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There is limited research available focusing on arts integration at the secondary 

school level and even less on a children’s chorus curriculum. Therefore, the aim of this 

qualitative study is to investigate the application of arts integration in a university-based 

children’s chorus based on historical research, rehearsal observations, and interviews of 

practicing children’s chorus directors. The pedagogical practices and philosophies of 

three prominent children’s chorus directors, Robyn Lana, Henry Leck, and Ann Small 

were conducted to understand the relationship between arts integration theory and 

practice in their respective children’s choruses. The criteria used to select the participants 

of this study is based upon their tenure in the field of choral music education, national 

and international recognition, their publications on music education for children, and 

their expertise on the child and adolescent singing voice. One of the principal objectives 

of this study is to discover if the participant’s are currently implementing arts integration 
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in their respective children’s choruses and, if not, would they be amenable to 

implementing this type of pedagogy? 

The study’s research criteria focuses on two possible factors: 1) the expectations 

of a high level of artistic performance that could affect time availability presenting 

obstacles to implementing arts integration, and 2) identifying the philosophy and practice 

towards arts integration amongst the selected children’s chorus directors. The study 

suggests that a choral curriculum based on arts integration does not appear to diminish or 

interfere with the rehearsal process in preparation for the choral performance but rather, 

enhance the total learning and performance outcomes.  

 Research data also suggests the need for materials and resources to assist with the 

application of an arts integrated curriculum. The three participants acknowledge the value 

of this type of pedagogy as well as the significance of future research to aid in applying 

this methodology. Sample lesson plans and choral literature representative of repertoire 

conducive to creating lesson plans based on arts integration strategies are found in the 

appendices. However, additional qualitative and quantitative studies are needed to 

promote arts integration at the secondary choral level. 
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INTRODUCTION 

Public school education is facing increased demands to improve student learning 

especially in the areas of math, language arts, and science. This emphasis correlates to the 

standards-based or high-stakes testing prevalent in public schools across the country in 

response to school accountability set forth in the federal mandates of the No Child Left 

Behind Act (NCLB).1 Noted educator and author, Richard Colwell defines high-stakes 

testing as “a situation where the assessment determines whether a student passes a grade 

level, graduates from secondary or tertiary school, is licensed to teach, or is denied 

accreditation based upon an assessment.”2 However, in answer to the heightened 

instructional demands, other subject areas, especially the arts, are losing presence in the 

schools.3 According to the May 2011 President’s Committee on the Arts and the 

Humanities, the narrowed curricular focus and budgetary dilemmas has resulted in 

schools eliminating arts and instead concentrating on the subjects included in high-stakes 

testing.4 Therefore, the question arises, how can arts professionals respond to this 

dilemma? This researcher presents one approach that would enable children to experience 
                                                
 1 No Child Left Behind Act of 2001, Public Law 107-110, § 115. 
 
 2 Richard Colwell, “Assessment’s Potential in Music Education,” in MENC Handbook of Research  
 2 Richard Colwell, “Assessment’s Potential in Music Education,” in MENC Handbook of Research 
Methodologies, ed. Richard Colwell (New York: Oxford University Press, 2006), 205. 
 
 3 Susan J. Bodilly and Catherine H. Augustine, Revitalizing Arts Education through Community-
wide Coordination (Santa Monica: RAND Corporation, 2008), iii.  
 
 4 “Reinvesting in Arts Education: Winning America’s Future through Creative Schools,” 
President’s Committee on the Arts and the Humanities, accessed January 4, 2012, 
http://www.pcah.gov/news/pcah-releases-landmark-arts-education-study. 
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the arts while improving and enhancing knowledge in the core subject areas: arts 

integration. More specifically, the inclusion of arts integration practices in the community 

setting of a university-based children’s chorus: the topic of study for this research. 

 By its very definition, arts integration pedagogy stresses the concept of transfer of 

knowledge between the arts and core subject areas thus enhancing cognitive and creative 

thinking skills required for standards-based assessments.5 Arts teachers skilled and 

knowledgeable in arts integration pedagogical practices can affect a positive change in 

curriculum as demonstrated through studies such as Leslie Acevedo’s “Developing an 

Outreach Program Based on Freedom Songs,” Anne Bamford’s “The Wow Factor: 

Global Research Compendium on the Impact of the Arts in Education,” and Susan 

Bodilly and Catherine Augustine’s “Revitalizing Arts Education through Community-

wide Coordination.”6 “Problems of real significance cannot be solved out of a single 

discipline of knowledge, therefore it is increasingly necessary to look at the world across 

disciplines.”7 This method of instruction offers a philosophy and methodology of 

teaching the arts in and through other curricular disciplines: an interrelationship between

                                                
 5 Burnaford et al., Renaissance in the Classroom: Arts Integration and Meaningful Learning 
(Mahwah: Lawrence Erlbaum Associates, Inc., 2001). 
 
 6 Leslie A. Acevedo, “Developing an Outreach Program Based on Freedom Songs,” Public 
Library Quarterly (Gloucester: The Hawthorn Press, Inc., 2006); Anne Bamford, The Wow Factor: Global 
Research Compendium on the Impact of the Arts in Education (Münster: Wasman Münster, 2006); Susan J. 
Bodilly and Catherine H. Augustine, Revitalizing Arts Education through Community-wide Coordination 
(Santa Monica: RAND Corporation, 2008). 
 
 7 Julie Thompson Klein, Interdisciplinarity: History, Theory, and Practice (Detroit: Wayne State 
University Press, 1990), as quoted in James A. Beane, Curriculum Integration: Designing the Core of 
Democratic Education (New York: Teachers College, Columbia University Press, 1997), 16.  
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developmental and meaningful experiences.8 It becomes a tool for modern education: the 

integration of music, theater, dance and visual arts with social studies, language arts, 

history, and other core subject areas. Arts integration pedagogy provides students with an 

active learning environment that enhances critical thinking and transfer of knowledge, 

“one that promotes the integration of experiences of knowledge, of school and of the 

larger world.”9  

The current researcher proposes that a community chorus such as a university-

based children’s chorus provides an environment free of high-stakes testing and other 

time constraints thus enabling implementation of arts integration strategies that would 

enhance the learning outcomes of students. Data demonstrates that it is common practice 

for a director of a university-based children’s chorus to be college professors or staff 

directly linked to the university thus possessing a strong background in choral music 

education. This background presupposes contextual understanding of pedagogy and 

therefore an open path to the application of arts integration practice. It was this 

foundational belief that led this researcher to narrow the field of this study to university–

based children’s chorus directors. The second area of hypothesis that drove this research 

was that a high level of artistic choral performance would be enhanced with the inclusion 

of arts integration strategies during rehearsal and time constraints would not be an issue. 

This researcher examines the beliefs and practices of three prominent children’s chorus 

directors through personal interviews, on-site rehearsal observations, and historical 

                                                
 8 Patricia Roberts and Richard D. Kellough, A Guide for Developing Interdisciplinary Thematic 
Units. 4th ed. (Columbus, OH: Pearson Education Inc., 2008), 3. 
 
 9 Klein as quoted in James A. Beane, Curriculum Integration, 19. 
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research to understand the relationship between their theories and practices as they relate 

to arts integration.  

Statement of the Problem 

Arts integration pedagogy is not a new concept as evidenced by the abundance of 

literature on arts integration theory and application especially at the elementary school 

level.10 However, new challenges to maintaining arts disciplines at the secondary school 

level have emerged as a result of high-stakes testing receiving even greater emphasis in 

the public schools. According to Richard Colwell, noted educator and author on research 

in music education, assessment “in the twenty-first century has become one of the more 

important issues in education.”11 He goes on to present assessment as a measure of 

student achievement or as a source of school and teacher accountability. To answer this 

challenge of accountability, this researcher presents the concept of arts integration in a 

secondary choral setting, such as a children’s chorus, as an avenue for improved student 

learning in the arts, through the arts, and across the disciplines.  

The scope of this study narrows to the unit of a community setting of a university-

based children’s chorus as a favorable environment to foster arts integration or further the 

development of such pedagogy. The justification for selecting the university-based 

                                                
 10 Anne Bamford, The Wow Factor: Global Research Compendium on the Impact of the Arts in 
Education (Münster: Wasman Münster, 2006); Burnaford et al., Renaissance in the Classroom: Arts 
Integration and Meaningful Learning (Mahwah: Lawrence Erlbaum Associates, Inc., 2001); E. Fiske, ed. 
Champions of Change: The Impact of the Arts on Learning (Washington, D.C., 1999); The Arts Education 
Partnership and the President’s Committee on the Arts and the Humanities (1999); Charles Fowler, Strong 
Arts, Strong Schools (New York: Oxford University Press, 1996); R. Phyllis Gelineau, Integrating the Arts 
Across the Curriculum (Canada: Thomson Wadsworth, 2004). 
 
 11 Colwell, “Assessment’s Potential,” 199. 
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children’s chorus centers around the expertise that is essentially required of the directors, 

as well as the resources made possible through a university setting. 

This researcher examined the views regarding arts integration in a university-

based children’s chorus of three prominent children’s chorus directors. Through historical 

research, interviews and observations, this researcher proposes the hypothesis that an arts 

integrated curriculum is a viable strategy for a university-based children’s chorus and is 

not a deterrent to a high caliber of artistic choral performance regardless of time 

constraints in this type of community setting.  

Significance of Study 

 There is great concern regarding students in the United States gaining essential 

twenty-first century global skills such as creativity, innovation, critical thinking and 

improvisation that are necessary for success in the workplace. In a 2012 article Arts 

Integration and 21st Century Skills, Lynne Silverstein, the Senior Program Consultant for 

the Kennedy Center’s Education Department, presents documentation from numerous 

organizations stating the need for re-thinking curriculum that teaches for twenty-first 

century success. She noted that learning through the arts supports and enhances the skills 

especially those of communication, creativity, critical thinking and collaboration 

resulting in new learning opportunities for students. Silverstein embraces the philosophy 

that arts integration presents the opportunity for a new learning environment that 

encourages cognitive and expressive response from students to meet the demands of a 

new global society.12 

                                                
 12 Lynne Silverstein and Sean Layne, “Laying a Foundation: Arts Integration and 21st Century 
Skills” (Washington, DC: The John F. Kennedy Center for the Performing Arts, 2010).  
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 Of special note is the 2006 address to the Stanford Academic Council by Stanford 

University president, John L. Hennesy on the significance of arts education.13  Robert 

Lynch, president and CEO of Americans for the Arts in Washington, D.C. quoted 

Hennesy as saying that “the arts can help us break out of traditional patterns of thinking 

and adopt fresh approaches to intellectual experiences.”  Hennesy goes on further to say 

“the reality of life in the twenty-first century is that the skills associated with artistic 

practices: creative thinking, self-discipline, collaboration and innovation, are skills that 

are in great demand. In fact, in our rapidly changing global economy, the skills the arts 

teach may be mandatory for everyone’s success.”14 

 In addition to John L. Hennesy, another strong statement is found in the 2001 

President’s Council on Arts and Humanities where Arne Duncan, U.S. Secretary of 

Education states “education in the arts is more important than ever. In the global 

economy, creativity is essential.”15 There is a need for a curriculum based on arts 

integration as one of the avenues through which to address present-day student learning 

and twenty-first century skills.16 However, the application of such is not a common 

method of pedagogy in the secondary choral classroom. Implementation of arts 

integration strategies in the United States’ public school system frequently begins in the 

elementary school with general arts instruction in the areas of music and visual art as 

                                                
 13 John L. Hennesy, “Address to the Stanford Academic Council.” Stanford Report (Stanford: 
Stanford University Press, May, 2006). 
 
 14 Robert Lynch, “Creating a Brighter Workforce with the Arts.” Florida Music Director 6, no. 8 
(April 2008): 8-12.  
 
 15 “Re-investing in Arts Education,” 1.  
 
 16 R. Lynch, “Creating,” 8-12. 
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evidenced through such projects as the Chicago CAPE17 project. The focus narrows 

further as students progress to the secondary school level where the primary measurable 

learning goals and objectives center on performing ensembles (band, chorus, orchestra, 

painting, ceramics, etc. and recently, graphic arts). This researcher proposes that the 

amount of time needed to teach the skills, rehearse and produce the product in a 

performance-based curriculum and adhere to the constraints of high-stakes testing, may 

be the reasons why arts integration strategies are not as prominent in the secondary public 

school choral classroom.  

The current researcher’s study is intended to contribute to the current body of 

literature supporting an arts integrated curriculum at the secondary school choral level 

that enriches the creative and critical thinking skills needed in today’s society through 

research and discovery of the practices and philosophies of the three university-based 

children’s chorus directors. This researcher explored the degree of each conductor’s 

application of arts integration strategies in their respective rehearsals and performances. 

However, their desire and intent to implement arts integration strategies in the future with 

the goal of contributing to the total learning outcome for their choral students was of 

greater concern for this researcher. 

Theoretical Framework 

Research supporting the educational value of an arts integrated curriculum in a 

public school setting has been documented by many prominent authors such as: Gail 

Burnaford (2001,2007), Richard Deasy (2002), Elliott Eisner (2004), E. Fiske (1999), and 

Larry Scripp (2000). Results of articles and case studies also researched and documented 

                                                
 17 Burnaford et al., Renaissance. 
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the many school and student advances with an arts integrated curricular focus. However, 

research on arts integration focused at the secondary school level, more specifically the 

children’s chorus curriculum, is very limited. The imbalance in research and in 

implementation as the secondary level led this researcher to pursue a study on arts 

integration in the setting of a university-based children’s chorus.  

The following four studies representing different aspects of arts integration served 

as seminal research for this study: Maureen Lorimar (2011), Patricia Strickland (2008), 

Patrice Madura Ward-Steinman (2006) and Doris Granum (2000). These studies 

reference the value of arts integration; the difficulties of implementation across the 

curriculum; enhanced learning through music; and the extrinsic benefits of an after school 

arts program. Maureen Lorimer’s article on arts integration, published in the Journal for 

Learning through the Arts in 2011, is critical as it directly addresses arts integration at the 

secondary level. Lorimer’s article is an excerpt from her unpublished dissertation 

focusing on a case study of two middle schools in California that implemented a school-

wide arts-infused curriculum. The goal was to create relevant, challenging, integrative, 

and exploratory curriculum for all learners.18 Lorimer’s study reflected on the common 

practice of pulling at-risk students out from arts programs in favor of remedial instruction 

in core subjects. This practice is in direct response to high-stakes testing and the need to 

demonstrate student gains in language arts and math. Lorimer’s intent was to establish the 

principle that an arts integrated curriculum can better meet the needs of the at-risk learner 

through pedagogy that centers around an integrated, exploratory curriculum and 

                                                
 18 Maureen R. Lorimer, “Arts-infused Learning in Middle Level Classrooms,” Journal for 
Learning through the Arts (2011): 1-7. This article was an extension of her 2007 unpublished dissertation 
from Claremont Graduate University, California. 
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therefore, “pull out” becomes unnecessary. Lorimer’s research on arts integration for at-

risk secondary students supports the current researcher’s hypothesis regarding enhanced 

learning outcomes as an outcome of transfer of knowledge through arts integration 

practices, regardless if students are at-risk or members of a university-based children’s 

chorus. Lorimer’s study is limited in scope since it only includes two schools however, 

the connection between her use of arts magnet schools with this researcher’s focus on a 

university-based children’s chorus is significant as both place a strong emphasis on 

choral performance outcomes. 

 The second research found to be of significance to this researcher’s study was 

Patrice Madura Ward-Steinman’s 2006 study, Development of an after-school music 

program for at risk children: student musical preferences and pre-service teacher 

reflections. She demonstrates the need for an after school choral music program for at-

risk students. Her research focused on establishing a partnership between the university’s 

Music Education Department and a community-based after school outreach program for 

at-risk students. The goal was to provide a nine-week program of study for chorus, 

recorder, and general music inclusive of grades one through five taught by music 

education majors from the university. Obtaining a grant allowed for the graduate students 

to be able to participate in the program and reflect on teaching skills and student learning 

outcomes in the after-school setting.19 Although Ward-Steinman’s research was narrow 

in scope and solely for elementary school students, it still demonstrates the need for 

music programs that extend beyond the traditional school setting. The study also 
                                                
 19 Patrice Madura Ward-Steinman, “The Development of an After-School Music Program for At-
Risk Children: Student Musical Preferences and Pre-Service Teacher Reflections,” International Journal of 
Music Education 24, no. 1 (2006): 85-96.  
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provided a definition of the community children’s chorus resulting in a further narrowing 

by the current researcher, towards the definition for the university-based children’s 

chorus. Additionally, Ward-Steinman’s study demonstrates the benefits to at-risk students 

through an arts integrated curriculum that implores multiple learning strategies as a key 

component of the pedagogy. Ward-Steinman’s conclusion creates a causal link between 

at-risk students and benefits for all students actively engaged in an arts integrated 

curriculum. 

 Doris Granum of the University of Georgia examined the practices of a limited 

number of after-school children’s choruses in her 2000 dissertation, A Study of Selected 

Community Children’s Choruses.20 Although Granum’s study did not directly address 

arts integration strategies, it promoted the necessity for after school choral programs that 

could meet the societal and educational needs of children. Leading researchers including 

David Elliot in 1989, Eric Jensen in 2000, and Melissa Arasi in 2006 recognize the 

extrinsic benefits of arts integration including social and emotional learning, as a key 

component of arts integration.  

The 2008 dissertation by Patricia Strickland, Teachers Arts Education: 

Integrating Arts in the Classroom demonstrates support for an arts integrated curriculum 

in the public school classroom. The scope of her study was narrow since it only dealt 

with one school. However, she focused on the reactions and philosophies of the teachers 

and arts specialists paralleling the current researcher’s studies on the choral directors’ 

philosophies and attitudes towards arts integration in their choral rehearsals. Strickland 

                                                
 20 Doris Greer Granum, “A Study of Selected Community Children’s Choruses” (Ed.D. diss., The 
University of Georgia, 2000). 
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researched problems encountered by the teacher participants during their implementation 

of arts integration across the curriculum. The outcome was that success was dependent 

upon teacher confidence, support from arts specialists, and administrative support.21 The 

combination of quality musicianship and established educational practices assisted this 

researcher in narrowing the focus of this study to directors of university-based children’s 

choruses. 

 The significance of studying the university-based children’s chorus is that it exists 

outside the constraints of the public school classroom and the focus on standards-based 

testing. The current study hypothesizes that high-stakes testing would not be a factor in a 

community setting such as a university-based children’s chorus and therefore presents 

more opportunities for implementing arts integration strategies in the participant’s 

respective ensembles. This researcher’s intent was to present the idea that a children’s 

chorus director could implement an arts integration approach enabling students to transfer 

learned concepts in and between the arts and core subject areas, while at the same time, 

maintaining a high level of artistic choral performance. 

Purpose of Study 

The current researcher’s study proposes to contribute to the body of research on 

arts integration at the secondary education level as it relates to the community choral 

setting of a university-based children’s chorus. The scope of this study was twofold: (1) 

to discover if select choral directors’ current and past pedagogical practices reflect arts 

integration strategies and (2) to discern their philosophies regarding the concept of 

                                                
 21 Patricia Strickland, “Teachers’ Arts Education: Integrating Arts in the Classroom” (M.A. thesis, 
Gonzaga University, 2008). 
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incorporating an integrated choral curriculum into their current pedagogical practices. 

This researcher coded and analyzed the emergence of common themes and links between 

the three participants and their philosophies and practices of arts integration in their 

respective children’s choruses. 

Tables in Chapter III contain analysis of the results of the research to determine 

similarities and differences between the three participants. In addition, Chapter III also 

provides the results of the participant surveys, observations and interview discussions. 

Appendix A provides a sampling of choral music literature for a children’s chorus that is 

accessible for implementing an arts integrated curriculum. The repertoire list is sub-

categorized into themes such as folk songs, world music, the classics and poets. 

Appendix C provides two sections: (1) application of arts integration practices 

and (2) suggested literature and lesson plans. The first part focuses on a brief overview of 

how to begin with arts integration for a children’s chorus including examples of literature 

and teaching concepts. The second part is a detailed sampling of a unit lesson focused on 

integrating music, visual arts, social studies and language arts. A detailed explanation of 

the lessons is contained in Appendix C. 

Research Questions 

On-site research of the three university-based children’s chorus directors afforded 

insight into their current and past arts integration strategies serving as a framework for 

comparison and documentation. The following questions posed the basis for the research: 

1. Is it possible to implement an arts integrated choral curriculum in a 

community setting such as those of the three university-based participants, 
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regardless of possible time constraints necessary to maintain the ultimate goal 

of performance? 

2. Is there documentation to support the implementation of a secondary level arts 

integrated curriculum as opposed to a strictly performance-based children’s 

chorus program? 

3. Is arts integration a current practice of the participating children’s chorus 

directors in this study? 

4. In light of time constraints in the rehearsal room and the concentrated focus 

on performance, is it feasible to add this type of curriculum? 

5. Would the three participants be receptive to a community outreach chorus 

with arts integration as its core methodology? 

6. What type of pedagogical technique is prevalent in the rehearsal format of the 

three participants?  

7. Do the participants view curriculum and standards as a conscious inclusion in 

their respective rehearsal planning or is the focus solely on performance? 

8. Does the university-based children’s chorus serve as a laboratory for pre-

service music education students? 

9. Would the participating choral directors be amenable to using their rehearsal 

as a laboratory for pre-service music education students to implement arts 

integration strategies into the rehearsal? 

Principles of Research 

 Action inquiry methods of information gathering, on-site observations, 

interviews, and analytic accountability are tools for this research. The first part of the 
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research involves the selection of the three choral director/participants. The criteria for 

selecting the participants is based on their expertise in the field of choral music 

education, specifically in the areas of children’s chorus and the adolescent singing voice, 

national status as recognized children’s chorus directors, authors, members of the 

American Choral Director’s Association (ACDA), and leaders in their field throughout 

the United States and abroad. The second step is to arrange on-site visits with the purpose 

of interviewing and observing each director’s rehearsal format during a rehearsal of their 

respective children’s chorus. The intent of the personal interviews is to discover the 

directors’ philosophies on choral music education pertaining to arts integration as well as 

observation of their current pedagogical practices. Open-ended questions create a path for 

unrestricted response for future discussion. Any additional questions derived from 

discussions are included in the data analysis. 

 The second component of the research is the analysis of the collected data. This 

data consists of videotapes of on-site interviews, on-site observations, mission 

statements, teacher documents, and curriculum guides. Analyzed data from the 

observations and initial interviews is prepared according to axial and open coding 

(observation notes and video) and inductive analysis. Analysis of the research found 

commonalities and differences in teaching methodologies and philosophies, curricular 

strategies, and areas of concern regarding pedagogy as expressed by the children’s chorus 

directors. 

Chapter Summaries and Organization of the Study 

The Introduction serves to present an overview of the project, including the 

statement of the problem, purpose of study, and the theoretical framework and principles 



 

! 15 

of research that gave rise to this study. The research questions that guided the interview 

process are also contained within the introduction section of this study. This area 

concludes with identification of the participants and the criteria for participation in this 

study. 

Chapter I is the background information providing a concise history of the 

children’s chorus movement in the United States, choral music education and its 

relevance to the children’s chorus and the definition of arts integration. The conclusion of 

Chapter I references prominent composers, educators, and initiatives of the twentieth 

century that affected not only choral music education in the schools but more specifically, 

the development of the children’s chorus in the United States. 

 Chapter II divides into sub-categories providing research support and clarification 

for the application of arts integration practices in a university-based children’s chorus. 

The categories include (1) choral music education in the United States, (2) the children’s 

chorus movement in the United States, and (3) arts integration theories and practices. 

There is extensive literature on both choral music education and arts integration as 

separate entities. However, this researcher did not intend to present a thorough literature 

review on these topics but rather to selectively review the literature most appropriate to 

developing an arts integrated curriculum for a university-based children’s chorus. The 

literature review served a two-fold purpose: (1) it was instrumental in the preparation of 

the questionnaire and interview strategies and (2) it provided direction for the curricular 

component of this paper which includes a sampling of recommended literature and a 

sample unit on arts integration for a university-based children’s chorus. 
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The first aspect providing clarification for research is selection of dates no earlier 

than the year 2000 for articles and dissertations in order to substantiate current curricular 

practices. Second, the historical research is based primarily on the development of 

children’s choral education and the children’s chorus movement in the United States from 

the eighteenth century to the present. The three choral directors/participants represent the 

present status of the children’s chorus movement.  

Chapter III serves as the basis for data analysis comprised of the methodologies 

and pedagogical practices of the three children’s chorus directors. An analysis of the data 

is organized, implemented, and measured with results represented in various charts and 

summaries. Chapter III also provides the critical data that demonstrates application and 

suggestions for application of arts integration through actual performed works by the 

participants. Analysis of the original questionnaire as cross-referenced with participant 

responses and observations obtained during the research process, serves to conclude this 

chapter.  

 Instruments (formal questionnaire) for discovery and the justification for the 

participants’ involvement in the interviews and on-site observations are also contained in 

Chapter III. All observations and interviews have been audio recorded according to the 

parameters defined by the Institutional Review Board (IRB) and with permission of each 

participant. Verification of the transcriptions for accuracy and clarity occurred in 

accordance with the terms set-forth in the IRB. Reference to and analysis of the 

transcriptions of the interviews are contained Chapter III with complete transcription in 

Appendix H. 
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 Summary of the research, its implications, limitations of study and suggestions for 

future research comprise Chapter IV. The appendices include the following materials: (1) 

a sampling of children’s choral literature accessible for arts integration strategies, (2) a 

chronological listing of notable children’s chorus directors and their ensembles, (3) 

examples of a unit lesson plan on arts integration for a children’s chorus, (4) detailed 

biographies of the three participants, (5) the participant questionnaire, (6) consent forms 

and other correspondence with the participants, and (7) a complete transcription of the 

participants’ interviews. The current researcher chose to omit the inclusion of video 

recordings due to privacy issues of the children. 

Participants 

 The criteria for selecting the participants for this study are threefold: (1) national 

prominence as a children’s chorus director, (2) documented research and/or published 

knowledge on the children’s and adolescent singing voice, and (3) member of the 

American Choral Directors Association (ACDA) or National Association for Music 

Educators (NAfME)22 for at least ten years. The following three directors met the above 

stated criteria and were selected for this study: Robyn Lana with the Cincinnati 

Children’s Chorus, Henry Leck, with the Indianapolis Children’s Chorus, and Ann Small 

with the Stetson University Children’s Chorus.  

 Dr. Ann Roberts Small, professor emerita at Stetson University in Deland, Florida 

is the founding artistic director of the Stetson University Children’s Chorus. Small 

directed the music education program and frequently conducted the opera chorus at 

                                                
 22 NAfME was formerly recognized by the acronym, MENC. The name and acronym was 
officially changed in September 2011. 
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Stetson University. Although, now retired, Small continues to author a column ascribing 

to the many facets of the children’s chorus in the Choral Journal of the American Choral 

Director’s Association. 

 Robyn Lana is the founding artistic director and conductor of the Cincinnati 

Children’s Chorus at the Cincinnati University College-Conservatory of Music. She also 

serves as the National Chair for the American Choral Directors Association (ACDA) 

Children’s and Youth Choir Repertoire and Standards (R&S) Committee. Lana is a 

frequent guest conductor of children’s choruses throughout the United States and has 

done postgraduate work with Henry Leck of Butler University. 

 Henry Leck is an associate professor and Director of Choral Activities at Butler 

University in Indianapolis, Indiana. He is the founding artistic director and conductor of 

the Indianapolis Children’s Choir, a premier children’s chorus program of approximately 

2600 students. Leck is a noted author, editor, choral conductor, clinician, composer, 

educator, and an authority on the adolescent changing voice as evidenced in the multiple 

videos and literature demonstrating his research. Leck is an internationally recognized 

leader in the children’s chorus movement as recognized in his numerous appearances as 

conductor and through the workshops he has presented. 

Comparison of the respective backgrounds and an initial brief interview with the 

three participants enabled this researcher to define and clarify the research questions for 

this study. Leck and Small are university music professors in addition to their children’s 

chorus responsibilities. Lana combines her children’s chorus responsibilities with the 

administrative concerns of being the national chair for the Children’s and Youth R&S 

division of ACDA. All three participants have music education backgrounds and are 
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published authors on the child’s adolescent singing voice, choral music education, and 

the children’s chorus. They have served as children’s chorus guest conductors and 

adjudicators throughout the United States. The three participants have been actively 

engaged in teaching a university-based children’s chorus for a minimum of eighteen 

years. 

Primary Audience 

 The primary audience for this study includes choral music educators, pre-service 

music education students, children’s chorus directors, arts integration researchers, and 

university professors in music education and interdisciplinary education. In addition, this 

study can serve as a guide for implementing a curriculum based on arts integration in the 

secondary choral classroom and as an avenue for music education students, researchers 

curriculum designers, university music education professors, and arts integration 

specialists.  

Methodology 

The dissertation method chosen is exploratory in nature with the focus on 

interviews, observations, and surveys. The qualitative research begins with the data 

collection and concludes with an organization and assimilation of concepts and themes. 

The data is collected and coded according to the commonalities and differences 

uncovered through the interview and observation of each participant. 

The qualitative research emphasizes observation, interview, and directed 

questioning as the vehicles for collection of materials and data. Coding of the data 

analysis serves to determine themes and patterns for comparison and variance. 

Descriptive analysis compares and contrasts the responses of each participant thereby 
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qualifying similarities and differences in respect to arts integration instruction and/or 

non-instruction. In this study, the focus is on perceptions, knowledge, and philosophies of 

the choral director’s towards arts integration in their rehearsals. The naturalistic method 

of inquiry is the collection of research in a real-world setting such as on-site interviews 

and live rehearsal observations. 

 A pre-determined set of questions served to guide the interview process with the 

three participants. The goal of the interview is to obtain self-reported perceptions of the 

directors’ knowledge of arts-integration concepts, their current pedagogical practices, and 

their interest for obtaining strategies that enhance or initiate arts integration 

methodologies. In addition to the pre-determined questions, the participants were 

encouraged through open discourse to expound beyond the limitations of the questions. 

Observation of each participant’s rehearsal occurred immediately following the interview 

session.  

Data was gathered and analyzed for this qualitative study in agreement with the 

criteria set forth by Liora Bresler and Robert E. Stakes in The Handbook of Research on 

Music Teaching and Learning. It states that a general term to refer to several research 

strategies that share certain characteristics must meet the following: (1) 

noninterventionist observation in natural settings, (2) emphasis on interpretation of both 

emic issues (those of the participants) and etic issues (those of the writer), (3) highly 

contextual descriptions of people and events, and (4) validation of information through 
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triangulation.23 Triangulation involves looking at the data from many sources and 

methods such as observation, interview and survey. It is through triangulation that 

common threads began to emerge for this researcher through the analysis of the collected 

data. 

 Initial contact with Ann Small took place almost two years earlier than the 

meetings with Henry Leck and Robyn Lana. The meeting with Small occurred at Stetson 

University in Deland, Florida with the purpose of discussing the organization of a 

children’s chorus. Contact with Henry Leck and Robyn Lana occurred at the 2009 ACDA 

National Convention in Oklahoma City, Oklahoma during a mini interview session 

organized by the conference. ACDA members participating in the 2009 convention were 

offered fifteen-minute round-table sessions with three leaders within ACDA. The current 

researcher was able to interview Henry Leck, Robyn Lana, and additionally, Jean 

Ashworth-Bartle with the intent of surveying them regarding arts integration and choral 

music. The willing support and encouragement by the interviewees at the mini interview 

sessions provided this researcher with a theory upon which to begin research. All of the 

interviewees provided amenable and encouraging feedback to a curriculum based on arts 

integration. Ultimately, esteemed author and conductor, Jean Ashworth-Bartle of the 

Toronto Children’s Chorus from Canada was not included in this research because she 

had retired. The researcher has retained and archived the conversation with Bartle as 

evidence of her initial support for this research. 

                                                
 23 L. Bresler and Robert E. Sakes, “Qualitative Research Methods in Music Education” in 
Handbook of Research on Music Teaching and Learning: A Project of the Music Educator’s National 
Conference, ed. Richard Colwell (Reston, VA: Schirmer, Inc., 1992), 270-311. 
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 After the initial brief contact, follow-up consisted of a letter requesting an on-site 

visit of each participant consisting of a personal interview and observation of their 

respective children’s chorus rehearsals.  The visits were undertaken at: Stetson University 

in Deland, Florida; University of Cincinnati in Cincinnati, Ohio; and Butler University in 

Indianapolis, Indiana. A questionnaire documented the backgrounds, theories, and current 

teaching methodologies of the three participants in this study. The on-site interviews 

were limited to sixty minutes followed by observation of each director during rehearsal of 

their respective children’s chorus. Video and audio recording were the tools used by this 

researcher to enable accurate transcription and provide for analysis of the collected data. 

The participants were encouraged to speak openly and not consider the interview as a 

question/answer session but rather a conversation that has the opportunity to evolve in 

many directions. Two of the interview sessions took place in the offices of the 

participants and one outside of the school premises.  

On-site discussion with each of the three participants occurred in accordance with 

the criteria set forth by the IRB as it regards extension of ideas through discussion. 

Responses by and observations of the participants provided data for the purpose of 

collection, analysis, thematic coding and organization to determine the common threads. 

The participant’s philosophies, methodologies, teaching styles, and rehearsal strategies 

were also important criteria for analysis. A consent form provided to each participant was 

in accordance with the terms set forth in the IRB. Following accumulation of all data, the 

qualitative analysis performed identified recurring themes and concepts leading the 

researcher to conclusions for this study.  
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Summary 

This study is unique in its focus on the pedagogical practices of three university-

based children’s chorus directors and their theories and understanding of arts integration. 

Research constructed and defined the relationship between arts integration theory and the 

practices and philosophies of the three participants. The unanimous support stated by the 

three participants is strongly indicative of how credible arts integration is as a viable 

method of teaching and learning in the twenty-first century. 

An arts-integrated curriculum can serve as another avenue of learning for students 

by enhancing current educational practices without diminishing the artistic goal of 

performance. It is a method that offers creativity, cognitive thinking, and promotes 

transfer of knowledge; all of which, according to the 2009 Chorus Impact Study,24 are 

key strategies for a new and rapidly evolving global society. Results of this study show a 

positive attitude toward the benefits of arts integration but also an acknowledgement of 

the limited arts integration resources resulting in only minor attempts at arts integration. 

The results of this research, based upon rehearsal observations, teacher interviews, and 

historical study support the premise that implementing an arts integrated curriculum for a 

university-based children’s chorus is difficult. However, it is not due to the original 

hypothesis of time constraints but rather, to the inaccessibility of resources that could 

easily adapt to the current rehearsal schedules. 

                                                
 24 Chorus America, “America’s Performing Art: A Study of Choruses, Choral Singers, and Their 
Impact” (Washington, DC: Chorus America, 2003) and Robin Perry, “How Children, Adults and 
Communities Benefit from Choruses,” Chorus America, 
http://grunwald.com/pdfs/Grunwald_ChorusAmerica_Impact_Study.pdf (accessed June 25, 2009). 
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CHAPTER ONE: HISTORICAL BACKGROUND 

 An overview into the development of the children’s chorus and choral music 

education in the United States is the core of this researcher’s historical reference. 

Understanding the development of choral music education, the children’s chorus 

movement, and the current state of arts education in the United States presents a 

background in which to frame a curriculum based upon arts integration strategies for a 

university-based children’s chorus.  

Choral Music Education: Development and Influences 

 Early colonists and missionaries brought with them to the New World the choral 

traditions of Europe. There is evidence of singing instruction in the Virginia colonies as 

early as 1719.25 Psalmody, or the practice of singing psalms, was the focus of choral 

music instruction at this time. Congregational singing in the form of hymn tunes was an 

integral part of praise and worship even for children. The Pilgrims brought many of the 

hymn tunes derived from the Henry Ainsworth Book of Psalms to the United States in 

1620. However, it was 1640 before the first book of psalms, The Bay Psalm Book was 

printed in the New World. By 1810, there were over three hundred published tune-books, 

primarily for adults singing in four-part harmony.26 

                                                
 25 Daniel Kingman, American Music: A Panorama (New York: MacMillan Publishing Co., Inc., 
1979), 128. 
  
 26 Ibid., 133. 
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 Out of the congregational singing of hymn tunes, grew the singing-school 

movement of the early eighteenth century. The majority of the early singing schools were 

located in the Boston area under the leadership of singing masters. One of the most 

prominent singing masters of the eighteenth century was William Billings (1746-1800). 

The Stoughton Musical Society founded in 1786 was an outgrowth of the singing classes 

Billings developed in Stoughton, Massachusetts. This society is the oldest known musical 

organization still in existence in the United States.27 Other prominent singing groups, 

known as choral societies, continued to thrive into the nineteenth century throughout 

New England and the East Coast. Two of the more notable choral societies were the 

Handel and Haydn Society of Boston (1815) and the New York Sacred Music Society 

(1831).28  

 William Billings’ methodology of music teaching included part-singing and 

reading music using a system of pneumonic syllables known as solfège. His compositions 

were commonly scored for a cappella chorus of mixed voices in four-part harmony: 

Soprano, Alto, Tenor, and Bass (SATB). Boys sang the octave above the men to better 

accommodate the singing range of their unchanged voices. By 1770 Billings, then only 

twenty-four years old had already published one hundred twenty compositions in The 

New England Psalm Singer. This was the first “tune-book” published in America that 

was comprised solely of one composer’s work.29  

                                                
 27 Don L. Collins, Teaching Choral Music (Upper Saddle River: Prentice- Hall, Inc., 1999), 32-33. 
 
 28 Percy Young, The Choral Tradition (New York: W.W. Norton and Company, 1981), 195-196. 
 
 29 Kingman, American Music, 130. 
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 Billings’ series of books based on psalms and anthems were influential in 

teaching music in the Boston public school system. Billings and the singing school 

movement influenced the positive direction of music education in the public schools as 

well as the growth of community and children’s choruses well into the nineteenth 

century. This is the first evidence of formal music education for children in the United 

States. However, almost another two hundred years lapsed before a music education 

curriculum gained a strong hold in education system of the United States.30  

 Singing schools remained the primary source for singing instruction into the early 

part of the nineteenth century but the method of teaching was not consistent. In 1830, 

President Andrew Jackson called for additional reform to the public school system of 

education that was previously unstructured. It typically included only a small segment of 

society and was inconsistent in the educational concepts taught from school to school. 

The first to respond to the reform initiatives of President Jackson was the state of 

Massachusetts led by the efforts of Horace Mann (1796-1859).31  

 Horace Mann was a lawyer and later a Senator. He also served as the secretary for 

the Board of Education in Massachusetts between 1837 and 1847. During that time, he 

was an avid proponent for improving the overall status of education in public schools, the 

importance of well-trained teachers, and the implementation of music into the 

curriculum. Throughout his tenure, Mann authored annual reports outlining changes in 

education for children in the public school system of Massachusetts. One of his primary 

                                                
 30 Abeles et al., Foundations of Music Education (New York: Simon & Schuster Macmillan, 
1995), 9. 
  
 31 Choksy et al., Teaching Music in the 21st Century (Upper Saddle River: Prentice-Hall, 2000), 2-
5. 



 

! 27 

initiatives was to advocate for school-wide improvement of education. Although Mann 

wrote many reports on the status of public school education in Massachusetts, it was his 

seventh bill in 1843 that had the greatest impact on the state of music education. This bill 

resulted in Mann’s vision for music education coming to fruition while at the same time 

placing music and drawing as curricular enrichment in the public schools. Following a 

year later, his eighth bill of 1844 placed the focus on vocal music instruction as the 

primary source of music teaching in the public schools of Boston.32  

Mann’s reports were a result of his research on the school systems in Europe, 

most notably those of Great Britain. Mann recognized the importance of both vocal and 

instrumental music in the European educational systems and sought to instill such a 

system in the public schools of Boston. He believed that music educated the whole child 

and should be a vital part of the curriculum in the United States. Mann stated, “Music 

brings the whole mind, as it were, into a state of fusion, from which condition the teacher 

can mold it into what forms he will, as it cools and hardens.”33 Mann authored and 

signed, “An Act Relating to Common Schools” establishing the first School Board of 

Boston, Massachusetts. This bill introduced music education as a regular part of the 

school curriculum albeit with limited instructional time for music. In conjunction with 

this new bill for school reform, Mann authored The Common School Journal for teachers 

to provide further insight and support for improving education in the Boston schools.34 

                                                
 32 Kenneth Raessler, “The History of Choral Music in the United States,” in The School Choral 
Program: Philosophy, Planning, Organizing, and Teaching, ed. Michele Holt and James Jordan (Chicago: 
GIA Publications, 2008), 43-62.  
 
 33 Choksy et al., Teaching Music, 4. 
 
 34 Ibid., 4-5. 
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Almost simultaneously, as Mann’s political endeavors were influencing music 

education in Boston public schools, Lowell Mason (1792-1872) was also advocating for 

music education in the schools. Mason was a music educator, composer, children’s 

chorus director, publisher and author. He is renown for publishing the first school song 

books in the United States and bringing music education to the masses. Mason published 

The Handel and Haydn Society’s Collection of Church music: the Psalmist; or, The 

Child’s Introduction to Sacred Music in 1829 and was followed two years later by the 

Juvenile Lyre, considered the first public school songbook. Articles and publications by 

Mason, including the 1834 Manual of the Boston Academy of Music for Instruction in the 

Elements of Vocal Singing on the System of Pestalozzi were based on the Pestalozzian 

principles of vocal music education which focused on “training the head, hand and 

heart.”35  

Johann Pestalozzi (1746-1827), a Swiss educator gained national prominence in 

the nineteenth century through his theories on music education. These theories have 

maintained a global influence in education well into the twentieth century. His 

philosophy of music education focused on ensemble versus individual performance; 

placing children in ensembles according to ability rather than just an age distinction; and 

the importance of experiencing music before being able to theorize about music.36 

 Mason adapted Pestalozzi’s principles to enhance public school music education 

through the performance of children’s concerts that demonstrated the results of 

sequential, developmental teaching. He is also one of the earliest documented leaders of a 
                                                
 35 Ibid., 5-7. 
 
 36 Abeles et al., Foundations, 10-13. 
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children’s chorus. Two of the earliest documented children’s chorus performances with 

Mason as the director occurred in Boston in 1830 and again in 1837. Mason’s writings 

during the latter part of the nineteenth century have been credited for their long-lasting 

influence on music education in the United States earning him the nickname, “Father of 

American music education,” reflecting his mantra: “music for everyone.” Mason’s 

curriculum directives focused on solfège, rhythmic reading, and vocal music instruction 

with emphasis on the child voice and movement. Mason’s philosophy that music 

education is for everyone has remained an important concept in American education. By 

the end of the nineteenth century, music was a part of the curriculum in the majority of 

schools throughout the United States.37  

  As music education evolved, music education methods emerged in the United 

States. Three of the primary methods still in practice are: 1) the Dalcroze Method of 

Eurhythmics with a focus on movement, tonic solfa, and rhythm; 2) The Orff Schülwerk 

Method of improvisation, singing, and instruments; and 3) The Kodály Method of 

educating the whole child, singing of folk songs, and the use of solfège. Singing, 

sequential instruction and music for all children combined with the twenty-first century 

skills of creativity, creative thinking and collaboration with others are integral 

components of these teaching methods.38   

Dalcroze Eurythmics was the pedagogy established by Emile Jacques Dalcroze 

(1865-1950). A Swiss educator and theorist, Dalcroze developed his method of teaching 

                                                
 37 Collins, Teaching Choral, 39-40. 
 
 38 Choksy et al., Teaching Music, 31-32. 
 
 39 Ibid., 30-79. 
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in answer to a deficiency in rhythmic and aural skills he realized in his university 

students at the Geneva Conservatory in Switzerland. This method explores tempo, 

dynamics, pulse, and space through imagination, listening, and movement using a process 

Dalcroze calls Eurhythmics: rhythmic movement, ear training or tonic solfa and 

improvisation.39  

According to Carl Orff (1895-1982), teaching begins before a child can read 

music and focuses on imitation, exploration, labeling, and improvisation. Orff, a German 

composer and educator joined with Dorothea Gunther to develop a process for teaching 

music to young children: Orff Schülwerk. The Orff method involves movement, 

improvisation, singing, playing instruments, and creating. The American Orff 

Association website states that Orff believed that speech and movement were at the core 

of music education and therefore it was not necessary to read music, but rather to explore 

music through beat and instruments. Experiencing music is of primary concern. Children 

are encouraged to create and improvise with instruments and through movement at an 

early age. This process develops into a process of notation and composition. 

Improvisation through experiencing sounds, movement and form allows children to 

transfer skills to a more formal method of creating music with instruments as their tools. 

The process is: “imitation to creation; part to whole; simple to complex; individual to 

ensemble.”40 

The philosophical foundation of Hungarian composer and educator, Zoltán 

Kodály (1882-1967) was musical literacy for all children. The guidance and inspiration 

                                                
 

 40 Ibid., 114.  
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of Zoltán Kodály during the twentieth century brought the Kodály method of music 

education to the public schools of Hungary and subsequently, throughout the world. He 

creatively combined the techniques of others such as John Curwen’s hand signs and the 

solfa system readily used by Emile Jacques-Dalcroze to envision a method of teaching 

music that has had lasting influences throughout the world.41 

Kodály’s educational philosophy for educating young children proposes that all 

children should learn the folk music of their native tongue. The Kodály method reinforces 

music for everyone and is especially relative to arts integration because the basic premise 

behind this methodology promotes the use of the music of the nation; an inherent 

connection to social studies, history, and language arts. Through the singing process, the 

student hears and imagines the music and learns to appreciate music (aesthetics). 

However, the goal of the development of the complete musician through a structured and 

sequential set of learning skills based on music reading before performance is 

maintained. The primary concepts of Kodály practices are: the joy of music, music for 

everyone, quality music combined with quality teaching and a strong sense of sequential 

learning. Singing, especially folk songs and classical art forms are at the core of a 

curriculum based on Kodály pedagogy.42 

Egy régóta elfogadott igazság, hogy a zenei nevelés legjobb kezdete az éneklés; 
sőt mi több, a gyermeknek meg kell tanulnia kottát olvasni mielőtt hangszeren 
játszana,... még a legtehetségesebb művész sem tudja legyőzni az éneklés nélküli 
oktatás hátrányit. 
 

                                                
 41 Lois Choksy, The Kodály Method II: Folksong to Masterwork (Upper Saddle River: Pearson, 
1998), 81-82.  
 
 42 Ibid. 
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It is a long accepted truth that singing provides the best start to music education; 
moreover, children should learn to read music before they are provided with any 
instrument…even the most talented artist can never overcome the disadvantages 
of an education without singing. 
     – Zoltán Kodály  

 

Children’s Choir Movement 

 The early years of the children’s choir movement was another important 

development of the nineteenth century. At the forefront of this movement was composer 

and teacher, William Bradbury (1816-1868). Bradbury attended the music school 

established by Mason, The Boston Academy of Music, and as a teenager sang in a church 

choir conducted by Mason. Bradbury was an adult before his hymns and choral 

compositions for children brought him recognition. In 1840, Bradbury organized singing 

classes in New York City based on Mason’s model of education and held annual 

children’s choir festivals.43  

Mason’s methods of music education continued to influence music education in 

the mid-nineteenth century, as his theories on education spread across the United States. 

The acceptance of his theories of teaching was due in large part to the parallel growth in 

large cities with a growth in school music education following the end of the Civil War in 

1865.44 The growth of public school music education following the end of the Civil War 

was also influenced by an increase in available instructional materials and numerous 

events that had lasting impact on society. These include the growth of choral societies, an 

                                                
 43 Nick Strimple, Choral Music in the Nineteenth Century (Milwaukee: Amadeus Press, 2008), 
198. 
 
 44 Abeles et al., Foundations, 15-16. 
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increase in the number of private music teachers, and a proliferation of symphony 

orchestras and bands. Music instruction became a vital part of a cultured society.45  

The children’s choir movement of the early nineteenth century gained positive 

direction after the performance of a children’s choir at the 1893 World’s Fair in Chicago, 

Illinois. The 1200 members, part of a singing class under the direction of William L. 

Tomlins (1844-1930), represented the first children’s choir to ever perform at a World’s 

Fair. According to Joe Charles Pendleton, it was the beautiful sound of the children’s 

chorus at the World Fair that not only brought Tomlinson national recognition as a leader 

in developing the sound of the child’s voice, it also perpetuated interest in the 

development of the children’s chorus.46 It is the awareness and recognition of the 

beautiful sound capable by children’s voices that furthered the development of the 

children’s chorus in the United States. However, the number of children’s choruses was 

growing at a very slow pace at the turn of the century, possibly due to a shift in music 

education’s position in the public schools.  

By the end of the nineteenth century, music education struggled between teaching 

technical skills and teaching for content and concept. The focus of music education 

shifted to the “song method” or rote learning instead of sequential cognitive education. 

There was an emphasis on performing higher caliber literature with less focus on 

                                                
 45 Ibid., 15. 
 
 46 Joe Charles Pendleton, “Amateur Community Chorus Exploratory Case Studies of Ensembles in 
Texas” (Ph.D. diss., Texas Tech University, 2005), 23. 
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sequential skill building. Music had lost its position as a core subject and instead, became 

part of the curriculum of the classroom teacher.47  

However, one of the early organizations that did support sequential music 

education was The Music Teacher’s National Association (MTNA) established in 1876. 

Its curricular focus was on notation skills and reading through the implementation of 

solfège. Alongside this educational struggle of rote song teaching versus cognitive skill 

training such as reading and writing music learning, the children’s chorus began to take 

root in the latter nineteenth and early twentieth centuries, as evidenced in the movement 

by the Southern Baptist Church.  

Southern Baptist Influences and the Children’s Chorus  

Organized children’s choirs in churches were almost non-existent in the 1940’s 

except for the influences of the Southern Baptist Church. The establishment of the 1941 

Church Music Department of the Sunday School Board of the Southern Baptist churches 

had a positive effect on the children’s chorus movement in the United States. The intent 

of the formation of the Sunday School Board was to guide and improve music for 

worship. The group’s early leaders recognized a need for quality music teachers 

supported with proper materials, which resulted in the 1950 publication of The Church 

Musician. Mary DeLaine Allcock and Madeline Bridges document the rapid growth of 

the children’s choir within the Southern Baptist Church in their 1991 book, How to Lead 

Children’s Choirs. Between 1950 and 1960, there were approximately 100,000 children’s 

church choirs within the Southern Baptist Churches but by 1991, the numbers exceeded 
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450,000.48  These staggering numbers demonstrate the rapid growth in community and 

church-based children’s choirs in the United States during the twentieth century.  

Growth in University and Professional Choruses 

The onset of Universities offering music education programs occurred almost 

simultaneously with the growth of the children’s choir movement in the United States. 

Oberlin Conservatory in Oberlin, Ohio established the first four-year music education 

degree in 1922 paving the way for the establishment of teacher training programs in 

many colleges and universities.49 The purpose of the National Association of Schools of 

Music (NASM), established in 1924 was to regulate music education curriculum at 

schools of higher education. Shortly thereafter, two additional universities initiated 

schools of music: the St. Olaf Lutheran Choir, Northfield, Minnesota under F. Melius 

Christiansen (1871-1955) in 1912 and the Westminster College Choir founded by John 

Finley Williamson (1887-1944) in 1920. They were among the early leaders in university 

choral singing in the United States.50 Westminster College Choir merged with Rider 

University in Princeton, New Jersey in 1992. Both universities remain strong leaders in 

choral music education in the United States. Although university choral programs 

continued to develop throughout the decades that followed, it was not until the 1950’s 

that high school music programs began to flourish at a greater rate in the United States.51 
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American choral music grew rapidly and experienced many advances during the 

mid-twentieth century in universities, public school systems and professional 

organizations. Father William J. Finn (1881-1961) was one of the early leaders in 

community singing organizations and influential in promoting choral singing through his 

regularly held concerts and radio broadcasts. Finn established the Paulist Choristers 

(1904), a men and boys choir in the Chicago area that gained national prominence and 

recognition.52 Other professional ensembles, such as Fred Waring’s The Pennsylvanian’s, 

produced weekly radio broadcasts that further promoted and popularized choral music. 

Fred Waring was a performer and a strong promoter of American music for the stage and 

the public school classroom. Some of his contributions to the field included workshops 

for music teachers and the establishment of a publishing company that later became 

known as Shawnee Press, a music publishing company that still serves the current 

market.53  

Although the twentieth century saw the advancement of numerous contributing 

figures in the field of choral music, two of note were Roger Wagner (1914-1992) and 

Robert Shaw (1916-1999). Wagner and Shaw contributed immeasurable significance to 

the genre through countless world performances on the national and international stage. 

They were also responsible for the premiere performances of folk songs and spirituals, 

scholarly works, and the refinement of the artistry of choral music conveyed to their 

audience. According to Nick Strimple, Wagner and Shaw “dominated American choral 
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music from the late forties until their deaths.”54 Their respective ensembles, Wagner’s, 

The Roger Wagner Chorale and Shaw’s, Robert Shaw Chorale (1948), the Atlanta 

Symphony Chamber Chorus (1967) and the Atlanta Symphony Orchestra Chorus (1970) 

“enhanced the choral tradition in America.”55 Their legacies live on through their 

recordings, the scholarly papers they authored, the methodologies they established, and 

the ensembles that maintain their traditions.  

Shaw’s career as a conductor, educator, and author has had a significant impact 

on choral music education and community choral singing in the twentieth century. Shaw 

began his career as an instrumental conductor affording him the opportunity to perform 

and record many of the masterworks in the choral repertoire. Likewise, his return to the   

a capella chamber works through the development of the Atlanta Symphony Chamber 

Chorus and later the Festival Singers brought him full circle and afforded him the 

opportunity to establish a school of choral conducting modeled and respected by 

contemporary conductors, performers, and students of the art. 

Shaw received the National Medal of the Arts in 1992 and inducted into the 

American Classical Music Hall of Fame in 1998.56 In the “Explore the Artist” section of 

the Kennedy Center website, esteemed musician Isaac Stern is quoted as saying “Robert 

Shaw is without doubt the leading choral conductor in the United States. He is a 

practicing and acknowledged master of an art that he teaches with passion and 
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commitment.” In 1943, the National Association of Composers and Conductors named 

him “America’s greatest choral conductor.”  

Decades of Change for Music in the Schools 

Public school music education went through continuous flux during the twentieth 

century. The teaching philosophy at the end of World War I focused on educating the 

whole child. During the early twentieth century, a shortage of music teachers contrasted 

with the significant growth in school music programs. Concurrently, more students were 

pursuing various college degrees, including music.  

Music education in the 1930’s stressed the value of aesthetics, with the focus 

being on art for art’s sake. The beliefs supported by American psychologist, philosopher 

and educator John Dewey (1859-1952) concurred with the earlier philosophies of Lowell 

Mason focusing on aesthetics and educating the whole child. Kenneth Raessler quotes 

Dewey as saying “that the arts are not luxuries of education but emphatic expressions of 

that which makes any education worthwhile.”57 Philosophies such as Dewey’s helped 

place the arts in a central position in the public school curriculum in the early part of the 

twentieth century.  

However, the onset of the Great Depression in 1929 resulted in many trained 

musicians losing their jobs thus offering a solution to the unavailability of music teachers. 

The combination of a need for music teachers and a loss of jobs for musicians resulted in 

trained musicians entering the teaching profession. With musicians replacing trained 

educators, the focus of music education shifted away from sequential concept teaching 
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towards performance-based teaching. Music for everyone and teaching the whole child 

was no longer the focus. As music education flourished, the 1940’s saw “seven out of ten 

high school students involved in college preparatory programs including music 

education.”58 However, the tide would change and music education would undergo many 

changes in the following decades that would affect the growth of choral music in the 

schools. 

Societal Influences 

Research shows that one of the distinct obstacles in the advancement of choral 

music education and the children’s chorus was a disinterest in composing and arranging 

music for the children’s voice in the mid-twentieth century. This philosophy negatively 

affected choral music education in the schools. According to Strimple, after World War II 

composers found little interest in composing for levels below the very advanced high 

school ensemble. Their preference was towards collegiate level ensembles and not a 

children’s chorus.59 This lack of quality literature for a children’s chorus did not help the 

advancement of choral music in the schools or further the development of the children’s 

chorus.  

An emphasis on science and technology also affected the decline in choral music 

education. Space exploration brought science and technology to center stage in 1957 

when the Russians were first in the race to the moon. The causal effect of the Russian’s 

launching Sputnik I, thereby beating the United States to the first moon exploration, 

quickly resulted in a re-assessment of the educational system. Educators were strongly 
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encouraged to meet the educational needs of society through a change in curriculum. The 

dramatic educational shift towards math and science resulted in a decline in arts 

education and the emergence of the industrial era in the United States. Boys were 

required to be educated in subjects that would support the emerging technical society 

whereas education for girls remained focused on domestic elements such as sewing and 

home economics. The path for the new industrial society linked the cognitive skills taught 

through the core subjects to achievement. Performing arts subsequently received less 

value in the eyes of educators as curriculum evolved around math and science. This left 

the arts relegated to purely the aesthetic side of education: art for arts sake.60 The current 

focus on high-stakes testing in the areas of math, language arts, and science appears to 

parallel the reaction to arts education found in the 1950’s Industrial Era.  

Twentieth Century Initiatives and Leaders 

The value of aesthetic education and the arts once again gained prominence in 

1965, as evidenced by various acts of law and grants. President Lyndon B. Johnson 

passed the Elementary-Secondary Education Act renewing life for the arts by placing an 

emphasis on “cultural enrichment.”61 Many foundations and organizations such as Music 

Educator’s National Conference (MENC) successfully promoted music education in 

public schools between 1963 and 1967. One of the projects of significance is the 1964 

Contemporary Music Project for Creativity in Music Education (CMP) managed by 

MENC. This project was an outgrowth of the 1959 Young Composers Project (CMP), 

funded by the Ford Foundation. Composers placed into the schools, taught young 
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students the art of composition. CMP also provided grants for university teachers to 

develop music education curricula that would reflect the modern society. The Yale 

Seminar (1963) pre-dated the CMP project by two years. It focused on concerns 

regarding music materials and music performance in the schools. However, it did not 

utilize music education professionals in its research. Therefore, MENC sponsored the 

founding of the Tanglewood Symposium in 1967. It developed out of an adverse response 

to the research performed by the Yale Seminar researchers. Results of the Tanglewood 

Symposium declared the need for music education professionals to research and analyze 

current music education practices. The project’s goal was to define the role of music 

education to best reflect the roles and attitudes of an evolving society.62 

It was during this time that two influential organizations established their roles in 

supporting music education: MENC, originally founded in 1907 and the 1959 

establishment of ACDA (American Choral Directors Association). These two 

organizations and their publications remain two of the more prominent organizations 

providing scholarly support nationwide to a large membership base of choral music 

educators, conductors, and music students. They continue to advocate for music 

education in the schools and teacher professional development as documented in their 

websites and through their publications. In 2011, MENC changed its acronym to NAfME 

(National Association for Music Educators).  

Music education was again flourishing in the public education system in the latter 

part of the mid-twentieth century. The focus on music performance in music education 
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causally resulted in the growth of community children’s choruses beginning in the 

1960’s. New leaders evolved to create a change in the direction of the children’s chorus 

movement. Of note is Doreen Rao, an early leader of the children’s chorus movement in 

the United States. Rao established the Glen Ellyn Children’s Chorus in 1965; the early 

beginnings of a significant growth in the children’s chorus movement. 

Doreen Rao (b. 1950), composer, author, conductor, and music educator remains 

one of the foremost advocates for the children’s chorus movement in the United States. 

Rao has significantly influenced the direction of choral music education and the 

children’s chorus in the United States. She introduced performance based music 

education that focused less on aesthetics and more on the elements of music including 

vocal techniques. An article by Eileen M. Hower of the Pennsylvania State University 

quotes Rao as saying “I was interested in a different view of music education regarding 

the performance perspective which was not a part of the aesthetic education thinking at 

that time.”63  

Rao organized music educators, choral conductors, and other leaders in the field 

of choral music education to form the first ACDA National Committee on Children’s 

Choirs in 1981 at the National ACDA Convention in New Orleans, Louisiana. 

Continuing to promote the advancement of the children’s choir, Rao established the first 

Children’s Honor Choir in 1983 with Jean Ashworth Bartle of the Toronto Children’s 

Chorus as the conductor. A second item of importance was the addition of the first choral 

reading session devoted to the treble voice, also at the 1983 convention. This wide spread 
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exposure to the children’s voice in performance, choral literature, and roundtable 

discussions helped advance the quality and the number of children’s choirs throughout 

the United States.  

 Doreen Rao produced the first “On Location” video series demonstrating the 

many facets of the children’s chorus. She wrote numerous articles for the Choral Journal 

regarding the children’s choir and offered training for choral conductors. Rao has had 

significant influence on the development of the children’s chorus including 

administrative duties and selecting appropriate music literature for the children’s 

chorus.64 Jean Ashworth Bartle, Henry Leck, and Doreen Rao are among the early 

prominent children’s chorus directors that influenced the growth of the children’s chorus 

movement as documented in Appendix B. 

The rapid growth of the children’s chorus movement in the United States is also 

supported by data demonstrating the significant rise in the ACDA membership of 

director’s associated with children’s choruses. In 1979 less than 3% of ACDA members 

acknowledged participation with a children’s chorus but by 1989, the numbers grew to 

18% of the membership reporting involvement with a children’s chorus.65 As of the 2006 

census, ACDA reports that 24% of the membership body reported involvement with a 

children’s chorus. The children’s chorus continues to advance with the support and 

learning/teaching opportunities provided by organizations including the ACDA, MENC, 

American Kodály Association, and the American Orff Schülwerk Association. Alongside 
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the many advances made in the past, many obstacles remain including high-stakes testing 

and its adverse effects on arts education in the United States. 

Adverse Trends in Music Education 

The present state of music education in the twenty-first century appears to remain 

tenuous. The 2002 initiative, No Child Left Behind, signed by President George W. Bush, 

has brought accountability to the forefront in education. Math, science and language arts 

are the focus of this initiative as once again, high-stakes testing takes on new life. 

 Kenneth Raessler’s article in The School Choral Program points out the 

inequities in current music education practices. He documents that the importance of 

aesthetics and creativity as critical learning avenues for children is not commonly 

recognized. Raessler further states that “Today there are some urban districts where 

music education has all but been eliminated. Spotty levels of music instruction might 

exist, but certainly not a sequential and curricular program. Unfortunately, this inequality 

of choral music education presently exists throughout the United States.”66 

This stated decline in arts instruction in the United States presents an opportunity 

for educators to move in a new direction such as a curriculum based on arts integration 

strategies. Boldly stated in the website for the President’s Committee for Arts and 

Humanities (PCAH) is the need for art education. The 2011 PCAH initiative, Re-

Investing in Arts Education: Winning America’s Future, addresses the need for all 

children to receive training in the arts thus preparing them to work creatively and 

innovatively in the new global society. However, the initiative also specified the 
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importance of teacher training in order for the concepts of arts integration to transfer to 

student learning outcomes. One example of such training is the advancement of the arts 

through Stanford University’s cross-disciplinary curriculum known as The Stanford 

Institute for Creativity and the Arts.”67 It is through the efforts of such interdisciplinary 

programs that arts integration will gain prominence in the public school curriculum. 

Support for a University-based Children’s Chorus 

A community or university-based choral program that implements arts integration 

strategies presents possibilities for correcting this inequality in music education. 

Researchers such as Harvard University fellow Elisabeth Soep in 2002 documents a firm 

belief in the benefits of conceptual learning through a community-based arts program that 

affords students the opportunity to freely exchange ideas and analyze their own and peer 

performances. Implementing arts integration strategies provides children with more 

opportunities for transferring content knowledge across the curriculum or in this instance: 

between community and school. In 2008 Patricia Roberts expressed the benefits of 

focusing on the concept of combining the arts with another subject area so that the two 

are “separate but equal learning domains, brought together in ways that synergistically 

advance the learning of both farther than either could go alone.”68 Combining the benefits 

of a community-based learning environment with arts integration pedagogical strategies 

can add to the total music education experience of children. 

                                                
 67 Lynch, Creating, 9. 
 
 68 Elisabeth Soep, “Arts in the City,” Kappa Delta Pi Record 39, no. 1 (2002): vii. 
 
 



 

! 46 

CHAPTER TWO: LITERATURE REVIEW 

This researcher’s study on the application of an arts integration curriculum for a 

university-based children’s chorus presents numerous avenues of concentration and 

research. In order to understand the many components involved in this study: arts 

integration, choral music education, and the community university-based children’s 

chorus, it was necessary to narrow the scope of the research. The development of the 

children’s chorus movement in the United States through prominent choral directors and 

music literature frame the direction of this research’s study. Dissertation studies were 

limited to research undertaken within the past fifteen years. Articles, research studies, 

case studies and literature reviews on the topic of arts integration, choral music education 

in the United States, and the development of the children’s chorus movement create a 

foundation for this researcher’s study.  

 Research and documentation regarding the value of implementing an arts 

integration curriculum at the elementary school level is readily available. However, the 

secondary choral music classroom and children’s chorus have not been the primary focus 

of considerable research in respect to arts integration strategies. This deficiency in 

research has provided direction for this research. The following survey of literature 

serves as the basis for the research that resulted in the preparation of the questionnaire 

and on-site observations of the three participants. The collected materials and data 

provide the analysis to determine the inclusion or omission of arts integration practices of 

the three participants in this study. Analysis threads note commonalities and differences 
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in their responses as well as the culminating decision regarding arts integration strategies 

in their respective ensembles.  

Music Education: The Pendulum Swings 

 Arts education in the United States has consistently received support from many 

prominent and influential leaders yet the education paradigm has repeatedly fluctuated 

since the early part of the twentieth century. There has been active support for arts 

education from Presidents and Governors, business leaders, philosophers, and theorists. 

Many organizations at the state and national levels have been instrumental in advancing 

arts education. Among the leaders are: the National Endowment for the Arts (NEA), 

founded in 1965 by the Federal Government to support arts education and promote 

partnerships to bring arts to the communities. The National Art Education Association 

(NaeA) advocates for the power of visual arts to “fulfill human potential and promote 

global understanding.”69 The Music Educators Association (NAfME) resolutely promotes 

music education in the schools. In addition, foundations such as the Ford Foundation 

headquartered in New York, NY; the Getty Foundation based in Los Angeles, CA.; and 

the Kennedy Center for the Performing Arts in Washington, D.C. have supported arts 

education for the past thirty-six years. Even Congressional acts such as the No Child Left 

Behind Act of 2001 have served to bring arts education into the core of the curriculum. 

However, current controversy exists regarding the positive effects of arts education due 

to the Act’s heavy emphasis on standards based testing.70  
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 The 1985 Getty Center Foundation, through grants and other forms of educational 

support, sought to make the arts an integral part of education. “They thought that 

increased rigor and a broader curriculum encompassing aesthetics, art history, and art 

criticism as well as the development of the skills of production would alter perceptions of 

art education.”71 New methods of curriculum design and implementation such as an arts 

integrated curriculum can offer the school and the student with many more opportunities 

for creative thinking and individual growth for the students.“ If the arts are to serve as 

agents for integration, they must play a significant role in curriculum design.”72 This 

declaration for support of arts integration in the public schools is at the core of these 

foundations and others who share in this same strength of voice and commitment to the 

field of arts education.  

Assessment and the Arts 

 The choral music student benefits from a learning environment that is rich and 

diverse according to the 2007 study by Elizabeth Thomas. Her study presents the concept 

that a community-based learning environment offers more opportunities for creativity and 

fewer constraints resulting in more freedom of thought and creativity in the presentation 

of materials, student self-awareness, and a sense of community thus preparing the 

students for a more global market.73 Thomas’s study reinforces the notion that teaching 
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needs to be about best practice: practice that has a credible foundation and a focus that 

results in viable learning addressing skills for the twenty-first century.  

 Former President Lyndon B. Johnson expressed the importance for national arts 

education in the following quote: “Art is a nation’s most precious heritage. For it is in our 

works of art that we reveal ourselves and to others, the inner vision that guides us as a 

nation. And where there is no vision, the people perish.”74 

Unfortunately, after many decades of acknowledging the positive cognitive and 

aesthetic effects of arts education on the lives of children, the United States continues to 

struggle with some of the same dilemmas regarding the rightful place of arts education in 

the twenty-first century classroom. This imbalance results in the undervaluing or often 

times, the elimination of arts in education as evidenced by arts education researchers Rita 

Irwin and Anna Kindler, “the school curriculum is increasingly marginalized due to the 

addition of more content.”75 Today, the arts in schools are meeting increased resistance 

due, in part, to an increased emphasis placed on student test scores in math and language 

arts as well as the issue of current budget constraints.76 This researcher has experienced 

high-stakes accountability affecting the every-day practices of teachers who face the 

possibility of connecting raises to test results, an issue common to many educators. 
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Modern researchers such as Robert Wiggins believe that there is a need to teach 

beyond the test and that “drilling students for state tests is a failing strategy.”77 The core 

of a good arts integrated program is transfer of knowledge, critical thinking, authentic 

assessment, and creative growth, all of which transcend just teaching to the test. 

Curriculum specialist Phillip C. Dunn states “an integrated arts program could be used to 

draw the curricular linkage so often missing in American general education.”78  

Twenty-first century society expects students to think critically, work 

cooperatively, react aesthetically, and express themselves creatively. The 2009 Chorus 

Impact Study focusing on choral music education demonstrates the necessity of arts 

education in today’s global society. The researchers of the 2009 study sought among 

other issues, to determine the effects of choral singing on the development of children. 

The results of this study found that participation in choral music education as a child 

resulted in a “strong correlation with qualities that are associated with success throughout 

life…(including) greater civic involvement, discipline, teamwork, social skills, and 

philanthropy.”79 Yet, with such strong support for aesthetic education, testing remains the 

focus in the United States. 

Author Arthur Efland discusses the importance of re-thinking assessment in 

education. He states that assessment “involves more than merely recording the 

acquisition and retention of subject matter…assessment for the more advanced levels of 
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knowledge acquisition requires testing for transfer.”80 This statement clearly 

demonstrates the need for research and subsequent implementation of arts integration 

strategies that support conceptualized learning through determining the common threads 

in multiple subjects and a clear method of teaching and assessment.  

Support for Arts Integration 

In 1984 Leonard Bernstein (1918-1990), composer, conductor, author, and 

lecturer, presented a speech at the Boston Latin School expressing his ardent view on the 

value and relevance of arts integration. Larry Scripp, author of Introduction: The Premise 

of Learning through Music quotes Bernstein as stating that “…a known fact in isolation is 

like a dry, dead thing, but when those connections are made, wham!  All those facts 

become fun to know instead of a drag.”81 Bernstein’s views provide strong support for 

the concept of arts integration in the choral classroom focusing on connecting and 

correlating concepts throughout various disciplines.  

Another strong supporter of arts education in the school is former Governor of 

Arkansas, Mike Huckabee. During a keynote speech at the June 2007 Music Educator’s 

Conference in Orlando, Florida he stated: 

Ask a CEO what they are looking for in an employee and they say 
they need people who understand teamwork, people who are 
disciplined, people who understand the big picture. You know what 
they need? They need musicians.82 
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Strong, public advocates such as Huckabee are the catalyst for changing the current status 

of music education in our schools. 

Children’s Chorus Defined 

Narrowing the definition of the term children’s chorus can present similar 

challenges to the arts integration classification. There are many broad-based 

classifications encompassing this title: elementary school aged children, church choirs, 

community choirs of children between the ages of eight to eighteen, and the university-

based children’s chorus. The elementary school chorus typically consists of children in 

grades three through five and is part of the curriculum in the general music classroom and 

possibly, an after-school chorus. A children’s church choir consists of members of the 

church parish and can be school-based or community-based. Children learn music for the 

primary purpose of supporting church service. The community choir can be the most all-

encompassing definition of a children’s choir. The age ranges can be as wide as eight to 

eighteen and does not have to be associated with a school program. Historically, the 

children’s chorus has comprised children through young adults from elementary through 

high school years. This has been the overarching definition for a children’s chorus until 

the recent ACDA re-classification of this category. The American Choral Director’s 

Association Children’s R&S Department recently changed the criteria by which they 

define the term, children’s chorus. They now have two classifications: (1) Youth Choir 

that includes children ages thirteen through eighteen and (2) Children’s Chorus that 

represents children ages eight through thirteen. For purposes of this researcher’s study, 

the term children’s chorus will include the broader spectrum encompassing both 
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categories: children and youth (grades 4 through 12).83 This classification is in accord 

with the three participants in this study although they have multiple choirs at various 

levels of ages and musical difficulty. There are many community children’s choruses in 

cities across the country offering after-school or extra-curricular opportunities for 

children to perform in a chorus.  

The final term: a university-based children’s chorus is also a community chorus. 

The selection of the university-based children’s chorus for this research further narrowed 

the focus of this study. In comparison with all of the aforementioned settings, a 

university-based children’s chorus is linked to a university through its directors and other 

support personnel; environmentally since it serves as the primary site for rehearsals and 

performances; and more infrequently, through financial support. The university-based 

children’s chorus is typically under the direction of a university faculty member. 

Additionally, the university-based children’s chorus can readily serve as a laboratory site 

for music education students. The laboratory setting was observed by this researcher as 

graduate students assisted with the rehearsals of the Indianapolis Children’s Chorus. 

Another advantage of being part of the university setting is the frequent opportunities to 

perform with university ensembles, thereby enabling a higher level of musical and 

educational experiences for the students.  

Community Outreach  

Community outreach is defined as a project that serves to enhance the community 

through education, service, or in this instance, through the musical education of children 
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outside of a customary public school setting. Constantijn Koopman from the Amsterdam 

School of the Arts in the Netherlands states that “there is no consensual definition of 

what community music really is, specialists usually agree on three of its main 

characteristics: collaborative music making; community development; and personal 

growth.”84 In this document, community outreach refers specifically to a university-based 

children’s chorus involving diverse students from within the community-at-large. This 

form of community outreach is widely apparent throughout the United States and North 

America as evidenced by the thousands of performing choruses and research such as the 

Chorus Impact Study of 2009. Support for the community children’s chorus is evident in 

the multitude of choral events and competitions for children’s choruses. A list of some of 

the more prominent festivals include: The Pacific Rim Children’s Chorus Festival In 

Honolulu, Hawaii, The Golden Gate Children’s and Youth Choral Festival in San 

Francisco, California, the Children’s Choral Festival of Pittsburgh, Pennsylvania, the 

Midwest Children’s Choir Festival in Ames, Iowa, the Toronto Children’s Chorus, 

Toronto, Canada and numerous other festivals.  

Commissioned by the Wallace Foundation, Susan J. Bodilly and Catherine H. 

Augustine’s 2008 study, Revitalizing Arts Education through Community-Wide 

Coordination, was initiated by the RAND Education division of the RAND Corporation. 

The study addresses the “roller coaster ride” in arts education that has resulted from fiscal 

change and reform. The goal of this study was to observe six different communities and 

their methods for improving arts education through collaboration with multiple 
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organizations. A community or after-school learning environment was one of the focal 

points in this study. The authors concluded that there are many obstacles to accessibility 

and quality of arts education in the community because success is dependent upon many 

variables such as funding, text-based assessment, a lack of teaching space, as well as 

fewer arts teachers. This results in an inconsistency in the availability of arts education in 

the schools.85 

Bodilly’s research on community-based arts education supports the need for such 

organizations to enhance the current downward trend of arts education in the schools. 

Bodilly categories organizations that either supply funds or influence funds for a program 

such as a university-based children’s chorus thus prompting further interest in the value 

of the children’s chorus. Her study concludes that an arts integrated curriculum, whether 

in the classroom or the community, can serve as a vehicle for creative and critical 

thinking.86 In 1995, David Elliott expounded on his praxial theory of music as purposeful 

for self and others within a community. He states that community outreach is an 

important component in developing, growing, and maintaining a strong society.87  

Choral singing programs including a university-based children’s chorus are an 

important aspect of a community outreach program. The significance of choral singing in 

the United States is a reported outcome of the 2003 Chorus America Study. Research 

discovered that “twenty-three and a half million American adults sing weekly in choral 
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organizations across the United States.”88 The Chorus America study also states that there 

are approximately two hundred fifty thousand choruses nationwide. Although the study’s 

primary focus was on adult chorus members, it does infer the lasting influence that choral 

singing can impart on a child. Another important result of the 2003 study that positively 

affects music education is the premise that an “interest in choral singing develops early in 

life and is influenced by school and family experiences.” A 1997 study by the National 

Endowment for the Arts also found that singing in a choir is the “most important popular 

arts activity in the United States.”89 These findings support the importance of a 

university-based children’s chorus as a form of community outreach and its lasting 

impact on the educational development of children. 

 The university-based children’s chorus conforms to the definition of community 

outreach as an extension of the community through the process of collaborative music 

making. The intent of a community outreach program such as a children’s chorus is to 

reach beyond the constraints of the school-based choral classroom. The chorus provides 

opportunities for all students within a community without regard to school boundaries, 

test scores, course conflicts, or other means of restriction common in the school 

classroom. The community children’s chorus can offer a place for self-growth, skill 

training, a sense of community, and a venue for performance. Elisabeth Soep, educator, 

author, and Harvard research fellow writes in support of arts education through her 

research on community outreach. She states that community based learning transfers to 

classroom learning and student demonstrable learning outcomes. High-stakes testing in 
                                                
 88 Perry, “How Children,” 1-7.  
 
 89 http://www.NEA.org. The National Endowment for the Arts was established by Congress in 
1965 as an independent agency of the federal government to support artistic excellence. 
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schools, according to Soep, has subsequently imposed limitations and constraints on arts 

integration within the public school classroom. She promotes the concept that a 

community-based learning environment is more conducive to an exchange of ideas, 

promotes creative thinking, and authentic learning for the students in a learning 

environment that is more encouraging and less restricted than a secondary classroom.90 

Arts Integration Defined 

The term arts integration is the subject at the core of this dissertation. The 

definition itself has multiple meanings and the application of the methodologies is not 

clearly structured. It is a term wrought with confusion as this researcher discovered while 

researching for the 2007 literature review under the guidance of Dr. Gail Burnaford, 

Professor, Florida Atlantic University, College of Education. Arts Integration 

Frameworks, Research & Practice: A Literature Review (2007) by Burnaford, Brown, 

Doherty and McLaughlin defined arts integration and discussed the various literature and 

studies associated with arts integration pedagogical strategies. This literature review 

acknowledges the difficulties of a single definition, although Burnaford breaks the 

definition into three subsets: (1) “arts integration as learning through and with the arts,” 

(2) “arts integration as a curricular connection process,” and (3) “arts integration as 

collaborative engagement.”91 Additional research defines arts integration as the process 

of teaching in and through the arts. This can sometimes be termed thematic study, 

interdisciplinary education, or cross-curricular education. Author James Beane has noted 
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that an arts integrated curriculum is “the process of assimilating and applying knowledge 

in multiple disciplines utilizing the arts as a vehicle for transmission with the ultimate 

goal of global assimilation.”92  Still others define arts integration where “the subjects or 

disciplines are woven together to make a more gestalt whole.”93 However, Burnaford’s 

definition of arts integration as a curricular process involving planning and design while 

maintaining the integrity of each discipline is the definition supported by the researcher 

of this study. 

This researcher experienced an all-encompassing definition of arts integration 

during a 2011 workshop at the Kravis Center for the Performing Arts in West Palm 

Beach, Florida. The workshop, sponsored by the School District of Palm Beach County, 

focused on arts-integration in the public school. Two of the presenters, Lynne Silverstein 

and Sean Layne, teaching artists with the Kennedy Center for the Performing Arts Center 

for Changing Education through the Arts program in Washington, D.C. provided the 

following definition: “Arts integration is an approach to teaching in which students 

construct and demonstrate understanding through an art form.”94  

Arts integration aligns with the constructivist theories of education where the 

student is actively involved in the learning process through hands-on learning and 

creating, experiencing, peer and self-assessment, critical thinking, and performance. The 

justification for curriculum integration in the past was a result of the need to prepare 

                                                
 92 Beane, Curriculum Integration, 22. 
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students for the world around them. Arts integration involves more than simply singing 

songs, or dancing, or eating the food from a designated country. Arts integration is the 

common thread that is experienced through teaching and learning, in and through the arts 

and other core subjects. The learning occurs in the arts and through the arts in the core 

subjects while maintaining the integrity of each subject area. Through this type of 

instruction, the national and state standards for instruction are attained in the core 

subjects as well as in the arts. The Kennedy Center refers to this as dual objectives.  

The Kennedy Center’s definition of arts integration is “a way of thinking, 

communicating, and responding that is embedded in one’s teaching practice.”95 This is an 

educationally sound definition focusing on an experiential and problem-solving method 

of teaching in and through the arts. The Kennedy Center programs have been integral in 

promoting an arts-integrated curriculum for thirty-five years. They provide teacher 

training, workshops, teacher resources, and teaching artists that go into the community to 

present their lessons. In 1999, the Kennedy Center expanded its education and training 

resources by adding a partnership with five schools in Washington, D.C. in order to bring 

arts education into schools of diverse learners and low-income families. By 2009 this 

program, Changing Education through the Arts (CETA),96 grew to twenty schools 

implementing arts integration pedagogy. This flagship program is still in existence 

serving the needs of the children in the Washington, D.C. area. The success of this 

program demonstrates the importance of implementing an arts integrated curriculum. 

                                                
 95 Ibid., 4. 
 
 96 This is the educational program at the Kennedy Center for the Performing Arts providing 
professional development on arts integration strategies. 
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Arts Integration at the Secondary Level 

Even though the topic of arts integration has undergone much research and is 

gaining more prominence, especially at the elementary school level, it is noticeably 

absent in research and implementation at the secondary level. Author, Eric Jensen has 

sought to document support for arts integration while advocating that students at the 

secondary level (grades 6-12) can achieve greater advantages from an arts integrated 

curriculum. Jensen states that a child of this older age has a greater depth of tools from 

which to draw and be able to construct the results that he refers to as the transfer of 

knowledge through interdisciplinary models.97 Jensen connects the principles of cognitive 

development as demonstrated by Jean Piaget98 and others to demonstrate that secondary 

schools are intellectually ready for the critical thinking strategies of arts integration. 

Implementing pedagogy that allows the secondary student to think creatively, self-assess, 

and self-discover prepares the student to advance in their intellectual capacity. 

Artist and author, Marion Gough demonstrates applying arts integration strategies 

to improve learning through multiple art forms. Her book In Touch with Dance presents 

an example of integrating dance, music and visual arts in an art gallery setting. When 

selecting the music, the “goal was to find music that serves rather than dictates the 

dance.”99 This reinforces the concept of integration with integrity. Gough’s theories also 

demonstrate a strong focus on teacher professional development and encouragement for 

                                                
 97 Eric Jensen, Music with the Brain in Mind (San Diego: The Brain Store, Inc., 2000), 96.  
 
 98 Jean Piaget (1896-1980) was a French psychologist who developed a theory on the cognitive 
development in children. 
 
 99 Marion Gough, In Touch with Dance (Lancaster: Whitehorn Books, 1993), 103. 
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integrating arts in community settings in addition to the public school setting. The use of 

this type of community setting compared to a classroom combined with a focus on 

performance is similar to the environment of a choral classroom or a children’s chorus 

rehearsal setting. Gough’s research provides substantial evidence for integration with 

integrity. 

 Another artist and author effectively demonstrating the ability to implement arts 

integration strategies in a performance setting is Lenore Blank Kelnore. She utilizes the 

art of drama combined with language arts to teach in and through the arts in her book, A 

Dramatic Approach to Reading Comprehension. Kelnore presents a very detailed process 

for integrating art with language arts or to be more specific, drama and reading 

comprehension. Kelnore teaches with the primary goal being authentic connection 

between the art of drama and the core subject of language arts while maintaining the 

integrity of each subject as content in learned. Kelnore states: “…two separate but equal 

learning domains, art and another subject area, can be brought together in ways that 

synergistically advance the learning of both farther than either could go alone.”100 

Through her book and numerous workshops throughout the United States, Kelnore 

continuously reinforces the concepts of arts integration in a creative and inspiring 

fashion.  

 Kelnore centers her lessons on four drama strategies that actively involve the 

students: story dramatization, character interviews, tableau, and human slide show. Along 

with these strategies for drama, the authors present strategies for reading comprehension 

                                                
 100 Lenore Blank Kelnore and Rosalind M. Flynn, A Dramatic Approach to Reading 
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side by side with arts integration. Each lesson is presented with details so specific that 

there is little left for chance. Directed questioning, written assessments, activities for 

further exploration, excellent rubrics and other assessment tools and teaching tips are just 

a few of the many techniques presented throughout her book. Integration occurs when 

two parts come together to create a “unified whole.” This concept provides support to the 

value of arts integration in a performance-based setting as the choral classroom or 

children’s chorus setting.  

  The lack of support at the secondary level for arts integration is also evident at the 

state level. The large number of states that have neglected to address arts and arts 

integrated standards in their state mandated standards implies lack of support for arts 

education, according to this researcher. According to the authors of Integration 

Frameworks, Research & Practice: A Literature Review, only seven states have specific 

standards encompassing arts integration in the public school classroom.101 Although the 

university-based children’s chorus is not bound by state standards, during the interview 

process, this researcher discussed the standards with the three university children’s 

chorus directors to determine their perceptions of the state and national standards 

influence on their teaching practices. Henry Leck was the only participant that actually 

considered the national standards while selecting music literature. However, both Ann 

Small and Robyn Lana stated that their educational strategies indirectly support the 

standards through their curriculum even though they are not a conscious effort in their 

music selection process. 
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Teaching for Transfer and Arts Integration 

 A 1991 article by Mary Jane Collett in the November issue of Music Educator’s 

Journal describes the experiential learning processes provided by arts education. Collett 

reviewed the twenty-year-old program, Learning to Read Through Arts (LTRTA), an 

integrated approach to teaching in the elementary curriculum. She highlighted the 

benefits of arts integration as a collaborative or “holistic” effort between the specialist 

and the classroom teacher where the arts maintain integrity of their subject area. 

Scheduled planning time for creating instructional units allowed for linking and 

sequencing the common concepts between the arts and core subjects. The result of this 

method of instruction has proven that “students learn more with a curriculum based on 

integrated thematic units generated by the arts.”102 Two examples utilized in Collett’s 

study are Prokofiev’s Peter and the Wolf 103 and Saint-Saëns, Carnival of the Animals.104 

Collett points out that by placing emphasis on the collaboration and integration of 

“holistic” instruction, the total learning environment of the students was positive. LTRTA 

has been able to demonstrate learning achievements in reading, science and “an 

effectiveness on both the attitude and total achievement of the child.”105  

 Educating the total child is also the basics behind David Amdur’s article 

regarding the benefits of multiple learning styles and instructional methods as a result of 
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arts integration. Amdur describes the process of contextual inquiry that stemmed from 

Discipline-Based Art Education in his article, “Arts and Cultural Context.” He states that 

this form of arts integration encourages students to question concepts across the 

disciplines and that arts need to be comprehensive and include “formal qualities and 

literary content as well as a demonstrable role as social document.”106  The success of 

contextual inquiry requires cross-curricular connections for a complete learning 

environment. A common thread between the subject areas and the arts disciplines is the 

curricular focus leading to transfer of knowledge between the disciplines while at the 

same time, maintaining the integrity of each discipline. 

 A 1999 study commissioned by The President’s Committee on the Arts and 

Humanities along with the Arts Education Partnership focused on ninety-one school 

districts within the United States and the impact of an arts integrated curriculum resulted 

in the 2000 publication, Gaining the Arts Advantage. Laura Longley is the editor of 

Gaining the Arts Advantage: Lessons from School Districts that Value Arts Education. 

 In this study, each school district provided descriptive information regarding their 

perceived strengths; strategies for implementing the arts; and the teaching practices that 

they believed were most beneficial. Methods of research included on-site investigation at 

eight districts and then phone interviews and documentation for all the remaining 

districts. The study determined that the critical factors affecting successful 

implementation of a school-based arts education program are multi-faceted. The 

extensive list includes: (1) planning, (2) continuous improvement, (3) implementation by 
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the district arts coordinator, (4) supportive principles, (5) teacher as artist, (6) 

parent/public relations support, (7) arts education, (8) opportunities for higher levels of 

achievement, (9) national and state support, (10) a strong arts community, (11) school 

boards that support the arts, (12) superintendents with a vision for the arts, and (13) 

continuity in the school and community leadership. Gaining the Arts Advantage 

acknowledges the importance of maintaining the integrity of each discipline for optimum 

learning and cross-curricular connections.107  

 As authors such as Jensen have previously stated, application of arts integration 

pedagogy provides opportunities for teaching for transfer of concepts. Additionally, in 

2002 the GE Fund and the John D. and Catherine T. MacArthur Foundation sponsored 

research that resulted in a collection of studies and articles focusing on the value of 

learning in and through the arts: Critical Links: Learning in the Arts and Student 

Academic and Social Development. The executive director is Richard Deasy and together 

with support from former First Lady Hillary Rodham Clinton of the President’s 

Committee for the Arts and the Humanities (PCAH), and The Arts Education 

Partnership, this collection of studies became one of the premier publications advocating 

arts education and community partnerships. The goal of this study was to stress the 

absolute necessity of the need for action and immediate attention to arts education both in 

and out of school.108  
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 First Lady Michelle Obama currently serves as the honorary chair for the current 

PCAH where she continues to support President Barak Obama’s initiatives on arts 

education and his contention that creativity is essential for students in order to succeed in 

today’s global economy. The May 2011 report under the PCAH, Re-investing in Arts 

Education, addresses numerous issues of inequities in respect to access to arts education. 

In addition, they developed initiatives that recommend building collaboration among 

different approaches to arts education and developing the field of arts integration.109 

These recommendations strongly support this researcher’s study on a community 

program focusing on arts integration.  

 Robert A. Wiggins, professor from Oakland University in California writes in the 

2001 issue of The Music Educator’s Journal that many international arts education 

programs are approached in a different fashion; the focus is not on high-stakes testing and 

teaching to the test but rather, teaching for transfer. “United States teachers address far 

more topics than do their international colleagues. They also make fewer connections to 

other lessons; 96% of middle school teachers in Japan make such links as compared with 

only 40% of teachers in the United States.”110 In order to provide students with the tools 

they need to be competitive in today’s society, we must teach for transfer. Teaching for 

transfer is one of the key components to a curriculum built around arts integration. 

 Gail Burnaford, another leading educator and author on arts integration has 

written many articles and books on this topic. Along with Arnold April and Cynthia 

Weiss, Burnaford writes about a very successful arts integration program in a Chicago 
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public elementary school. Her book, Renaissance in the Classroom has become an 

instrumental source of information regarding arts integration. It represents the 

foundations of one of the major arts integrated curriculum projects in the United States, 

the Cape Project in Chicago, Illinois. The book attempts to address the issue of what is 

arts integration through the use case studies that involve teachers and teaching artists 

working collaboratively in the Chicago public schools. The desired learning outcomes for 

this elementary school classroom parallel similar needs for a secondary classroom. One 

of the earliest statements by the authors directly supports the need for the current study: 

“We need more research that attends to what arts integration actually produces with 

respect to student learning, teachers’ practice, and curriculum content.”111 There are 

excellent examples of music and visual arts integrated lesson plans and project outcomes 

represented in Burnaford’s book. The book serves as practical application of designing 

and implementing an arts integrated curriculum in a public school setting with direct 

implications for pre-service music education students, researchers, and curriculum 

designers. 

Research and Studies Supporting Arts Integration 

Research confirms support for the application of arts integration strategies in a 

community setting such as that of a university-based children’s chorus. Elisabeth Soep’s 

2002 Harvard study and article on community-based learning depicts the many 

constraints within the standard classroom. The obstacles include a focus on high-stakes 

testing, pre-established objectives, and accountability as a means of measurement of 
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product. Soep states that the community-based learning environment is more conducive 

to an exchange of ideas and spontaneous, self and peer analysis. This spontaneous 

assessment, according to Soep adds to the continuous growth of the student and an 

encouragement in their learning endeavors. Throughout the article, Soep discusses the 

community-based project at a teen center, Cutaway Video Arts Center. She briefly 

provides examples of self-assessment and peer analysis and the resulting learning 

benefits for the students. Although she does not provide a lesson plan or formal 

qualitative or quantitative studies, her insight into the students’ work along with 

interviews provides enough feedback to outline the benefits of the program. The final 

premise of this article is that the learning outcomes observed in the community-based 

program have parallel implications for success in the school classroom environment.112 

The following is a summary of important studies representing significant research 

validating the importance of arts integration’s on learning in and through the arts. In 

conjunction with The Arts Education Partnership and the President’s Committee on the 

Arts and the Humanities, seven teams of researchers sought to research and demonstrate 

the positive effects of the arts on young students, in particular, disadvantaged youth. The 

project, Champions of Change: The impact of the arts on learning examined the various 

methodologies and the statistical information retrieved on the effects of arts integration 

practices on student achievement and learning.113 Although each project was unique in its 

design, there were similar findings including arts integration to help “level the playing 
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field;” arts education connects students to students, and students to community; and 

quality instruction was key to student success. The seven studies in this report include:   

• Involvement in the arts and Human Development – James S. Catterall (from 
the Imagination Project at the University of California at Los Angeles), 
Richard Chapleau and John Iwanaga. This study focused on the attitudes and 
performance outcomes of 25,000 students exposed to arts education. 

 
• Imaginative Actuality –Shirley Brice Heath (The Carnegie Foundation for the 

advancement of Teaching and Stanford University) and Adelma Roach, this 
comparative study examined the quality of programs for disadvantaged youth 
in an after school program and the correlation with student achievement. 

 
• Learning in and Through the Arts (LITA) – researchers Judith Burton, Robert 

Horowitz, and Hal Abeles from Columbia University, their focus was on 
creating a taxonomy of learning in the arts to investigate learning across the 
curriculum in elementary and secondary classrooms. 

  
• Chicago Arts Partnerships in Education (CAPE) – James Catterall from the 

North Central Regional Education Laboratory and Lynn Waldorf studied the 
effects of the CAPE program - pioneered ways to integrate the arts with 
learning across the curriculum.  

 
• Artistic Talent Development for Urban Youth – Barry Oreck, Susan Baum, 

and Heather McCartney. This study focused on the connection between arts 
education and student gains in New York City schools. 

 
• Stand and Unfold Yourself – Steve Seidel, researcher with Harvard 

University’s Project Zero. This study evaluated two programs teaching 
Shakespeare to children and the resultant benefits. National Institute of 
Teaching Shakespeare and a high school program, The Fall Festival of 
Shakespeare. 

 
• Why the Arts Matter in Education – Dennie Palmer Wolf, researcher from 

Harvard’s PACE program. This study centered around the Metropolitan 
Opera’s professional development program that teaches teachers how to create 
and perform an original opera in their elementary or secondary classrooms. 

 
The National Endowment for the Arts (NEA) also produced a significant study in 

2012: The Arts and Achievement in At-Risk Youth: Findings from Four Longitudinal 

Studies. The results of this research demonstrated improved academics, new and 
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enhanced career aspirations, and community and civic involvement in at-risk students 

engaged in music education either during school or in a community arts setting. This 

study supports the need for a community arts program such as the university-based 

children’s chorus in the educational and societal development of students.114 

The aforementioned study serves as a valuable resource of data to support arts 

education in the schools and with arts partnerships involving the community. The authors 

and researchers were able to demonstrate the positive influences of arts education on 

student learning especially as it relates to disadvantaged students. The research compared 

arts enriched schools to those without arts integration and the results proved that student 

achievement improves in an arts enriched environment. Another important result of this 

research compendium is the movement away from just the aesthetic importance of the 

arts. According to the study, there is “a more dynamic, less either-or model for the arts 

and overall learning that has more of the appearance of a rotary with entrances and exits 

than of a linear one-way street.” This collection of research and documentation is a path 

to the future of arts education.115 

Additional studies and projects as noted in the NEA report and in the Arts 

Integration Frameworks, Research & Practice: A Literature Review demonstrate the 

positive implications of integrating the arts both in the classroom as well as community 

based arts settings.116 There are significant benefits to infusing the curriculum with arts 
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instruction including cultural awareness, creative thinking, impression of self-worth, and 

reading comprehension and expression. Research and statistical data supporting the 

importance of learning in and through the arts, is documented by historians and 

educators. “We must make involvement with the arts a basic part of their learning 

experiences. In doing so, we will become champions for our children and their 

children.”117  

A recent study by Chorus America demonstrated the importance of choral music 

education and arts education in today’s global society. The 2009 Chorus Impact Study, 

funded by the Morris and Gwendolyn Cafritz Foundation, the James Irvine Foundation, 

the McKnight Foundation, an anonymous donor, and the National Endowment for the 

Arts researched the effects of choral singing on the development of children. The 

researchers for this study found that participation in choral music education as a child 

resulted in far-reaching gains for children throughout life including “heightened academic 

performance, civic involvement, and socialization skills.”118 Respected children’s chorus 

director, author, and clinician, Jean Ashworth Bartle also expresses the need for 

education that addresses more than just test-based learning. Bartle states “singing in a 

choir teaches children how to work together as they acquire poise and self-confidence. 

The choral experience develops self-discipline as well as good work habits.”119 
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 Authors and numerous studies that acknowledge the importance of arts education 

for all students recognize the importance of strong support. This researcher intends to add 

to this body of research through analysis of literature, the interviews and on-site visits 

with the three participants in this study. The research will culminate with application of 

arts integration strategies in the form of sample lesson plans for implementation in a 

children’s chorus rehearsal setting. 

Arts Integration and National Standards  

 The numerous and detailed studies already presented focused predominantly on 

the elementary classroom setting and not on the unique setting of the secondary 

classroom which is primarily performance-based. Reviewing national standards and other 

state standards reflects the strong emphasis on performance that seems to be one of the 

primary constraints to an arts-integrated curriculum. The many obstacles to implementing 

arts integration strategies such as the focus on high-stakes testing and a strong emphasis 

on performance are a reality in today’s schools and thus presented this researcher with a 

purpose for the thesis. Although, performance will remain a primary focus of the 

secondary choral classroom, the benefits to students through the implementation of arts 

integration strategies requires documentation and research. “The purpose of teaching the 

arts is to contribute to the understanding of the social and cultural landscape that each 

individual inhabits.”120 In order to begin this process of discovery towards a path of arts 

integration, sample unit lesson plans based on arts integration strategies can be found in 
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Appendix C as well as additional suggestions for choral literature readily adaptable to an 

arts integrated lesson.  
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CHAPTER THREE: INTERVIEWS AND OBSERVATIONS 

Overview 

 Each of the three participants shared their strategies, teaching philosophies and 

even some administrative policies with the researcher. There was a common desire to 

impart what they have learned, experienced, and developed throughout their tenure as 

directors of their respective university-based children’s chorus. The interviews produced 

informative materials including the initial start-up and management of a children’s 

chorus, selection of repertoire, and rehearsal formats. Discussion with the participants 

regarding past performances assisted in determining possible arts integration connections. 

None of the three participants categorized their teaching practices as including arts 

integration strategies. However, through reflection on past performances, they were able 

to identify elements of arts integration that were more representative of the thematic type 

of integration. For example, Ann Small provided a copy of a major work, Imant 

Raminsh’s opera, The Nightingale,121 previously performed by her ensemble. Although 

there had been discussion explaining the plot of the opera and use of costuming, there 

was no evidence of direct connections of learning concepts between the arts and other 

core curricular disciplines. Raminsh’s opera for children is a primary example of the 

many opportunities for addressing multiple learning strategies and core content concepts 

including such elements as vocabulary, plot analysis, character development, and 

                                                
 121 Imant Raminsh, The Nightingale (Boosey and Hawkes, 2003).  
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historical elements that can be addressed along with the elements of music and the visual 

art concepts such as set and costume design.  

 Text is at the core of choral music and similarly, arts integration. Therefore, the 

participants completed a questionnaire assessing their unique process of selecting choral 

literature for their ensembles. Selections were to be graded based upon their personal 

order of significance. Unanimously, the highest priority (first and second) on the list was 

text and the absolute last in order of preference or consideration were the National and 

State Standards, more currently referred to as Common Core Standards.122 Ann Small and 

Henry Leck also expressed their personal connection to a piece of music as another 

important element when selecting literature. The personal element was part of their 

criteria for selecting music literature because they felt it enhanced the teaching and 

performance of the piece. Voicing was another priority on each director’s list. 

Collectively, they emphasized the extensive amount of time involved in selecting the 

right balance of literature for their ensembles that would enhance the musical growth of 

the children as well as result in a well-received and experienced performance. 

Defining the Choirs 

The term university-based children’s chorus was applicable for all three groups 

but the manner of operation and amount of university participation varied with each 

ensemble. The Stetson chorus was under a children’s preparatory program and therefore 

received rehearsal space, music, and a pianist for the rehearsals and performances. The 

rehearsal room was relatively small but it also included an extensive music library. 
                                                
 122 “Implementing the Common Core Standards,” Common Core State Standards Initiative, 
accessed September 15, 2013, www.corestandards.org. The Common Core Standards are designed to be 
robust and relevant to the real world, reflecting the knowledge and skills that our young people need for 
success in college and careers. 
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Small’s office was her university office and not a separate location designated for the 

children’s chorus administration. Similarly, there was limited space dedicated to the 

rehearsal of the Cincinnati Children’s Chorus under Robyn Lana. Although her rehearsal 

room was much larger, Lana performed administrative duties within the same space. The 

Indianapolis Children’s Chorus appeared to have the greatest amount of dedicated space 

and time for rehearsals and running their organization. The ICC encompasses an entire 

wing of one of the university buildings including a waiting room, multiple offices and a 

private office for Henry Leck. In addition to the administrative space, the choral 

rehearsals occupy two additional rooms, one for the younger students and a larger choral 

room for the older children.  

The size and scope of the ensembles varied greatly among the participants. Ann 

Small related the current financial challenges and the diminished involvement in the 

Stetson children’s chorus. Small attributed the decreases in numbers in part due to the 

economics present in Florida combined with the influx of sports opportunities for 

children in the area. Her ensemble had down sized from almost one hundred children to 

its current membership of thirty children constituting one ensemble. In the past, they had 

performed at conventions, with symphonies and other entities, toured, and recorded 

numerous CDs. Small was preparing for her last concert with the group as she anticipated 

retirement following this researcher’s visit. However, the Stetson Children’s Chorus will 

continue as part of the Stetson University Prep Program.  

In contrast to the Stetson University Children’s Chorus, the Cincinnati Children’s 

Chorus under Robyn Lana experienced minimal issues of declining enrollment. 

Economic fluctuations are a factor but only minimally in respect to enrollment. The 



 

! 77 

Cincinnati Children’s Chorus still consists of multiple ensembles including satellite 

ensembles. As of this study, the Cincinnati Children’s Chorus consists of six resident 

ensembles and four satellite ensembles. In addition to active performance schedules and 

recordings, they combine for major concerts and host a summer choral music camp.  

The Indianapolis Children’s Chorus (ICC) has not directly experienced economic 

difficulties, however the Indianapolis area is experiencing economic struggles, according 

to Leck. ICC is a very large organization consisting of eight resident ensembles and 

twelve satellite choirs throughout the Indianapolis area. This consists of a preparatory 

choir for students beginning in first grade, a treble choir of unchanged voices, and a high 

school youth choir that numbers about one hundred students. The total membership in the 

Indianapolis Children’s Chorus is over two thousand six hundred choristers. All 

ensembles combine for two concerts per year held at Butler University. In addition, they 

have a more select group that tours regularly and performs as a smaller ensemble. Each of 

the three participating directors expressed the need for touring and other means of 

creating a unified group in order to maintain their levels of involvement and performance 

regardless of financial situations.  

It was also interesting to note that the choral literature of the three participating 

directors is primarily selected from within the parameters of western art choral music 

with added multicultural focus on the folk songs of many nations and larger works with 

orchestra, such as operas. However, all the ensembles also perform lighter repertoire such 

as musical theater arrangements that, when combined with the other literature provides a 

complete musical response for students and audience. Adding to the learning and 

entertainment aspect for the ensembles and audience is the addition of movement or 
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choreography. Movement and some choreography is present with all the groups, some 

only in rehearsal and others taken to the stage. This researcher was able to observe the 

use of movement in the rehearsals by Small and Leck. Henry Leck is a certified Dalcroze 

Eurhythmics instructor.123 He applies this kinesthetic technique as a major objective in 

his teaching to affect the students’ learning process in a positive and creative direction.  

Only one of the ensembles, Indianapolis Children’s Chorus (ICC), has a 

structured education program to teach the basic music skills of note reading, ear training, 

and sight singing. Ruth Dwyer is the director and author of the music education 

component of ICC. She has developed a sequential series of teaching basic theory and 

sight-reading skills that begins with the preparatory choristers. The Cincinnati Children’s 

Chorus (CCC) does not offer additional courses but they implement the sequential 

learning and solfège components of a Kodály-based pedagogy and the improvisation and 

movement theories of an Orff approach to teaching music. The teaching strategies of the 

Stetson children’s chorus are rehearsal-driven. They include references to history, 

interpretation and analysis of poetry, and music listening experiences. However, there is 

no other formal theory or skill training as a structured component for the ensemble.  

All of the participants expressed their concern for including learning that would 

go beyond a narrow approach to song teaching in order to add to the learning outcomes of 

their students. Collectively, they approach learning from the initial literature selection 

process to daily rehearsals that would improve the musical skills of their choristers. 

Evidence of some structured education was present as was movement and attention to the 

                                                
 123 Dalcroze Eurythmics is a music methodology developed by Swiss educator, Emile Jacques-
Dalcroze. It stresses the importance of rhythmic movement, improvisation and aural training as a means of 
teaching music concepts. 
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poetry of the text. However, arts integration pedagogy was not a common practice for any 

of the participants.  

One of the questions asked of each participant was the connection between pre-

service music education teachers and their respective children’s chorus. Ann Small 

expressed little involvement with music education students at her university. Robyn Lana 

stated that music education students will come and teach a prepared lesson for their 

coursework but otherwise, that is the extent of their involvement in the children’s chorus. 

Henry Leck had greater involvement from the music education students both at the 

undergraduate and at the graduate levels. The graduate students were responsible for 

vocalizing the chorus and fulfilling any administrative duties required at that time while 

all students were encouraged to utilize the children’s chorus as a form of laboratory 

setting enhancing their conducting and teaching skills. 

Observation Summary 

The Indianapolis Children’s Chorus was immediately impressive during this 

researcher’s visit. The organization’s identity and pride is widely apparent upon entering 

the premises. There is a large logo on the wall as well as posters on the walls reflecting 

past performances, recordings, brochures, awards, plaques, and other memorabilia 

focused on the history of the children’s chorus. The business area is large with multiple 

offices generating a sense of a well-run and efficient organization. The rehearsals occur 

in a separate area with parent volunteers serving to assist in recording attendance and 

greeting the children as they enter for rehearsal. Multiple rehearsals occur at the same 

time under the various directors serving the resident ensembles. Middle school rehearsal 

occurs in one room under the direction of Leck’s assistant, Josh Pedde followed by the 
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addition of the advanced choristers under the direction of Henry Leck. At the same time 

that Pedde rehearses middle school, the preparatory ensemble rehearses nearby under the 

direction of Meredith Leck.  

 The first observation that ensued was the rehearsal of the youngest students by 

Meredith Leck; this was the early elementary prep-program student. The children were 

singing the Quaker hymn How Can I Keep from Singing by Dr. James Mulholland;124 a 

composition they would later rehearse with the older students. The initial focus was on 

healthy vocal technical development. Meredith Leck frequently modeled the proper 

execution of vocal techniques including breathing and an approach to dynamics to 

enhance the musical aspect of the piece. Visual imagery and kinesthetic exercises were 

also an important element of the rehearsal format. Mrs. Leck had the students select a 

partner and come to the front of the room in a big circle to add movement to a new piece 

and connect to the cultural aspects of the text. The dance they performed was 

representative of the folk song they were singing. The young children were well prepared 

and clearly demonstrated established routines as they went through their rehearsal. The 

improved beauty of their tone was evident with the inclusion of movement during the 

rehearsal. Although there were no connections made to a core subject, there was the 

inclusion of two arts disciplines addressed during rehearsal: music and dance. This 

presents opportunities to further enhance the students’ learning with the implementation 

of true arts integration pedagogy that would improve the cognitive learning and transfer 

of knowledge within the core subjects. 

                                                
 124 James Mulholland, How Can I Keep from Singing (Indianapolis: Colla Voce Music Inc., 2011). 
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 The middle school rehearsal began with established warm-ups led by one of the 

graduate students. She modeled good vocal techniques and added imagery where 

necessary to enhance their comprehension and execution. Co-director, Josh Pedde 

continued the rehearsal with additional vocal and movement exercises that directly 

related to the music within the rehearsal format. The observed rehearsal had a strong 

emphasis on phrasing and rhythmic accuracy that Pedde addressed through movement, 

imagery, and articulation exercises. The increased level of musical knowledge and skill is 

apparent when compared with the preparatory ensemble. The sound is noticeably warmer 

and progress is evident in their vocal skills, their phrasing, and approach to dynamics. 

However, the sound is further enhanced by the addition of the clear tones of the treble 

voices as they enter to rehearse Mulholland’s How Can I Keep from Singing.125 The 

inclusion of the younger children adds to the overall ensemble sound in Mulholland’s 

piece and exposes the younger singers to the camaraderie that is evident in the ICC as 

they develop as choristers.  

 As the prep ensemble exited, the middle school ensemble continued rehearsal as 

Pedde maintained the pacing and momentum of the rehearsal with a smooth transition 

into a rapid and difficult rhythmic exercise. He modeled the snapping for the students, 

elements of which he added to the rehearsal in preparation for the piece that would 

follow. He was very precise in directing the attitude and movement that he wanted the 

students to create. The piano accompaniment began as the students continued to snap to 

the beat. Riser choreography, in the form of a back-and-forth stepping movement was 

followed-up with an up and down total body movement. The movements were difficult 

                                                
 125 Mulholland, “How Can I.” 
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for some of the students but it definitely enhanced the energy of their singing voices. 

Rehearsal concluded with the students singing the piece while performing riser 

choreography. The students appeared engaged and full of energy as their movements 

portrayed a picture of the song. This type of activity is another opportunity to implement 

arts integration strategies. 

 The advanced ensemble (youth ensemble) entered for rehearsal and immediately 

began warm-ups including hand gestures for vocal imagery and enhanced vocal 

technique. Leck began the rehearsal with a Hebrew piece, Psalm 8: Adonai, Adonenu by 

Dan Forrest126 for chorus, piano and solo violin. Beautiful sound and phrasing ensued 

with close attention to breath support and application of dynamics. If application of arts 

integration had occurred during this rehearsal, the multi-cultural aspect of this piece 

could readily enable transfer of learning concepts in the social studies and language arts 

subject areas.  

The second piece was in English with vocal techniques and diction serving as the 

primary teaching element. The third piece segued with clapping and the addition of 

dynamic contrasts to the rehearsal techniques. The rehearsal pace was quick with smooth 

transitions and minimal delays between pieces thus maintaining the energy and focus of 

the choristers. Josh conducted the next piece by Broadway composer Frank Loesser, Sit 

Down You’re Rocking the Boat.127 It is a comical piece for chorus and tenor solo. Leck’s 

role in this piece was to work with the soloist to assist with characterization. Leck 

modeled the character through movement and actions that helped tell the story of the 
                                                
 126 Dan Forrest, Psalm 8:Adonai, Adonenu (Milwaukee: Hal Leonard, 2010). 
 
 127 Frank Loesser and Mark Brymer, Sit Down You’re Rocking the Boat (Milwaukee: Hal Leonard, 
1990). 
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piece; a language arts link. Eventually, Leck sang a duet with the young man to help him 

identify how to convey with his singing voice and body gestures, the humor required to 

properly portray the character. Once again, this presents a perfect opportunity to connect 

music to the language art and theater concepts of characterization and role-playing.  

Much of the literature that Leck selects has a multi-cultural component that easily 

transfers to include arts integration even though he does not currently implement such 

strategies. The Indianapolis Children’s Choir is a strong organization with strong leaders 

and an incredible educational program. It is easy to visualize how ICC could seamlessly 

implement arts integration strategies in their rehearsals, a concept Mr. Leck concurred 

during the interview process. Mr. Leck seamlessly implements many learning styles in 

his choral rehearsals and teaches in the sound pedagogical fashion that he recommends in 

his books and videos on teaching the adolescent voice. No arts integration practices were 

evident on the day that this researcher observed the rehearsal process. However, the path 

has been prepared for an easy inclusion of arts integration practices in the future. The 

next step would be to understand the elements of arts integration and have access to 

resource materials for a seamless inclusion into their rehearsal practices. 

 Contrasting with the large organizational structure of the Indianapolis Children’s 

Chorus is the Stetson University Children’s Chorus under the direction of Dr. Ann 

Roberts Small. As of this writing, Small has retired as director of the Stetson Children’s 

Chorus. Ann Small and the Stetson children’s chorus were one of the early influences on 

this researcher’s decision to pursue arts integration for a children’s chorus as a topic for 

research. This researcher attended a performance of the Stetson Children’s Chorus at an 

ACDA conference prior to the onset of this research. The sound and presentation was 
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impressive and left an imprint in the mind of this researcher. I have read numerous 

articles written by Small that appear monthly in the ACDA Choral Journal regarding the 

children’s chorus including repertoire and techniques. Her knowledge of the children’s 

voice and repertoire is very extensive. Additionally, the opportunity arose to meet with 

Small at her office at Stetson University with the intent of discussing the operations of a 

children’s chorus. Her valuable insight and enthusiasm for teaching not only the 

university students but also the very young, has remained a part of this researcher’s 

academic journey.  

 The Stetson children’s chorus is located on the campus of Stetson University and 

is part of the Stetson Community School of Music. The facility is not extensive yet 

conducive to a positive learning environment. Besides Small’s office, there is a small but 

inviting rehearsal room and a well-documented music library. The chorus is currently 

much smaller than in years past consisting of one ensemble of thirty-three choristers, ages 

nine to thirteen. Upon first consideration, it appears that the significant discrepancy in 

age would result in behavior management issues due to a wide range of ages and abilities. 

However, the contrary was evident. The abilities of the older children had a positive 

learning outcome on the vocal production of the younger children. In addition, the 

stronger level of focus and attention in the older children transferred to the younger 

children thereby helping maintain the momentum and pacing of the rehearsal.  

Small led the rehearsal including warm-ups, discussion about the composers, 

history of the pieces and a short listening component. The listening was used to reference 

style and mood of the pieces the children would rehearse. Movement was an important 

part of the rehearsal both for vocal strategies including musical phrasing and 



 

! 85 

compositional form as well as the introduction to staging for performance. Small 

introduces a new piece in multiple methods. This researcher was able to witness two: 1) 

playing a CD recording of the entire piece for overall effect and a focus on form and 2) a 

combined music and text exercise that has the students following the words in their score 

while the music is played on the piano. She then randomly stops and asks the children to 

identify the part in the score by stating the word in the text. Small vocally models for her 

students with the result being enhanced student learning demonstrated through an 

improved musical outcome and an efficient rehearsal pacing. Throughout rehearsal, 

Small addresses vowel unification through proper breath techniques and spacing of the 

vowels. Again, as in Leck’s rehearsals, the energy of the director seems critical to 

keeping the music flowing and the students engaged. Small had the students perform a 

beautiful piece that they not only told in song but in choreographed movement, an 

example of arts integration strategies. Some of the children had difficulties with the 

movements at first, but progressed quickly. They would use this choreography in the 

actual performance at their concert. The interpretation of the text through movement and 

the discussion of the poetry and historical connections demonstrated the possibility of a 

smooth transition into a more structured arts-integrated curriculum.  

 The Cincinnati Children’s Chorus maintains rehearsal space at the University of 

Cincinnati’s Conservatory of Music. Once again, the facility is ample but not as extensive 

as Leck’s organization. This researcher was able to observe two conductors rehearsing 

during this session. The first was the conductor of the high school ensemble. She led the 

students through articulation exercises addressing diction, and vocalizes incorporating 

hand movements for vocal imagery and enhanced tone quality.  Exercises continued with 
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an emphasis on Kodály’s pedagogical practices of solfège and Curwen hand signs for the 

first piece: an arrangement of the American folksong, Oh Shenandoah by Ruth Elaine 

Schram.128 The ensemble sound was clear with excellent diction. Throughout the 

rehearsal of this piece, the director frequently modeled appropriate vocal techniques and 

addressed dynamic expression. There was no mention of history, language arts concepts, 

movement or any other type of arts integration strategies.  

 A smooth transition occurred without discussion as Lana resumed the rehearsal 

with the second piece, Bist du bei mir by Johann Sebastian Bach (1685-1750).129 There 

was an emphasis on German diction and articulation since the piece will be performed in 

the original language at their concert. Again, a perfect opportunity to extend the cognitive 

learning of the students by addressing historical concepts such as a discussion 

surrounding the era in which the composer lived or the language arts concepts present in 

the poetry and the inflection of the text. The third piece was a spirited piece by the French 

composer, Francis Poulenc (1899-1963) that sparked a kinesthetic response from the 

children as they swayed naturally to the phrasing of the music. The children responded 

well to Lana’s energetic rehearsal and achieved the vocal beauty that her conducting 

gestures conveyed.  

 Observation of the Cincinnati Children’s Chorus rehearsal strategies demonstrates 

consistent application of Kodály pedagogy through their teaching styles. Although the 

repertoire selected is an excellent choice for implementing arts integration, there was no 

evidence of such strategies present. The rehearsals primarily focused on vocal technique 

                                                
 128 Ruth Elaine Schram, Oh Shenandoah (New York: BriLee/Carl Fischer LLC, 2004). 
 
 129 Johann Sebastian Bach, Bist du bei mir (Nashville: Shawnee Press, Inc., 2001, 2008). 
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with no discussions regarding text, composer, movement, history or other elements that 

would transfer to learning in the core subject areas and other arts disciplines. However, 

the Cincinnati Children’s Chorus is a well-rehearsed ensemble that offers many 

performance opportunities for its students under the guidance of Robyn Lana.  

Analysis and Outcomes 

The sixty-minute, one-on-one interviews occurred in a meeting place of choice by 

each participant. The participants spoke freely and with avid enthusiasm regarding the 

development of their children’s chorus throughout the interview process. A love of the 

child’s voice was at the core of their decision to add a children’s chorus to their existing 

university schedules. This researcher learned that as opposed to financial gains or job 

requirements, the children’s choruses developed for aesthetic reasons; the beauty of the 

child’s voice. Reasons for starting a children’s chorus is only one of the themes that 

emerged from the data. The resultant themes are defined in the following section 

comparing and contrasting the responses of the participants. 

Creativity Leads to Transfer of Knowledge 

By the very definition of arts integration, creativity and transfer of knowledge are 

at the core of its pedagogical practice. Both Ann Small and Henry Leck discussed the 

importance of teachers that are creative and diverse in their thinking and teaching styles. 

Small stated a need for student teachers to be able to see beyond the written notes of a 

score. “My philosophy has always been that the music will tell you what to do. That is 

where all the ideas come from and this is what I try to get students to understand. They 
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seem to want a book to tell them what to teach and what the concepts are.”130 Creative 

teaching results in learning that is purposeful, according to Small and Leck. 

Henry Leck discussed a new degree at Butler University that allows students to 

“elect a principle area such as dance or theatre or general arts and then combine them 

with business and creative classes. They can move from that degree into public relations, 

or development, marketing or archival work, or in various positions in a symphony or 

ballet company. The arts really broadens this experience. I think it’s going to be those 

kids that are most easily employed because they have flexibility and direction and 

creativity.”131 This type of degree that teaches a student to think across the curriculum is 

part of the philosophy of arts integration that supports teaching in and through the arts. 

Robyn Lana also discussed the level of critical thinking and analysis that her 

students are able to employ as they advance to the upper level chorus. Frequently, music 

education students from the University of Cincinnati will conduct the children’s choir in 

rehearsals as part of their course requirements. Following the conducting, the children’s 

chorus students offer feedback regarding vocal technique, conducting gestures, and other 

processes such as pacing and connection with the choir. These types of responses are 

only possible if the students know what to look for and how to perform their songs in 

expressive and vocally correct fashion. Utilizing this process of analysis enhances the 

critical thinking skills for the students in their other coursework and directly addresses 

twenty-first century skills. This type of learning is at the root of arts integration 

pedagogy. 
                                                
 130 Ann Small, interview by author, Deland, Florida, March 29, 2011. 
 
 131 Henry Leck, interview by author, Indianapolis, Indiana, May 4, 2011. 
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Proponents of arts integration believe that arts integration pedagogy will help 

propel music education forward and maintain a place for the arts in the schools. All three 

of the participants seemed to concur, at some level. Leck’s response to diverse and 

creative teaching and Small’s belief that finding out and teaching more than what’s just 

written on a page support the foundations of arts integration strategies. Robyn Lana 

offered another side of teaching, the career. “How do you create a career that can work?  

It is possible to do. There are community schools in which you can do things. There are 

more and more venues that are looking for arts to integrate what they are doing because 

they see it’s lacking in the schools. So we need to, as educators and as educators teaching 

future educators, start to think outside the box: How do we create those projects?  What 

do we do to bring music to kids when they do not have it in their school because it must 

be important in their lives? Chorus America [a national organization promoting choral 

music] is great because they have the resources to support that.”132 

A New Way of Thinking and Teaching 

Observation determined that none of the participants taught based on a theory of 

arts integration, however they all demonstrated sporadic inclusion of thematic teaching 

especially through dance/movement and visual arts. A prime example of doing without 

labeling is how Henry Leck describes his method for selecting text and the pedagogical 

approaches that follow. “If you want children to be expressive, you can tell them to smile, 

move your heads, move your whole body, make yourself look expressive. But that’s an 

artificial way of going about it. What you really do is delve into the text until the text 

becomes a form of their expression. A lot of times you have to make up a story and a 

                                                
 132 Robyn Lana, interview by author, Cincinnati, Ohio, April 19, 2011. 
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situation and everything that surrounds the text so that they can live it.”133 Taking these 

ideas and then connecting with the language arts teacher to link to the standards is the 

first step in arts integration teaching. Story telling, vocabulary, expression are all 

elements of language arts. 

Ann Small was excited to discuss and show me pictures and a brochure from 

various children’s operas that her Stetson chorus performed. Intense costuming, set 

design, and historical background went into the rehearsal and performance of the pieces, 

especially Raminsh’s Nightingale.134 With planning or research, many concepts 

addressing the core subjects of social studies and language arts can link to the arts and 

ultimately further enhance the performance and cognitive gains of the students through 

the art form of opera. 

When asked if the participants would be amenable to re-thinking some of their 

rehearsal planning to include a more active approach to arts integration strategies, all 

responded positively. The main request was resources to this approach. Henry Leck 

acknowledged the need for arts teachers being able to offer more to their students and the 

need for arts specialists to teach in a more creative manner that enhances the core 

curriculum. “We try to go in and help without replacing the music teacher but supporting 

that teacher to teach music in the context of that district. It needs to be an on-going thing 

to make it work. The thought is that most people hiring now are wanting to measure 

creativity as a factor because creativity is sometimes more important than the degree you 

have or what experiences you may have, states Leck. They want people thinking outside 
                                                
 133 Henry Leck, interview by author, Indianapolis, Indiana, May 4, 2011. 
 
 134 Raminsh, The Nightingale. 
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the box.”135 This is the approach to teaching that is evident in the project-based methods 

in arts integration and the direct transfer of knowledge between the arts and the core 

subject areas.  

The following section represents a comparison of the participant’s responses to 

the thirteen items of the questionnaire addressed throughout the interview process. The 

interview was presented as an open discussion session, however this researcher attempted 

to be consistent with the direction of the discussions by returning to the thirteen pre-

determined questions for the participants. In addition, each participant ranked in order of 

preference, their methods for selecting music literature for their ensembles. Through 

analysis of the individual interviews, sixteen areas of commonality have been included in 

the comparison chart. 

Data Comparison based on Interview Questions 

Question 1: How many years has your children’s chorus been in existence? 
 Small: 26 years  
 Lana: 18 years   
 Leck: 25 years 
 
Question 2: Are you the founding director? 

Small: Yes but I will retire next year and turn over the children’s chorus to my 
assistant director, Claudia. 

 Lana: Yes. 
 Leck: Yes.  
 
Question 3: What reasons prompted you to found and direct a community or university-
based children’s chorus? 

Small: I was initially influenced, by a national children’s choir I heard perform at 
an ACDA convention in Nashville, Tennessee under the direction of Jean 
Ashworth Bartle. I was taken by a sound that I did not know children could 

                                                
 135 Leck, interview by author, Indianapolis, Indiana, May 4, 2011. 
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produce. So, later at Stetson I was asked to start a children’s choir as part of a 
community music school of the arts and that’s how it came about.  
Lana: Love of the sound of a children’s choir is my inspiration but I actually first 
gave thought to establishing a children’s choir when I was in the hospital having 
my first child. I was on maternity leave from teaching and didn’t want to 
completely give up my career so while on leave, I started a children’s choir and 
have never looked back. 
Leck: The expressiveness of young children. I didn’t start out in that direction, I 
was a vocal performance, choral conducting, and cello major in college. I was 
conducting a church choir and was approached by the director of the Chicago 
Children’s Chorus to help sponsor them to get to a national ACDA convention. 
Once I heard those children and saw the ghetto where they lived, something 
changed. I thought about Indianapolis and that there wasn’t a choir in the city that 
drew kids from all neighborhoods and all ethnic areas, all economic, social and 
religious backgrounds into one group that could make beautiful music. I realized 
that you don’t have to have a college degree to sing beautiful music, that an 
eleven year old could be artistic. I have had some of my most sublime moments 
with the children’s choir. Simply stated, I found the beauty. 

 
Question 4: Has the age ranges of your ensembles changed throughout your tenure as 
director of the ensemble? 

Small: When we began, the focus was on the treble or unchanged voice. We 
immediately had seventy-five students enroll in the chorus. Although the size of 
the ensemble has fluctuated, our focus has stayed with the unchanged voice. At 
one point we had an apprentice ensemble and a senior choir. We currently have 
one ensemble of children ages nine to thirteen. Sometimes they are as young as 
seven and as old as seniors in high school (seventeen). Our customary age range 
is from nine to thirteen years of age. We rehearse once weekly. 
Lana: I started with third grade through ninth grade which is about eight through 
fourteen but now we will take students in second grade if they can read and as 
young as first grade, but by audition only. In our first year we started with thirty-
five singers and ended the year with seventy-five. By the second year, we had 
three choirs and it’s slowly grown. We have six resident choirs and four satellite 
choirs and are getting ready to start two more satellite choirs. There are two treble 
choirs, a young men’s choir for changed voices, and a mixed ensemble that 
combines the older girls and the men’s chorus for one piece per concert. 
Leck: I started with fourth graders. There were a few third graders. I kind of 
patterned this choir after the Chicago Children’s Choir and I was told that a 
children’s choir was from fourth through eighth grade or maybe ninth graders. So, 
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there were a few really bright and talented third graders like my daughter 
(laughter). But they were unchanged voices from the fourth through ninth grades. 
I think I started with about two hundred four the first year. The second year was 
two hundred seventy-five, then the third year it was three hundred fifty or three 
hundred seventy-five. It’s just grown and grown ever since. What immediately 
started to happen is that when the ninth graders graduated, they did not want to 
leave. So they appealed to come back as tenth graders. Pretty soon, it just 
exploded and we have a high school choir. It’s wonderful: about one hundred high 
school kids. 

 
Question 5: What type of curricular strategies do you employ in your rehearsal? 

Small: I stress music reading that I learned from Jean Ashworth Bartle. I believe 
in teaching solfège so I have used Nancy Telfer’s system. I frequently address the 
poet and try to address a little of the culture that the children are singing about. 
Listening pieces are very important. I also find dramatization and movement very 
important parts of teaching the music. Movement really helps them [the 
choristers] learn the form of a piece. 
Lana: We do not have a set curriculum but the faculty are either Orff or Kodály 
certified – primarily Orff so we employ those strategies. We are teachers first, 
teachers trained in choral conducting and voice. We teach [music concepts] 
through the repertoire. We don’t have a separate day set aside for teaching theory 
like some ensembles.  
Leck: We have a curriculum [theory and sight singing] developed by Ruth 
Dwyer. I keep in mind the national standards and my long-term goals for the year 
as I am selecting literature. I program based on the artistry of each piece and the 
contrast of the pieces. I am Dalcroze and Laban certified, so I employ those 
strategies as well. Movement is a very important part of the learning process. 

 
Question 6: What is your philosophy regarding rehearsal for performance versus 
rehearsal for educational purposes with performance as the outcome? 
 Small: I always teach through the music; I don’t think of it as a separate entity. 

Lana: We select the music based on the level of the choir and we use the 
repertoire to teach. We never just teach towards performance. 
Leck: Relating music to the core subjects is pretty much a given in choral music; 
they relate so closely. Audience is very important but I’ve never allowed parents 
to dictate what I teach. I think there are many different ways to create artistry, but 
I learned a good lesson and it’s that young children can be very expressive. 
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Question 7: Do you consider the development of cognitive learning and critical thinking 
skills in your rehearsal and planning strategies? 

Small: Performance outcome is a primary focus, however musical concepts are 
always present in the music. I feel that if you study the score, then the concepts 
will appear. 
Lana: They’re [the students] always analyzing. There is so much intuitive 
learning due to the teaching methods we use that it is not always a planned 
experience. Also, the students give verbal feedback to the interns that come to 
rehearse the ensemble, so they are demonstrating that they have learned through 
the rehearsals. 
Leck: While selecting literature, I write on the cover what could be taught 
pedagogically. I have a goal for what I want them to acquire musically at different 
stages throughout the year and I use the music to teach these skills. I always 
consider curriculum when I first plan and as I rehearse throughout the year. Our 
attention has been focused mainly on musical literacy: to read notes, rhythms, 
spelling scales, spelling inversions and other sight singing and ear training 
techniques. 

 
Question 8: Do you feel that arts integration can add value to the rehearsal in a 
university-based children’s chorus setting? 

Small: Yes. I would use parts of arts integration for example costuming, history, 
composer biography and other cultural elements.  

 Lana: Absolutely. I would use it more as collaboration with the other disciplines. 
Leck: Yes. I haven’t given it much thought but I truly think it’s worth looking 
into further. 

 
Question 9: Have you employed any arts integration strategies? If so, please explain? 

Small: Yes, we have performed in opera where we used staging and costumes to 
tell the story. We used dance/movement for choral pieces and costuming for the 
production. I think learning about the poets and staging gives the students a 
greater experience. I also do a composer of the month and focus on the history 
and biography aspects of the composer. There is also a listening component to this 
and the students discuss the piece and the composer and talk about where he 
lived, the native language, and then we even learn a few terms or phrases in that 
language. I think movement and staging is the most common for us. 
Lana: Yes, especially in regards to poetry and its connection to the text. We 
discuss historical significance of the piece and even the composer. It’s difficult to 
use visual arts due to limited resources. We have also sung in operas and 
symphonic works and the students research the composer and setting of the piece. 
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Leck: I don’t think so but it’s subconsciously there. I use a lot of visual anchoring 
and dramatization of the text. We’ve done a number of operas that were staged 
and used costuming as well as created scenes. Sometimes just a simple change of 
shirt to change the mood of a piece can have a visual and aesthetic effect. 
Probably the use of dance and other forms of movement to express the text or 
bring out the emotions in a piece are elements that I use without actually 
addressing arts integration. Characterization is also a natural part of our 
performances for soloists and the ensemble. 

 
Question 10: If not, is there a specific reason for not employing arts integration? 
 Small: No, I just haven’t thought about it in that way. 
 Lana: Limited resources are the biggest reason. 

Leck: No, I think it’s worth looking into. Our attention has been focused mainly 
on musical literacy – reading notes and rhythms, interval training, and hearing 
sonorities. It has been a preparatory musical theory curriculum for the high school 
students. But, there’s nothing wrong with thinking about an arts integrated 
curriculum. 

 
Question 11: Does your children’s chorus serve as a laboratory setting for pre-service 
music education students? 

Small: No. In the past they have observed but never as part of a class assignment. 
We also do not have a graduate program, so we don’t have the opportunity for 
student accompanists or conductors. 
Lana: Yes. Students are interns and write lesson plans then I help guide them 
through a rehearsal. However, the lesson is not conceptually connected to the 
music that the children’s chorus is rehearsing but rather just an independent 
lesson. The music education students usually go into the public schools for their 
lab work. However, sometimes they will come to experience conducting during 
rehearsal and afterwards we give them a conducting lesson and have a discussion 
about what worked well and what did not. Also, the advanced choir gives verbal 
feedback such as “your breathing is really good but we need a little bit more 
before this phrase.” 
Leck: Absolutely. We are very active with our university students as well as other 
organizations such as the organ guild chapter in our area. I did a workshop on 
vocal techniques for developing voices for the organ guild members that were 
children’s chorus directors and church choir directors. My ensemble was the 
demonstration choir. Also, my graduate conducting students from the university 
will use the choir as a learning environment and the music education students 
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often observe and teach mini lessons. I also do a boy’s changing voice workshop 
every year for the parents of our students. 

 
Question 12: If not used as a laboratory setting, do you think that there would be value 
in such an opportunity for future choral teachers? 

Small: Yes. Students come and want you to give them specific directions or a 
book that has all the answers. I tell them to study the score and the concepts will 
emerge.  

 Lana: Yes. Being able to conduct the choir and get feedback is important.  
Leck: We already are very active as a teaching environment. I think that is 
important for the music education students but also for the kids. 

 
Question 13: What are some of the procedures and criteria you employ when selecting 
the literature for your ensemble? 

Small: I select literature I like but that also comes from years of experience. Text 
is critical. The first thing to think about is my singers, their ages and who is 
returning. Second are text, voicing, range, and tessitura. I consider the composer 
more than I do the language of the piece of music. The music I pick is very 
important to me. 
Lana: Text and of course the melodic line come first. I think they go hand in hand 
then comes voicing paired with readiness of the ensemble. As chair of the 
Children and Youth Repertoire and Standards Committee I see and hear a great 
deal of literature. This helps me when I begin my music selecting for concerts. 
Leck: I always start with the poetry, the text, because of its influence on people’s 
lives. Text can change people’s lives; it can lift them up. Then next would be the 
rhythmic language and tessitura. I look at the part writing for the children’s voice 
and what it teaches. Does it teach form or minor versus major. And of course, it 
has to be music I love. As a music editor I see a lot of music and it could be a 
beautiful melody but the text is trite, so it doesn’t work. I always start with text – 
that’s the “slam dunk.” 

  
 During the interview session, each director was provided with a list with 

instructions to arrange the items in chronological order according to their preferences 

when considering repertoire selection for their respective ensembles: 
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When selecting literature, please list the order of relevance for the following 
items: 
 _____Text 

 _____Musical concepts that can be taught 

 _____Melody 

 _____Range and Tessitura 

 _____Language 

 _____Voicing 

 _____Composer/arranger 

 _____Correlation to State or National Standards in the Arts 

 _____Programming 

 _____Multicultural considerations 

 _____Audience recruiting 

The following Table 1 summarizes their answers. 
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Table 1. Participants’ Priority in Concert Programming 

 
ITEM Small Lana Leck 

Please list the order of relevance for the following items as it applies to selecting 
literature – 1 through 11 
Text 2 1 1 

Musical Concepts taught 
through the music 9 3 5 

Melody 5 2 2 

Range and Tessitura 3 6  6 

Language 6  10 8 

Voicing (Ensemble) 1 4 3 

Composer/arranger 7  5 7 

Correlation to State or 
National Standards in the Arts Never (11) Never - last 

(11) 9 

Programming  4 7 4  

Multicultural considerations 10  9 10  

Audience appreciation 8  8 
Depends on the 
time of year  
(11) 

Miscellaneous 

  

Music I love is 
important 

 

Response to Research Questions 

 The following is a summary of the significant points of interest in reference to the 

nine research questions. The answers are extracted from the sixty-minute interviews of 

the participants. The Tables in Chapter III represent the responses to these questions as 

well as the threads extrapolated from the various interviews. 
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Question 1:  Is it possible to implement an arts integrated choral curriculum in a 

community setting such as those of the three participants, regardless of possible time 

constraints necessary to maintain the ultimate goal of performance?   

 Each of the three directors expressed positive thoughts regarding arts integration. 

Ann Small’s broader vision of arts integration strategies would include costuming, 

musical history connections, and biographical data on the composers. In the past, Small’s 

ensembles performed operas that incorporated many arts elements that combined dance, 

visual art, and music. Henry Leck stated that although he hadn’t given it much thought, 

he felt that it was a worthwhile area to further research. However, through discussion and 

observation, this researcher constructs that Leck, although not actively engaged, does 

employ arts integration strategies in the form of dance, movement, costuming, and 

performances in operas. In addition, throughout the interview process, Leck talked about 

social and historical references to a Bulgarian piece of music that they were beginning to 

rehearse. He discussed how he would present the text and the history of Bulgaria with the 

students. Language arts concepts are evident in his attention to text in his selection of 

literature. As an editor, Leck has added to the body of children’s chorus literature through 

the numerous multicultural compositions that readily create an environment rich in arts 

integration concepts such as operas, dance, movement, staging, costuming, and even 

scenes have been elements of the arts that Leck has implemented routinely. Robyn Lana 

concurs with Small and Leck by stating that arts integration can absolutely add value to 

their children’s chorus rehearsals. Lana sees the practice of arts integration as more of a 

collaborative process involving specialists from other disciplines. She would be more 

inclined to bring in visiting artists to implement the arts integration strategies. 
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Question 2:  Is there documentation to support the idea of a secondary level arts 

integrated curriculum as opposed to a strictly performance-based children’s chorus 

program?   

 Robyn Lana felt that arts integration strategies, especially for a children’s chorus 

is very limited but possible. This feeling seems to be unanimous when considering the 

overwhelmingly positive response from all of the participants towards the value of arts 

integration pedagogy. However, there is little recognition of what those strategies include 

and how to implement them in their respective rehearsals. Ann Small suggested that a 

DVD of resources would benefit directors and assist them in implementing arts 

integration strategies. Robyn Lana mentioned the importance of “tapping into” the 

resources within the community, an important component of arts integration. Community 

partnerships and teaching artists assisting with bringing the many facets of arts 

integration to a university-based children’s chorus is a realistic and important aspect of 

integration.  

Question 3:  Is arts integration a current practice of the participating children’s chorus 

directors in this study?   

 Although there are portions of other arts and core subject disciplines represented 

in the rehearsals of the three participants, true arts integration strategies were not evident. 

Further research would need to occur that would survey a larger portion of the choral 

community to determine if this is the mean throughout the profession. However, one 

example provided by Henry Leck is a perfect example of an arts integrated approach to 

teaching and learning. He described how he addressed the meaning and expression of the 



 

! 101 

text, a language arts concept. Using the peace, Let There Be Peace on Earth,136 he 

described a guest artist, Tom Carter and the methods he used to reinforce the meaning 

behind the text. Leck explained that Carter takes them through different kinds of 

exercises such as having the students form a large circle and think about war. They were 

to think about what aspect of war they wanted to become. Carter gave suggestions such 

as an avenger, the avenged, someone who was broken down, or someone who was 

aggressive. Each child then created a scenario in their own mind and then moved into the 

shape that represented their ‘war’. The students froze into their shapes, a theater and 

language arts concept known as tableau. While they were “frozen” in their picture state, 

Carter asked one person to begin singing the song and as they began to sing, they moved 

to the next person and picked them up out of their framework of the war and into peace. 

They concluded the song with all children joining hands. The emotional framework was 

set and the text took on new meaning.137 Although Leck did not formally identify the 

lesson as a means of arts integration, it provides a perfect avenue to begin the process in a 

more defined fashion. This natural and exquisite demonstration of language arts, social 

studies, theater art, and music combining to enhance the learning experience of the 

children, is the reason that this researcher believes that a university-based children’s 

chorus director is readily equipped to easily adapt their teaching methods to implement 

arts integration practices. 

Question 4:  In light of time constraints in the rehearsal room and the concentrated 

focus on performance, is it feasible to add this type of curriculum?   
                                                
 136 Jill Jackson and Sy Miller, Let There Be Peace on Earth, arranged by Mark Hayes (New York: 
Carl Fischer LLC, 1956, 2012).  
 
 137 Henry Leck, interview by author, Indianapolis, Indiana, May 4, 2011.   
 



 

! 102 

 The answer to this question also received a unanimous response from the three 

participants. They see the value and the need “to get out of the tunnel and begin to see 

other life experiences; it’s bound to be more creative.138 Ann Small does not see 

performance and education as separate entities. She feels that musical concepts are 

always present in the music and she will teach the children about the composer’s 

nationality, focus on the poetry of the text, and the native language. Leck programs his 

concerts based on artistry of each piece but always considers the sequential learning of 

the students throughout the year. When selecting literature, he notates on the cover the 

concepts and skills that could be taught throughout the year. Unlike the other two 

directors, Leck also keeps in mind the national standards for the arts as his overarching 

goal for the year and a sequence of learning skills. Although Lana does not have a set 

curriculum, she proposes that the repertoire leads the musical concepts and that intuitive 

learning occurs due to their application of Orff and Kodály teaching strategies.  

Question 5:  Would the three participants be receptive to a community outreach chorus 

incorporating arts integration as its core methodology?   

 This answer was an overwhelming yes to the value of arts integration for a 

children’s chorus. All were in agreement with the need to have more resources available 

to them in order to change their current methods. However, the participant’s readily 

acknowledged the value of a curriculum based on arts integration to improve student 

learning and even performance.  

Question 6:  What form of pedagogical technique is prevalent in the rehearsal format of 

the three participants?   

                                                
 138 Henry Leck, interview by author, Indianapolis, Indiana, May 4, 2011.  
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 The three university-based children’s choruses observed in this research were led 

by experienced teachers, two of whom were university professors and the other, a 

teacher, and national chair with ACDA for children and youth choirs. The high level of 

expertise, knowledge, and experience places them at a level of leadership that is not 

necessarily the typical requirements for all children’s chorus directors. All three directors 

were fluid in their techniques, clearly implemented multiple learning styles, and were 

effective communicators. Small addresses elements of music in her teaching but also 

language arts, history, foreign language, social studies and other art forms. She teaches 

students foreign terms that are culturally related and reflective of the text they are 

singing. She also uses movement to dramatize the text and gain a greater understanding 

of musical form and expression.139 These methods directly link to poetry elements in 

language arts, vocabulary, dance elements, and social studies. Leck stated that he is a 

strong advocate of teaching movement and is a Dalcroze Eurythmics certified teacher. He 

states that the students must be able to find the inner pulse and have a sense of what is 

happening in the music when they are singing. He addresses this very often through 

movement and believes that even though they are not actually dancing, the elements of 

dance and connection to dance are inherent. Dance is even included in many of his 

performances, sometimes by professional dance groups.140 

Question 7:  Do the participants view curriculum and standards as a conscious inclusion 

in their respective rehearsal planning or is the focus solely on performance?   

                                                
 139 Ann Small, interview by author, Deland, Florida, March 29, 2011. 
 
 140 Leck, interview by author, Indianapolis, Indiana, May 4, 2011. 



 

! 104 

 This researcher was surprised to learn that curriculum standards were the last item 

marked on their survey form that asked them to rate their order of preferences when 

selecting repertoire. All three of the directors had upper level degrees in music education 

and two of them taught music education methods courses, but only one addressed the 

standards when selecting literature. It appears that the primary focus is performance. 

Only Henry Leck connected the standards to his teaching and planning. Possibly, his 

additional duties as a music editor and author in the area of choral music education 

influence his lesson planning and repertoire selection process. 

Question 8:  Does the university-based children’s chorus serve as a laboratory for pre-

service music education students?   

 Surprisingly, this was not a strong focus with the exception of one. The role of 

accompanist was not an option for the music education students attending the various 

rehearsals of the children’s choruses. Instead, professional accompanists were a 

permanent part of the children’s chorus faculty. Conducting and teaching vocal 

techniques were the primary teaching concentrations for the music education students to 

practice during the rehearsals. It was customary for university student teachers to 

frequent Lana’s ensembles but primarily in an observatory fashion. In addition, the music 

education students would teach a pre-determined lesson according to their university 

class syllabus, but not related to the established curriculum of the children’s chorus. 

Leck’s response was the most positive. His university choral conducting students utilize 

the children’s chorus as a lab and have opportunities to work with the students both 

vocally and in conducting. Other organizations such as the organ guild also come and 

train with his ensembles. Leck also utilizes his ensembles as training workshops for the 
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parents of the children in the chorus so that they have a better understanding of the total 

education of the child and not just the performance aspect. 

Question 9:  Would the participating choral directors be amenable to using their 

rehearsal as a laboratory for pre-service music education students to implement arts 

integration strategies into the rehearsal?   

 No director had an objection to this point. Leck even discussed a new degree that 

they have at Butler University, Art and Men. This degree is interdisciplinary and 

combines the student’s chosen art element with an area of focus in business. Leck feels 

that this provides the students with a flexibility that will be vital for the future of music 

education. All three directors felt that the university student needs to think outside of the 

box and envision new ways in which their degree can be valuable in creating new jobs.  

 Discussion and observation of the three selected participants have resulted in even 

more questions requiring further research into the application of arts integration strategies 

in a children’s chorus or a secondary classroom. The interviews only began to uncover 

the possibilities for arts integration and music education for a university-based children’s 

chorus as well as a secondary choral classroom. It appears that resources, visionaries, and 

methodologies are required for arts integration and even choral music education in the 

public schools to continue to be active and progressive in the future. 

 Table 2 represents secondary areas of comparison between the participants as 

identified through analysis of interviews and observations. 
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Table 2.!Correlated Responses 

Miscellaneous Correlations between Participants  

  Small Lana Leck 

 
Current size of 
ensemble 33 300+ 2600 

1 Size of original 
ensemble 75 35 275 

2 Availability of 
accompanists 

Paid through the 
community school 
program of the 
university; they are 
never students 

Paid accompanists 
through the community 
program 

Paid accompanists 

3 Voicing 

SA and SSA Treble 
literature; unchanged 
voices 

Two treble choirs and a 
young men’s choir for 
changing voices; also the 
girls and men mix for 
one SATB piece each 
concert 

Treble literature: 
SA,SSA, SSSA, and 
SATB music for the 
high school ensemble 

4 Travel 
Yes, especially in the 
past but economy has 
interfered recently 

Yes, this is important for 
the ensemble 

Every year; sometimes 
there are three tours 
for three ensembles; 

5 Solfège 

They sight read by ear 
but I have also used 
the Nancy Telfer 
system of sight 
reading 

Warm-up exercises with 
hand signs but not really 
in the music. We use 
solfège during exercises 

We have a written 
curriculum that 
involves sight singing 
and rhythmic reading 

6 Perform with 
the University 

Yes - multiple times; 
Examples:  Christmas 
Candlelight, operas, 
Faure Requiem; 
Musical Theatre 
(Music Man) 

We perform a lot 
throughout the 
community including 
with the Cincinnati 
Symphony 

We perform with 
many different 
ensembles: 
symphonies, opera 
companies, special 
commissioned events 

7 Philosophy 

Teach through the 
music; the music tells 
you what to do - the 
music concept jumps 
off the page when you 
study the music 

To give every child the 
America the opportunity 
to sing in a choir. I feel 
it’s my responsibility 
that when they leave my 
choirs they should be 
independent musicians  

Our focus is on 
musical literacy; we 
not only educate the 
children but do 
workshops for parents, 
as well 
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Table 2 Correlated Responses, continued 
  

Miscellaneous Correlations between Participants  

  Small Lana Leck 

8 

Future of the 
university-
based children’s 
chorus 

Troubles with 
commitment; economy 
is a problem;  

I believe that by planting 
the seed by giving 
children the opportunity 
to sing, that it becomes 
an investment in the 
future of choral music in 
the U.S. 

Recently, 2 
referendums resulted 
in the loss of music in 
two school districts; 
we have a teacher 
advisory board and 
work to support 
teachers; we also are 
active with the 
department of 
education to keep 
music education; must 
learn to think outside 
of the box with a 
music degree 

9 

Number of 
ensembles that 
make up the 
chorus 

One Six resident choirs and 
four satellite choirs but 
we are adding two more 
satellite choirs  

There are 20 - about 8 
satellites here and two 
in Columbus and then 
about 10 regional 
satellite choirs 

10 
How many 
ensembles do 
you conduct? 

One Two- Bel Canto, the 
advanced choir; they 
rehearse twice a week 
and Lyric which is the 
training choir (5th-8th 
grade) 

I have a lot of 
administrative 
responsibilities; one 
plus the two most 
advanced treble choirs 
are conducted by Josh 
and me; Ruth conducts 
3 and Sarah 2 and a 
high school teacher for 
that ensemble 

11 Recruiting 

 Commitment is low 
due to a struggling 
economy at this time. 
Our program is very 
small. 

Summer festival is our 
best recruiting tool for 
grades 3 through 9; it 
lasts for one week; 
usually 200 students; 
another form of 
recruiting we use is 
mentoring; the Bel Canto 
choir mentors the 
younger students and 
host the summer festival 

Touring is an 
important part of 
recruiting; we send 
letters to the music 
teachers asking for 
their 5 best students; 
we all have our 
students sign a form 
stating that they are 
also in their school 
choir 

 
 



 

! 108 

Table 2 Correlated Responses, continued 
  

Miscellaneous Correlations between Participants  

  Small Lana Leck 

12 

Future for 
choral 
education 
students 

Think outside of the 
box 

Think of new ways to 
use the degree; there are 
venues looking for arts 
to integrate into the 
schools; think outside 
the box; create jobs  

Think outside the box; 
degree at Butler called 
Art & Men - 
interdisciplinary - 
combines their art 
element with business; 
this gives them 
flexibility 

13 
Financial Aid 
for students in 
the chorus 

We have an 
endowment to help. 
 We take everyone and 
if they can’t pay they 
are put on a payment 
plan. 

Yes - fairly extensive 
that we’re building; have 
never turned down a 
child due to financial 
reasons  

Yes, we have all our 
forms on our website 
regarding tuition 
assistance for the 
parents to complete. 

14 

Percentage of 
acceptance in 
respect to 
number of 
students 
auditioning 

All students are 
accepted 

99% - we’re so 
educationally based that 
we have a choir for 
almost everything 

Very high since we 
have so many different 
types of ensembles 

15 University 
support 

Community program 
through the university; 
self- supporting 

No rent but we hire an 
accompanist; we have a 
501C3 status so it helps 
with the university 
relationship 

Community program, 
Student interns and 
observers. 

 

Repertoire Performed by Participants: An Insight into Arts Integration Concepts 

This section represents seven pieces of choral music literature selected from 

programs presented by the three participants of this study. The music was chosen to 

demonstrate arts integration strategies that could be employed to enhance the learning 

outcomes of the students by increasing critical thinking skills and providing opportunities 

for creative and cognitive learning. Arts integration is not simply about performing while 

dancing or showing pictures on a screen or wearing a mask from a certain country but 
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rather, it is the connection and understanding of learning in core academic areas side by 

side in and through the arts. Multiple subject areas are addressed for each piece of music 

in order to highlight the importance of teaching for transfer and the ease in which this can 

be accomplished through arts integration. Appendix A lists additional literature that is 

readily available for implementation of arts integration strategies.  

Bist du bei Mir BMV508 by Johann Sebastian Bach141 performed by the Cincinnati 

Children’s Chorus is an excellent selection to demonstrate the opportunity for 

implementing arts integration pedagogy that teaches educational concepts through music, 

history, language arts, and visual arts. Musicology provides us with the opportunity to 

relate music history to non-music historical events such as the different eras, notable 

poets, war, and other societal influences. In this particular Baroque era piece, the genres 

of art and music could be explored to make the curricular connections between events in 

history and their depiction through music and visual art. In addition, through the 

instruction of language arts, students could guided in the meter of the language through 

the poetry and discuss how specific musical elements such as melody and harmony 

reflects or correlates with the flow of the poem. Likewise, when a student is capable of 

transferring concepts in and between multiple disciplines, for example through historical 

periods, the relevance through the creative and exploratory nature of music and art results 

in a greater assimilation of knowledge for the student. 

The Indianapolis Children’s Chorus presents two pieces for discussion regarding 

the application of arts integration strategies. Critical thinking and problem solving skills 

can be addressed through the study of language arts, social studies, music, art, and dance 

                                                
 141 Bach, Bist du bei mir. 
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with the following emotion-filled pieces:  Let There be Peace on Earth arranged by Mark 

Hayes142 and A Child Said by James McCray.143 The common processes of analysis and 

problem solving can be explored through the study of the harmonic structure of the 

music. A visual representation through the elements of collage or expressing the text 

through dance elements also connects the performance aspects through arts integration 

strategies.  In addition, both pieces also offer many options for language arts concepts 

such as figurative language or a reflective essay regarding current events that illustrate 

similar emotions expressed in the text. Understanding social issues such as oppression or 

war is another connection between the arts and the core subject of social studies as 

students create an original multi-media presentation with visual, sound, and literary text 

representing the specific social issues.  Arts integration brings the music to life for 

students in a way that is exploratory and process-oriented. 

Folk songs presented by the Stetson Children’s Chorus and the Indianapolis 

Children’s Chorus supports the importance of using folk songs in the secondary 

classroom. In Flander’s Field by Ruth Henderson144 is representative of a Newfoundland 

folk song with text from the era of World War I. Oh Shenandoah145 is an American folk 

song and How Can I Keep from Singing146 is a Quaker hymn also considered an 

American folk song. All of these choral arrangements represent literature that is highly 

                                                
 142 Jackson and Miller, Let There Be Peace on Earth. 
 
 143 James McCray, A Child Said (National Music Publishers, 1983). 
 
 144 Ruth Henderson, In Flander’s Field (Oakville, Ontario: Leslie Music Supply, 2003). 
 
 145 Schram, O Shenandoah. 
 
 

 146 Mulholland, How Can I Keep from Singing. 
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recommended as sources for music teaching and learning at the secondary education level 

as well as a natural opportunity for implementing arts integration strategies. 

Understanding the history of a nation through music helps a student gain a more complete 

understanding of events and people of a specified time. The above-mentioned folk songs 

can be part of a multi-cultural program focusing on the folk songs of many nations. 

Students could research the background of the folk songs they are performing providing 

them with the background to explore information literacy and evaluate the effects of 

immigration on a nation. Language arts principles of investigation, writing, story telling, 

plot development, and interviewing can be the tools to connect with the historical 

concepts of immigration. Students could interview family and friends that were 

immigrants to relate their stories as well as reading stories about immigrants in order to 

gain an understanding of the reasons behind immigration along with the emotions that 

surround the whole process. Through this integrative process, students have the 

opportunity to achieve the goal of tolerance and understanding of the world around them. 

Additionally, geographical and historical awareness of what constitutes a nation comes to 

the forefront of learning. Students can then use multi-media to create a timeline in history 

when immigration was prevalent and the clothing, food, literature, and music that they 

brought with them from their homelands. The project could culminate with a 

performance of the folk songs of the various nations and a multi-media presentation 

including audio clips and journal entries taken from the interviews.  

Where to Begin the Process of Arts Integration 

 Common planning between teachers of core subjects and the arts is imperative in 

order for these creative and reflective learning processes to occur and succeed. The 
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National Art Education Association (NaeA) adopted a Position Statement on arts 

integration in March of 2013. It reinforced the need for planning and collaboration for 

successful implementation of arts integration.  

Collaboration among educators for the subjects involved with integration is an 

essential element in providing seamless, integrated experiences for students in the 

arts and other disciplines. NaeA recognizes that a team approach for planning, 

implementing, participating in, and assessing arts integration programs is a critical 

factor in ensuring success.147 

This researcher is of the philosophy that understanding the links between the arts 

and the core subjects while maintaining the integrity of the arts is a primary avenue to 

educating the whole child and a result of successful arts integration. The philosophy that 

the arts are viable curricular subjects in and of themselves as well as a thread by which to 

teach other subject areas are supported by many researchers including the aforementioned 

statement by the NaeA and in the 2012 paper by the American Academy of Teachers of 

Singing. The article, Keeping Music in the Schools: Advocating for the Arts as Core 

Curriculum, states the intrinsic and extrinsic benefits of music. It also cites various 

organizations and professionals endorsing the same beliefs in the value of music as a 

valuable subject.148  

                                                
 147 National Art Education Association, “Position Statement on Arts Integration,” National Art 
Education Association, http://www.arteducators.org/about-us/Position_Statement_on_Arts_Integration_-
Adopted_March_2013-.pdf (accessed September 6, 2013). 
 
 148 American Academy of Teachers of Singing, Keeping Music in the Schools: Advocating for the 
Arts as Core Curriculum, American Academy of Teachers of Singing, 
http://www.americanacademyofteachersofsinging.org/assets/downloads/AATS-Arts-JOS.pdf (accessed 
September 16, 2013). 
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In order to visualize the cognitive and aesthetic gains of arts integration for 

students in a university-based children’s chorus or other community chorus, it is 

necessary to strategize and plan with the other teaching artists and classroom teachers. 

This researcher believes that relating historical facts and allowing children to write, draw, 

and move to the musical intent increases the knowledge base of each student, thereby 

enhancing the level of the cognitive gains and the musical concepts demonstrated through 

the performance. This is evident in the minimal approach to arts integration that the three 

participants utilized in their rehearsals and performances. However, through collaborative 

planning and creating learning environments many opportunities for transfer of 

knowledge and critical thinking could avail the chorister with a more global connection 

to the music they are performing and the stories behind the text that they are singing. The 

participants, notably Henry Leck was very skilled at demonstrating global connections in 

his approach to teaching and the selection of literature, as observed by this researcher. 

Thus, the recommendation of this researcher would be to begin the process of 

implementing arts integration practices with a philosophy of arts integration as a practice 

of teaching in and through the arts to provide a creative, collaborative, and reflective 

form of learning as the first step toward positive change. The second step would be 

professional development for chorus directors including workshops, lesson planning 

resources, and other materials that could quickly engage the children’s chorus directors in 

an arts integrated approach.  



 

! 114 

CHAPTER FOUR: SUMMARY 

The three participants in this study openly shared their philosophies and 

pedagogical practices with this researcher resulting in data that provides support for and 

reassurance to this study’s hypothesis. Their discussions verbalized a willingness to 

implement arts integration strategies in their respective children’s choruses, albeit with 

additional resources. Of interest, is that none of the participants gave issue of time 

constraints as a consideration in applying the new pedagogy. Their focus was on the 

process and felt that the performance (product) could also be enhanced through a 

curriculum based on arts integration practices. 

The interviews and observations of the three participants in this study confirmed 

the following: 

• There was an understanding of arts integration at a basic level combined with 

an awareness of the educational benefits to the students. However, said 

understanding is more of a thematic nature such as using costumes or 

discussing the text, but not specifying the specific elements of multiple 

disciplines that could be taught in and through the music. 

• As educators and authors, the three participants valued a high level of 

teaching and performing but all three had different approaches to the same 

goal, none of which were arts integration. There was no clear methodology 

apparent in the rehearsals but there was evidence of Kodály and Dalcroze 

teaching strategies.
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• The three participants acknowledged arts integration as a strong component to 

education and a relevant approach to teaching and learning for students of the 

twenty-first century. 

• There is a need for more resources and training in order for teachers to readily 

implement arts integration beyond the thematic level that does not address 

other content area specific concepts. 

• The hypothesis that there is ample time to include arts integration strategies in 

a choral rehearsal is demonstrated as a true statement according to this 

research; all participants felt that arts integration would enhance their 

performances, their teaching, and student learning. 

• In respect to pre-service music education students, there was a mixture of 

responses. The availability of their children’s chorus rehearsal setting to 

become a laboratory setting is not a new concept.  However, the process of the 

university-level music education students incorporating arts integration 

strategies into the children’s chorus rehearsals would be a new concept. This 

idea would require further research. 

Through historical research of various studies, consortiums, and reports, this 

researcher was able to prepare for the discovery process of this study through the 

qualitative process of personal interviews and rehearsal observations of the three selected 

participants. The current research concludes that arts integration, as a pedagogical 

practice is a relatively new concept for all three participants. However, the participants 

are familiar with the strategies in a more thematic fashion but only implemented such on 

a very limited basis and primarily through other musical genres, namely opera or other 
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choral major works. The favorable response and the enthusiasm to teach and reach their 

students and audiences in new ways was a common thread that emerged throughout the 

interview process. It does appear that the advantages of being a university-based 

ensemble is seen by the participants as advantageous in respect to the multitude of 

resources available such as collaboration with other university ensembles in operas and 

symphonic works. In addition, through discussion and observation of the participants’ 

rehearsals, their level of pedagogical expertise on the child’s voice and choral music 

education was very apparent and also resulted in artistic levels of performance and 

teaching. This also supports this researcher’s hypothesis that a university-based 

children’s chorus director would be highly skilled and educated in their field thereby 

more inclined to adapt to a new way of teaching and learning such as arts integration. 

Although the participants stated a strong interest in pursuing an arts integrated curricular 

focus, additional direction and implementation strategies are necessary in order to allow 

these directors to wholly support and implement the concepts and strategies of an arts 

integrated curriculum. 

This researcher found that there are significant qualitative studies providing 

evidence that arts integration pedagogical practices are a current focus in arts education. 

However, the benefits are not widely recognized especially between arts integration and 

the public school setting of the performance-driven secondary choral setting. Institutions 

such as the Kennedy Center for the Performing Arts in Washington, D.C. continue to 

offer teacher and artist training on the definition and implementation of an arts integrated 

curriculum in the classroom and beyond the confines of the public school classroom. 
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Conclusions 

Working from the conception of arts integration as a way of teaching and learning 

in and through the arts, this study examines the understanding and acceptance of such in 

the highly artistic setting of a university-based children’s chorus. This study appears to be 

unique in its approach to addressing arts integration in the community setting of a 

university-based children’s chorus. The choice for this specific classification of choral 

ensemble as the source for this study became apparent in response to the current 

emphasis placed on teachers through The Common Core Standards and State Standards 

in math and language arts. As a result, researchers, including Kenneth Raessler report that 

“teachers of subjects deemed academic have begun teaching to the test rather than 

teaching for conceptual learning.”149 Research demonstrates that this emphasis on 

teaching to the test to answer the demands of high-stakes testing can negatively affect the 

amount of time allotted to arts instruction in the public schools.150 The need for increased 

student learning through changing instructional strategies is critical for today’s global 

society as supported by the President’s Committee on Arts and Humanities. Authentic 

learning occurs through active student participation evidenced through transfer of 

knowledge throughout the curriculum. A curriculum structured on arts integration 

provides the opportunities for higher student assimilation of knowledge, creative 

thinking, cognitive learning and analytical strategies: these are twenty-first century 

                                                
 149 Raessler, The History, 60. 
 
 150 Ibid., 60. 
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skills.151 This researcher and organizations such a NAfME, NaeA, and the Kennedy 

Center152 support the need for strong core subject teaching combined with strong arts 

teaching. However, these organizations also state that education must go beyond a one-

discipline approach to teaching and assessing and teach in and through the arts to provide 

learning that is creative, reflective, and meaningful. They refer to this practice as arts 

integration.153  

Arts integration pedagogy is a multi-faceted approach to teaching that involves 

collaboration between core subject teachers, arts specialists, and administration. This 

researcher asserts that children’s chorus directors and other educators must be given the 

opportunity to learn and plan an arts-integrated curriculum together with the core subject 

teachers in order to affect a positive change in student learning. It is also imperative for 

arts teachers to understand that this new paradigm does not interfere with arts teaching 

and performance and does not negate the need for arts specialists. Instead, according to 

the 1992 Consortium of National Arts Educator’s Association, arts integration may even 

provide for the inclusion of more arts programs that will enrich the performing arts 

through greater aesthetic and theoretical knowledge.154  

Observations of rehearsals and interviews of each participant guided this 

researcher through discovery and comparison of their philosophies on education as well 

                                                
 151 Burnaford et al., Renaissance; Nick Rabkin and Robin Redmond, eds., Pulling the Arts in the 
Picture: Reframing Education in the 21st Century (Chicago: Center for Arts Policy and Columbia College,  
2004); Collett, “Read.” 
  
 152 President’s Committee on Arts and Humanities (www.pcah.gov). 
 
 153 National Association of Arts Educators, “Position Statement” and Silverstein and Layne, 
“Laying a Foundation.”  
 
 154 Burnaford et al., Arts Integration, 5. 
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as their pedagogical practices. The participants are highly respected choral music 

educators, conductors, and authors, each with the desire to enhance the lives of the 

children that they teach through the art of music. The results of this study support the 

hypothesis that the choral rehearsal setting of a university-based children’s chorus is a 

viable venue for the application of arts integration strategies and not a deterrent due to 

time constraints involved in producing a high caliber of choral performance. The only 

real obstacle that all three of the participant’s stated was a lack of easily referenced arts 

integration materials and resources available for the director of the children’s chorus. The 

past thematic inclusion of visual art, dance, and language arts through poetry, suggests 

their desire to implement arts integration strategies in their rehearsals.  

Based on analysis of the literature and insights from the interviews and 

observations, this study identifies causal links that, if met, would enable an arts integrated 

curriculum to gain precedence in the choral rehearsal setting. Three important factors that 

emerged relevant for this type of curricular implementation to be effective are: (1) 

Teachers’ attitudes towards arts integration pedagogy must be recognizable as a viable 

link to student achievement in and through the arts. (2) Professional development in the 

form of resources such as DVD’s, lesson plans, workshops, and literature resources needs 

to be more readily available. And (3) There needs to a philosophy that this type of 

pedagogy has a place in the performance driven program of a university-based children’s 

chorus and the secondary choral classroom. 

 The National Middle School Association’s 2005 Position Statement on 

Curriculum, Instruction, and Assessment describes three elements that they define as 

quality instruction for the secondary grades: curriculum that is “relevant, challenging, 
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integrative, and exploratory.”155 Researchers believe that a more comprehensive approach 

to education through an arts integrated curriculum can address the enduring educational 

needs of students. “The first objective of an act of learning is that it should serve us in the 

future.”156 This researcher’s study affirms that arts integration is a method for the choral 

setting that is rich in knowledge and one that has the ability to creatively capture that 

knowledge and mold it to meet the needs of a new global society. 

Tell me, I forget 
Show me, I remember 
Involve me, I understand. 
 
Sagen Sie mir, ich zeige mich vergessen,  
ich Beteilige mich erinnern, ich verstehe. 

       – Carl Orff 

Recommendations for Future Research 

 It is the recommendation of this researcher that additional qualitative and 

quantitative research be performed at the middle and high school level addressing the 

practical implementation of arts integration strategies that extend beyond the university-

based children’s chorus to include other community choirs and the secondary choral 

classroom. Middle and high school choral directors in the public schools, directors of 

children’s choirs in church, after-school community children’s choruses and pre-service 

music education teachers would benefit from readily accessible materials on arts 

integration that are specific to their area of teaching. Planning can be cumbersome 

therefore, research that would afford detailed lesson plans and additional literature would 

benefit the choral music educators. In addition, credible and tested resources combined 

                                                
 155 Ibid., 7. 
 
 156 Jerome Bruner, The Process of Education (Massachusetts: Harvard University Press, 1960), 17. 
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with in-service training for teachers and pre-service teachers would help to further define 

the understanding and implementation of arts integration pedagogy. It is also important to 

do quantitative research on the impact of an arts-integrated after school music program 

on student learning gains compared to a customary public school music program in order 

to further support the principles in this research regarding the valuable resources found in 

a university-based children’s chorus. 
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APPENDIXES 
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Appendix A 

Arts Integration Repertoire Recommendations 

The following suggested list of repertoire represents choral music appropriate for 

a children’s chorus. The categorized literature is separated into themes to aid the music 

educator when creating a concert program. However, many of the pieces can address 

multiple disciplines and cross many different themes, but this researcher chose only one 

category to avoid the duplication of pieces. The repertoire list demonstrates a small 

sampling of choral literature favorable for creating an arts integrated lesson plan using 

music, core disciplines and other arts disciplines. Language arts, social studies, history, 

visual arts, dance, and drama strategies and skills could be implemented to enhance the 

teaching, learning, and performance of these pieces. This is not an attempt to create a 

comprehensive list of literature applicable for arts integration strategies but rather a brief 

starting point.  
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REPERTOIRE LIST – Arts Integration  
 
 

THEME: World Music    

TITLE  COMPOSER / ARRANGER VOICING PUBLISHER 
Core 

Connections 

Dansi Na Kuimba Dave Perry; Jean Perry SAB Alfred Publishing  
Language Arts, 
Geography 

Il Est Né Le Divin Enfant Noël Goemanne SAB Alliance 
Language Arts, 
Geography 

Crióme Mi Madre Francisco J. Núñez SA 
Boosey & 
Hawkes 

Language Arts, 
History 

Duérmete niño Victor C. Johnson SA 
Heritage Music 
Press 

Language Arts, 
History 

Durme, durme arr. David Eddleman SA Carl Fischer  
Language Arts, 
Geography 

A la Puerta del Cielo arr. Jill Gallina SA 
Shawnee Press 
Inc. 

Language Arts, 
Geography 

A Moda da Garranchinha arr. Brad Green; Lucy Green SA 
Hal Leonard 
Corp. 

Language Arts, 
Geography 

Amani Utupe Patsy Ford Simms SA Alfred Pub. 
Language Arts, 
Geography 

El Pambiche Lento Juan-Tony Guzman SA 
Boosey & 
Hawkes 

Language Arts, 
Geography 

El Pequeño Niño 
arr. Ruth E. Dwywer; Judith 
Waller SA 

Plymouth Music 
Co.  

Language Arts, 
Geography 

Takeda no komoriuta arr. Stephen Hatfield 
Unison 
opt. 2pt Boosey&Hawkes 

Lang. Arts, 
History, Social 
Studies 

Nóchka Sergei Rachmaninoff SA Musica Russica 
Social Studies 

Pueblito, mi pueblo trad. / C. Guastavino 
Unison 
opt. 2pt Neil Kjos Music 

Lang. Arts, 
Social Studies 

Pueblito, mi pueblo trad. / C. Guastavino 
Unison 
opt. 2pt Neil Kjos Music 

Lang. Arts, 
Social Studies 

Ani Ma’amin trad. / Caldwell & Ivory Unison Earthsongs 

Drama, 
Language Arts, 
Social Studies 

Suo-Gan arr. Nigel Jones SSA Boosey&Hawkes 
History, Soc. 
Studies 

Pete Pete arr. R. Powell 2pt Hal Leonard Lang. Arts 

Niska Banja Nick Page SSSA Boosey&Hawkes 
Lang. Arts. Soc. 
Studies 

Fischermachen Schubert Unison G.Thompson 
Lang. Arts, Soc. 
Studies 

An die Musik Schubert Unison Boosey&Hawkes 
Lang. Arts, Soc. 
Studies 

El Vito Arr. Crocker 2pt Hal Leonard 
History, Soc. 
Studies 

Bashana Haba ‘ah Arr. Leck 2pt Hal Leonard 
History, Soc. 
Studies, Dance 

Solidaridad David L. Brunner SA 
Boosey & 
Hawkes 

Social Studies 
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THEME: POETS    

 

Title Composer Voicing Publisher A-I 

The Dream Keeper 
Langston Hughes; 
Andrea Ramsey SA Colla Voce 

Lang. Arts, 
Visual Arts, 

The Road Not Taken 
Robert Frost/ mus. Mark 
A. Williams SA Brilee Music 

Lang. Arts, 
History 

Dreams 
Langston Hughes/ 
arr.Lon Beery SAB Hal Leonard Pub. 

Language 
Arts, 

Heart, We Will Forget Him! 
Text- Emily Dickinson/ 
arr. M. C. Kregler SA GIA Pub. 

Language 
Arts, 

I Dream A World 
Langston Hughes; music. 
Peter Boyer SA Pavane Pub. 

History, 
Soc.Studies, 
Lang. Arts 

A Linnet in a Gilded Cage 
Christina Rossetti/ Gerald 
Finzi SA Boosey & Hawkes 

Language 
Arts, 

Land of Our Birth from: Song of 
Thanksgiving 

Rudyard Kipling;Ralph 
Vaughn Williams Unison Oxford 

History, 
Soc.Studies, 
Lang. Arts 

    
 

THEME: FOLK SONG    

Title Composer Voicing Publisher A-I 

Three Dominican Folk Songs trad. / F. Nunez Unison Boosey&Hawkes 
Lang. Arts, 
Soc. Studies 

This Little Light of Mine trad. / K. Berg Unison Colla Voce 
Soc. Studies 
Lang. Arts 

My Shadow Diorio Unison Roger Dean Pub 

Lang. Arts, 
Dance, 
Visual Arts 

We the Children of America S. Feldstein Unison Alfred’s 
Language 
Arts, History 

Portrait of a Painter: Monet Amy F. Bernon SAB 
Heritage Music 
Press 

Visual Arts, 
History, 
Lang. Arts 

Waters Ripple and Flow trad. / B. Mayo 
Unison opt. 

2pt Brilee 

Lang. Arts, 
Social 
Studies 

When I Think of You L. Farnell SSA Santa Barbara 
Lang. Arts 

Sleep, Kentucky Babe Wayland Rogers SSA Alliance 
Social 
Studies 

Candle’s Glow Gary Parks SA Brilee Music 
History 

Climbin’ Up the Mountain, Children trad. / R. Dilworth SSA Hal Leonard 
Soc. Studies 
Lang. Arts 

Three Choruses for Women’s Voices Smetana / L. Bradley SSA Roger Dean Pub 
History, 
Soc. Studies 

Cantate Domino Sandra Milliken SSA Peters Edition 
Lang. Arts 

Two Native American Songs Lois Brown: Marti Lantz SA  Shawnee Press Inc. 
Lang. Arts, 
History 

Walk, Children, Walk! arr. Rollo Dilworth SA Hal Leonard Corp. 
Social 
Studies 

My Shadow Diorio Unison Roger Dean Pub 

Lang. Arts, 
Dance, 
Visual Arts 

This Little Light of Mine trad. / K. Berg Unison Colla Voce 
Soc. Studies 
Lang. Arts 

Three Dominican Folk Songs trad. / F. Nunez Unison Boosey&Hawkes 
Lang. Arts, 
Soc. Studies!
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Waters Ripple and Flow trad. / B. Mayo 
Unison opt 

2pt Brilee 
Lang. Arts, 
Soc. Studies 

Celtic Cradle Song trad. / R. Hugh Unison Hal Leonard 
Lang. Arts 
Soc. Studies 

Let Me Fly R. DeCormier SSAA Hal Leonard 
Lang. Arts, 
History 

Jamaican Market Place Larry Farrow SA Gentry Pub. 
Soc .Studies 
Dance 

Eagle Songs Carolyn Jennings SA Boosey & Hawkes 
History, 
Lang. Arts 

The Little Birch Tree Arr. Mary Goetze Unison  
Lang Arts 
Soc. Studies 

O Music Lowell Mason Round Boosey&Hawkes 
Lang. Arts 

Linden Lea Ralph Vaughn Williams Unison  
Lang Arts 
Soc. Studies 

Simple Gifts Aaron Copland 2pt Boosey&Hawkes 

History, 
Lang. Arts 

All The Pretty Little Horses Aaron Copland 2pt 
 
Boosey&Hawkes 

Lang Arts 
Soc. Studies 

Oh, Susanna 
Stephen Foster/ Peter 
Frost SA GIA Pub. 

Lang. Arts, 
History 

Old American Songs Aaron Copland SA Boosey & Hawkes 
Lang. Arts, 
History 

American Dances Alice Parker SA Hal Leonard Corp. 
Language 
Arts, Dance 

Some Folks Do 
Stephen Foster/ Ronald 
A. Nelson SA 

Santa Barbara 
Music 

Lang. Arts, 
History 

Stars, Songs, Faces Nick Page SA Boosey & Hawkes 
Lang. Arts, 
History 

The Cotton Pickin’ Song Jill Gallina SA Shawnee Press Inc. 
Lang. Arts, 
History 

Let All the World In Every Corner 
Sing David T. Childs SA 

Kjos Music 
Company 

Social 
Studies 

Let There Be Peace on Earth Jackson/ Mark Hayes SA Carl Fischer  

Social 
Studies, 
Visual Arts 

Have You Seen but a White Lilly 
Grow Anonymous / H. Leck Unison Plymouth 

Lang. Arts 

Song for the Mira Allister MacCillivray 3pt/SSA G. Thompson 
Lang Arts 
Soc. Studies 

Americana: Folk Song Suite Luigi Zaninelli 2pt Walton Music 
Lang Arts 
Soc. Studies 

This Little Babe Benjamin Britten 3pt /SSA Boosey&Hawkes 
Lang Arts 
Soc. Studies 

Ching-a-Ring Chaw Aaron Copland 3pt/SSA Boosey&Hawkes 
Lang. Arts. 
Soc. Studies 

Hymn of the Poor Malcolm V. Edwards SA Alliance 
Social 
Studies 

I Believe  Mark Hayes SA 
Heritage Music 
Press 

History, 
Lang. Arts 

For the Beauty of the Earth John Rutter SA Hinshaw 
Vis. Arts. 
Lang. Arts 

Songs of the Lights Imant Raminsh SSA Boosey&Hawkes 
History, 
Soc. Studies 

Song-Dances to the Light Libby Larsen SA Oxford 
Dance, Soc. 
Studies 

John Henry Rollo Dilworth SA Hal Leonard 
Lang Arts 
Soc. Studies 
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THEME: CLASSICS    
Bist du bei mir J.S. Bach Unison Schirmer History, 

Lang. Arts 
Duet from Cantata No.15 J.S. Bach 2pt Boosey&Hawkes History, 

Soc.Studies 
Lang. Arts 

Gloria Tibi Leonard Bernstein SA Boosey & Hawkes History 
Ave Maria G. Faure / ed. Thompson Unison Treble Clef Lang. Arts, 

History 
Heidenröslein Franz Schubert /H. Leck Unison Plymouth Lang. Arts, 

History, 
Social 
Studies 

We the Children of America S. Feldstein Unison Alfred’s Language 
Arts, 
History 

Et Exutavit Vivaldi /Leck Unison Hal Leonard Lang. Arts, 
History, 
Social 
Studies 

Das Blumchen Wunderhold Beethoven / Crocker Unison opt 
2pt 

Hal Leonard Lang. Arts, 
History, 
Social 
Studies 

Domine Deus, Agnus Dei Vivaldi / Galvan Unison Roger Dean Pub Lang. Arts, 
History 

Sure on This Shining Night Barber / Stultz Unison MorningStar Language 
Arts, 
History 

Jubal’s Lyre Handel/ Carolee Curtright SA Hal Leonard Corp. History, 
Geography 

Angels Ever Bright and Fair Handel / M. Epp SSA Alliance History, 
Lang. Arts 
 

Laudate Dominum Mozart / Lethbridge SSA Oxford Press History, 
Lang. Arts 

Laudate Dominum D. Bruner SSA Boosey&Hawkes History, 
Lang. Arts 

Kyrie S. Howard SSA Brilee History, 
Lang. Arts 

O Sacrum Convivium D. M. Dicie SSAA Oxford Press Language 
Arts, 
History 

The Children’s Prayer Engelbert Humperdinck 2pt Schirmer Visual Arts, 
Social 
Studies, 
Lang. Arts 

Ave Verum Corpus Mozart 2pt Schirmer History, 
Lang. Arts 

Sound the Trumpet Henry Purzel 2pt Lawson-Gould History, 
Lang. Arts 

The Nightingale Omant Raminsh 2pt Boosey&Hawkes History, 
Lang Arts 

The Death of the Bishop of Brindisi Gian Carlo Menotti 2pt Schirmer History, 
Lang. Arts 
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Appendix B 

Chronological Listing of Early Directors’ in the Children’s Chorus Movement 

 

University-Based Children’s Chorus Directors: Chronological Listing 

Organization Founding Director 
Date of 

Origination 

      
Flemington Children’s Choir 
School Elizabeth Van Fleet 1895 

American Boy Choir Herbert Huffman 1937 
originally known as Columbus 
Boy Choir name changed in 2008 1937 

Phoenix Boys Choir Dr. Harvey K Smith 1947 

San Francisco Boys Choir Gaetano Merola & Madi Bacon 1948 

Chicago Children’s Chorus Christopher Moore 1956 
Glen Ellyn Children’s Chorus 
(Anima) Doreen Rao 1964 

Cincinnati Boys Choir Bob McSpadden 1965 
Cleveland Orchestra Children’s 
Chorus Ann Usher (2000) 1967 

Philadelphia Boys Choir Robert G. Hamilton 1968 

Harlem Boy’s Choir Dr. Walter Turnbull 1968 

Cantemus Girls Choir Pamela Cook 1968 

Toronto Children’s Chorus Jean Ashworth-Bartle 1978 

San Francisco Girls Choir Elizabeth Appling 1978 
Indiana University Children’s 
Chorus Dr. Mary Goetz 1980 
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Organization Founding Director 
Date of 

Origination 

Syracuse Children’s Chorus Barbara Marble Tagg 1981 

Seattle Girls Choir Dr. Jerome L. Wright 1982 

New Orleans Children’s Chorus Susan Wyatt/Cheryl Dupont 1984 

Santa Rosa Children’s Chorus Juelle Hinman 1984 
Stetson University Children’s 
Chorus Ann Small 1985 

Indianapolis Children’s Chorus Henry Leck 1986 

Los Angeles Children’s Chorus 
Rebecca Thompson/Anne 
Tomlinson 1986 

Peabody Children’s Chorus Doreen Falby 1989 

Portland Symphony Girls Choir Roberta Q. Jackson 1989 

Pensacola Children’s Chorus Susan & Allen Pote 1990 

Lawrence Children’s Chorus 
Janeal Crabb Krehbiel & Marilyn 
Crabb Epps  1991 

Shenandoah Valley Children’s 
Chorus Julia J. White 1993 
Michigan State University 
Children’s Chorus Mary Alice Stollack 1993 

Ames Children’s Chorus Dr. Sylvia Munsen 1995 
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Appendix C 

Sample Curriculum Plan 

 Appendix C comprises two parts representing an overview of the initiation of an 

arts integrated lesson followed by a more in-depth approach to teaching and learning 

through a fully documented arts integrated lesson plan. Part I looks at a performance by 

the Indianapolis Children’s Chorus under the direction of Henry Leck. The music in this 

program presents an overview of the processes of initiating arts integration strategies. 

Analysis of the music determined the common threads and elements between and in the 

various arts disciplines and core subject areas. This section is only intended as an 

overview to an approach to arts integration. 

 

PART I 

Part I of Appendix C provides a brief look at the beginning phases of planning an 

arts integrated curriculum plan. Henry Leck provided a copy of a 2009 program 

performed by the combined ensembles of the Indianapolis Children’s Chorus. This 

ensembles participating in this event included:  The Indianapolis Youth Choir, Cantantes 

Angeli, Bel Canto Choir, Octavo and Treble Choirs, Charter School and Regional 

Satellite Choirs, and all Combined Choirs for their closing number, Oye. Joining the 

combined ensembles of the Indianapolis Children’s Choir was the dance company, Dance 

Kaleidoscope. 
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The program “highlighted the true beauty of this world – children, harmony 

among others, and song” (program jacket, p 1).157 A selection of songs from the full 

program provide an overview of the programming was further analyzed by this researcher 

to find the arts integration concepts and elements of music, visual art, language arts and 

social studies that are present in the pieces.  

 
Indianapolis Children’s Chorus              2009 
Voices of Youth: The Music of Latin America 

 
A selection of pieces from the 2009 program 
 
 
New Shoes Blues        Roger Lentz & Carol A Truesdale 
Cripple Creek (American Fiddle Tune)       arr. Emily Crocker 
Two Dominican Folk Songs      arr. Francisco Nunez 
 Brinca La Tablita (Jump the Blocks) 
 Duermete mi Nino (Sleep my Baby) 
The Swing (based on poem by Robert Louis Stevenson)   Mary Lynn Lightfoot 
A la Puerta del Cielo – Mexican lullaby (At the Gate of Heaven)          arr. Melissa Roth 
A Hope Carol   text by Christina Rossetti            Tom Shelton 
Git Along, Little Dogies    (cowboy song)           arr. Mark Hierholzer 
Spirits   text by William Shakespeare           Douglas Beam 
Oye              Jim Papoulis 
 
 

The literature selected offers many avenues of concentration in music, dance, 

visual arts, social studies, theater, and language arts. The theme for the evening’s 

performance was the music of Latin America however, American folk songs and 

inspirational texts by famous authors from William Shakespeare to Christina Rossetti 

added literary depth to the programming. The music can also be grouped to find common 

elements that cross between the arts and the core subject areas.  

                                                
 157 Concert Program, Voices of Youth: The Music of Latin America, The Indianapolis Children’s 
Chorus, 2009, 1. 
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This study has incorporated the concept of culture as the primary focus for an 

example of starting an arts integrated curriculum based upon music literature. Mr. Leck 

designed the program to celebrate and honor Latin American cultures so the foundations 

were already established. Therefore, in order to address an arts integrated methodology, 

rehearsals need to address and present learning opportunities for the students that allow 

them to discover the connections between the arts and the core subjects, in this instance 

of language arts and social studies.  

The music in this program could help children explore the language arts concept 

of folk tales and poetry and the social studies element of culture or even immigration. 

Once the concepts have been selected, then the “how to” portion is demonstrated. The 

curriculum is designed so that the ultimate goal of transfer of knowledge or a deepening 

of understanding is realized through creative activities critical thinking and application of 

knowledge. The children’s chorus has the added benefit of being able to demonstrate 

their knowledge through performance, an important assessment item addressed in the 

Common Core Standards. The performance could be further enhanced through the 

connection of visual arts by addressing the elements of design in collage, painting or 

design. Language arts concepts can be addressed through writing concepts that could 

focus on stories the children write as part of their learning about the Latin American 

cultures. Another possibility is utilizing graphic arts techniques by having a visual 

display that includes photographs and even recorded interviews with family and friends 

shown prior to or during the performance. Deepening the overall learning experience of 

the choristers beyond just learning to sing the pitches of a song correctly is one of the 

values of arts integration. The many possibilities offered by an arts integrated curriculum 
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reaches many students in various capacities while retaining a strong focus on the skills 

and performance practices demanded by the music. 

 The following is a brief list of possible elements that can be included through a 

multitude of activities in the various subject areas: 

Core Subject Connections: 

Language arts elements:  poetry, rhyme, folk tales, oral history, vocabulary, themes, 

characters, text/language, conveyance of author’s intent (Shakespeare), climax, setting, 

stereotypes, plot, myths, genre, fiction, oral reading, text comprehension, characters, 

perspective, mood, legends, non-verbal communication, compare and contrast 

Social Studies elements: Development of the Western Territories, Appalachian Trail, 

The Depression Era, Immigration along with general categories such as solidarity, 

nationalism, Latin cultural studies, social issues, artifacts, interviews, society, oral 

accounts, ethnicity, native people, rule of law, peace corps, family obligations, nations 

and the world 

Curriculum Standards 

The following is a sampling of standards that address various educational 

components across the curriculum for an arts integrated curriculum. Language Arts and 

Social Studies strands for grades 6 through 8 are demonstrated below. 

 
Common Core Standards for Language Arts 

• CCSS.ELA-Literacy.RH.6-8.4 Determine the meaning of words and phrases as 
they are used in a text, including vocabulary specific to domains related to 
history/social studies. 

• CCSS.ELA-Literacy.RH.6-8.5 Describe how a text presents information (e.g., 
sequentially, comparatively, causally).  
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• CCSS.ELA-Literacy.RH.6-8.6 Identify aspects of a text that reveal an author’s 
point of view or purpose (e.g., loaded language, inclusion or avoidance of 
particular facts). 

 
Florida Sunshine State Standards for Social Studies 
SS.6.E.1.1: Identify the factors (new resources, increased productivity, education, 
technology, slave economy, territorial expansion) that increase economic growth.  
 
SS.6.G.2.1: Explain how major physical characteristics, natural resources, climate, and 
absolute and relative locations have influenced settlement, interactions, and the 
economies of ancient civilizations of the world. 
 
SS.6.G.2.2: Differentiate between continents, regions, countries, and cities in order to 
understand the complexities of regions created by civilizations.  
 
S.6.W.1.2: Identify terms (decade, century, epoch, era, millennium, BC/BCE, AD/CE) 
and designations of time periods.  
 
SS.6.W.1.1: Use timelines to identify chronological order of historical events. 
 
SS.6.W.1.6: Describe how history transmits culture and heritage and provides models of 
human character. 
 
SS.6.W.3.17: Explain the spread and influence of the Latin language on Western 
Civilization.  
 
SS.7.G.2.3: Explain how major physical characteristics, natural resources, climate, and 
absolute and relative location have influenced settlement, economics, and 
intergovernmental relations in North America 
 
SS.8.A.1.1: Provide supporting details for an answer from text, interview for oral history, 
check validity of information from research/text, and identify strong vs. weak arguments. 
 
SS.8.A.1.3: Analyze current events relevant to American History topics through a variety 
of electronic and print media resources. 
 
SS.8.A.1.6: Compare interpretations of key events and issues throughout American 
History. 
 
SS.8.A.2.1: Compare the relationships among the British, French, Spanish, and Dutch in 
their struggle for colonization of North America. 
 
SS.8.A.2.7: Describe the contributions of key groups (Africans, Native Americans, 
women, and children) to the society and culture of colonial America.  
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SS.8.G.4.2: Use geographic terms and tools to analyze the effects throughout American 
history of migration to and within the United States, both on the place of origin and 
destination. 
 
 
Florida Sunshine State Standards for Language Arts 
 
LA.6.1.5.1: The student will adjust reading rate based on purpose, text difficulty, form, 
and style. 
 
LA.6.1.6.1: The student will use new vocabulary that is introduced and taught directly 
 
LA.6.1.6.5: The student will relate new vocabulary to familiar words. 
 
LA.6.1.7.2: The student will analyze the author’s purpose (e.g., to persuade, inform, 
entertain, or explain) and perspective in a variety of texts and understand how they affect 
meaning.  
 
LA.6.1.7.6: The student will analyze and evaluate similar themes or topics by different 
authors across a variety of fiction and nonfiction selections. 
 
 
LA.6.2.2.5: The student will use interest and recommendation of others to select a variety 
of age and ability appropriate nonfiction materials (e.g., biographies and topical areas, 
such as science, music, art, history, sports, current events) to expand the core knowledge 
necessary to connect topics and function as a fully literate member of a shared culture. 
 
LA.6.6.4.1: The student will use appropriate available technologies to enhance 
communication and achieve a purpose (e.g., video, online); and 
 
LA.7.6.2.4: The student will understand the importance of legal and ethical practices, 
including laws regarding libel, slander, copyright, and plagiarism in the use of mass 
media and digital sources, know the associated consequences, and comply with the law. 
 
LA.7.5.2.3: The student will organize and effectively deliver speeches to entertain, 
inform and persuade, demonstrating appropriate language choices, body language, eye 
contact, gestures, and the use of supporting graphics and technology. 
 
LA.8.1.6.11: The student will identify the meaning of words and phrases derived from 
Anglo-Saxon, Greek, and Latin mythology. 
 
LA.8.1.7.6: The student will analyze and evaluate similar themes or topics by different 
authors across a variety of fiction and nonfiction selections. 
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LA.8.1.7.7: The student will compare and contrast elements in multiple texts (e.g., 
setting, characters, problems); and  
 
LA.8.2.1.8: The student will explain how ideas, values, and themes of a literary work 
often reflect the historical period in which it was written. 
 
LA.8.2.1.4: The student will identify and analyze universal themes and symbols across 
genres and historical periods, and explain their significance. 
 
LA.8.2.1.1: The student will identify, analyze, and compare the characteristics of various 
genres (e.g., poetry, fiction, short story, dramatic literature) as forms chosen by an author 
to accomplish a purpose. 
 
LA.8.6.3.1: The student will analyze ways that production elements (e.g., graphics, color, 
motion, sound, digital technology) affect communication across the media. 
 
LA.8.6.1.1: The student will explain how text features (e.g., charts, maps, diagrams, sub-
headings, captions, illustrations, graphs) aid the reader’s understanding.  
 

 

Part II 

Part II of Appendix C represents an arts integrated lesson plan for music, visual 

arts, social studies and language arts for a secondary classroom. The unit lesson plan 

utilizes a choral work, Song of Democracy, with text by Walt Whitman and music by 

Howard Hanson as the nucleus for integration. This lesson utilizes the principle of arts 

integration to teach across the disciplines of music, visual art, language arts and social 

studies. The overarching goal is transfer of knowledge between the various subject areas 

resulting in greater creative and cognitive learning outcomes for the students while 

maintaining the performance aspect of the music. In addition the visual arts book making 

strategies enhanced language arts concepts of poetry, illustration and writing while 

maintaining integrity of the art discipline. 
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This lesson is intended for an advanced children’s chorus or as a combined “side-

by-side” experience where the children’s chorus would join with a university ensemble 

for the performance. 

SAMPLE UNIT LESSON PLAN I 

An Aesthetic Response to Patriotism through Visual Art and Choral Music 
 

 
Duration:  5 class sessions of 40 minutes each. (5 weeks) 
 
Curriculum Overview 
 

• Overarching Goals –  Parallel/transfer of knowledge across disciplines 
             Choral singing and performance assessment 

Aesthetic/ expression of music/text through the process of 
bookmaking and illustration 

 
• Enduring Knowledge – aesthetic awareness of patriotic expression through multi-

media 
 

• Concepts:  illustration, choral performance, cultural awareness, aesthetic 
expression  

 
  

The lessons are written for a visiting artist working together with the classroom 

teacher and the music specialist at a school. However, this unit can also be adapted for an 

integrated lesson involving a university-based children’s chorus director and a university 

ensemble. 

A pre-visit to the three elementary schools participating in this event will include 

a written questionnaire, an introduction to the type of music, and a “master class” on 

vocal techniques for performing two patriotic songs. The penultimate lesson will involve 

the students attending the concert of the patriotic choral music performed by the 

university ensemble or an advanced youth choir. The concert will last for 45 minutes and 
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include a visual presentation representing the text of the corner piece of the performance, 

Hanson’s Song of Democracy. Teachers and students will be provided with follow-up 

materials that will enable them to create their own patriotic poem and then illustrated 

their poems to create a book. To conclude the unit, the students will perform in a concert 

that includes their patriotic songs and a visual presentation of their illustrated books.  

The pre-visit assessment consists of an introduction to the project and a brief 

discussion about patriotism and culture. Vocal techniques will be a major objective upon 

introduction of the two patriotic pieces. An aesthetic response to the music through multi-

sensory stimuli will be reflected in student pictorial illustrations of the text setting that 

will introduce the concepts of bookmaking and illustration. 

The post-visit assessment will take the form of two methods: a written rubric 

regarding the design and implementation of the book and a musical performance with a 

self-assessment rubric following the concert. The sequence of events both written and 

visual, as well as the ability to follow instructions for creating the books will be a 

component of the assessment. In addition, the teacher will also use performance 

assessment during rehearsals and as the students perform their two patriotic songs and 

exhibit their books. The exhibition will serve to assess the thorough and creative 

completion of the visual art project (illustrated book) and the singing of the two patriotic 

pieces with emphasis on text and good vocal techniques. The ultimate goal is the 

students’ ability to grasp the concept of an aesthetic response to the arts through personal 

expression as well as a deeper understanding of culture through the concept of patriotism. 
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Part I. Introduce the patriotic music to the choristers; Introduce the term 
patriotism as it relates to a nation and its people; define aesthetics. Introduce 
illustration and bookmaking 
 
*Performance:   University performance and slide presentation of Song of 
Democracy  (see note below) 

          
Part II. Activity -  Bookmaking: writing original poem and illustrating book 
 
Performance: (1) Side by side performance of children’s chorus with the 
university ensemble; this would include the slide presentation. (2) Student 
Exhibition – visual arts presentation of original books combined with a 
performance of patriotic music 
 
** This step would be omitted if performing as a side-by-side concert  

 
 
Curriculum Rationale and Philosophy 
 
 This project links higher education to the public school system and brings the 

needs of the community into the forefront of the education of university students. The 

knowledge and experienced gained goes beyond the public school classroom but also 

extends to the university students and faculty who are serving as the guest artists. The 

choral students will explore the idea of aesthetic response through music and art, 

whereas, the university students will experience the need for community outreach in the 

school system. 
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Scope and Sequence 

 
Day Activity Duration 
Lesson I Introduction to integrated lesson on democracy 10 

  
Teach music of Star Spangled Banner and My Country Tis of 
Thee 20 

  Define vocabulary 5 

  Discuss upcoming concert attendance and proper etiquette 5 

      

      

Lesson II Concert attendance 40 

  Proper behavior etiquette   

  Aesthetic experience of music and visual art    

  Talk back with the artists 10 

  Rubric - concert etiquette assessment   

      

      

Lesson 
III 

Write poetry about American patriotism (this can be done as a 
class project and the same poem be used for individual 
illustration) 25 

  Begin creating book 5 

  Rehearse the two patriotic songs 10 

      

      
Lesson 
IV Illustrate poetry in handmade book 25 

  Rehearse music 15 

      

      

Lesson V Exhibition / Performance   

  Present books/poetry to the audience 30 

  Perform patriotic music 6 
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Curriculum Support Resource: 
 

A book illustrator uses many different types of medium as a means of expressing 

a poem or a song. Picture books are one of the first types of books that children read 

because the illustrations assist the child in discerning the story that is being told. The 

following illustrated books are examples of books that represent visually the various 

aspects of democracy.  

 Books:         Grace for President by Kelly Di Pucchio, ill. LeUyen Pham 

          If I Ran for President by Catherine Stier, ill. Lynne Avril 

          This Land is Your Land by Nora Guthrie, ill. Kathy Jakobsen         

                with music by Woody Guthrie 

 
Unit Lesson Plans 
 
 Democracy/Patriotism through Music and Visual Art: an Aesthetic Response 
 
Goal:    To integrate music and visual arts in an interactive project that demonstrates the 
transfer of content area vocabulary across the disciplines.  
 
 
Objectives:   Students will be able to demonstrate proper tone, clear articulation, and 

choral singing through the performance of patriotic choral literature. 
 
 Students will be able to demonstrate the elements of line, color, sequence, 

and pattern through illustration. 
 
 Students will be able to use content vocabulary to metaphorically define 

the concept of democracy through bookmaking.  
 

Students will be able to transfer their knowledge of the concept of 
democracy as well as sequence their thoughts while applying critical 
thinking skills in the creation and expression of an original poem. 
 
Students will be able to exhibit proper concert etiquette. 
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Sunshine State Standards: 
 
VA.C. 1.2.1 Student understands visual arts in relation to history and culture 
VA.B. 1.2.4 Student uses the elements of art and principles of design with sufficient 

manipulation, skills confidence, and sensitivity when communicating 
ideas 

VA.A.1.2.1 Student uses and organizes 2-D and 3-D media, techniques, tools, and 
processes to produce works of art that are derived from personal 
expression, observation, or imagination 

VA.D.1.2.2 Students uses different approaches to respond to and to judge various 
works of art 

VA.C.1.2.2 Student understands how artists have used visual languages and symbol 
systems through time and across cultures 

MU.A.1.2.1 Student performs alone or in a group using proper techniques 
MU.A.1.2.2 Student sings music representing various cultures, genres 
MU.C.1.2.4 Student knows representative composers who influenced various types of 

American music 
MU.E.1.2.2 Student understands relationship between music and other subjects  
MU.E. 2.2.2 Student knows and applies appropriate audience behavior in various 

musical settings 
MU.E.2.32.4 Student understands role of musicians and their impression on various 

musical settings 
 
Vocabulary:    Democracy 
                        Patriotism and Culture 
  Composer/Arranger 
  Ensemble 
  Illustrator 
  Bookmaking 
                        Sequence 
  Elements of line, color, pattern 
  Aesthetics 
  
Materials: Recordings of Star Spangled Banner and My Country Tis of Thee 

Sheet music for My Country Tis of Thee and The Star Spangled Banner  
  Paper and pencil (or student listening journals) 
  8.5 x 14 inch paper 
  Crayons, colored pencils, markers 
  Scissors 
  Glue 
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Background Information:   
 

Throughout history the arts have enabled cultures to express their respective 

nationalism, patriotism, and the history of their people, as well as injustices and struggles 

experienced. Wars and oppression are strongly represented in the arts. The focus of this 

project is to explore this expression of American pride through the musical composition, 

Song of Democracy by Howard Hanson. Through a visual/photographic representation of 

the text of Whitman’s poem and through Hanson’s musical setting of the text, the 

students experience the union of words with music and the resultant aesthetic reaction 

from the performers and listeners. Students will be able to transfer this aesthetic 

experience to the creation of an illustrated book. 

 
Unit Lesson I on the Aesthetic Expression of Patriotism through the music of 

Howard Hanson and poetry of Walt Whitman 
 

Music/Visual Arts Grade 4-5 
 
LESSON I – pre-visit 
 
Essential Question(s):  How is patriotism connected to the culture in which you live?   

What means of expression can you use to demonstrate your sense of patriotism 

and pride in your culture?  

Background information:  Review:  Students will define the following terms: 

Composer – a person who creates an original piece of music 

Arranger – takes a piece that was originally composed or passed down 

through oral tradition and then changes it in some fashion. 
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Illustrator – uses text and presents it in a new way through the use of visual 

representation; also known as a graphic artist.  

Patriotism - According to the Oxford English Dictionary patriotism means 

“the character or passion of a patriot; love of or zealous devotion to ones’ 

country.” 

Democracy - President Abraham Lincoln defined democracy as “Government 

of the people, by the people, for the people.” These are the words we find 

in our Constitution. The root of this word comes from the Greek language 

and means “rule by the (simple) people.”  

Procedures 
 
Overview: Introduce concept of aesthetic awareness and representation of music through 

the visual art principle of bookmaking and illustration. Review/ introduce the concepts of 

American patriotism and aesthetic expression. 

I. Vocalize class in preparation for singing     
  
II. Choral   

 
a. Learn the melody and text to two patriotic pieces 

  Note: The beginning pitch for Star Spangled Banner is Eb 
                      The beginning pitch for My Country Tis of Thee is F 
 

b. Assessment:  performance assessment; unison choral sound and 
phrasing; articulation of text 

 
III. Write a short 6 to 8 line poem focusing on patriotism or use the words to My 
Country Tis of Thee as the background for an illustrated book    
  
a. Create or select text and write on a separate sheet of paper 
 
 b. Turn-in poem for assessment 
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LESSON II  - Day 2 
 

Concert Attendance and Visit with Artists 
 
I. Students will attend a performance of patriotic music by the university 
ensemble or perform the concert if an advanced high school ensemble. 

• Concert etiquette 
• Experience aesthetic presentation of the music through aural and 

visual performance 
• Discussion with artists (performance, text, visuals) 

 
II. Follow-up Rubric 

• Performance assessment  
 

 
LESSON III - Day 3 
 
Illustration 

 
Discuss connection between music and the art of illustration.  

 Where does an illustrator get their inspiration? 
 What type of materials can be used to illustrate a piece of music? 
 Do the illustrations reflect the text or the emotions in the music?  Is 

there only one choice?   
 Does color enhance the illustration? 

 
Overview:  Inform students that they will be illustrating a self-made book. The 

illustrations may be based on the music of My Country Tis of Thee or to the text of their 

own poem based on patriotism. Illustrations must be in color. 

Activity:   Bookmaking 
 
Concepts:  Bookmaking involves the elements and principles of design. The theme for 

this book is “patriotism.” This interactive process allows students to sequence events, 

think critically, and apply the elements of line, space, and color as they create. The final 

presentation will provide an avenue for self and peer assessment of the procedures and 

aesthetic response of each student. 
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Procedures: 
a. Pass out paper and art supplies  
 
b. Play patriotic music in the background while students are working  
 

 c. Fold paper into accordion book form (example included) 
 Fold paper in half lengthwise (hot dog); open and fold in half length to 
length – should now have 4 large boxes; Fold each side into the center so that the 
paper is now folded into 8 boxes. Open the paper and cut up the center 
(lengthwise) line until you come to the last box. Do not cut through the last box. 
Fold in an accordion style format to create the basis of the book.  
 
 d. Format ideas for illustrations based on your selected text    
 

e. Write text and illustrate in your book    
 
 
LESSON IV - Day 4 
 
 Writing Poem 

 
Visual Arts:  Complete Book Illustration:  write poem in book and then include 

illustrations (drawings, abstract representation, lines, etc.)  Lightweight cardboard 

may be added to create a stronger cover for the book. Student must choose their 

method of creating the cover as well as closure for the book, if necessary. 

Music:  Review Patriotic Songs for performance 
 
 
 
LESSON V – Day 5 
  
Performance/Exhibition  
 

Music:   Open the exhibition with the singing of the Star Spangled Banner and 

My Country Tis of Thee 

 Visual:   Set-up display of books. 

                          Select a few students to read their poems to the audience 
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                          Have audience circulate through room to view the books 

Curriculum Assessment 
 
Formative:   Represent definitions of vocabulary through illustration 

Demonstrate the Principles of design:  rhythm, repetition, pattern 

Apply the Elements of Art:  lines, space, color 

Individual Rating Scales:  Rubric - self-assessment; peer assessment 

Use of problem solving skills 

Critical thinking – writing poem; illustrating music/text 

 
Classroom Lesson Extensions 
 
Literature:  Read: Grace for President by Kelly DiPucchio and/or If I Ran for President 

by Catherine Stier. Discuss the issues of voting and our patriotic rights as Americans. 

Discuss the illustrations presented in the book and how the materials used by the 

illustrator express the text. 

Visual Arts:  Secondary Level:  Research other American children’s book 

illustrators or artists that represent “Americana” in their work such as: Jasper Johns, Faith 

Ringgold, and Romare Bearden. Create a collage of their work on “Americana.” The 

collage may take any form but must include the elements of line, color, and sequence. 

 Music:   Secondary Level:  Research other American composers such as: Leonard 

Bernstein, Aaron Copland, Randall Thompson. Write a comparative essay on any two 

composers. The essay must include recordings of two selections of their music that will 

be presented to the class. 
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Assessment Rubrics 

Concert(Etiquette(Response(Rubric( !
Category( 4( 3( 2( 1(
!! ! ! ! !!

Showing(
Appreciation(

Claps!at!an!
appropriate!
volume!at!the!
end!of!the!
music.!Claps!
while!looking!
at!performers!!

Claps!at!
appropriate!
time!but!does!
not!pay!
attention!to!the!
performers!

Does!not!clap!
for!all!
selections!or!
claps!at!the!
Wrong!time.!

Claps!too!
loudly!or!
whistles!and!
screams!while!
clapping!

       

Attention(

Listens!
politely!to!the!
music.!
Demonstrates!
an!interest!in!
the!
performance.!
Stays!calm!and!
focused.!

Listens!politely!
to!music.!
Sometimes!gets!
distracted!but!
does!not!
interfere!with!
others.!

Does!not!
appear!to!be!
listening!or!
interested!in!
performance.!
Remains!
quiet!and!is!
not!a!
distraction!

Distracts!
others!by!
talking,!
moving,!
kicking,!
playing!with!
things,!or!
using!cell!
phone!during!
performance!

(( ! ! ! !!

Sensory(
Experience(

Appears!to!
focus!on!the!
music!and!the!
visual!art!
display.!!

Sometimes!
maintains!focus!
on!the!visual!
and!musical!
performance!

Little!focus!
on!the!
performance!
or!slide!show!
but!remains!
quiet!and!
nonB
disruptive!

Does!not!pay!
attention!to!
the!
performance.!
Disruptive.!
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Bookmaking(/(Illustration(Rubric(

Category( 4( 3( 2( 1(
       

Creativity(

Several!
graphics!used!
in!the!book!
reflect!an!
exceptional!
degree!of!
student!
creativity.!

Minimum!use!
of!graphics!
with!good!use!
of!creativity!

Minimum!use!
of!graphics!
with!little!
creativity!

No!focus!on!
graphic!
illustration;!no!
sense!of!
creativity!

(( ! ! ! !!

Attention(to(
Theme(

Solid!sense!of!
the!theme!of!
Democracy!
throughout!
book.!!

Minimal!
representation!
of!the!theme,!
Democracy!

Slight!
mention!of!
the!theme!
with!a!higher!
concentration!
on!other!
ideas!

No!focus!on!
the!theme.!

(( ! ! ! !!

Illustrations(
and(Text(

Full!use!of!
color,!line,!and!
pattern!in!the!
illustrations.!
Text!fully!
expressed!idea!
of!democracy!

Limited!use!of!
color,!line,!and!
pattern!but!text!
fully!expresses!
idea!of!
democracy!

Did!not!
utilize!all!
elements!of!
art.!Poem!
does!not!
reflect!
thoughts!
about!
democracy!

No!color!
illustrations.!
Text!is!simply!
one!word.!

(( ! ! ! !!

Design(

Book!design!is!
neat!and!
organized.!
There!is!a!
creatively!
designed!
cover!and!
closure.!Good!
sense!of!flow!
throughout!
book!

Book!design!is!
organized!but!
not!very!neat.!
Cover!shows!
little!attention!
to!detail.!Text!
and!
illustrations!are!
sequential!

Overall!
appearance!is!
not!very!neat!
or!organized!
but!the!
illustrations!
are!
sequential!
with!the!text.!

Little!to!no!
attention!to!
detail.!
Demonstrates!
minimal!effort.!
No!design!flow!
throughout!
book.!
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Appendix D 

Participant Biographies 

Henry Leck  

 Henry Leck is the Director of Choral Activities at Butler University and the 

director of the Indianapolis Children’s Chorus. He is an avid clinician and respected 

choral conductor, music editor, and author. Leck has obtained international recognition 

with his children’s chorus as well as distinction as a conductor and choral educator. “An 

internationally recognized choral director, Henry Leck is an associate professor and 

director of choral activities at Butler University in Indianapolis, Indiana. In 1986 he 

became founder and artistic director of the Indianapolis Children’s Choir, one of the 

largest children’s choir programs in the world. The touring choirs of the Indianapolis 

Children’s Choir have performed regularly for national ACDA, MENC, OAKE and 

AOSA Conferences. Additionally, the ICC tours internationally every year and has sung 

in prestigious concert sites throughout Great Britain, Greece, Scandinavia, Central 

Europe, South America, North America, Australia, New Zealand and China. In 2004, the 

touring choir performed in the Czech Republic and Russia, recording live with the 

Moscow Chamber Orchestra in the famed Pavel Slobodkin Center for Music.  

 Mr. Leck is widely known as a specialist in choral techniques, the child’s voice, 

Dalcroze Eurhythmics, and the boy’s changing voice. He authored the choral section of 

Silver Burdett music textbooks for grades 4, 5 and 6. He has produced three teaching 

videos titled Vocal Techniques for the Young Singer, The Boy’s Expanding Voice: Take 

the High Road and Creating Artistry through Movement, Dalcroze Eurhythmics. He is a 

lead author for the choral textbook series published by McGraw Hill/Glencoe titled 
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Experiencing Choral Music and the editor of two nationally known choral series 

published by Hal Leonard Corporation and Colla Voce, Inc./Plymouth. Each year he 

teaches his conductor’s workshop entitled Creating Artistry at venues across the country. 

He has recently completed his first textbook, Creating Artistry through Choral 

Excellence. 

 In 2007, Mr. Leck received the prestigious Indiana Governor’s Art Award, the 

highest state honor that can be received in the arts. He was also awarded the Indiana 

Creative Arts Fellowship Renewal Grant that same year. While on sabbatical in 2008, he 

studied music performance practice in South Africa and collected choral music. He 

received the Cultural Vision Award from Nuvo magazine. He was named the 

“Outstanding University Music Educator of the Year” by the IMEA in 1992. 

 Mr. Leck founded the Indiana All-State Children’s Honor Choir and the Indiana 

Middle/Junior High School Honor Choir. He has conducted Mixed, Men’s, Women’s, 

Junior High and Children’s All-State choirs and festival choirs in nearly every state. He is 

a frequent conductor of regional and national honor choirs, including the ACDA 

Southern, Southwest, North Central, Central and Northwest Divisional Honors Choirs. In 

the spring of 2003, he conducted the ACDA National Junior High/Middle School Honor 

Choir in New York City and on three occasions has conducted National Honor Choirs for 

OAKE. Mr. Leck has conducted many international festivals including the Musica Mundi 

Tuscany Children’s Choir Festival in Montecatini, Florence and Rome, Italy, the Central 

European International Children’s Choral Festival, the International Children’s Choir 

Festival in Beijing, China and the Vienna Children’s & Boys Choir Festival with the 

Vienna Sangerknaben. He has conducted many times in Brazil, including the Curso 
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Internacional de Regencia Coral in Rio de Janeiro and Sao Paulo, Brazil where he 

founded the ARCI Sao Paulo Children’s Honor Choir that he conducts every other year. 

He recently conducted the Tokyo International HS Honor Choir in Japan. Mr. Leck has 

served as a clinician for the Australian National Choral Association and the Royal School 

of Church Music. He is the artistic director of the highly acclaimed Pacific Rim Festival 

in Hawaii and the International Children’s Choral Festival in Canterbury and London, 

England. For 14 years, he has conducted the National Youth Choral Festival in Carnegie 

Hall.  

 Mr. Leck is certified as a “Kodály” instructor and is an active member of ACDA, 

OAKE, MENC, AOSA and Pi Kappa Lambda. Mr. Leck received his training from the 

University of Wisconsin, the University of Colorado and Indiana University, where he 

received a master’s degree in choral conducting.158  

 Founded in 1986 by Artistic Director, Henry Leck, the Indianapolis Children’s 

Chorus (ICC) provides an opportunity for young people ages toddler through high school 

to learn, grow, and excel through quality instruction and experiences that emphasize the 

development of musical skills and understanding. The ICC has, for most of its history, 

been in residence on the campus of Butler University in Indianapolis where Mr. Leck is 

Director of Choral Activities. The large number of participants in the program represent 

the diversity of Central Indiana with over 2,500 children from 19 counties, including all 

of the Indianapolis area suburbs and nearby rural communities. These children represent 

over 352 schools, including 48 parochial schools, 14 private schools, 5 charter schools, 

                                                
 158 Butler University website (hleck@butler.edu). 
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and more than 73 home schools. The Indianapolis Children’s Choir has performed in a 

wide variety of professional settings, helping set a standard of excellence in the children’s 

choral music world. The staff of the Indianapolis Children’s Choir are Henry Leck, 

founder and director; Josh Pedde, assistant artistic director, Ruth E. Dwyer, Association 

Director/Director of Education; Sarah Hassler, Treble and Octavo Choirs, and Cheryl 

West, Indianapolis Youth Chorale.159  

 

Ann Small 

 Ann Small is an internationally known scholar and conductor, who has taught 

music at Stetson University’s School of Music since 1983. Small’s articles on music 

education have been published on many occasions. Her children’s choirs, part of the 

Stetson Community School of the Arts, have performed across the United States and in 

Scotland and Canada. They also were featured in a worldwide event sponsored at Disney 

World by the Music Educators National Conference. Her choirs have sung for regional 

and national American Choral Directors Association and Music Educators National 

Conference. 

 Ann Small received the B.M.E. degree from Wheaton College, M.Ed. from 

Auburn University, and the Ph.D. from Florida State University. She was a choral-

general music specialist in the Montgomery, Alabama public schools where she 

conducted choral programs in both junior and senior high schools. She taught at the 

University of North Carolina at Greensboro prior to her position at Stetson University. 

                                                
 159 ICC website (www.icc.org). 
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 Small has authored a number of articles in music education journals and 

frequently conducts workshops and clinics in music education methods and children’s 

choir techniques. She is an active researcher in the area of musical thinking. Small is 

former president of the Florida College Music Educators Association and the Association 

for Choral Music Education. She is on the editorial board of the Choral Journal. She has 

served as an adjudicator for various choral festivals and conducted All-State choruses in 

Florida, North Carolina, Alabama, and Kentucky. Small has been on the faculty of the 

Tennessee Arts Academy and has guest lectured or taught at the University of Toronto, 

Louisiana State University, the Crane School of Music, and the University of Kentucky. 

Her choirs have appeared on regional and national conventions of MENC and ACDA. 

 Small earned the Artist-Teacher Diploma from the Choral Music Experience 

Institute for Choral Teacher Education. She is a teaching associate for CME. At Stetson 

Small directs the music education program and frequently conducts the opera chorus. She 

is founder and director of the University Children’s Choir. The above staff information 

was taken from the Stetson University Children’s Chorus website.160  

 

Robyn Lana  

 Robyn Lana is the artistic director of the Cincinnati Children’s Chorus and serves 

as the American Choral Director’s Association (ACDA) National Chair for Children’s 

and Community Youth Choir Repertoire and Standards and past ACDA Central Division 

Chair for Children’s Choir R&S. Ms. Lana’s ensembles have performed at various 

                                                
 160 http://www.stetson.edu/music/arts/childrens.php 
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conventions throughout the United States and with symphonies in the Cincinnati area. 

“Robyn Lana is the Founder, Managing Artistic Director and Conductor of the 2008 

Scripps Corbett Award winning Cincinnati Children’s Choir. CCC serves as Ensemble-

in-Residence at the University of Cincinnati College-Conservatory of Music (CCM). At 

CCM, she sponsors undergraduate interns with the children’s choir and mentors graduate 

choral conducting students. 

 In addition to her work with the children’s choir, she teaches general music at the 

Montessori Academy of Cincinnati and is Educational Coordinator for the Linton 

Chamber Music Series’ Peanut Butter and Jam Sessions, a Post Corbett Award winning 

classical music concert series for preschool age children. Level III Orff Schülwerk 

certified, she is an experienced general music specialist in public and private schools, has 

worked in churches with musicians of all ages, and has taught voice privately. 

 Regularly serving as a guest conductor, she has directed international, state and 

regional honor and festival choirs, most recently in Ohio, Indiana, and Pennsylvania. Her 

choirs have performed for State, Regional, and National professional development 

conferences. In demand as a clinician, she has presented workshops on choral artistry and 

vocal development for Music Educators National Conference regional conventions, Ohio 

and Indiana Music Educators Associations, Northeast Ohio Education Association, and 

Orff Schülwerk workshops. In addition, she has presented techniques for educating and 

performing chamber music for young children at the Chamber Music America National 

Convention. 

 Lana regularly prepares her choirs for performance with the Cincinnati 

Symphony, the Cincinnati Pops, the Vocal Arts Ensemble, the Cincinnati May Festival, 
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international festivals and CCM choirs and orchestras. Her ensemble has also performed 

with a Broadway Touring Company and she regularly prepares them for performances 

with the CCM Opera Division. In addition to preparing CCC for three compact disc 

releases and regularly recording concerts, Lana has prepared them for two Telarc label 

recordings with the Cincinnati Pops Orchestra under the direction of Maestro Erich 

Kunzel and two national recordings for Earthsongs Publications. 

 The visionary for CCC, Lana initiated CCC’s Composition Competition. Through 

that now annual event and a rich history of commissioning composers, she has originated 

and is editor for the Cincinnati Children’s Choir Choral Series with publisher Colla Voce. 

The series launched in fall 2008. National publications include: American Choral 

Director’s Association’s (ACDA) Choral Journal, Choristers Guild’s The Chorister, and 

Chamber Music America’s CMA Matters. She has served the Ohio Choral Director’s 

Association (OCDA) as Children’s Choir Repertoire and Standards Chair developing and 

implementing the first state children’s honor choir in Ohio. As ACDA Central Division 

Children’s Choir Repertoire and Standards Chair, she organized and administrated a 

multi-state honor choir. 

She continues to serve ACDA as Chair of the Honor Choir and is presently 

serving ACDA as the National Children’s Choir Repertoire and Standards Chair. Lana is 

also a member of Chorus America, MENC, AOSA, and IFCM. She earned both Bachelor 

and Master degrees in Music Education from the University of Cincinnati College-

Conservatory of Music. With a focus in Choral Conducting, Lana earned a Cognate in 

Voice and has done post-graduate work with Henry Leck at Butler University.”  Staff 

members of the Cincinnati Children’s Chorus include: Robyn Reeves Lana, Founder, 
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Managing Artistic Director and Conductor, Mary Kay Koehler, Executive Director, Jim 

Waddle, Operations & Outreach Manager, Rachel Breeden, Operations Assistant, Kelly 

Watson, Development Associate, Rob Himmler, Accountant, Jan Corrothers, Principal 

Accompanist, Satellite Conductor , Eva Floyd, Associate Director, Alex Gartner, Satellite 

Choir Conductor , Cynthia Gray, Composer, Satellite Choir Conductor ,Jason McKee, 

Associate Director and ,Sandra Bosher Thornton, Associate Director. The above 

biographical information was taken from the Cincinnati Children’s Chorus website161  

                                                
 161 www.ccmprep@uc.edu. 
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Appendix E 

Interview/Questionnaire for University/Community Based 

Children’s Chorus Directors 

 
 

Name:  _____________________________________ 
 
Ensemble: ________________________________________ 
 
Date:  ____________________________________________ 
 
 
 
1. How many years has your children’s chorus been in existence? 
 
2. Are you the founding director? 
 
3. What prompted you to establish a community or university based children’s chorus? 
 
4. What are the levels of your ensembles and how often do they rehearse? 
 
5. What type of curricular strategies do you employ in your rehearsal? 
 
6. What is your philosophy regarding rehearsal for performance versus rehearsal for 
educational purposes with performance as the outcome? 
 
7. Do you consider the development of cognitive learning and critical thinking skills in 
your rehearsing planning strategies? 
 
8. Do you feel that arts integration can add value to the rehearsal in a 
community/university-based chorus setting? 
 
9a. Have you employed any arts integration strategies?  If so, explain 
 
9b. If not, why have you not used arts integration methodologies? 
 
10. Is your children’s chorus used as a laboratory setting for pre-service music education 
students? If not, do you think that there would be value in such an opportunity for future 
choral teachers? 
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11. What are some of the procedures and criteria you employ when selecting the 
literature for your ensemble? 
 
12. When selecting literature, please list the order of relevance for the following items: 
 _____Text 
 _____Musical concepts that can be taught 
 _____Melody 
 _____Range and Tessitura 
 _____Language 
 _____Voicing 
 _____Composer/arranger 
 _____Correlation to State or National Standards in the Arts 
 _____ Programming 
 _____ Multicultural considerations 
 _____ Audience recruiting 
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Appendix F  

Adult Consent Form 

 
 
1) Title of Research Study:  Arts Integrated Curriculum for a University-Based 
Children’s Chorus  
2) Investigator:   Sally C. Brown, Investigator/Researcher/doctoral student; Patricia P. 
Fleitas, Responsible Project Investigator/Faculty Advisor 
3) Purpose: The purpose of this research study is to assess the performance practices 
of university-based children’s chorus directors as they relate to arts integrated 
instruction.  
4) Procedures: 
Participation in this study will include interviews and observations of four choral directors 
that are considered experts in their field. Each director will be given access to the 
document prior to final submission for approval of content. The sole purpose for 
interviewing these directors is to identify their pedagogical style, curriculum practices, 
and to ascertain their philosophy on arts integration in a choral rehearsal. The interview 
process will consist of an audio taped recording of approximately 1 hour in length. In 
addition, observation of the directors during actual rehearsal will take place over a two 
day period of time. During the observations, the researcher/investigator will take written 
notes of procedures of the choral director. No students will be video taped or interviewed 
during this procedure. The directors will also be asked to complete a short survey for the 
purpose of obtaining statistical data. 
5) Risks: 
The risks involved with participation in this study are no more than one would experience 
in regular educational setting where the director is observed by students and other 
teachers. 
6) Benefits: 

Potential benefits that subjects may attain from participation in this research study 
include a greater knowledge of arts integration in the choral rehearsal setting of a 

children’s chorus and the satisfaction of knowing that they have contributed to a better 
understanding of arts integration and choral education for pre-service choral music 

education students. 
7) Data Collection & Storage: 
All of the results will be kept confidential and secure and only the people working with 
the study will see the data, unless required by law. The data will be kept for 2 years in a 
locked cabinet [or password protected computer] in the investigator’s office and then 
destroyed. 
8) Contact Information: 
*For related problems or questions regarding your rights as a research subject, contact 
the Florida Atlantic University Division of Research at (561) 297-0777. For other 
questions about the study, you should call the researcher/investigator, Sally C. Brown at 
(561) 901-2386 or the Responsible Project investigator/faculty advisor, Patricia P. Fleitas 
at (561) 297-3823.  
 
9) Consent Statement: 
*I have read or had read to me the preceding information describing this study. All my 
questions have been answered to my satisfaction. I am 18 years of age or older and 
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freely consent to participate. I understand that I am free to withdraw from the study at 
any time without penalty. I have received a copy of this consent form.  
 
I agree  ____  I do not agree ___ to be audiotaped  
I agree to the survey _____  I do not agree to the survey 
I agree to the interview _______ I do not agree to the interview 
 
 
 
Signature of Subject:___________________________ Date: ______________ 
 
Signature of Investigator: _________________________ Date: ____________  
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Appendix G  

Initial Contact with Participants 

II. Initial e-mail correspondence requesting participation of Henry Leck, Robyn 
Lana, and Ann Small 
 
On 3/15/11 4:52 PM, Sally Cerjan Brown wrote: 
  
Dear Professor Leck, 
I am a doctoral student at Florida Atlantic University in Boca Raton, Florida. I am 
currently doing research involving childrenʼs chorus and arts integration and 
would like to be able to interview you as an integral part of my research. I met 
with you briefly at the ACDA convention in Oklahoma and mentioned my possible 
research of which you expressed interest. Your in-depth knowledge of choral 
music education and experience with the childrenʼs chorus are a few of the 
reasons why I feel you are invaluable to my research. If possible, I would like to 
come to Indianapolis and interview you as well as observe a rehearsal of the 
Indianapolis childrenʼs chorus. If you agree to assist in my research, would you 
please send me an idea of your availability? 
Thank you in advance for your assistance and consideration for participating in 
my research. 
Sincerely, 
Sally C. Brown, Florida Atlantic University 
sbrown75@fau.edu 
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From: Sally Cerjan Brown  
Sent: Tuesday, March 15, 2011 4:46 PM 
To: Lana, Robyn  
Subject: Phd research 
 
Dear Ms. Lana, 
 
I am a doctoral student at Florida Atlantic University in Boca Raton, Florida. I am 
currently doing research involving childrenʼs chorus and arts integration and 
would like to be able to interview you as an integral part of my research. I 
attended the childrenʼs chorus conductorʼs retreat that you held last year in 
Cincinnati and that along with your position with ACDA helped me in choosing my 
four participants for my study. If possible, I would like to come to Cincinnati and 
interview you as well as observe a rehearsal of the Cincinnati childrenʼs chorus. If 
you agree to assist in my research, would you please send me an idea of your 
availability? 
 
Thank you in advance for your assistance and consideration for participating in 
my research. 
 
Sincerely, 
 
Sally C. Brown, Florida Atlantic University 
 
sbrown75@fau.edu 
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From: Sally Cerjan Brown  
Sent: Tuesday, March 15, 2011 4:46 PM 
To: Small, Ann 
Subject: Phd research 
 
Dear Dr. Small, 
I am a doctoral student at Florida Atlantic University working on a project 
involving choral music and arts integration. My project is centered around 
interviews/input from four choral directors experienced with childrenʼs chorus. 
Therefore, I am hoping that you will agree to be part of my study. This would 
involve an interview and hopefully an observation of you with the Stetson 
Childrenʼs Chorus. I would like to be able to come to Stetson to interview you in 
person. If you are able to assist with my research, please provide me with an 
idea of your availability in the near future. 
I appreciate your time and consideration in participating in my dissertation 
research. 
Sincerely, 
Sally C. Brown, Florida Atlantic University 
sbrown75@fau.edu 
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Appendix H  

Interviews 

INTERVIEW I 

ANN SMALL     Stetson University, Deland, Florida      March 29, 2011 
 
Sally Brown (BROWN):  How many years has the Stetson University Children’s Chorus 
been in existence? 
 
Ann Small (SMALL):  Since the spring of 1985, so that’s about 26 years or so. 
 
BROWN:  Were you the founding director? 
 
SMALL:  Yes, I was. 
 
BROWN:  What inspired you to do start a children’s choir? 
 
SMALL:  Well, I taught at the University of North Carolina in Greensboro and before 
coming here and as I was leaving there, I began to get the idea and sound of children’s 
choirs in my mind. And I think it was because that was the first year they had the first 
national children’s honor choir in Nashville: it was directed by Jean Ashworth Bartle. 
Doreen Rao organized it. I was absolutely taken by that sound and I didn’t know children 
could sing that way. At that time it was more of the English Boy choir sound. Everything 
was in your head voice and everything was kind of the same tone quality. I thought it was 
just beautiful. That really did get me interested When I came to Stetson, after a year or so, 
some people on the faculty asked me if I would be interested in starting a boy choir. 
Stetson had a very strong church music focus so those professors were schooled in 
English church music. That would be fine except I would really rather have a children’s 
choir. That was fine, it didn’t matter to them. At the same time, the then Dean wanted to 
start a community school of the arts so the children’s choir became the first program in 
the community school of the arts. It was housed here at Stetson and that meant I could get 
pianists. I could get a place to rehearse and all of those things. That’s how it came about. 
 
BROWN:  Was it hard to recruit students in the beginning? 
 
SMALL:  Well, what I did was to go to every school and church choir and asked them to 
give me the name of their five to ten best students. They did and I wrote home to those 
children’s parents and told them that their music teacher had recommended that their 
child audition for the Stetson University children’s choir. I had 75 right away. 
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BROWN:  Wow – the first year. Do you feel that because it was University based it gave 
it credibility? 
 
SMALL:  I think it did. I think that it was prestigious. And the other thing was because I 
told them that their child had been recommended by their music teacher to be a part of 
the Stetson Children’s Chorus. That added to the notoriety of the chorus. At that time I 
had the requirement that each child be able to match pitch. I gave that up after a while. I 
just took anybody because you can’t tell a child they can’t sing. We just took them and 
worked with them and if we had to go and do a little pitch matching on the side we would 
do that. Or I would have a university student take and work with them. They would come 
early and we would do that. We even do that now. We take every child. 
 
BROWN:  What were the ages of the children you started with and where are you now? 
 
SMALL:  We always started about nine. I think I have one or two seven or right year olds 
in there now. You’ll see them this afternoon. But it goes through high school. I focus 
more on the younger ones and middle school because the high school girls have so much 
to do in terms with sports and extra- curricular activities. So many times they would 
commit to being in the children’s choir and then they would decide, I want to play soccer 
or volleyball. 
 
BROWN:  Depending upon which sport season it is… 
 
SMALL:  Exactly. I have three high school girls in there right now that were not in choir 
the first semester. I used to be a lot more strict than I am now but I would have no choir if 
I didn’t let them come and go. 
 
BROWN:  So, they don’t have to commit to a full year? 
 
SMALL:  No, not now. 
 
BROWN:  What is the size now? 
 
SMALL:  Not very big at all: about 30, 32-33. After that first semester, it was once a 
week and had seventy-five kids. I thought that was good; I thought that since once a week 
was so good I should rehearse twice a week. But the numbers dropped, so I went back to 
once a week. For the longest time I had a senior choir that we started to not start over 
every year and put them in an apprentice choir and they wouldn’t rehearse not as long but 
when the numbers started dropping off drastically in the upper, and that’s only been in 
the last 8-10 years, we started putting both choirs together. Now we have a wide age 
range. There are many advantages to that. The older ones really do mentor the younger 
ones and they learn a lot faster. 
 
BROWN:  The literature you pick since you have such a wide range of children, is it all 
SATB? 
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SMALL:  No, no it’s all SSA.  
 
BROWN:  So it’s completely unchanged treble voices? 
 
SMALL:  There are younger boys. I have a junior right now at Stetson and he sang all the 
way through high school in my children’s choir in his treble voice. He taught this 
morning in the elementary classroom at 8:00 and could use his treble voice. 
 
BROWN:  And didn’t lose his voice. 
 
SMALL:  (laughter) Absolutely. He now is a brilliant tenor. He never quit singing. I 
wrote back to the boys and said I didn’t have anything for them right now and he said he 
was highly offended. So I told him if he could sing in his head voice, then he was 
welcome. He’s also the best conductor in the music school. He’s a real testament to boys 
singing in their head voice through the change. I’ve got some boys in there and they’re 
going to start dropping soon. I have a library that looks terrible but it has stuff in there 
from SSSA. We did the Poulenc Litany when we went to Scotland. There were fifty-five 
kids in there ranging in age from nine to eighteen. We did Randall Thompson’s The 
Place of the Blest and all kind of really in-depth stuff. Now, I’m focused more towards 
the younger kids. Actually, I’m going to retire. I’m going to teach class part time. Claudia 
whom you will meet will take over the children’s choir. Right now I’m focusing on the 
repertoire that are favorites of mine. But, I couldn’t just do old stuff so one of the things 
I’m starting with today is the last movement of Orban’s Agnus Dei. It’s really incredible 
and they’ll learn it real fast. I also have a recording of Electra singing it. Between singing 
from the score and hearing the recording, they’ll learn it fast. I’ll let them sight read it at 
first and then have them listen to the recording. 
 
BROWN:  Do they use solfège? 
 
SMALL:  They just sight-read it by ear. 
 
BROWN:  As I look at your score, I notice that that there are low G’s. So what do you do 
with the younger girls – go up the octave? 
 
SMALL:  I have some high school girls that can do that range. 
 
BROWN:  Your little ones, what do you have them do? 
 
SMALL:  Well if they can sing it, they do.  
 
BROWN:  It’s a beautiful piece. 
 
SMALL:  Yes it is. We’ll see how it goes today.  
 
BROWN:  I’m anxious to see you introduce this new piece. 
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SMALL:  I always try to teach music reading. I learned this from Jean Ashworth Bartle. 
Before rehearsal is over they’ll know that it has form, phrasing, and dynamics. I often 
begin with an exercise: ‘what word did I stop on?  I want one of you that are eight years 
old to tell me what word I stopped on. I then sing it on loo. By the time they have heard it 
multiple times, they have it. 
 
BROWN:  That’s funny that you say that. I do something similar but I play the piece on 
the piano and then stop randomly and ask ‘where am I?’ 
 
SMALL:  I believe in teaching solfège. I go right to the music.  
 
BROWN:  If you had a training choir, do you think you would do more sight-reading 
using solfège? 
 
SMALL:  We’ve done that. I use Nancy Telfer’s system. We are also always working on 
vowel unification. Spacing of the vowels and all of that is related to the breath. We do a 
lot of breathing exercises. 
 
BROWN:  With limited rehearsal time, how do you think arts integration strategies can 
fit into your rehearsal? 
 
SMALL:  I would focus on certain part of arts integration. Say I was doing a 
musical…Well, right behind you up there, that’s The Nightingale. That piece is the 
biggest challenge we ever did. The music became the focus of the semester. There’s one 
part of that piece where arts integration comes to the forefront. In this case, it was an 
opera that used arts integration but that doesn’t mean we couldn’t use it in a choral piece. 
I think staging, costuming, and movement can be used in many different pieces. 
 
BROWN:  Do you ever address the poets? 
 
SMALL:  We do it frequently. I talk about it when it is a poet that they could relate to 
like Robert Louis Stevenson. He’s a poet that they would study in school. Stevenson is 
the poet for the piece, In Flanders Field. I can also use that piece around Veteran’s day as 
a theme based project in arts integration. My usual thoughts though on selecting music, 
are to do the songs I like, that way I’m going to give more to the piece. So, I don’t 
necessarily think about arts integration but if the music brings out those types of 
experiences, then I follow the music. 
 
BROWN:  Absolutely. Also, if you like the piece then the children will usually respond 
in a more positive way to it. Do your students usually enjoy learning about the poets and 
performing full programs like an opera? 
 
SMALL:  Definitely. I think it gives them a greater experience. And their audience really 
enjoys it, too. 
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BROWN:  Do you think that if you brought in other artists such as a dance teacher or a 
costume designer or a visual artist for things such as set design that it would it take away 
too much time from your rehearsal? 
 
SMALL:  No, it could enhance it. It absolutely could enhance it. There’s this piece we’re 
doing right now that we’re staging using movement. The staging actually demonstrates 
the form. Although its’ a strophic piece, there are stanzas. What they’re saying is 
different in each stanza and then the last stanza is different than the first in character, in 
dynamics and in expression. So, I would use movement (dance) to illustrate the form; 
their movement on the first and last stanza would be the same. Movement really helps 
them learn the form of a piece. 
 
BROWN:  You seem to do a lot of different things with them. Have you done other 
operas, as well or have you ever sung with the university? 
 
SMALL:  Yes. They were in the second act of La Bohème.162 We have also performed at 
different conventions. 
 
BROWN:  That’s wonderful. 
 
SMALL:  It’s very exciting for them to perform with the university. That’s one of the 
advantages of being part of Stetson. We have frequently sung with the concert choir. 
Christmas Candlelight is one of their favorite performances. We are usually up in the 
balcony. We also frequently do things with the adult choir. They had the opportunity to 
perform with the adult choir in The Faure Requiem; they sang the Pie Jesu.163 
 
BROWN:  That is such a beautiful movement for the child’s voice but difficult due to 
phrasing. 
 
SMALL:  Absolutely. The adults always wish they could sing it (laughter). 
 
BROWN:  That’s because we all love that movement. It’s so beautiful.  
 
SMALL:  Any time I can collaborate with the university, I do so. We did a lot when 
Allen Rains was here. 
 
BROWN:  Does the visual art department ever collaborate with you on any 
performances? 
 

                                                
 162 La Bohème is an opera by Italian composer, Giacomo Puccini written in 1895. 
 
 163 The Pie Jesu is the 4th movement of French composer, Gabriel Faure’s Requiem in d minor, 
Op. 48 written between 1887-1890. 
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SMALL:  No. One time when we did Music Man, we used slides. Anytime we do an 
opera or have something we are acting out we use supertitles, but that’s about all. It could 
be very effective to involve the art department especially if you pick a particular visual 
artist and then program the music around their paintings; that would be stunning.  
 
BROWN:  We did something similar one year with FAU, using my children’s chorus 
from school. The University was going to perform Randall Thompson’s Testament of 
Freedom and take it out to underprivileged schools as an outreach program. I created a 
visual arts slide presentation to coincide with the music FAU was going to perform. I also 
had the children create a patriotic book illustrating the music and then we brought the 
books to a few of the schools. During the performance, the children sang a few patriotic 
pieces, showed their books and then watched the slide show as FAU sang. Even the 
young children were able to understand the music since it was linked to the pictures. 
 
SMALL:  Right. Sounds like a good program.  
 
BROWN:  Testament of Freedom is a pretty intense piece to take to young children but 
with the visual presentation and the added element of the book creations, the children 
really enjoyed the presentation. 
 
SMALL:  I did something like that in North Carolina. It was a symphony and I had to 
create a program that combined music, listening maps and doing all types of things with 
the symphony (looking for book on shelf). This was a long time ago but here is an 
example. It’s called Prairie overture. This one was really fun: Journey through America. 
The children acted out each part of Charles Ives piece. 
 
BROWN:  Very interesting. 
 
SMALL:  Each group acted out the various parts. At the end there was this giant 
unfurling of the American flag. You can have this book. 
 
BROWN:  I would love it. Thank you. This will be great to look through. I see that it 
even has the musical concepts and cognitive domains already listed here. 
 
BROWN:  As an educator at Stetson are you responsible for teaching choral methods? 
 
SMALL:  No, I teach elementary methods but I also have conducted the operas. 
 
BROWN:  Do you feel that the music students who come through know anything about 
arts integration? 
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SMALL:  No, nothing. They really don’t. I can’t say that I ever really talked about arts 
integration but I’ve always taught through the music. It has to be in the music. My 
philosophy has always been that the music will tell you what to do. That’s where all the 
ideas come from and this is what I try to get students to understand. They seem to want a 
book to tell them what to teach and what the concepts are. 
 
BROWN:  They do. I don’t think a book can tell you everything. 
 
SMALL:  Absolutely not. New teachers want you to tell them what to do. I tell them to 
look at the music first and then look for the concept – it’s in there somewhere. It will 
jump off the page. 
 
BROWN:  Shifting gears back to your children’s chorus. Since you have such a wide 
range of ages in your choir do you think that by employing some of these arts integration 
strategies that it would help the younger ones learn faster? 
 
SMALL:  Absolutely. We have this piece right now that works. It teaches them the 
concept of hearing the same thing in a piece: the form. We also have a composer of the 
month; right now it’s Berlioz. I’ll have a piece of his music playing when they come in 
and ask things like ‘what country did he come from?  What language do they speak 
there?’  And then I’ll teach them some foreign terms such as Bon jour.  
  
BROWN:  In your children’s chorus do you teach other subject area concepts? 
 
SMALL:  Occasionally, but not consciously. It just comes out. Like I said, it’s all in the 
music. 
 
BROWN:  I find my children ask lots of questions about foreign language pieces 
especially. 
 
SMALL:  We sang the Ballad of Skippe Night. It’s about Newfoundland, so that brought 
many questions. ‘Where is Newfoundland?  Do you like ghost stories?’  So, I would talk 
with them and tell them that the song was about ghosts. Then they always dramatize what 
they’re singing about. It was a lot of fun acting like ghosts. 
 
BROWN:  So they’re really connecting. Have you always used movement in your 
rehearsals? 
 
SMALL:  No, that’s new but I’ve always used drama.  
 
BROWN:  I have a little questionnaire. Would you just look at this and try to prioritize 
this list for me? 
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SMALL:  I always think about my ensemble. The first thing is to think about my singers, 
their ages and who is returning. The second I think I would think about is voicing, range 
and tessitura, text. I think text would be 2nd for me but all that depends on 1 (my 
ensemble). I don’t ever think about this.  
 
BROWN:  What is that? 
 
SMALL:  Correlation to the standards. I suppose melody would be number 5 and 
languages 6th.  
 
BROWN:  Does the language affect whether you select a piece for performance? 
 
SMALL:  No. The composer matters more to me. (Continued to mark the list) 
 
BROWN:  You’re right. The ensemble has to be the overarching criteria when it comes to 
selecting literature.  
 
SMALL:  It’s pretty hard when you’ve had children singing in four parts and now you 
have to go back to two-part literature. No one in the world would say that Bist du bei mir 
is an easy piece but it is in two parts. The literature I pick is so important and sometimes 
the pianists are very happy with me. (Laughter) The pianist will kill me for Bist du bei 
mir because it’s in Db.  
 
BROWN:  Are you always fortunate to have an accompanist? 
 
SMALL:  I do. We have to pay them because it’s part of the community school. An 
accompanist can make it or break it. This girl we have now is particularly conscientious 
about the music. If I have an accompanist that is not as experienced as another, I mix-up 
which pieces are played by my two accompanists so that it all works easily. I’ll have my 
former accompanist do the difficult pieces and give more familiar pieces to the newer 
accompanist. I have some guest conductors coming. 
 
BROWN:  Being university-based, is the accompanist from the school? 
 
SMALL:  No, they might be an adjunct but no, we don’t have students. 
 
BROWN:  Do you have graduate students? 
 
SMALL:  No, We don’t have graduate students at Stetson. Sometimes a piano teacher 
wants their students to accompany but they don’t usually have the skills necessary to 
accompany the ensemble. 
 
BROWN:  Do you think that being university-based combined with your level of 
experience offers a greater experience for the children? 
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SMALL:  (laughter). Well, yes. I do think that so many people perform things to a 
mediocre level and then put it aside instead of bringing it back again to refine it. I think 
this is where experience brings greater value and the children learn more this way. 
 
BROWN:  One of my thoughts were that as a university professor, you would be more 
inclined to teach to the standards and therefore the children would learn more instead of 
through a children’s chorus that anyone could conduct; especially one that is not a trained 
music educator. 
 
SMALL:  If all they have is a bag of tricks it will run out in a hurry. To me, it’s like 
saying that we don’t need to sing that anymore because we’ve done Mozart. What I want 
is for them to experience all they can from a piece of music. 
 
BROWN:  Do you think if there was something written that would help guide the music 
education students implement arts integration strategies that it would help guide them 
towards this method of teaching? 
 
SMALL:  Absolutely but I also think that a lot of it has to be experienced. If you had a 
DVD or examples so that people could see the difference; that would be beneficial for 
students. By actually seeing that anytime they take a piece of music and stage it, the 
singing gets better. The drama and the acting and singing all go together. It’s a lot of fun. 
The only reason I’m giving it up is because I’m old enough. (Laughter) 
 
BROWN:  Do you see the children’s chorus being able to survive here at Stetson? 
 
SMALL:  As long as the community school survives, then it will survive. It really has to 
operate on its own. They pay three hundred dollars for the year and only half of the 
students come up with the money. Claudia will put them on a payment plan. We also 
have an endowment that we started years ago to help with tuition. We used to travel but 
we’re not doing as much of that. 
 
BROWN:  Why not? 
 
SMALL:  The economy. The parents would have to kick in and they can’t. 
 
BROWN:  That’s happening down by us in South Florida; we’re even losing jobs. 
 
SMALL:  That’ll happen here, too. Some teachers have gone to after school choirs but 
where are you going to get the money for the music?  So, it’s still a problem. 
 
BROWN:  In general, how do you see the children’s chorus movement developing across 
the country? 
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SMALL:  Everyone is having troubles with commitment. In this generation, parents don’ 
make the students keep their commitments. The economy is also a problem. There was a 
time when there was a little rift going on in ACDA about clarifying the ages for a 
children’s chorus. My column in the journal has now turned into a recurring article. I had 
to write comments saying that this includes any choir. Repertoire and standards has gone 
to children and youth. We changed our name one time at Stetson from children’s chorus 
to young singers just because they don’t like being called children when they’re in high 
school. 
 
BROWN:  Thank you. I’m anxious to see your rehearsal 
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INTERVIEW II 

Robyn Lana - Cincinnati Children’s Chorus 
     Cincinnati, Ohio      April 19, 2011 
 
Sally Brown (BROWN):  Let me start at the beginning. Are you the founding director of 
the Cincinnati Children’s Chorus? 
 
Robyn Lana (LANA):  I am. I founded it and we are in our 18th year right now. 
 
BROWN:  18th year, very good, and what prompted you to start it? 
 
LANA:  I don’t know if this is dissertation material, but I was teaching full time, general 
music, and had earned both a bachelors and master’s degree from CCM, where we’ll be 
rehearsing tonight, and I was pregnant with our first child and thought that there would be 
no way that I would give up my career to be a mom. And then in the hospital, literally 
holding her, I went, “Maybe we can find a way. And my first love is children’s choir so 
why don’t I start one.”  So, on maternity leave I started a children’s choir, and got it set 
up to start for the fall. So, I always know how old it is because it’s as old as my first 
daughter. And I’ve never looked back. I gave up my teaching certificate because I really 
haven’t needed it. I teach at a small private school right now, and I don’t need a state 
certificate. So, I can stay active but you know, the Children’s Choir is my full time job, 
so… it’s fun. 
 
BROWN:  How many children were involved with the onset of the Cincinnati Children’s 
Chorus? 
 
LANA:  In December of our first year, December of ‘93, we had 35 singers. And by the 
end of the year we had 70. And by our second year, the fall of ‘94, we had three choirs, 
and then it’s just slowly grown. 
 
BROWN:  So what ages did you start with and what ages do you have now?  
 
LANA:  Good question. What did we start with?  I don’t recall the ages we specified 
when we first started. My guess is 3rd through 9th grade because if I were to start right 
now I’d do about that. So my guess is that. But now the program has expanded to we’ll 
audition a first grader if they can read words because we don’t want them to get lost in 
the music and blame it on their lack of ability to read. So as long as they can follow the 
sheet music, with the words, we’ll teach them everything else. We’ll audition first grade. 
We say we start in second grade and we go through twelfth grade because we have so 
many levels and so many variations of programs, so we offer a lot.  
 
BROWN:  How many ensembles are there now? 
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LANA:  There are six resident choirs, which are the ones at CCM, and we have four 
satellite choirs. And we are getting ready to start two more satellite choirs. So, it’s 
growing. 
 
BROWN:  So what is the total number now? 
 
LANA:  It varies depending on how big the satellite choirs are. Normally, just over 300 
in the program. 
 
BROWN:  How many of the ensembles do you rehearse? 
 
LANA:  I do two. I do Bel Canto choir that is a two night a week group and our most 
advanced choir. And then Lyric choir that is training choir that feeds into Bel Canto. 
 
BROWN:  And what is the age ranges for lyric? 
 
LANA:  Lyric starts in 5th grade and goes through… I’m trying to think of what it is on 
paper. I think its 8th grade on paper. And then Bel Canto starts in 8th grade so there’s 
overlap and we don’t ask them to leave so, we don’t have a lapse until they graduate high 
school. So, we do have a few, well this year we have a bigger crop of seniors in the 
program. I’m trying to think, in Bel Canto, we may have four or five seniors in Bel 
Canto, but it’s an AB voiced choir, so it’s a small number. But they’re good leaders. But 
in the program we have ten graduating seniors. 
 
BROWN:  Is it all treble music? 
 
LANA:  My choirs are, but not the whole program. We have a changed voice boys choir 
too, we call Young Men’s chorus. 
 
BROWN:  And do they ever mix to do SATB music? 
 
LANA:  The girls’ choir and the men’s choir mix for SATB. They learn their own 
separate repertoire, but then each concert they learn at least one piece they share. 
 
BROWN:  Well that’s a nice combination, because then they don’t only have to stay in 
the treble songs. They don’t have to stop singing. Do you find that some of the students 
don’t want to sing in their head voice? 
 
LANA:  Well you’ll see tonight we’ve got, well hopefully you’ll see, I’m assuming 
they’ll be there. We’re finishing up Spring Break time here in Cincinnati so attendance 
can be very sparse throughout April. But we do have quite a few older guys, high school 
guys that are singing in young men’s. They may be singing baritone in young men’s and 
then come and sing alto or second soprano with us. So, we’re very careful. We watch 
what they’re doing, watch how they sound, make sure we’re not straining their voices. So 
we’re very aware of them in that choir. But they’re doing great, and they’re leaders and 
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they help attract the younger guys to stay or move into that choir and not be afraid of the 
voice change. So, it works well. 
 
BROWN:  Do you have to do a lot of recruiting or has it become automatic now? 
 
LANA:  We do. Our biggest recruiting, actually, is our summer festival. 
 
BROWN:  And when is that? 
 
LANA:  That is in July. The last week of July, and it is open to any teacher recommended 
young singer in greater Cincinnati area that is in grades 3-9; which means they can be 
entering tenth grade or entering fourth. So it’s what they’ve completed the grade they 
completed. That is… we keep it 3rd grade, completed 3rd grade, because it is a full day. 
They show up at 9:00 am and they are just immersed in music activities until 4:00, and 
they leave very happy but very exhausted. My own daughter, the one that I founded the 
choir for, she did it with me just because it was easier to have her with me than not, when 
she was in either first or second grade, and she napped on the floor in the middle of the 
day. So we know that they are just too young for that. It’s just such a full day. They love 
it, but the just don’t have the stamina. 
 
BROWN:  Do you ever rehearse all of the age levels together at certain points? 
 
LANA:  At the festival? Or… 
 
BROWN:  No, throughout your year. 
 
LANA:  The only time we do is the festival or just before a concert, because there are just 
so many kids. There’s no rehearsal space big enough. But we do for each concert, so the 
day of the concert all the choirs will be together, and they share maybe a half-hour 
rehearsal. And then share the finale piece. So, that is a great way for the younger choirs to 
sing with the older kids, whether it’s girl choir or young men’s or Bel Canto. They are 
with these kids that they just look up to, and they’re wide eyed, and it helps some 
retention, that sharing the stage. 
 
BROWN:  Yes, and it helps elevate their skills and artistic levels. It’s beneficial for the 
older students to lead, as well. 
 
LANA:  And to be the mentor, yes. Mentoring is big in our program. 
 
BROWN:  So, your Summer Festival, how long does that last? Is that a week program? 
 
LANA:  It’s a week. Yes, Monday through Friday and then the program is on Saturday. 
 
BROWN:  Very nice. How many students do you usually get in the summer program? 
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LANA:  Two hundred 
 
BROWN:  That’s incredible. That’s really good. 
 
LANA:  The Bel Canto choir hosts it, so if you saw a resume from a Bel Canto choir 
singer, they often say that they’re a camp counselor for it, because it’s hard to explain to 
non-musicians or just in a resume what they’re doing. But they’re there welcoming the 
kids as they come in, shuffling them to the next class, and helping the teachers, and 
helping the kids, and bathroom breaks and they’re just hands on the entire time. Singing 
with them, but more importantly than singing with them, just making them feel safe, and 
welcomed, and that’s why I say mentoring is so important to this choir.  
 
BROWN:  Absolutely.  
 
LANA:  When you see little 3rd graders and 4th graders come in to this huge room on the 
University of Cincinnati campus with 200 kids… 
 
BROWN:  It’s overwhelming to be at a university. 
 
LANA:  They just sit there and want to cry a little bit, and the Bel Canto kids, they see 
that, they sense that, they reach out. We hear from parents and kids that that is the saving 
grace of the week for the kids. 
 
BROWN:  Wonderful, wonderful. 
 
LANA:  And then once they get into it they love it. 
 
BROWN:  What type of curriculum do you employ? 
 
LANA:  Throughout the school year? 
 
BROWN:  Throughout the school year first and then we’ll talk about the summer. 
 
LANA:  We do not have a set curriculum, actually. My faculty is either Orff or Kodály 
teachers. I’m Orff, one of my associate directors is Kodály. Most of us are Orff based. 
Especially working with the younger choirs, we’re teachers first  - teachers that are 
trained choral conductors and singers. Either understanding the voice or truly singers 
themselves. That’s what we look for in our staff. Through the repertoire we choose, it’s 
all level based readiness per the ensemble. All the teaching really takes place in the 
repertoire. This is different than a lot. A lot of programs have set theory programs so that 
the kids’ come a second time or stay after. We never do that. We’re so educationally 
based; we’re never just teaching only toward the performance always. We’re always 
using the repertoire to teach. 
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BROWN:  That’s what Ann Small says - that’s exactly what she does, too. She teaches 
through the repertoire, the same idea. Do you find yourself using any type of arts 
integrated strategies?  
 
LANA:  As in… give me an example. 
 
BROWN:  Talking about the poet, history, social studies, language arts and other core 
subjects and arts disciplines. Creating lessons that maintain the integrity of each 
discipline so that the concepts transfer between the subjects. 
 
LANA:  Absolutely. They have to understand where the repertoire has come from to be 
able to truly perform it, which is all part of teaching through the repertoire. I do a lot with 
poetry, and making sure that they are telling the story, that they are emotionally 
connected to the music. We do a lot with researching the poetry, if there’s historical 
significance, to make sure they know what that is.  
 
BROWN:  Do you ever employ any type of visual arts? 
 
LANA:  Well, I was just going to say, not necessarily. It’s hard sometimes because at the 
university we’re always guests, kind of, on campus. We’re on campus but there are 
limited resources for us. But we’ll talk about architecture. You know this building here?  
Or remember that?  Or we’ll describe things that relate to when that piece was written 
and how it… so the kids will get a visual that way, and we’ve a board in the room and if 
we need to draw something we can draw something up there. So we do that, but not 
specific arts integration ideas. 
 
BROWN:  I know some of your groups have performed with the symphony and the 
operas. When they do so, do you talk then more about plot, characters, story development 
or other curricular elements? 
 
LANA:  Yes we can. 
 
BROWN:  And the costuming - do they wear costumes ever when they perform? 
 
LANA:  The smaller groups that do the operas will do that. So it just depends what the 
project is. When we do big things with the symphonies we do research on the composer, 
research on setting of the piece that we’re doing, so they, again, go in informed. When we 
share with the CCM orchestras, Mark Gibson is the head of orchestral studies at CCM, 
and he is fabulous with bringing it to life. Because he knows… he just eats, sleeps, and 
drinks that repertoire. So, he can share it so much better than me. So I’ll get a surface 
ready but knowing that when he comes in they’re going to get the big pictures. So, you 
know, it depends on what we’re working for, who we’re working for. Some conductors I 
know only just give them a down beat and not anything else. So, I’ll prepare them more 
for that. So, there’s a higher level of understanding, knowing they’re not going to be 
taught by that person. 
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BROWN:  If you were given or shown some type of project that could be more 
integrated, do you think it’s something that you would be able to do with the ensemble or 
do you think that it would detract from the performance? 
 
LANA:  Oh no, no. I think that would definitely be something that we could do. I 
probably look at that as more… Well even if we did it in house it would be similar to a 
collaborative venture. But if it was truly visual, where I’m not an expert or movement 
related or whatever, I would bring in somebody that really could bring it to life for them. 
So, I would tap into the resources that we have in the city. 
 
BROWN:  Right, which you do have. Which is wonderful. Does the university bring in 
students for you to work with your ensembles or to other disciplines to…? 
 
LANA:  Well we have interns within the program. 
 
BROWN:  Are they students from the university? 
 
LANA:  Yes. I can hire musicians that are students, which we do a lot. But quite 
honestly, they’re not really ready, or a lot of them don’t have a full understanding until 
they performed with the choirs what level these kids are at. It’s kind of hard to bring in a 
student. 
 
BROWN:  The music education students don’t use your chorus as a laboratory setting? 
 
LANA:  They intern with us. 
 
BROWN:  They’re your interns? 
 
LANA:  Yes, that’s who interns with us. They will write a plan and present it and present 
a piece of music at a concert. So they have a hands-on experience, but it’s more guided 
by me rather than a lesson plan put together in a class someplace and brought in, totally 
unrelated to what we’re doing. We don’t really have time to do that, to be honest. They 
do a lot of lab things in the city where they’ll prepare something and go into schools. 
They have that but not within the children’s choir program. The ones that come in have a 
lot of observation in the children’s choir program. So we always have students coming in. 
 
BROWN:  That serves a lot as a lab for the university. 
LANA:  It’s very much, very much a lab and hands on for those who are interning with 
the program.  
 
BROWN:  And they get to conduct, that’s incredible. That’s great. 
 
LANA:  Each one of the conductors actually will pull that intern aside and they get a 
conducting lesson afterwards. This is what worked; this is what didn’t work. The girl that 
is interning with Bel Canto right now is actually a graduate of the children’s choir. 
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And so she is… a junior this year?  But she sang with some of the kids who are still here. 
So it’s kind of an interesting dynamic. Last Thursday night she conducted and I actually 
couldn’t see her because of where the piano was, but I purposely didn’t stand up because 
I wanted to see her from the side and listen to what they were doing and I was using my 
ears to see if they were responding to what they saw. So we talked about that in front of 
the kids afterwards and then I asked the kids, “What did she do well?”  And we got 
answers like “your cut offs are really clear” and you could hear that in the children’s 
singing. They cut off exactly in the right spot. There were no issues. The Advanced choir 
can give so much feedback and yet they’re very sensitive and respectful, and I said, 
“Now what could she do better?” and a couple of the kids had some very interesting 
things to say. “Well we’d like to see this a little bit more.”  You know. “Your breathing is 
really good but we really need a little bit more before this phrase.”  You know that kind 
of stuff. 
 
BROWN:  Wow, that’s excellent critical thinking skills used by your students. 
 
LANA:  Yes. So, they analyzed it quite a bit and gave her very sensitive, very good 
feedback from young people. That goes back to the educationally based program. Parents 
that may sit in on a rehearsal don’t realize how much they’re getting out of it until they 
see me with the choir in a workshop or in a setting like that where the kids can start 
giving all this feedback and then they go, “Wow, I didn’t realize they were doing all this 
stuff.” 
 
BROWN:  They’re just singing, and no. That’s really one of my questions because in 
chorus we think about the standards and educational objectives and some people think 
just because it’s a community chorus we don’t think that way. We don’t approach our 
strategies or lesson planning with that. Do you think about any of the Ohio standards, 
national standards of music and think about what you want to offer a child or how this 
particular piece could mean to them at all. 
LANA:  You know if I guess I were at a different place in my career I would, but I’ve 
been through so much of it it’s all second nature so I don’t necessarily look and go, “Oh 
this goes with standard such and such.” 
 
BROWN:  But you’re very aware of your educational objectives, and you just naturally 
incorporate them. So when you have your younger, your interns coming in do you talk 
lesson, what are you try to teach them, what is your objective, do you talk like that with 
them? 
 
LANA:  Yes. When we have time, you know they’re so busy, sometimes they show up 
for rehearsal and then leave as quickly as they can after for the next recital they have to 
attend or something, but yea we do. I guess, again, it’s… I just try to impress on them 
what I’ve acquired in thirty years of experience so that they understand why this piece 
was chosen or understand why this piece that they came out of the library and said, “Oh 
I’d really love to conduct this.”  Well that one’s really not a good one whether it doesn’t 
fit the program or it doesn’t fit the readiness of that choir. And even some of my 
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conductors will pass some of the repertoire by me still, and ask and say, “What do you 
think of this for prep choir? And I might reply that I’m not sure if I’d do it with lyric 
choir so if I’m not sure I’d do it with lyric you might not want to do it with the prep choir, 
you may not want to think about another piece. Then we talk about where it’s more 
challenging. So we offer a lot of advice and there’s a lot of give and take. 
 
BROWN:  Well perfect. That takes me right into the little thing here because I wanted to 
ask you to rate this list according to highest to lowest priority for your ensembles. Try 
and rate those concepts according to what you think of first, second, third, fourth, fifth 
when you’re selecting your literature.  
 
LANA:  OK. That’s probably my first. (text)  The first two are almost tied. 
 
BROWN:  The text and musical concepts? 
 
LANA:  Yes. Text and musical concepts, because there may be great musical concepts in 
the melody but if the text is trite then it’s in the trash, but if the text is beautiful but it’s 
poorly written… Can I put a tie for those two? Just to make your life difficult?  Let’s say, 
the voicing would go along with readiness level, so I would…(thinking) 
 
BROWN:  So you can do that as the final one there. 
 
LANA:  This is definitely last - State educational standards.  
 
BROWN:  Yes, standards. Perfect!  Some of these aspects regarding the standards can be 
so confusing to young teachers but they become second nature as time goes on.  
 
LANA:  Right. You’ll meet tonight Eva Floyd. Eva is new to CCM faculty. She is who 
we hired this year as our choral music ed person so she does the choral methods class for 
our undergrads. And she’s a wonderful partner in the CCC. She is assisting me with Lyric 
and Bel Canto this year, and next year, when we have a position open, she’s going to take 
over girl choir so we have a permanent home for her in the program. But it’s probably 
been very good for her to assist me this year, even though she has all her degrees. It’s 
funny, when I offered her the job she could tell I was uncomfortable and she said, 
“You’re embarrassed to offer this to me.”  And I said, “Yes I don’t have a doctorate, and 
I’m asking you if you want to assist me? Hello!”  And she said that she doesn’t see it that 
way. And because she’s been a part of this and watched me work for almost a full season 
now, I think that’s directly influencing her choral methods classes because she can go in 
now, and she knows what I do. And what I always hear from her, whether she’s talking 
about me in a project she’s doing, she’s doing a research project that relates to CCC, or 
telling other people, her students, is that when you watch the rehearsal you have to be so 
aware of what’s happening because the level the kids are getting educationally, they don’t 
even know it. And that’s the good part. They don’t know what they’re learning. They 
don’t know how much we’re constantly teaching because it’s not a written out lesson 
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plan. You know what I mean?  There so much intuitively that’s going on. But they are 
getting so much out of it and like I said you can see that when they start to talk with you. 
 
BROWN:  They’re thinking and talking critically. They are analyzing. They are 
interpreting. It’s wonderful because they are applying what they’re getting and they’re 
absorbing it. And it’s for more the younger student teachers to try to figure out what 
concepts are being taught and what objectives are being met. Now figure it out and that’s 
how you teach it. You don’t have to make this boring and rigid. Language arts standards 
are being employed automatically during the rehearsal. This is what the student teachers 
need to understand so that when they write their lessons, they can address the various 
core standards and being thinking about integration. 
 
LANA:  Which is exactly what you have to do when you’re starting. Later, it just 
becomes automatic. That’s why I don’t really think about each standard when I am 
preparing for rehearsals. 
 
BROWN:  I agree completely. 
 
LANA:  The younger teachers have to think more about what they’re teaching. 
 
BROWN:  Do you teach sight singing?  Because you said you had Kodály based 
teachers’? 
 
LANA:  Again, it’s part of the program. Its just part of the repertoire. We’ll do, at 
different points during the year we do sight singing at the beginning of rehearsal. Not 
necessarily through a piece of music but solfège exercises with hand signs and what not. 
But then applying that to the music whenever we possibly can. There was a piece we did 
Lux Aeterna. You probably know it. And it’s these chords, “Lux, lux, lux.” that just builds 
the beginning and it’s kind of cluster-ish but if you tear it apart it’s actually diatonic. So 
when they are first looking at it, it’s really hard to keep those chords in tune. But when 
they realize, “Oh, I’m only singing Ti. I can sing Ti, that’s not a problem.”  So, it’s not a 
truly Kodály based program, but it’s a lot of sight singing and… because I feel it is my 
burden when they leave my choirs to be independent musicians. And if they’re not 
independent musicians, then they can’t go out and experience this in other programs. 
They need to be able to do all this without me, whether it’s without me in our ensemble 
with a guest conductor or somebody else. Or without me when they go to college or at 
their high schools when they’re too busy to stay. But they need to be independent 
musicians, and so sight singing is a big part of becoming that. So it’s part of our program 
but there’s not a set curriculum. 
 
BROWN:  Not a prepared curriculum for it or for beginner’s theory? 
 
LANA:  Right. 
 
BROWN:  And do you ever address key signatures, intervals and that type of material? 
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LANA:  Yes. 
 
BROWN:  Good, good. So now take this all back to what you do at ACDA. Tell me, 
what are your responsibilities and how do you see that fitting in to your children’s 
chorus? 
 
LANA:  Well, it’s an exciting time to be in leadership for my area at Children’s and 
Community Youth at ACDA because when I stepped into this position, Tim Sharp 
stepped into the executive director. And it is the first time that I know of that ACDA had 
a stated vision that included children. His second vision for the twenty-first century is 
that every child in America has the opportunity to sing in a choir. He feels very strongly 
that that is the one instrument that everybody has and so every kid should have that 
opportunity. Whether or not they take it, obviously you can lead a horse to water but you 
can’t make him drink but it’s providing that opportunity. And that’s so much a part of 
what our philosophy is here. Before I met Tim and before that became a vision of ACDA, 
we had started our satellite programs, and a lot of people misunderstood my vision for the 
satellite choirs. 
 
BROWN:  Can you explain your vision for me? 
 
LANA:  Our satellite choirs consist of a ten-week program in the summers and they 
happen twice in each of the areas through the year. The vision for the satellite choirs is 
that we bring it out to the suburbs that way the soccer kids and the softball kids and the 
football kids, they can do their thing that time of year and they get ten weeks of CCC 
philosophy and educational programming. 
 
BROWN:  Wonderful. I like your strategies. 
 
LANA:  If they really love it and they do it both ten-week sessions. Great!  That’s fine. 
The idea is not necessarily that it’s a recruiting tool to get them to the campus choirs. If 
they do, and we have a small percentage that actually come on campus, it’s small enough 
that I think it’s great but somebody that’s looking at it that thinks that that’s our focus, 
our goal, they’ll say well that’s not successful. But it is successful because the worst-case 
scenario is that a kid comes and does it for ten weeks. Never sings in a choir again but 
says, “You know that was kind of fun.”  And so maybe they, as an adult, sing in their 
church choir or they go buy a ticket for a May festival chorus.  
 
BROWN:  Attend concerts or attend the opera, something else. 
 
LANA:  We’re planting that seed and we may never see where it blooms. 
 
BROWN:  Great philosophy! 
 
LANA:  It’s an investment in the future of choral music in the US. 
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BROWN:  I’ll digress here a little bit. Just a tangent on that idea, so the CCM base, was 
at Cincinnati?  Is that a yearlong commitment? 
 
LANA:  Yes. Well, school year. 
 
BROWN:  Right, school year. Sorry that’s what I meant. But the satellites are nice ten-
week short terms, but yet they come and perform with the campus choirs?  
 
LANA:  Yes. 
 
BROWN:  That’s nice. That’s very nice.  
 
LANA:  So they share the final pieces in December and March. So, they get to hear and 
see the advanced choirs and they’re just awestruck that kids that are their age or barely 
older can perform to that level. It is having them here is a recruiting thing but it’s also eye 
opening just to what is achievable for them, whether they choose to achieve it or not, it 
doesn’t matter, but they respect it. 
 
BROWN:  And when you perform, no matter how old you are, young or old, you know 
when you perform in a special venue like that with so many people, the feeling that you 
get can’t be replaced. And they won’t expect it and they’ll react emotionally. 
 
LANA:  And the parents do in the audience too. When they see their kids on that stage 
they go, “Wow.”  It’s exciting for them. 
 
BROWN:  Okay so go back to… now we’ll go back to as R&S Chair. Can you tell me 
more about your position with ACDA? 
 
LANA:  It’s just an exciting time to be able to do that because it’s, I believe, in that 
vision for ACDA. And we’re already doing it. So helping to find other programs 
nationally that are setting that standard, networking with other choirs, it’s a great 
opportunity in leadership for ACDA for children’s choir movement.  
 
BROWN:  Yes, that’s great. I see they changed the name from just Children’s choir to 
Children and Youth.  
 
LANA:  Community Youth, yes. That was because the ACDA membership in general did 
not necessarily understand what Children’s Choir meant.  
 
BROWN:  People in general don’t understand the distinction or just are so used to 
combining all the ages into children’s choir without the separation for the high school-
aged children. 
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LANA:  Exactly. So, when they would perform a Children’s Honor Choir it would be 
grades three, four, and five; elementary, which is different. An elementary honor choir is 
very different than a children’s honor choir, to those of us in the area, in the profession 
so, I wanted it and my division chairs and much of membership wanted it because it was 
voted in, but we worked hard to make that clearer and try to find a name and changing a 
name at ACDA is like moving a mountain. So it was not an easy process. We had to do a 
lot of work as a committee and put together a proposal that had to go to executive 
committee and then had to go to national membership for vote. But we wanted to have a 
name that demonstrated that we are children and that we have elementary school 
teachers, we have elementary people in churches, we have training choirs and children’s 
programs, but then we go up through twelfth grade in community programs. And church 
choirs go through high schools that don’t have a home necessarily. One person thought 
we were being more exclusive, and we were actually more inclusive in creating that 
name. And it can be explained and justified. And everybody was questioning it and then 
they realized, “oh that’s okay.”  And thus the community youth because we were first 
talking children’s and youth choirs but then the executive committee was afraid that 
would look like it was overlapping with junior high and high school which is… but we 
said it’s not a school program so therefore children’s and community youth but anything 
outside of a school program is part of the community, whether it’s church or in 
community. So that’s where that comes in and it does make it all-inclusive when you 
look at it that way.  
 
BROWN:  So, for literature what role do you have to play in preparing the literature, 
selecting literature that you recommend for ACDA? 
 
LANA:  ACDA, normally for reading sessions we usually get packets from publishers. 
This past conference it was a different process which didn’t work great so I won’t 
necessarily get into that part but we are going to go back to the old way which works 
where all the publishers give us all the music or for the voicing so we’re in our area. This 
past conference they gave single copies to all of the committees. So then in our national 
meeting, we had to divvy those up. But that means I needed the same as boy choir and 
women’s chorus. And so all the advanced stuff went to women’s and then less to the 
boy’s coir. It was not the best selection process, and we’ve learned from it. But normally 
we get it, our division chairs have gotten it in the past and then from that we choose what 
they need.  
 
BROWN:  You make literature recommendations? 
 
LANA:  Yes and then the national chairs try to take a couple suggestions from each of 
the division chairs we have to balance for at least children’s choir. We have to balance 
voicing, we have to balance difficulty level, and multi-cultural has to fit in there 
somewhere, sacred and secular. So there are a lot of factors. So if, let’s say, every 
division chair gave me three advanced in English, well most of them wouldn’t get on 
there because I have to come up with a way to balance the whole thing. It never works 
out that way. People have different interests so usually it works out pretty well. But that’s 
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how we do the reading sessions. For the list that we have online, basically that came from 
our retreat and Christie Eisner put those together. 
 
BROWN:  That retreat by the way, was very good. I loved it and found it very inspiring. 
 
LANA:  That was a wonderful experience. We’re doing it again in Denver next year. So 
that’s exciting. But that’s just such a great resource. And supplements what MENC has 
for book that they have out. We’re going to continue to build on that and keep it, 
hopefully, current online, whoever takes over for me in a couple years. It’s a group effort. 
I certainly never claim to have all the answers. I have to tap into my division chairs and… 
they’re such a great resource and a great group of people that have so much experience. 
You’re foolish if you don’t tap into them.  
 
BROWN:  Music is suffering in many schools in Florida. I don’t know what it’s like here 
in Ohio.  
 
LANA:  It’s starting to have some problems. 
 
BROWN:  Yes we’re losing jobs… a lot. And even, I cannot believe I’m saying this but 
even high school positions have been lost in some districts. It’s frightening that they 
would cut even a high school position. But unfortunately it’s become a reality. People are 
talking about more project-based learning and to me that seems to open the door for a 
true understanding of arts integration, to be able to try and keep music in the schools. Do 
you see anything like that happening around here?  
 
LANA:  Definitely. One of the things we talk to our undergrads about is thinking of new 
ways that they can use their degree because… and all three of my personal children want 
to go into music education. My oldest is going to Miami U in Oxford, Ohio this fall. 
That’s one of the things I’ve talked with her about. She’s a cellist and she grew up in the 
children’s choir. She was in a car seat sitting through rehearsals, literally grew up with 
the children’s choir. I’ve really sat down with her and then all of the interns, all of the 
undergrads that we have working with us. And that, to talk about what can you do with 
this degree if there’s not a job?  Yes you can teach private lessons but if you need 
benefits or that simply isn’t your desire, then what do you do?  They went to school to 
teach music education but are now having to think of other things to do with their 
degrees. 
 
BROWN:  That’s difficult and not the reason they went to college. 
 
LANA:  Yes. If you have a passion for group learning like I did, how do you create a 
career that can work?  I’m a prime example of creating a career into a full time job. 
Luckily I had a husband that worked outside of the field so it gave us some time to build 
this career, but it’s possible. It’s possible to do, and if I were on my own and not married 
I could of done it by teaching private lessons and slowly building the program. There are 
community schools in which you can do things. There are more and more venues that are 
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looking for arts to integrate what they’re doing because they see it’s lacking in the 
schools. So we need to, as educators and as educators teaching future educators, start to 
think outside the box: How do we create those projects?  What do we do to bring music 
to kids when they don’t have it in their school because it’s got to be important in their 
lives? Chorus America is great because they have the resources to support that.  
 
 BROWN:  That’s a good organization. With the children’s chorus, do you have kids on 
scholarship? 
 
LANA:  Yes. We have a fairly extensive financial aid program that we’re trying to build. 
Getting support, financial support, can be very difficult especially now with so many 
people needing food on their tables. A lot of foundations don’t want to necessarily give it 
to support somebody’s tuition at a children’s choir program. But we’ve always had or 
made money available to kids in need. We’ve never turned down a child that had a 
challenge; that had a financial challenge. So we’ll work with them to meet just the cost, 
which can be purchasing their music and their uniform, but then we have a lot of parents 
and a lot of families that leave the program that donate their uniforms back. So we have a 
catch of uniforms that we can give as needed. So we do everything we can to help kids. 
We do find that if the parents make zero financial commitment then they don’t value it, 
but if they have to buy their polo shirts, if that’s all they can buy is their polo shirt, they 
have that financial investment in it. There’s a different level of commitment. So we’ll do 
everything we can to help. 
 
BROWN:  And you take every child that comes in to audition? 
 
LANA:  The percentage is huge. It’s well over 99%. We are so educationally based that 
we have a choir for almost everything. Where we don’t have a training program is for 
those kids that are in high school that haven’t had any background, haven’t learned to 
match pitch yet, and I believe they can because we teach it to the younger kids. I believe 
they can. We just do not have the place for them.  
 
BROWN:  So they don’t bump down to another choir because of the age? 
 
LANA:  Yes. We already have quite a bit of age overlap in all our choirs, but you 
couldn’t take a tenth grader and put them with the kids in prep choir because they’re in 
second, third and fourth grade. There’s no way. So we just don’t have an alternative 
because those kids are so few and far between. Usually if they come and want to audition, 
they have a level that fits in someplace, a level of ability that fits in someplace with our 
program because they don’t have the desire if they don’t have the ability almost all the 
time.  
 
BROWN:  One last question so that we can wrap up for this morning: Does the university 
support the children’s chorus?  
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LANA:  Everything that we do there is in kind. So we don’t pay rent for anything. So that 
is a huge support. That is a huge percentage of our budget, not to have to go out and rent 
a place. 
 
BROWN:  And what about accompaniment for your rehearsals; are they supplied by the 
university? 
 
LANA:  We pay. We hire everybody. We have our one 501C3 status so it keeps us free 
of much of the red tape in a university, which you know well, but it keeps us able to 
collaborate in all the important plans. But we’re also very careful. If we go to a huge 
foundation that we know they may tap into, we talk to them and say, “We’re going to be 
writing this grant. Do you have a problem with that?”  So we’re courteous and there’s a 
good working relationship. 
 
BROWN:  Well, I thank you. Thank you so much for taking the time to come and meet 
with me today. I have enjoyed visiting with you and learning about the Cincinnati 
Children’s Chorus 
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INTERVIEW III 

Henry Leck     Indianapolis Children’s Chorus   
  Indianapolis, IN                 May 5, 2011  
 
 
Sally Brown (BROWN):  Thank you for giving me your time for this interview. I would 
like to speak with you about arts integration and if you use any of the strategies 
associated with this practice in your children’s chorus rehearsals. Can you tell me about 
some of your pedagogical practices and how you select repertoire for your ensembles? 
 
Henry Leck (LECK):   Ok, there are a couple “slam dunks.” One of them, of course, is 
the poetry. We rarely, if ever, sing something that doesn’t have text. And the kind of texts 
that are there can range from, um, texts from the Bible to poems by great poets of years 
ago, to Shakespeare to the poetry of a nine-year old that is generated in the context of 
what we’re doing. Some of the real stellar moments I think of, of experience that we’ve 
had in this choir have been focused on the poetry. When I think back, you know if you’d 
asked my choir in the 80’s, “What’s your most favorite piece?” they would have said, 
“the piece A Child Said” which has text from Leaves of Grass - the Walt Whitman poem. 
A child once asked, ‘What is the grass?’  And I could not answer the child because I did 
not know. Perhaps the grass is the, um, the, the hair of graves, or the uncut hair of 
graves.”  Or, I can’t remember what else. So it ends up, and it is quite deistic. And so it 
says, “When you look for me, look under your boots.”  My kids were enthralled by that 
poetry. And I think the biggest problem in children’s choir repertoire is that oftentimes, 
you know I publish lots of scores and I get stacks of things to go through. And so often 
it’s music that is written for an eighth or ninth grade choir set to nursery rhymes, and 
eighth and ninth graders hate nursery rhymes. 
 
BROWN:  They don’t want to do that. 
 
LECK:  Because they are trying to become adults and they want to be stimulated with 
abstract notions that challenge their thinking. And, so if you’re going to set nursery 
rhymes, either set them for high school kids of set them for little kids. 
 
BROWN:  It’s so true. 
 
LECK:   The middle school kids really want other things. 
 
BROWN:  They do. I know. 
 
LECK:   So, anyway, that’s one example. The second example that comes to my mind 
immediately, which has been set many, many times, is the text from Terazin. 
 
BROWN:  Oh, yes, very powerful. 
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LECK:   You know, that children’s robes thing in the writings from the children of 
Terazin when they’re encamped in that ghetto area… Those children’s poems are so 
imaginative and so poignant. You know, I never saw another butterfly? It’s those types of 
pieces.  
 
BROWN:  That’s beautiful and inspiring at the same time. 
  
LECK:   Those have been set now many, many different ways. Uh, so, a lot of people ask 
me, “How do you choose repertoire?”  And I always say, “I start with text.”  You know, 
that’s the most important thing to me because I think that text change people’s lives. It 
can lift them up. It can give them new perspectives. It’ gives them intuition about other 
times, other cultures, and other people. And, uh, then, of course, once you have the right 
text, you have to see as to appropriate rhythmic language. Is it the appropriate tessitura?  
Is it the appropriate kind of part writing for the kids?  Does it teach form?  That’s what 
you’re trying to teach. Does it teach minor versus major?  You know, there are a lot of 
pedagogical issues that come after that. But, I always start with text. So, that’s the first 
“slam dunk.” 
 
BROWN:  To take that a little step further do you ever have the children do anything 
with the text other than just recite it?  Like maybe to illustrate it in their own way?  Or to 
create a movement to it or anything else like that? 
 
LECK:   I think a really good book I’d like to put you on to is, Tom Carter’s book called 
“Choral....”  “Choral Essence.”   I’ll find it for you later. (Choral Charisma). He does that 
very thing. He’s saying if you want children to be expressive, you can tell them to smile, 
move your heads, move your whole body, make yourself look expressive. But that’s an 
artificial way of going about it. What you really do is delve into the text until the text 
becomes a form of their expression. A lot of times you have to make up a story and a 
situation and everything that surrounds the text so that they can live it. 
 
BROWN:  Yes. 
 
LECK:   And then they automatically become expressive. I don’t know, I can’t remember 
the name of that book. But, I actually had him come last fall to the retreat. And, for 
instance, we were going to be singing in the fall, Let There Peace on Earth and, he takes 
them through different kinds of exercises like the students were all in a large circle, and 
he had them think about war. And figure out what kind of aspect of war did they want to 
be. Did they want to be an avenger, an avenged, or someone who was broken down, 
someone who was aggressive?  And they actually had each kid create a scenario in their 
own mind and then move into that shape. 
 
BROWN:  Oh, that’s great. 
 
LECK:   So that every, and that’s another form of the arts, so that every child was shaped 
into some kind of, of posture and frozen. And then he asked for one volunteer to start 
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singing, Let There Be Peace on Earth and asked that as the child began singing, if they 
would just go and lift each person up out of the framework of the war into peace. And 
then they started joining hands. 
 
BROWN:  That’s exquisite. 
 
LECK:  It was so poignant that every adult in the room was just falling with the stuff. 
And that takes text, which is meaningful but can be trite to a level of making it 
emotionally connected to the inside of the child.  
 
BROWN:  Did you perform it that way? 
 
LECK:   No, but I do a lot of visualization and visual anchoring. For instance, in some of 
my workshops what I do is suggest that each child think of a phrase that relates to a piece 
and write the phrase in the music. Other times I’ll have them close their eyes and imagine 
until they can get every detail, every color, every nuance of that scene with their eyes 
closed and put their self into the scene and figure out what they’re doing. And then, when 
they’re all done and they have it, I tell them to press their forehead for “Save.”  And, 
from that time on, when they sing that piece, I want them to see that scene before they 
begin singing. And, it pulls them into that spot. And it’s kind of a visual anchoring 
process. So, while we probably wouldn’t dramatize the Let There Be Peace on Earth, 
there wasn’t a kid that sang it after that that didn’t remember that scene, and where they 
were, and what that meant to them. 
 
BROWN:  Exactly. So, it completely enhanced the performance. 
 
LECK:  Right. So, there’s that. And then there are of course, all the other visual ways that 
we can connect the music that whether we’re in costume or uh.... 
 
BROWN:  Do you utilize costumes? 
 
LECK:   Occasionally. Depends on the work. We’ve done a fair number of operas. We’ve 
staged, That Trio Minute a few years ago. It was a complete original, a new opera that 
was staged, choreographed, with full scenes and costuming for 200 kids. 
 
BROWN:  That’s incredible. Did it include orchestra? 
 
LECK:   Full orchestra. The lady that underwrote it, I think, spent $280,000. Something 
like that. Every costume was hand-made for the children in St. Petersburg. Every child 
had their own custom-made shoes to fit their own feet. It was astonishing. 
 
BROWN: The element of the hand made costuming is very impressive and unique. 
 
LECK:  So, anyway, that was fully staged and, we have boxes and boxes and boxes of 
costumes from that. We don’t do an opera every year, but we have done some from time 
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to time. We did A Golden Vanity and we’ve done various ones like that. And sometimes, 
for instance, at our last concert, they changed into colored, into brightly colored t-shirts. 
We did kind of Broadway mode in the second half. And, so, there was lots of moving 
with that. Another form of “slam-dunk”, which I was talking about, is dance. It’s a 
related art form and it seems to be that in order to sing well you have to be able to dance, 
at least inside. I’m a really strong advocate of teaching movement. I’m a Dalcroze 
Eurythmics teacher. I believe in finding that inner pulse and having a sense of what’s 
going on when you’re singing. So we do lots of movement. We move our arms and 
sometimes our bodies a lot during warm-ups. So, I think that even though we’re not 
actually dancing. I think there’s a connection to dance. We often perform with dances. 
Last year we did a Hispanic piece with a modern dance company. Kaleidoscope is a 
professional dance company. There was an international award given to the governor so 
we depicted various cultures that he had an impact on. There were Japanese dancers, we 
sang A Dragon Flies while they danced. We incorporate other art forms. 
 
BROWN:  You definitely incorporated elements of arts integration even though you 
didn’t directly focus on it. So in order to be able to do all of this when you are doing 
special events like this and the operas, do you have to extend your rehearsals in order to 
fit it in or do you feel like you can fit it in? 
 
LECK:  Often times we have to add rehearsals. That was a major production. That was 
every Saturday for a month or more. But for ordinary circumstances we have a special 
rehearsal here and there but I see them twice a week so we can usually get it all in 
 
BROWN:  Twice a week for how long each time? 
 
LECK:  It amounts to a total of three hours a week: an hour and a half but some days a 
little longer. I often will have them do mainly retreats using Laban movement. I teach 
that as well. They will end up after a piece creating a sculpture. I think expressing music 
physically or teaching them kinesthetically is an important aspect of what we do. The 
other thing that I want to say is that we tour every year. In fact, usually there are three 
tours. We have a lot of kids about 2600. Usually, we have three choirs touring. The high 
school choir this year is doing an Australia/New Zealand tour and Ruth’s choir is doing a 
kind of East Coast domestic tour including Cleveland. But my choir is going to do the 
premier of a new work that I’m just now beginning to learn. It’s called Melancholy 
Beauty. The composer is Bulgarian. So, these are the first two movements. There are 
seven movements. It’s written for adult choir, children’s choir, Bulgarian women’s 
chorus, Bulgarian folk instruments, eighty-piece orchestra and three soloists. It’s a very 
big work. One hour long. The first performance is in the Kennedy Center, second is in the 
Wang Theatre, Boston and the third performance is in Avery Fischer Hall.  
 
BROWN:  Are you going to Bulgaria with it? 
 
LECK:  We might. The composer is Bulgarian and we’ve been communicating regularly. 
He’s bringing over twelve women. It’s called the Mysterious Voices of Bulgaria. There 
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are these folk instruments coming also. It will be performed again in Bulgaria. I’m not 
sure if I’ll be the conductor or if my choir will be there. We’ll have to just wait and see 
how and when that will be done. Now, what was I going to say about that…about 
touring?  Every time you tour, this is about the first year in twenty that we’re not touring 
internationally. It’s because it’s our 25th anniversary and I felt that we needed to do some 
big concerts in our own country. But every time we go abroad, the students become fully 
involved in the other art aspects. When we were in St. Petersburg we spent time in the 
hermitage museum studying art, seeing how that fit with what they were doing. When we 
were in Stratford, we went to see a Shakespeare play. In England they learned about the 
succession of the monarchy. So they learn about the government, the economy and the 
architecture, the language. When we went to Russian they sang 13 pieces in Russian. In 
the Czech Republic, another four or five. That was all in one tour. So, our best advantage 
for broadening into the other arts often occurs when we tour because there are so many 
differences culturally. 
 
BROWN: How long are the tours?  Your international tours. 
 
LECK:  Ten to fourteen days. 
 
BROWN:  Do they have to do prep work in advance of going on the tours? 
 
LECK:   Yes. And what’s really cool is that we have chaperones and we want the kids to 
get to know the chaperones. There’s about one for every six kids. Months and months in 
advance I assign each chaperone to do a PowerPoint presentation and they’ll talk about 
the architecture or the food or the clothing styles or the arts that are there. The kids are 
pretty knowledgeable by the time they get to the different locations. And not just about 
what they’re singing but about the arts that exist in the various countries. So, I think 
that’s a really important thing for them. 
 
BROWN:  I teach choral and elementary methods and I show them your videos. They 
love the one with the movement because it is very different from anything they have 
experienced up to this point. It fascinates them. I’ve heard you speak before about 
encouraging all your chorus students to also be members of their school choirs. 
 
LECK:  I don’t just encourage it; I require it. They only exception is that in a bunch of 
middle schools in this area they have to choose between band, chorus, and orchestra. I’m 
not going to prevent a cellist from being in my choir so in that instance, they are allowed 
to be in their band or orchestra. But if there is a way that they can be in choir, then they 
have to be. Every child is required to turn in a paper signed by their music teacher that 
states they are in the music program at their school. It’s important because we turn to the 
music teachers to recommend children to the choral festival where we draw our kids’ 
from for the chorus. If they have an important program and I’ve stole their best singer or 
worse than that if they say I don’t like the music you’re doing we’re doing a lot more 
exciting music at ICC so I’m going to drop choir. Well then that teacher will never 
recommend another student. In fact I have to kind of keep the lid on our kids because we 
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have an accelerated program compared to a non-auditioned school choir. So they have to 
be told that they cannot become arrogant that they should go back and become leaders in 
their choir. Usually they are. 
 
BROWN:  You have such a broad range not only as an educator and conductor but also 
as an editor and author. So, although some of these questions aren’t as relevant to you, I 
would like to ask you to be consistent with the other conductor’s that I have interviewed. 
When you program your music, do consider the national or state standards when selecting 
literature? 
 
LECK:   Yes. What I typically do at the beginning of the term (year) is like most of us - 
spend hours and days and weeks and months going through piece after piece. Actually 
it’s very nice being a composer because for instance, Hal Leonard sends me copies of 
every piece they publish. So I have drawers and drawers of new music. I sort through it 
and like I said, select text first until I have a reasonable size file and I spread it across the 
floor and as I start to look at the music more, I mark on the front cover what could be 
taught pedagogically. We have a curriculum and I will be happy to introduce you to Ruth 
Dwyer who writes that curriculum. So I have in mind, based on the national standards 
what I want to teach through the year. So, I have to program based on the artistry of each 
piece and the contrast of the pieces but I want to know that I’m going to get them past 
one sharp and one flat and take them into relative major and minor; into compound and 
simple meter and those kind of things. Sometimes…there’s a piece that I published last 
year that I chose for the holiday concert specifically because of mixed meter. That’s what 
they needed to learn at this level of teaching. So, when you select repertoire there are 
about twelve paths and not every piece meets all twelve objectives but one piece will 
teach this and another teach something else and so forth. 
 
BROWN:  I was privileged to help write a literature review with Gail Burnaford on arts 
integration. As part of this, I researched state standards and came to realize that Arizona 
has some of the best standards that include arts integration. So with everything that you 
do, do you even consider arts integration as one of your standards when you are looking 
at what you might teach through the music?  
 
LECK:  I honestly don’t think I do but it’s subconsciously there. I mean if it’s great text, 
I’m going to teach about the text. I’m going to teach about where it comes from and the 
context the text. If it has movement implied in it, then we’ll move to it; if it refers to a 
certain kind of time period, Mozart – then we’ll talk about what it was like in the classical 
period and that would relate to various elements that are arts related. But I don’t actually 
sit down and select a piece that would relate to sculpture. 
 
BROWN:  What about music and how it relates to more of the core subjects such as math 
or science. History and social studies are kind of a given. 
 
LECK:   Yes, those are pretty much a given in choral music; they relate so closely. For 
instance, this whole score is about the story of Bulgaria in World War II and most people 
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don’t know this story but not one Jew was killed in Bulgaria during WWII. Forty-nine 
thousand Jews were saved by the people of Bulgaria. Actually at one point when they 
were rounding them up and they had filled cars on a train with Jewish people, the Arch 
Bishop of the Bulgarian church got on the train and said, “If you take them then you will 
have to take me.” They couldn’t take the Arch Bishop to Auschwitz so they unloaded the 
trains. So, forty-nine thousand people were saved due to the courage of the Bulgarian 
people. That’s what this story is about – there’s sociology and history. This information 
will be entrenched in their minds. 
 
BROWN:  A wonderful connection; another thing on that topic. Regarding the women’s 
chorus that is coming over; you said folk music so vocally is the quality of their sound 
comparable to the sharp, focused Croatian sound? 
 
LECK:   Very much so. Absolutely. And there will be Bulgarian folk instruments – little 
lutes that are played. The will be played in the folk Bulgarian style and history and 
culture of that sociological impact of World War II 
 
BROWN:  That’s fascinating. When are you performing it at the Kennedy Center for the 
Performing Arts? 
 
LECK:  June, this June 23. I’m just getting the score now. It’s a little late. 
 
BROWN:  You have a lot to do. 
 
LECK:   My spare time is spoken for. (Laughter) 
 
BROWN:  I don’t know that you have spare time – you’re everywhere!  As we spoke 
earlier, in reference to selecting text and repertoire, I have a questionnaire that I had for 
the other participants and would like you to also complete. I guess I led this a little 
because my first question was about text, it wasn’t intentional but, if you don’t mind, 
would you please number your choices in order of preference. Also, please add anything 
that you think is important that I may have missed. 
 
LECK:  There are so many variables. In September it would be something different than 
the holidays. For instance, if I’m looking at Holiday music – that’s programmatic so I 
would put audience appreciation above many of these other things. They don’t want to 
hear three Magnificat’s. They want something fast, something slow, and something with 
brass, something with strings. 
 
BROWN: Yes it is programmatic. That’s much more the big picture and not the 
rudimentary selection of literature. How important is the audience to you. 
 
LECK:   Very important. Although, most of our audience is parents and I’ve never 
allowed parents to dictate what I teach. There are some colleagues of mine that are led 
around by the nose – you know they’re not doing enough pop music and not enough 
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this…  Fortunately, I guess I’ve been strong enough or old enough that no one has 
challenged that. When we have a pop piece, we hear:  Oh, we really liked that; you 
should do more of that. We will, eventually. 
 
BROWN:  It’s the same everywhere. 
 
LECK:   For that reason, I’m lucky because I’ve been able to decide what I wanted to do. 
You know what you didn’t include – the music that I love.” I don’t teach music that I 
don’t love. If there’s a really nice piece and the text is great, the range is great, the 
tessitura is good, and it has some pedagogical things, but it’s a piece of crap that I don’t 
like, I’m just not going to teach it. Also, someplace in there you had melody but you 
didn’t put harmony and you know when I hear…One of my grad students just did his 5 
Hebrew Love Songs by Eric Whittaker. Oh my God, they’re so beautiful. This very week 
I’m having to turn in the repertoire for the Kentucky Allstate and I’m going to use the 
Whittaker pieces. It has interesting tonality but more than that it’s beautiful music. I 
know I’ll be able to teach it because it appeals to me so much. 
 
BROWN:  I know as a young conductor, I had to take on pieces that at first I didn’t seem 
to like but as I got into it more, I was able to see the beauty. 
 
LECK:   As we know, that’s the danger. The first impression of the piece is not the last 
impression of the piece. We have to be able to dig deep many times in order to see the 
potential and take us out of our comfort zone. I did a premier of a new piece this past fall, 
called the Lost Son. It is very angular, very dissonant and very stand off-ish. But I agreed 
to do the premier of it. We worked so hard on it to get it to be accurate. At the end the 
kids said, I get it now; I really like it. I liked it kind of in the beginning but it really grew 
on me. 
 
BROWN:  I’m going to step way back and ask you. What prompted you to start the 
children’s chorus? 
 
LECK:  I can tell you that exactly. It’s a little embarrassing, so maybe you shouldn’t 
publish it (laughter). I’ve been married for forty-two years to a music teacher. So she and 
I went to college together, we did our graduate study together. I was a voice performance, 
choral conducting and cello major – out to set the world on fire with real music. My wife 
was an elementary music teacher and for about twenty years of our life I presumed, well 
somebody has to teach those little kids. Eventually they’ll acquire all the things they need 
to be great musicians. And in 1985, I was conducting a church choir here in town and I 
got a letter from the Chicago Children’s Choir. They said we’re coming to ACDA to sing 
at a national convention. Would you be interested in hosting us and helping with the bus 
costs so we could come down. And I thought, well that’s an odd request but before I 
would go to the church and ask for bus, lodging, home stays and all that. I said to them. 
I’d really like to come up and see a rehearsal. I used to go up to Chicago and buy my 
music from Carl Fisher before the Internet. So I drove up and I got directions and I’m 
going into Hyde Park. And if you know Hyde Park in Chicago there’s this peninsula 
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south of Chicago that’s full of seminaries and universities and it’s ghetto on three sides – 
dangerous, scary ghetto. So, I’m driving and I get lost and I just know I’m going to die. I 
finally find this church and I pull up but I’m kind of afraid to get out of my car – there’s 
this big group of ruffian looking people out there. So, I get out and lock my doors and 
rush into the church and they follow me in. I think, oh my gosh, what’s going to happen 
now?  I get in there and I meet Keith Hampton, who was the director at the time and these 
guys continue right in and take their seats. (Laughter). They were part of the choir. Then 
before fifteen minutes had transpired they were singing Ralph Vaughn Williams, 
beautifully. Oh, my gosh what’s happening here?  Those kids in the ghetto found a way 
out. It was through that choir. I said “you bet we will pay for your bus and we’ll provide 
housing and meals for you.” So, they came down and I hosted them. They went to the 
convention and sang. There was this big room full of choral directors and they jumped to 
their feet and they were thrilled with the performance. They go off to this room and were 
given a plaque and I thought that these choral directors don’t even have the slightest clue 
where these kids came from and what it’s taken for them to get here. Later on I found out 
that the choir had provided them with shoes, part of some of their clothing and all of that. 
It got me thinking that in Indianapolis we had some good school and church choirs but 
there wasn’t a choir in the city that drew kids from all neighborhoods all ethnic areas, all 
economic, social and religious backgrounds into one group that could make beautiful 
music. And those kids sang beautifully. For the first time it kind of dawned on me that 
maybe you don’t have to have a college degree to be a great musician. Maybe an 11 year 
old can be artistic. And that’s where I start with this book: Going beyond the Craft of 
Music Making, the very first part, this is a true story. It said, recently when riding to a 
concert with two other conductors when one began to espouse his philosophy on teaching 
students. (this guy’s from Florida, by the way) (Laughter). A student must first learn the 
craft of music. It’s not until the student fully learns the craft of music that he becomes an 
artist. There was a female conductor in the same limousine. And she quietly said from the 
front seat, well I think a student can be artistic even while learning a craft. I think an 11 
year old can be artistic. I have truly learned since then – since starting the children’s choir 
that some of my most sublime musical moments have been with children. There’s a 
certain innocence a certain poise. And when you get a child’s voice properly trained so 
that it’s in tune and clear and expressive and you see a face expressing those emotions – 
there’s comparable to it. Right now if somebody walked right through that door and said 
would you rather be the conductor of the London Philharmonic or the Indianapolis 
Children’s Choir, it wouldn’t take me two seconds to answer. I think that some of our 
best avenues of artistic expression are with children. Is it the only avenue, no; I teach 
college kids, high school kids. I think there are many different ways to create artistry, but 
I learned a good lesson and it’s that young children can be very expressive. 
 
BROWN:  Yes and they can have deep feelings. 
 
LECK:   You know, we did four concerts in four days. And one of them was for a group 
called a garden club last Saturday night, downtown. All the kids did was walk in – there 
were all these flowers all over. It was a national convention. They walked in the center, 
faced the audience on both sides, sang Let There be Peace on Earth and there were people 
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crying, people with their jaws hanging there were people photographing. The instant they 
finished there was a standing ovation. A string quartet would have inspired them too, a 
marching band would have inspired them too, but in fact this was a group of middle 
school kids and there was a truly artistic interaction between and the audience and those 
kids. They knew it, the kids knew it, and the adults knew it. It was wonderful. We see 
that happen often. 
 
BROWN:  When you started what ages did you start with? 
 
LECK:  I started with fourth graders. There were a few third graders. I kind of patterned 
this choir after the Chicago Children’s Choir and I was kind of told that a children’s choir 
was from fourth through eighth grade or maybe 9th graders. So, there were a few really 
bright and talented third graders like my daughter (laughter). But they were basically 
unchanged voices from the fourth through ninth graders. I think I started with about 204 
the first year. The second year was 275 then the third year was 350 or 375. It’s just grown 
and grown ever since. What immediately started to happen is that when the 9th graders 
graduated, they didn’t want to leave. So they, can we appeal to come back and I would let 
a few return as 10th graders. Pretty soon it just kind of exploded and we have a high 
school choir. It’s wonderful – about 100 kids. 
 
BROWN:  Do you still consider that a children’s choir? 
 
LECK:  No, it’s a youth choir.  
 
BROWN:  OK. This is a discussion that I had with Robyn Lana. There’s a new thing with 
ACDA and they’re really trying to separate the children’s choir from the youth choir. 
Some choruses do define it as fourth through twelfth grade as children’s chorus.  
 
LECK:  But now her title is Children’s and Youth Choir. 
 
BROWN:  Yes 
 
LECK:   Which is smart because it is pretty undefined. There are a lot of children’s choirs 
who let girls sing for a very long time. Laurie Loftus at the Southern California 
Children’s Choir – she’s very beautiful and she told her boys, if you want to keep singing 
with us, then you have to use your high voice (laughter). And she keeps boys through the 
twelfth grade. (Laughter)  They are a children’s choir. 
 
BROWN: That works. 
 
LECK:   There was a boy in Oregon that went through his twelfth grade, it happens. I had 
a boy go through twelfth grade. So, it’s happening more often than not that had older girls 
and boys in it but then I started exploring this whole idea of what do you do with the boys 
changing voice. So, I advocate keeping the boy comfortably in his high voice until the 
lower voice completely develops and keep coming down across the break until the break 
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disappears. I do sometimes have older boys singing treble voices. I have a tenth grade 
boy now in choir singing high. I don’t even know if he’ll leave next year. But I also have 
from time to time, eighth grade boys who have been struggling to sing in their high 
voices and would like to move to the mixed chorus for 9th grade. So I look at each 
individual voice and help them grow in the best way that they can. And for some, like the 
boys that become tenors, they don’t even realize they’re tenors. Those few extra notes 
just appear and life goes on. But those poor boys who are becoming basses, go through 
some trauma and often times keep part of their high voice and there will be a whole in 
part of their voice. So, what do you do there in that alto range? 
 
BROWN:  Yes, it can be very difficult to place them on the right part or have them sing 
throughout the entire piece. 
 
LECK:  So anyway, your first question was: what inspired you to getting into the 
children’s choir. The answer is simply that I found the beauty. When I was a young man, 
and a beginning teacher – a high school choral teacher... There were those commercials 
on television “Oh I wish I were an Oscar Meyer Weiner” and the kids would sing way 
out of tune and everyone thought that was so cute. It was the acceptable standard. And 
when I first started publishing music, if there was a note over D, they wouldn’t accept the 
piece because they said that kids couldn’t sing that high. And it was because we really 
moved from the times of teaching technique in school to a method like a sears textbook 
kind of era where there wasn’t a lot of attention given to vocal technique. So a lot of 
classroom teachers just used the chest mechanism, that playground voice, and they didn’t 
think that kids could get up very high. That’s really changed now. I think music teachers 
realize that the most beautiful part of a child’s voice is the upper part.  
 
BROWN:  We seem to still be battling that very idea. 
 
LECK:   Are you? 
 
BROWN:  The issues are not from the music teacher standpoint but from classroom 
teachers and even parents. I think the type of music that the children listen to has greatly 
affected their vocal output. Keeping the boys singing in their head voice is also a battle. 
 
LECK:  I know that’s a battle. I’ve been on the other side of that battle. I have parents 
who say, I think this is probably Charlie’s last year. And I’ll ask them why and they say 
because his voice is changing. I then say: wait, haven’t you been to my workshop? 
(Laughter)  Actually, I do a boy’s changing voice workshop every year for the parents. 
 
BROWN:  The parents, that’s an interesting concept. 
 
LECK:   I bring the boys in and demonstrate the boys who are going through vocal 
change and those that have already gone through it to those parents whose boys are 
approaching it. So that they can kind of anticipate it and encourage the boys to keep 
singing. They know what’s going on. 
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BROWN:  Do you use the Indianapolis Children’s Chorus as a lab for any of your 
university students? 
 
LECK:  Yes, Absolutely. Not only for the university students but two weeks ago, I did a 
workshop with our kids for the AGO (organ guild) Chapter in the area. That included the 
organ directors that are doing children’s choirs and church choirs. We did a reading 
session for them and then I did vocal techniques for developing voices. Next summer, the 
Iowa Choral Directors are paying us to bring the Indianapolis Children’s Choir to Iowa as 
a demonstration group because I am one of the clinicians. It was funny because he called 
and asked me if I would be the clinician and I said sure but it had been a while since I had 
done that. Then he said and we’d like to have your choir. I didn’t understand what he 
meant at first. No, no, we would pay to bring your choir to Iowa as a demonstration. That 
was even better because I have my staff with me. 
BROWN:  That’s great. Which group would go to that convention? 
 
LECK:  It would be the middle school.  
 
BROWN:  Do you consider when you say “your group” – is it the middle school? 
 
LECK:   Yes, well I direct only one choir because I have so much administrative stuff. 
Josh and I conduct the two most advanced treble choirs. Ruth conducts 3 before that and 
Sarah, two before that. I’ve hired a wonderful high school teacher who conducts the high 
school group. 
 
BROWN:  How many choirs are there? 
 
LECK:   About twenty.  
 
BROWN:  How many are satellite 
 
LECK:   About eight are here and then two in Columbus, Indiana and then about 10 
satellites that are regional choirs 
 
BROWN:  How often do you get them together?  Is it only just before performances? 
 
LECK:  Regional choirs have two retreats per semester where they all come together on 
retreat day. Then they all sing the holiday concert together; they all sing the spring 
concert together. They’re doing a spring celebration and next weekend. But this Saturday 
night is the 25th anniversary celebration and all the choirs will be on stage. 
 
BROWN:  Wow!  How can you fit that many? 
 
LECK:  I don’t know. They’re going to be on the stage, on the pit, on the wings and 
down the aisles. (Laughter) 
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BROWN:  How phenomenal that will be. What a site! 
 
LECK:   Yes. We even have early childhood classes so even the prep kids will be there. 
They learn two songs. 
 
BROWN:  That’s cute. What ages are they? 
 
LECK:  Second and third graders. My wife teaches the second graders. 
 
BROWN:  Is she still teaching? 
 
LECK:   She’s retired but she does these two classes on Wednesday nights. 
 
BROWN:  Regarding your curriculum. I was at the choral conductor’s retreat and 
purchased your curriculum books. 
 
LECK:   You were? That’s great, the one in Cincinnati? 
 
BROWN:  Yes. I remember that there was another book expected out. 
 
LECK:   Yes, Ruth has two, and a recorder method and is working on another one. 
 
BROWN:  Especially since you already have established curriculum, I was wondering if 
you have ever given thought to also including an arts integrated curriculum? 
 
LECK:  I think that’s worth looking into, I truly do. Our attention has been focused 
mainly on musical literacy. To read notes and rhythms and intervals and hearing 
sonorities; spelling scales, spelling inversions, things like that – kind of a prep musical 
theory curriculum for an AP class to go to college. But there’s nothing wrong with 
thinking about an arts integrated curriculum. 
 
BROWN:  That to me is where my passion lies and to be able to implement such a 
curriculum is where my thoughts lie. I don’t know how many other people as defined as 
you do. I don’t know if you know. 
 
LECK:   There is a really neat session that Robyn could probably help you with at ACDA 
in Chicago. The new round table for children’s choirs was all about curriculum – about 
how you teach literacy. Ruth was one of the panelists but there was also Francisco 
Nunez. I popped in for just a second because I was working with the honor choir. Robyn 
would know – there were about five people who were presenting what they were doing. 
 
BROWN:  Thank you. That would be very helpful. I had an interesting conversation with 
Ann Small when she talked about the university students. She said they are now asking 
them to think outside of the box. How are you going to have a job in the future; what 
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other things can you do with this degree?  And to her, that is where she sees arts 
integration playing an important role. In Florida, we’re losing jobs. 
LECK:   There was a referendum last night and two school districts lost the referendum 
which means music will be eliminated. Pretty serious stuff. So, Josh Pedde, my assistant 
– we have a teacher advisory board and we work a lot to support teachers. He’s working 
with the department of education – he’s down there all the time. We try to go in and help 
without replacing the music teacher but supporting that teacher to teach music in the 
context of that district. It needs to be an on-going thing to make it work. The thought is 
that most people hiring now are wanting to measure creativity as a factor because 
creativity is sometimes more important now than what degree you have or what 
experience you have. They want people thinking outside the box. 
 
BROWN:  Absolutely. Everything you read today refers to going beyond just reading and 
writing and focusing on creative thinking.  
 
LECK:   You need to get out of the tunnel and begin to see other life experiences; it’s 
bound to be more creative. We have a great degree here called Arts Administration; more 
and more kids are moving into that degree because it’s a very wide degree. They elect a 
kind of principle area such as dance or theatre or general but then they have business 
classes and creative classes. They can move from that degree into public relations or 
development or marketing or archival work, a symphony, or ballet company. The arts 
really are broadened. I think it’s going to be those kids that are most easily employed 
because they have flexibility and direction and creativity. 
 
BROWN:  Yes, much more marketable. I know it’s almost time for rehearsal but if you 
don’t mind, I would be very interested to see what Ruth is doing on the curriculum side. 
 
LECK:   Ok. What we can do is during Josh’s rehearsal and my wife’s rehearsal with the 
prep kids, we can let you go in and observe them and then I’ll introduce you to Ruth. My 
rehearsal starts later. You are welcome to stay for everything and move around as freely 
as you wish. 
 
BROWN:  Thank you so much for your time and sharing so freely your depth of 
knowledge. It has been a pleasure and I’m looking forward to watching your rehearsal. 
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