reaction was interesting… for some of them the music was pretty inaccessible and 

  after about half-hour they started to get kind of restless, bored, and distracted. One  

  student in particular who is a really an accomplished bass player, was just transfixed.  

  But the majority of the group started getting restless. So we took them back to the room  

  with the guitars and where they also had a portable recording studio and we ended up  

  spending an hour and a half with these kids recording themselves.” 

This example illustrates how access alone is not enough. The music seemed relatively inaccessible to 
all but the bass player, the student with training that facilitated access at a different level. The teacher 
used the portable recording studio as a bridge for the rest of the students.  
 Ross has said that no institution can be all things to all people, but has a vision that KCPA can 
be a great many things to a great many people. Ross has verbalized a goal of consciously moving 
KCPA “from exclusivity to excellence, embracing tradition and change as a dual craving.” The W2W 
embodied this goal by opening the doors and celebrating the diversity and complexity of one musical 
instrument.  

  “There is a deep, powerful connection between rock guitar and sitar playing.” 
                 --Mike Ross 

 
Reflections 

 “There is something really amazing about the guitar. It is so incredible that one person  
  with one guitar can fill up a room with sound and music and rhythm and different  
  chords, and how you can tune one string to make the whole thing different.”                                                                 
                --doctoral student 

 
The W2W was a good event from which to examine the KCPA because it made it possible for 

anyone to experience “multiple cravings,” to travel a continuum between tradition and innovation 
within one event. The festival was an exploratory experience that offered multiple choices through 
multiple venues and multiple modes of experience, enabling some people to feel comfortable at 
KCPA in ways that invited them to come back and to explore further. This case study began with my 
interest in two competing creative styles and their application at one performing arts center. Delving 
into my issue highlighted issues of importance to others closely associated with this case, some 
involving the director, the senior associate director, patrons and students.  

The frame around traditional understanding is conservation. Tradition cannot be attained 
without fulfilling some level of expectation. But if we approach new experiences entirely with old 
expectations, not allowing new practices to challenge old convictions, we may remain more historians 
than explorers. Acquaintance with the past helps us appreciate the present and beckons us to 
contemplate the future; residing too much in the past can lead to extinction.  

 
 “I learned a lot at the W2W in the sense of being reminded of certain things: the  

  importance of the ultimate reason of why we play music, which is to lose oneself in the  
  music and to create something that can move other people as opposed to playing  
  something correctly or just playing something.”                   – local musician 

 
Can both ends of the continuum be celebrated? Old school proponents of performing arts 

centers that proclaim their mission is to elevate and celebrate tradition appear to be losing ground, as 
can be seen through reports of diminished attendance. Although tradition should be honored, if 
societies do not also embrace change they cannot move forward.  
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This study attempted to highlight selected happenings that took place at a guitar festival held 
within a performing arts center in order to explore the creative continuum between development and 
exploration. The W2W celebrated diversity in guitar music much like KCPA celebrates diversity in 
creativity, art and, most importantly, in human beings. It brought to light a vast spectrum of human 
experience, anchored by tradition which nurtures and grounds us and offers a basis by which to set 
standards, extending to innovation through exploration and experimentation which serves to expand 
our consciousness, facilitate change, and allows us to evolve. Maybe the issue is not in choosing 
tradition over innovation or innovation over tradition, but rather in bridging the two. In increasing our 
hearing and seeing and feeling and perceiving by moving back and forth along the continuum. KCPA 
offers both styles of creativity through, as Mike Ross said: 

 
  “…a rich blending of classroom, lab, sanctuary, public square, and even local   
  pub, highlighting social interaction and free and safe exchange of ideas.”  
 

Last Call 

It was getting late. As I said goodbye to W2W 07 I entered the elevator alone, in route to my 
car parked on the Yellow level. As the doors closed behind me, for the first time I was able to read the 
large graphic in its entirety: 

 
 
 
Thank you for being with us. 
Whether you buy tickets; donate your time, money or goods; attend our free performances; or 
partner with us in another way, you help ensure the liveliness, strength, and flexibility of 
Krannert Center Performing. 
As you move through Krannert Center, you move through your world. Wherever 
you are in this journey; we invite you to come further with us. With your gifts – 
of money, time, advocacy, and presence – you strengthen the Center’s vital roles  
as a classroom, laboratory and public square, creating life affirming connections 
between the arts and audiences. 
 
Being matters. 
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