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ABSTRACT 
 

This study is a qualitative examination of the origins and organizational 

information of selected amateur community choruses in the state of Texas.  This study is 

designed as an in-depth evaluation of each ensemble and will compare the methodology 

used by these ensembles in specific areas.  The conclusions reached in the results of this 

research revealed unified musical purposes across the choirs like advancing the choral art 

and producing beautiful music, while an incredible diversity of methods are employed to 

achieve those purposes.   

The comparison of methods is organized by grouped responses to interview 

questions, and then placed in chapters by general areas of information addressed in the 

questions.  The responses were gleaned from personal interviews with the directors of 

these organizations.   

This study does not offer a musical comparison or success evaluation of the 

ensembles, but compares the organizational methods used to achieve the goals listed in 

the chorus’s mission statements.  Additionally, the selection of choruses does not 

represent a cross section of amateur community choruses in Texas, but closely examines 

the operation and activities of six choirs. 

The criteria for selecting the choirs for this study included their proximity to each 

other, which allowed me to interview each director in person.  There are three groupings 

that emerged as a result of the interviews; unique circumstances, shared circumstances, 

and unified purpose.  Concerning unique factors, the focuses of this study are a 

symphony chorus, a gender-specific chorus, a chorus supported by a religious school, a 

 xvii



children’s chorus, a true stand-alone chorus, and a chorus associated with a state 

university.  Secondly, the ensembles can be grouped by certain shared circumstances, 

such as funding support.  One group is fully funded by a parent arts organization, three 

must raise their own support individually, and two are given some support by a larger 

educational organization.  Finally, every organization shares the goals of advancing the 

choral art, being challenged by the rigors of rehearsal and performance, and producing 

beautiful music. 
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CHAPTER I 

INTRODUCTION 

 

This study is a qualitative examination of the origins and organizational 

information of selected amateur community choruses in the state of Texas.  This study is 

designed as an in-depth evaluation of each ensemble and will compare the methodology 

used by these ensembles in specific areas.  My aim is to give you a greater understanding 

of the chosen choirs and about community choruses in general.  The conclusions reached 

in the results of this research revealed unified musical purposes across the choirs like 

advancing the choral art and producing beautiful music, while an incredible diversity of 

methods are employed to achieve those purposes.   

The comparison of methods is organized by grouped responses to interview 

questions, and then placed in chapters by general areas of information addressed in the 

questions.  The responses were gleaned from personal interviews with the directors of 

these organizations.   

This study does not offer a musical comparison or success evaluation of the 

ensembles, but compares the organizational methods used to achieve the goals listed in 

the chorus’s mission statements.  Additionally, the selection of choruses does not 

represent a cross section of amateur community choruses in Texas, but closely examines 

the operation and activities of six choirs. 

The criteria for selecting the choirs for this study included their proximity to each 

other, which allowed me to interview each director in person.  There are three groupings 



that emerged as a result of the interviews; unique circumstances, shared circumstances, 

and unified purpose.  Concerning unique factors, the focuses of this study are a 

symphony chorus, a gender-specific chorus, a chorus supported by a religious school, a 

children’s chorus, a true stand-alone chorus, and a chorus associated with a state 

university.  Secondly, the ensembles can be grouped by certain shared circumstances, 

such as funding support.  One group is fully funded by a parent arts organization, three 

must raise their own support individually, and two are given some support by a larger 

educational organization.  Finally, every organization shares the goals of advancing the 

choral art, being challenged by the rigors of rehearsal and performance, and producing 

beautiful music. 

 

Justification 

I define the term “non-professional community chorus,” and its synonyms 

“amateur community chorus,” “choir,” “ensemble,” and “group,” as a collection of 

singers who regularly rehearse and perform choral music without pay.  The singers in 

these groups participate in choral music, not as a career, but because of their love for 

singing. 

Non-professional community choirs can be avenues for amateur singers in a given 

area to build social relationships and experience artistic expression through music.  Many 

community singers also appear to enjoy participating in community organizations in 

addition to the choirs.  A national survey of 1,000 chorus participants by the Chorus 

America organization shows that 44% of respondents are active in more than one non-
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professional choral organization, and also that 76% of respondents volunteer for other 

community activities outside their singing activities (America’s Performing Art, 2003).  It 

is hoped that because of these attributes communities who do not have a choral 

organization might consider beginning one. 

It is my intent to explore these three non-professional community choirs using 

their directors’ responses to a series of interview questions as comparative case studies.  

Their responses to each question are grouped so that the reader can see the similarities 

and differences of each director’s response to the same question.  This allows the case 

studies to feature some specific information about each group in the context of their 

organization, support and operation while comparing that information to another 

director’s response.  The information about the ensembles was obtained by a personal 

interview with artistic and administrative leaders.  It is sincerely hoped that these 

interviews will be beneficial to conductors who have never experienced a community 

organization, and shed some light on other operational methods for conductors of 

community groups. 

Amateur community choirs are typically led by a professional musician, who is 

sometimes paid for his services.  The singers in the organization do not receive any pay 

for their time or musical contributions.  The demographic make-up of the organization 

will most likely differ from group to group, since the membership is drawn from 

volunteer singers in a local community, but it is believed that most simply share the 

desire to sing with others in the community. 
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 Just as I personally experienced, I hope the reader will gain a deeper 

understanding of the non-professional community ensemble in general, and specifically 

in Texas.  It is further hoped that the research can address the information needs of choral 

directors and others who are considering forming a community ensemble.  Some of the 

operational materials created by these organizations appear in the appendix section. 

 

Motivation and the Researcher 

 As a singer, I had participated in organizations like these many times, including 

some featured in this study.  I never thought about why they existed, or where the money 

came from.  I blissfully came to rehearsals, sang my part, laughed at some jokes and went 

home, ignorant to the efforts of the leadership in keeping the chorus active.  It was only 

when I began to think as a conductor about community choruses that I realized there must 

be much more “behind the curtain.”  I suddenly realized that I may be called upon 

someday to lead a chorus like this, and that I had absolutely no idea where to begin or 

what was involved.  As I am want to do, I began to wonder if there were other young 

conductors like me in graduate school who were also unprepared to assume the 

community chorus podium. 

 It was my conclusion that whether I was alone in my ivory tower ignorance or 

not, I wanted to find the information to bridge that gap of knowledge.  With my singer’s 

ego blindfold now removed, the researcher in me began to plan.  I decided that the best 

source of information on managing the community chorus was to talk to people who were 
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managing community choruses.  In sheepish hindsight, it took me some time to think of 

that. 

 Before talking with them, I had to examine my own biases and philosophies that I 

would bring to the interview that might skew the information I hoped to learn.  First, I 

grew up in a religious family, where my father is a minister and my mother was a special 

education teacher and musician.  I had sung in church choirs throughout my life, and the 

practical knowledge of volunteer participation from those experiences would, I thought, 

be beneficial.   

I had started my formal music training as a brass player in the Magnolia Junior 

High School Band.  I played tuba through junior high and high school, all the way into 

college.  I did not join an organized choral program until my sophomore year in high 

school, while still playing in the band.  From this experience, I brought a bias about 

conductors of different types of ensembles.  I noticed how I was expected to play 

precisely on the baton tactus in the band, but could sing well behind the choral 

conductor’s beat.  I also learned to count through bars of rests and read rhythms easily, as 

opposed to some of my fellow singers who enjoyed depending on their ear. 

Also, some great opportunities and workshops provided chances to see very fine 

conductors in rehearsal and performances.  This established a series of expectation levels 

for me concerning what was expected from a director of a church choir, director of a 

volunteer choir, director of a high school choir and director of a collegiate/professional 

choir.  It set standards that would allow me to assess the abilities of a conductor as 

average or exceptional for his level. 
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Lastly, I came to Texas Tech University to pursue a degree in fine arts, music, 

choral conducting and administration.  I wanted to hone my abilities as a choral 

conductor, as well as learn some business skills, broaden my appreciation and knowledge 

of theatre and visual art, and earn a doctorate-level musical education.  I wanted to 

synthesize my studies into a research project that combined as many of these areas as 

possible. 

From these biases, I limited my choice of directors to interview to ones I knew 

were above average in rehearsal preparation, rehearsal techniques, performance abilities 

and organization skills.  I further limited the list to those conducting the types of 

ensembles I knew the least about; community choruses.  Finally, I chose to interview 

three directors in close proximity to each other to allow me to sit with each in a personal 

interview.  This is how I made the choice of the three initial choirs for my research.  After 

the interviews, the list of groups expanded to six on the directors’ recommendation. 

 
 

Review of Related Research 
 

None of the groups in this study have any prior academic documentation or 

research on their history and circumstances.  So in order to understand the concept of 

community choirs from an organizational view, I did some research related to the general 

operation of community choruses. 

There is a diverse series of resources I examined that include a professional guide 

for the operation of choirs in general, and journal articles from as far back as 1894.  The 
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resources showed me that there are many different ways to manage a community group, 

and that there are some similarities in history and practice to groups in this study.   

The first source I found is an excellent guide on the operation of community 

choruses, titled Leading the Community Chorus: The Role of Organizations in Society by 

Matthew Sigman and published by the Chorus America organization in 2002.  This guide 

is referenced by and recommended in several books and articles on community choirs, 

and is an essential “how-to” resource for community and professional choruses.  The 

focus of the guide is to provide step-by-step instructions for things like creating a board 

of directors, finding a conductor, attaining non-profit 501(c)(3) status and other basic 

organizational needs.   However, the guide is marketed to both professional and non-

professional ensembles, and does not include interviews with individuals leading choirs, 

nor does it focus on specific examples of choral organizations.   

My study is focused intently on the non-professional chorus, which according to 

the Chorus America study, exists in much greater numbers.  The anticipated goal of my 

study is to serve as a resource to non-professional organizations by focusing on existing 

examples of amateur community groups.  Also, my study features interviews with 

directors, including discussions on organization, literature selection, auditions, 

performance space and other concerns.  These needs are mentioned in the Sigman book, 

but are dealt with as averaged information from a survey of several types of choirs, are 

not categorized for comparison, and feature no interviews. 

A previously mentioned second study, also commissioned by Chorus America in 

2002, is titled America’s Performing Art: A Study of Choruses, Choral Singers, and Their 
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Impact. It is primarily a source of statistics and demographic research, and this study 

references several public surveys in order to establish the participation level in choirs 

across the nation.  The study does not classify the surveyed organizations as either 

professional or non-professional, but uses the survey results from both, as well as school 

and college choirs, as an amalgam of chorus participation in general.  The statistics from 

this study show that choral singing is the largest method of artistic endeavor at the 

amateur level over any other type of artistic activity and that many participants sing in 

multiple choruses.   

A related dissertation on the functions, organization and development of 

community ensembles was written by Sheffield Klein, titled The Functions, 

Organizations, and Development of the Community Chorus, for a Ph.D. in Education 

from Columbia University in 1956.  Though this dissertation is similar to the topic of my 

study, the research into the subject is over fifty years old.  It does not feature interviews 

with conductors of organizations, as does this current study. 

David P. DeVenney contributes research on community choruses, specifically 

relating to their historical roots.  His book Varied Carols: A Survey of American Choral 

Literature, published in 1999, discusses the developments of the community chorus in 

America as an outgrowth of Christian worship.  He points to singing schools and 

conventions as the forerunners of community music-reading organizations, from which 

church choirs and community groups arose. 

His article on a similar subject is titled “The American Choral Tapestry: The Land 

and Its Settlers,” from the March 2002 edition of Choral Journal.  This article is a 
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discussion of the settlement of the West, beginning with the Louisiana Purchase in 1804, 

of which American authors began to write.  As the writings of James Fennimore Cooper 

and Washington Irving combined with the scenic paintings of John Church, Thomas Cole 

and Albert Bierstadt became well known as representations of this new region, 

composers began to depict the grandeur of the West in choral music.  This fascinating 

article is also used as a resource for choral society development.   

Each year, the National Endowment for the Arts (NEA) publishes an annual 

report that has a practical application to non-professional choruses.  The annual report 

shows the amount the endowment receives from Congress each fiscal year and lists the 

grants awarded.  All state arts agencies receive funding from the NEA, and disperse the 

funds to individual organizations within the state, including community choruses.  It is 

helpful for boards and directors seeking funds to know the funding amount available 

from the NEA and from their state arts organization.   

A significant number of journal and magazine articles contributed current 

information on the administration elements of community choirs.  A short article by 

Lunette Arledge in the Spring 1996 edition of Voice of Chorus America titled “Board 

Members at Work: The Kona Connection” looks at the involvement of a board of 

directors in a community choir in Hawaii.  It traces the development of a board of 

directors for a new community chorus start in a small town. 

Nancy Axelrod’s article from the Fall 2002 issue of Voice of Chorus America, 

titled “Enron: Corporate Malfeasance or Nonprofit Cautionary Tale,” was the first in a 

series of four articles on chorus leadership issues.  Axelrod’s main points in the article are 
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that choirs must keep tabs on their true financial condition, that the board must act with 

everyone’s best interest in mind, and that there must be accountability within an 

organization.  The second article in that series was titled “The Leadership Triad,” written 

by Oliver Tessier for the Winter 2002-3 issue.  Tessier’s title refers to a board of 

directors, an executive director and an artistic director who must coordinate their efforts 

to distribute responsibility equally.  Each member of the triad has their own area of 

leadership responsibility, but these efforts must be in sync with the other members of the 

triad for a successful operation.   

Thirdly, Mary Ann de Barbieri writes in the Spring 2003 issue on “Managing the 

Transition to a Community Board.”  Ms. de Barbieri assumes that most new choruses 

populate their board with singers from the organization, or the officers from within the 

organization.  This article deals with the reasons to transition away from people involved 

directly in the organization to a board of community members.  The new board should 

include businessmen, lawyers and advisors who understand business law, ethics, and 

other specialized areas of which most singers in the choir are unfamiliar.  The final article 

in the series is “A New Ethics Environment” by Michael G. Daigneault for the Summer 

2003 issue.  This article lists seven critical questions that an organization should ask to 

develop accountability and ethics models.  The reason for establishing such guidelines is 

to comply with laws, regulations, to foster trust in organizational leadership, and to 

handle ethics issues in-house. 

One history of the community choir as seen on college campuses is pulled from 

“America’s First College Community Chorus: A Brief History,” as written by Daniel 
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Kleinknecht for Choral Journal in October 1984.  A group of seven students organized 

the Musical Association on the campus of Oberlin College in February 1837, from an 

interest in choral singing and sacred music.  The article goes on to explain the expansion 

of the group, and is beneficial to this study in the observation of a grass-roots movement 

to create a group. 

Thomas Sander wrote an article on “The Fight Against Civic Disengagement” for 

the Fall 2002 issue of Voice of Chorus America.  Sander believes that organizations such 

as community choruses can help reverse the current trend of social isolation in towns and 

communities.  He highlights the benefits of what he calls “community connectedness” in 

maintaining good relationships, safer streets and educational attainment among other 

benefits, and believes that voluntary organizations help create a connectedness that is 

declining in American society. 

An article entitled “How to Start a Community Chorus” by Susan J. Avery was 

printed in the May 2004 issue of Music Educators Journal.  The article is written from 

the point of view of an educator who is searching for methods to create a community 

feeling and social atmosphere for amateurs. 

The Music Educators Journal printed an article titled “Organizing a Community 

Chorus,” by Gordon Myers for the March 1960 issue.  This article gives a series of steps 

a new organization should go through to organize from the very first meeting.  The aim 

of the article is to give the members information on how to organize the group so that the 

teacher/leader does not have to organize the group alone.  Though these steps are 

rudimentary, they continue to be a solid framework for the basic organization of a choir. 
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Robert Anders Stromberg wrote an article called “A Successful Community 

Chorus,” published in 1947 by Music Journal.  This article, much as the others, focuses 

on a specific choir, however this choir has a very different pedigree.  The Bound Brook 

Community Chorus of Bound Brook, New Jersey was started in 1944 in response to the 

request of planners of an exposition in the community.  Fred Waring was contacted to 

help the group organize quickly, but he was unable to directly participate.  In his place he 

sent an assistant conductor to audition and direct the group for the exposition program.  

That assistant was Robert Shaw.  The group flourished during and after Shaw’s 

involvement, and the article is a follow-up on the position of the chorus as of 1947. 

Many of these resources, and additional ones listed in the bibliography, gave me a 

greater overall understanding of community choruses.  I also wanted to include a chapter 

on the development of community singing in the United States, and that research is 

included in Chapter 2. 

 

Methodology and Materials 

My study focuses on three examples of non-professional choruses in Texas using 

a qualitative case study evaluation and comparison as its research design.  The study 

begins with a brief history of community singing in the United States, and how national 

trends influenced singing in Texas.  Following that chapter, the directors’ responses to 

semi-structured interviews are featured, grouped by predetermined coding categories, 

such as membership and musical decisions. Within these general categories the response 

of each director is listed under the specific question.  This listing of all responses to the 
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same question hopefully will show the similarities and differences of the groups to the 

reader.  If not, a concluding chapter presents the results and a summary of the research in 

a concise layout.  The list of interview questions presented in the order used in the 

interviews appears in the appendix section, followed by a listing of the questions 

arranged by chapter. 

As I mentioned in the motivation topic above, I wanted to discover information 

about community choruses that was not a part of my academic education.  I was looking 

for information on their operation method, circumstances and funding sources.  I 

narrowed the chorus list to amateur organizations with directors I considered to be above 

average, and in close proximity to one another, allowing me to travel a reasonable 

distance from one chorus to the next and meet personally with each director.  From the 

information in the interviews and some recommendations of the chosen directors, I felt 

that some additional insight from other choruses in the area would provide comparison 

material to the original three groups.  Some of these additional choruses were 

recommended to me by the directors for having a different operation method or criteria.  I 

included the supplemental information from the extra choruses when their methods 

differed significantly from the principal three choruses. 

The interview questions cover topics such as history of the organization, an 

overview of the membership, a list of recent activities, and some information on the 

organization and operation of the choruses.  In delving into this research, one interesting 

aspect I found is that within the amateur choral community a wide variety of business 

models and operational methods can be used.  In other words, Chorus A may receive 
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funding from different sources than Chorus B, but can manage the day-to-day operations 

of the ensemble in the same manner as Chorus B.   

 

The Initial Choruses 

The first primary chorus example is the Dallas Symphony Chorus (DSC), and 

Artistic Director David Davidson.  The DSC exists as a segment of the Dallas Symphony 

Association (DSA), which mainly administers fundraising activities.  The DSA funds not 

only the Chorus, but also the Dallas Symphony Orchestra (DSO).  The DSA receives a 

grant from the Texas Commission on the Arts (TCA), and provides the choir with office 

space, advertising, new music, and artistic personnel.  I interviewed Mr. Davidson and his 

Executive Assistant, Ms. Donna Krauss, for this study. 

The second primary ensemble in this study is the Women’s Chorus of Dallas, and 

Mark Stamper, Artistic Director at the time of the interview.  This group receives the 

majority of their operating funds, and the building that houses their office, from the City 

of Dallas.  The choir is not often limited to certain repertoire, nor limited to a particular 

concert venue, as are other choruses.  I interviewed Mr. Stamper for this study. 

The Oratorio Chorus of Southwestern Baptist Theological Seminary in Fort 

Worth, Texas, directed by C. David Keith, is the third and last of the primary choirs in 

the study.  The membership of the Oratorio Chorus is open to anyone from the seminary 

or community, and features several concerts during the year, including an annual 

presentation of Messiah each December since the founding of the School of Church 

Music in 1921.  The Seminary provides much of the needs of the choir, including the 
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rehearsal space, instruments, and concert promotion.  I interviewed Dr. Keith for this 

study. 

 

The Additional Choruses 

The following groups are included for comparison when their practices differ 

from the practices of the primary ensembles.  First, the Children’s Choir of Greater 

Dallas, with founding Artistic Director Cynthia Nott, is partially funded by the city of 

Dallas, like the Women’s Chorus.  The CCGD does not have a city-owned office or 

rehearsal space, and determines their own repertoire and concert venues.  Ms. Nott’s 

insight on founding a chorus is very valuable to this study. 

Secondly, Bryce Gage is the founding director of the North Texas Civic Chorus. 

He gave valuable information about the founding of the group as well as the organization 

and support that has sustained the choir.   

Finally, The Lubbock Chorale, under the direction of John H. Dickson, invites 

auditions from student and community members, and features up to four concerts a year.  

The Texas Tech University School of Music provides a rehearsal space for the Chorale, 

pays the director and accompanist, and even assigns Teaching Assistants from the Choral 

Studies Department to aid in the administration of the Chorale, but does not provide any 

other funding support.  I interviewed Dr. Dickson for this study. 

Beyond these interviews, I also reviewed published books and guides giving 

attention to, or specifically addressing, the operational needs of a community choir.  A 

review of major journals in the fields of arts administration and choral music yielded 

 15



additional resources and information not yet published in any other form.  These 

resources are either documented in the above section on “Review of Related Research,” 

or are listed in the Bibliography.  Documents and resources used were the most recent 

and authoritative as of February 1, 2005. 
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CHAPTER II 
 

A BRIEF HISTORY OF THE COMMUNITY CHORUS 
 
 
 

 The purpose of this chapter is to provide a historical context for the development 

of non-professional community choruses in Texas.  This context is based on some major 

events of amateur music-making in the history of the United States.  Since the focus of 

this study is on the examination of the chosen ensembles, and not solely historical 

research, this chapter is not an exhaustive account of the influences on community 

singing in Texas.  For additional information on the history of community singing in the 

United States and Texas, three books that serve as resources in this chapter are 

recommended; Choral Music: History, Style, and Performance Practice (1993) by Robert 

L. Garrison, Varied Carols: A Survey of American Choral Literature (1999) by David P. 

DeVenney, and Music in Texas: A Survey of One Aspect of Cultural Progress (1936) by 

Lota M. Spell. 

 

Origins of Community Singing 

 The history of choral music in America, and especially the practice of amateur 

community singing, is strongly tied to the worship practices of the early colonists.  

Traveling from Europe to the New World, they brought musical traditions and literature 

from their native countries.  As we will see, some of these settlers from England and 

Germany were very influential in the development of music in what would become the 
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southwestern states.  The colonists also brought materials for Christian worship to the 

Americas, and began to publish church materials in the early years of colonization. 

 

The Bay Psalm Book 

 The first book published in the colonies was the 1640 The Whole Book of Psalms 

faithfully translated into English Metre, better known as The Bay Psalm Book in 

Massachusetts (DeVenney, 1999, p. 1).  This book was utilized in worship services, but 

interest in singing experienced a decline, both in churches and communities, during the 

seventeenth century.  Though additional versions of the book were published, and other 

volumes were assembled in hopes of reforming singing, the participation and skill of the 

congregation did not meet the standards of the educated leadership.  Two temporary 

solutions were found.  First, some churches began the practice of rote music learning by 

singing psalms at a slow tempo multiple times.  Another solution was a practice called 

“lining out,” in which a singing leader would sing a line of a hymn tune for the 

congregation, who would then echo.  Individual churches assembled and enjoyed their 

own worship repertoire in these ways, but these varied practices made it difficult for 

traveling ministers and worshipers to know the tunes of a different church. 

 

The Singing School Movement

 In response to this development, a movement arose to encourage the learning of 

music and the teaching of singing to everyone.  New instructional books on music 

reading and aural skill acquisition were published, including John Tufts’ [1689-1750] 

 18



book An Introduction to Singing of Psalm-Tunes, in a plain and easy method in 1721, and 

Thomas Walter’s [1696-1725] The Grounds and Rules of Musick Explained also in 1721 

(DeVenney, 1999, p. 3).  These and other books were used by schools to teach music 

literacy, and were used in some churches without regard for whether the church followed 

the opposing practices of psalmody or hymnody. 

 Toward the close of the eighteenth century, the singing school movement that 

began in the early days of the colonies had grown tremendously.  Among the notable 

names that were influential in the growth of singing schools is William Billings [1746-

1800], a Bostonian who taught himself to read and sing music.  Billings composed 

proficiently, creating hundreds of psalm tunes and anthems in a series of books and 

collections for the singing schools.  He broke with the tradition of composing in the 

English and European styles, and created a unique set of compositional guidelines for his 

works.  H. Wiley Hitchcock, in Music in the United States: A Historical Introduction 

(1974), says this about Billings, “If he was not, as some have implied, the most original, 

the most typical, or the most popular of the First New England School, he does symbolize 

perfectly the cheerful, unselfconscious pride, the honest journeyman excellence of our 

nation’s first composers.” (p. 14) 

 At the beginning of the nineteenth century, a concerted effort began to revive 

religion in the United States by taking church meetings out to rural areas in the form of 

tent meetings.  In this new effort, a renewed interest in sacred singing emerged as an 

important ingredient, and led to the involvement of more music educators as singing 

school advocates.  Lowell Mason [1792-1872] was a crucial figure in music education in 
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the United States, as well as a tune composer.  As Callahan and Dwight (1977) indicate, 

Mason, a Bostonian, compiled a tunebook for a newly formed professional singing 

society in Boston known as the Handel and Haydn Society in 1815.  The tunebook, titled 

The Boston Handel and Haydn Society Collection of Church Music (DeVenney,1999, p. 

23), was a collection of psalm tunes, hymn tunes and anthems, along with music reading 

instruction.  It was a commercial success and initiated a collaboration between Mason 

and the society that resulted in his election as president of the organization.  This 

collaboration was the beginning of singing societies in major cities in the United States in 

the nineteenth century. 

 

Singing Societies

 In the nineteenth century, a shift began in the source of musical inspiration in the 

United States.  Hitchcock (1974) asserts that the influence of the English and French 

musical styles began to wane, and the emergence of Romanticism, particularly in 

Germany, attracted young American composers toward a new model for compositions.  

As these musicians traveled overseas to study, they were exposed to British and German 

society and culture, including life in very musical towns.  As the ideals of Romanticism 

heightened the influence and stature of composers and musicians, a cultural phenomenon 

emerged in England and Germany in the form of town bands.  The town would benefit 

from the band by enjoying music at different events, and the musicians enjoyed the 

notoriety.  This emergence may have been evident to the Americans, who would have 
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communicated the ideas to their families back home.  The influence was certainly carried 

by immigrants from these countries to the United States. 

 According to Hitchcock (1974, p. 84-85), the first so-called “permanent” 

American symphony orchestra was founded in New York in the 1840s.   Other cities 

began to follow the model of establishing professional orchestras that were separate from 

opera houses, such as the Boston Symphony Orchestra in 1881.   

Opera had migrated to the United States with the colonists, and had been the 

primary source of vocal music outside of church choirs for some time.  One might 

perceive how a movement of orchestras away from the opera house might also have 

influenced the same departure for vocalists who desired a greater range of vocal 

repertoire.  Professional singers and opera stars in urban areas during this time could 

already find extra income by singing in church choirs, who performed classical music in 

their services.   

The idea of amateur music making melded with new compositions by composers 

like Stephen Foster [1826-1864], whose songs were becoming popular through music 

publishing.  As a result of these factors, combined with the smashing sales success of the 

Handel and Haydn Society Collection, town bands formed in America, and homes 

became concert halls, where the family would gather around the pianoforte after dinner, 

and sing for entertainment. 

As previously stated, singing societies began to form in major cities, but also in 

newly settled areas of the country.  In her 1936 book, Spell records that in 1822, the 

Mexican government had allowed a few American citizens to begin to relocate into the 
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Texas territory.  Americans poured into the new territory and began to establish new 

cities.  The first singing society in Texas was not formed by the German immigrants who 

had been among the very early settlers of the territory, but among the Anglo-Americans 

in Houston in 1839.  The group functioned as a chorus for the religious services in the 

capital before branching out to more varied repertoire.  Other groups appeared in Austin 

in 1850, in Dallas in 1856, in Houston in 1857, and a German singing society began in 

New Braunfels in 1850. 

 

Post-Civil War

Following the Civil War, some Northern states invested in the rebuilding of the 

South.  Crawford’s 2001 book found that one group of investors established Fisk 

University in Nashville in 1865 and began a choral group known as the Fisk Jubilee 

Singers (p. 258).  The university’s student body was predominantly black, and the singers 

featured African-American spirituals as part of their repertoire. 

Crawford went on to say that thanks to the influence of the Jubilee Singers, 

certain traditional forms of church music were influenced by trends in popular music.  

The popular hymn writers Ira Sankey [1840-1908] and Fanny Crosby [1820-1915] were 

among composers writing hymns that featured popular rhythms and music.  These hymns 

were very well received by church choirs, and inspired even more participation in 

amateur singing, both in and out of the church (p. 274-5). 

Singing societies continued their influence into the twentieth century.  One unique 

development in the history of singing societies took place in Chicago, as researched by 
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Elrod in 2001.  Founded as a settlement house in 1889, Hull-House sought to improve the 

cultural life among immigrants.  Initially, the organization struggled to find interest 

among the immigrants, but the lack of interest was short-lived.  The house attracted a 

large number of immigrants and volunteers, and the facilities were expanded several 

times as a result of the activities. 

Elrod (2001) indicates that initially music concerts were used to draw people into 

the house, featuring special concerts for ethnic groups and also singing classes.  The 

concert series began to bloom into a full-fledged music school, holding student concerts, 

staged operettas and choral concerts with compositions by in-house teachers like Eleanor 

Smith [1858-1942].  Several ensembles formed which contained students and 

neighborhood residents, including a children’s singing class of twelve hundred which 

performed at the 1893 World’s Fair in Chicago, and the Working People’s Choral Society 

in 1894.  Both the children’s class and the Society were led by William L. Tomlins 

[1844-1930].   

Tomlins, born in England, had come to Chicago to direct the Apollo Musical 

Club, and during his time he initiated a female auxiliary chorus in performances of the 

ensemble.  He began work with the Hull-House music school in 1895, and continued 

performing double duty with the Apollo Club until 1878.  It was his idea to form a 

“working people’s” chorus in Chicago, and he accomplished this through the Hull-House 

organization.  Elrod records that Tomlins was influenced to begin this chorus by the 

efforts of Frank Damrosch in New York, who had established a number of singing 
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societies, and led a group of 1,500 people in music classes that may have been the 

People’s Choral Union and Singing Classes (p. 15-16). 

Tomlins’ idea was to meet weekly with the choir, and limit the number of singers 

to four hundred men and women, excluding girls under age 17 and boys under 18.  He 

was also interested in having non-professional singers as part of the chorus, to further 

their music abilities and education.  He also initiated a competition for amateur 

songwriting in 1895, and had over 300 entries within one month.  However the next 

year’s competition ended without a winner and the competition faded.   

So, too, did the Working People’s Choral Society.  In 1896, advertisements from 

Hull-House solicited singers for a new society called the Hull-House Choral Society, 

meeting at the time previously occupied by the Working People’s Society, and directed 

by Tomlins.  Elrod writes that this may have been either intentional or an oversight in the 

writing of the article, but the Working People’s Choral Society does not appear in the 

Hull-House records after 1897 (p. 25-26). 

 

The Immigrants

 Tomlins’ idea of working people’s choirs began to spread around the growing 

country, and especially in metropolitan areas where immigrants could find work.  

German immigrants had settled in Texas starting in 1845 in towns such as Austin, La 

Grange, San Antonio, New Braunfels and Fredericksburg.  As the number of immigrants 

to the state increased, ethnic musical societies began to emerge in these and other cities, 

such as Houston and Galveston.  Town bands began to appear in the late nineteenth 
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century, not only with German players but led by German musicians.  Immigrants also 

came from France, settling around Port Arthur and in the Oak Cliff suburb of Dallas.  In 

both areas, ethnic music societies were founded.  Other immigrants settling in Texas 

during the late 1800s were Czechs, Swedes, and Italians.  Each of these immigrant groups 

brought a musical heritage and tradition with them to the new state, and established 

musical ensembles to carry on that heritage. 

 

Music Education

 According to Spell (1936), Spanish missions founded to meet the needs of the 

new ethnic societies and cities were the first schools in Texas, and the first to bring music 

education in a concentrated effort outside the occasional singing school.  The history of 

music education in Texas schools was a merging of the Spanish Catholic educational 

tradition with music education in New England, which became the dominant influence. 

 As previously stated by DeVenney, Lowell Mason was a pioneer of systematic 

music education in the United States.  Mason standardized the methods used for music 

education without diminishing the contributions of earlier singing school teachers.  His 

introduction of music education in the Boston schools in 1838 was copied by several 

major cities starting in 1839.  Included in that list was New Orleans, which adopted 

music education into the school curriculum in 1841.  Teachers would move from school 

to school, and when one music teacher relocated from New Orleans to Galveston, the 

word began to spread about the inclusion of music in the curriculum. 
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 In San Antonio, music was added to the curriculum in “The People’s Schools” in 

1853, to be taught by a German teacher, as Spell records (p. 82-85).  For the next several 

years, only German schools continued the teaching of music.  Public high schools began 

in Texas in 1880, but did not include music instruction until 1910, following a trend that 

began in Springfield, Massachusetts, to include music appreciation in the public school 

curriculum. 

 As years progressed, the German immigrants continued to teach music in their 

schools, and held annual music festivals, called Saengerfests, which featured many town 

bands and choirs.  In the early twentieth century, these festivals became so large that 

public school children were invited to join the Saengerfest choirs in Houston in 1913 and 

San Antonio in 1916 and 1929.  Though the German singing societies, and much of the 

German musical influence, was dramatically reduced during World War I, Spell notes 

that their influence continued after the war’s conclusion. 

 

Civic Music and Music Commissions 

 In 1919, Texas had a first in the development of civic music.  The Dallas 

Municipal Music Commission was founded, and though it was not the first of the city 

music commissions in the nation, it was the first to grasp the idea of musical activity as a 

public service.  Spell cites The Dallas Commission as starting several community music 

events, of which the most relevant to this study was a two hundred voice municipal 

chorus to perform with the still-young Dallas Symphony Orchestra (p. 121).  This chorus 

is not the same ensemble that exists today as the Dallas Symphony Chorus. 

 26



 Spell further records a 1924 survey distributed by the National Bureau for the 

Advancement of Music, asking cities to divulge the amount of money spent from city 

coffers toward music activities.  Not all cities responded, but of the thirty-two cities in 

Texas that reported, Dallas, El Paso, Ennis, Houston and Victoria all reported city-

sponsored community singing. 

 

The New Money 

 The discovery of oil at the Spindletop knoll outside Beaumont in 1901, and other 

deposits found across the state, brought a new source of money into the Texas economy.  

The new money from oil commodities boosted the state’s economy even as the nation 

entered World War II.  Once the war was completed, many of the soldiers who had been 

trained as musicians in the armed services came home, and began to participate in 

municipal bands and choirs.  Towns and suburbs began to appear, in what had been 

farmland, to accommodate new families and housing.  These new communities also 

provided opportunities to expand the community singing experience to new participants 

and patrons. 

 The advents of radio and television allowed Texans to hear great choirs from 

around the nation, such as Fred Waring and the Pennsylvanians (Garretson, 1993, p. 141).  

Music education continued to develop following World War II and into the 1950s in 

public schools and universities.  Garretson (1993) also found that efforts increased to 

further choral music education during the 1950s, and one result of the effort was the 

formation of the American Choral Directors Association in 1959.  Its counterpart in 
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Texas was the Texas Choral Directors Association, which began in 1955, and shared the 

goal of ACDA in promoting choral singing and choral music education.  TCDA holds an 

annual convention each year for choral musicians in San Antonio, and ACDA alternates 

between national and regional annual conventions. 

 Today there are over seventy-five non-professional community choruses in Texas, 

listed in Appendix B of this study.  There are certainly ensembles that are not represented 

in the compiled list since new community choirs begin every year in Texas.  The 

involvement of singers in Texas who choose to sing as part of a community group is a 

testimony to the commitment and quality of music educators and those who have 

continued the vision of figures like William Billings, Lowell Mason, Frank Damrosch 

and William L. Tomlins.  
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CHAPTER THREE 

HOW THE CHORUSES DEVELOPED 

 

 In examining the ensembles in this study, I felt an important element was to gain a 

sense of the circumstances around the founding of the groups.  I wanted to know what 

drew me as a singer to these groups, and what drew me as a conductor, aside from the list 

of criteria for inclusion in the study.  I met with each director individually, and present 

my observations and their words here as an introduction to each director and to the 

ensembles they direct.  The information presented in this chapter is an introduction to the 

choruses in the study, an overview of each group and the context of the interview. 

 This chapter includes the directors’ answers to questions one, two, six, nine, and 

fifteen to provide an introduction to each of the choruses in the study, some information 

on their history, and a snapshot of the organization overall. 

 

The Women’s Chorus of Dallas 

August 25, 2003 

I woke with a start, and my eyes popped open as they rarely do first thing in the morning.  

There was no startling sound other than the alarm clock, but my anxiety came at the 

realization that today would be the first of my research interviews.  I had everything 

together; a typed list of questions, my trusty video camera, and professional looking 

clothes.  I stepped out of my room to a bright, clear day in Haltom City, just north of Fort 

Worth, climbed into my car and began the long journey to the upper downtown area of 
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Dallas.  Being somewhat familiar with the area, I found the Sammons Center for the Arts 

rather easily, and pulled into an open parking space.  The building was a 1920’s version 

of a gothic and art deco coalition, built originally as a water pumping station for the city.  

Now it featured an elegant exterior, and I could not wait to step inside for the first time.  

Upon entering, the center resembled an expensive loft apartment complex.  There were 

large artworks on the walls, hardwood floors, weathered brick and track lighting to give 

the building a gloss and sheen as though newly-built.  Curiosity got the best of me, and I 

wandered around for a moment, since I arrived a bit early for my appointment.  There 

were several office doors marked with logos of organizations, and one immense 

rehearsal hall, with matching hardwood floors and acoustical tiles on the wall and 

ceiling.  The only windows in the room were at the top of where the second floor would 

have been, had the room not been tall enough to envelope the space. I reentered the 

lobby, and ascended an ancient iron staircase to the second floor and the office of the 

Women’s Chorus of Dallas.  I was there to meet a friend and former fellow student at 

Southwestern Seminary, Mark Stamper, just named the first full-time artistic director of 

the chorus.  I entered the office door marked with the chorus logo, and Mark was waiting 

for me inside.  Mark always seemed a little taller than I, very slender and bespectacled.  

He ushered me over to his side of the shared office, where I set up the camera as we had 

small talk about professors, courses and music literature.  There is one word to describe 

Mark and everything he does; passion.  He speaks quickly and loudly, and has amassed 

an overwhelming list of choral works in his conversation before the taping has even 
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begun.  I stop him mid-sentence, because I want a record of this great conversation, if 

only to further my own list of choral repertoire. 

Mission Statement 

The mission of The Women's Chorus of Dallas is to enhance the musical, 

educational and cultural experience of our audience through the quality 

presentation of choral music for women's voices. 

 

“We’re Not Set Up With a Top Figure” 

Mr. Pendleton:  This is Mark Stamper.  He is the Artistic Director of the 

Women’s Chorus of Dallas.  Mark, would you basically run me through the 

details of the organization, how many members you have, and the organizational 

setup.  Just give me a nutshell of what you have got. 

Mr. Stamper:  Okay.  We will be starting rehearsal tonight with 103 members.  

This is our 15th anniversary year.  We started in 1989 with 32 women, so the 

organization, obviously, has grown quite a bit in the course of history.  We are 

getting ready to release our ninth recording.  The budget has grown from $10,000 

to almost $300,000.   

We have an Executive Director, Artistic Director, full-time, part-time 

office manager, part-time accompanist, part-time small group.  We have two 

small groups in the ensemble, one of which is SoundScape.  It is made up of 13 

women that practice an additional night every week and go out and sing extra 

concerts.  And then we have another group called Chamber Singers that’s made 
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up of 32 women, that’s more demanding, I mean they have to sight read to get in.  

So [Chamber Singers] sings on major concerts, and do literature that is more 

difficult.   

The other group [SoundScape] is more of a serious/entertainment group 

that represents us on the side.  Chamber Singers is a small group pull out, almost 

like a chamber chorus. 

Mr. Pendleton:  Okay. 

Mr. Stamper:  We have a group of officers that help manage details.  We have a 

Board of Directors. 

Mr. Pendleton:  Well, that’s a good start.  We can go in little chunks. 

Mr. Stamper:  You have some specific questions?  Okay. 

Mr. Pendleton:  Is there a specified number of members in the chorus, or is it 

just you take as many as you can get, how does that work? 

Mr. Stamper:  Yeah, we’re not set up with a top figure.  We haven’t capped 

anything out yet.  I mean, our brother organization upstairs has, you know, 

probably 200 members.   

Mr. Pendleton:  Okay.  And brother organization is? 

Mr. Stamper:  Be Turtle Creek Chorale. 

Mr. Pendleton:  Turtle Creek Chorale. 

Mr. Stamper:  Yeah.  They, “brother,” being that Tim Seelig, their conductor, it 

was him along with a couple of the women’s dream to start this chorus.  Even 

though he wasn’t the first conductor, he was one of the founding members and a 
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big force in that.  All the SATB work pretty much his chorus has done through his 

14 years prior has been with them.  They have some with a few other choruses.  

But we don’t really have a cap because we practice here in our building and 

there’s plenty of space in it here.  The Vocal Majority [men’s barbershop chorus] 

practices here and they have even more guys than Turtle Creek, so we’re not 

limited on space. 

Mr. Pendleton:  Okay. 

Mr. Stamper:  So we’re not capped off, really, at any level. (Interview, August 

25, 2003) 
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The Dallas Symphony Chorus 

August 26, 2003 

The summertime in the Dallas area is oppressive, with sweltering heat tag-teamed with 

high levels of humidity so the air feels thick and heavy.  I rose early to get a jump on the 

midday sun, and left my room in Ft. Worth to journey to an exclusive area of greater 

Dallas.  The Highland Park area is a cavalcade of expensive homes, flashy cars, golf 

courses and manicured lawns that resemble more emerald shag carpet than vegetation.  

In the middle of this high-class enclave is the Highland Park Presbyterian Church, a 

gray stone and brick fortress with abundant stained glass.  Upon entering, I started to 

wander the halls searching for the choral rehearsal room, and my meeting with David 

Davidson.  I traveled up the stairs, hearing a piano playing fast, repetitive introductions 

and four part chorales.  I followed the sound to find David, with his back to the door, in 

the choir rehearsal room of the church playing through some new octavos from a music 

publisher.  I waited for him in his nearby office, and he entered at the exact time of our 

appointment.  David is a tall middle aged man, with an elegant aura and stylish clothes.  

I had sung for David as a member of the Symphony Chorus some years back, and I was 

very excited to get to spend a little while getting to know him and his ideas.  He entered 

with Donna Krause, his assistant at the Dallas Symphony Chorus.  Donna is petite with 

blond hair, blue eyes and a very earnest smile.  David ushered Donna and I into his inner 

office, decorated with light wooden walls, photos of performances and gift plaques from 

his ensembles.  He sat behind his desk: Donna sat immediately across from him on a 

sofa, and I chose a comfortable wing-back chair against the wall, facing them.  As I 
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struggled to set up my video camera to record the interview, David asked about my 

research and the questions I will ask him.  I do my best to put his concerns to rest, and to 

assure him that my interest is in the operation and history of the Symphony Chorus, from 

a singer’s point of view.  He sat back and took a breath, and acknowledged he was ready. 

Mission Statement 

The Dallas Symphony Chorus, founded in 1977, is the official vocal ensemble of 
the Dallas Symphony Orchestra. This volunteer organization, under the direction 
of David R. Davidson, is made up of members who devote their time, efforts, and 
talents to regularly scheduled rehearsals and performances with the orchestra, as 
well as other appearances in the community. 
 

“We Are Connected” 

Mr. Pendleton:  I am with David Davidson, Conductor of the Dallas Symphony 

Chorus and Donna Krauss.  And Donna, what is your title? 

Ms. Krauss:  Assistant to the Director of the Dallas Symphony Chorus. 

Mr. Pendleton:  Okay.  I didn’t know what your official title was. 

Ms. Krauss:  That’s the official. 

Mr. Pendleton:  Okay.  That’s good enough for me.  I have a few questions 

written down, but I’m just going to toss them out and whichever of you feel more 

comfortable in answering, just jump right in. 

 The first one is, can you give me an overview of the set up of the chorus, 

how many people there are involved, and a general overview of where the chorus 

is now. 

Mr. Davidson:  [To Ms. Krauss] I’ll let you do that. 
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Ms. Krauss:  Well, right now we start the season with about 237 voices.  We’ve 

had quite a few on leave, but I didn’t bring the information. 

Mr. Pendleton:  That’s okay. 

Ms. Krauss:  But people who start the season on leave for various reasons, like 

they’re in the opera chorus or jobs and they know they can’t make a certain 

number of concerts and all that, but that’s currently where we stand. 

Mr. Pendleton:  Okay.  And how many people are involved in the administration 

of just the chorus? 

Mr. Davidson:  Well, we have the executive board. 

Mr. Pendleton:  Uh-huh. 

Mr. Davidson:  Which would be the president, the president-elect, and secretary-

treasurer. 

Ms. Krauss:  And the section reps. 

Mr. Davidson:  And then all the section reps. Soprano, alto, tenor, bass. 

Mr. Pendleton:  Okay. 

Ms. Krauss:  Paid-wise there is only David, me and then the librarian. 

Mr. Pendleton:  Okay. 

Mr. Davidson:  The library is very part-time. 

Ms. Krauss:  Uh-huh.  Yeah. 

Mr. Pendleton:  Okay.  Is there a percentage of the actual symphony 

administration that sometimes deals with the chorus or is that just pretty much an 

in-house kind of operation for the chorus? 
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Mr. Davidson:  Well, Mark Melson, who is the production vice president – 

Ms. Krauss:  - of [artistic] operations. 

Mr. Davidson:  Operations.  [Melson] is our liaison to [Dallas Symphony 

Association President] Dr. [Fred] Bernstein and the DSA Board. 

Mr. Pendleton:  Okay. 

Mr. Davidson:  So we are connected.  I mean we are an institution of the Dallas 

Symphony…They had been using the University of North Texas and some local 

churches [as a chorus] and I think schedule became a problem, the availability of 

students, and quality became a problem.  And [former Symphony Conductor] 

Eduardo Mata is the person who envisioned it. He had always wanted the 

orchestra to have its own chorus. 

Mr. Pendleton:  Okay. 

Mr. Davidson:  We’re a young chorus.  You know, when I think 25 years, that’s 

not very long.  I think Chicago [Symphony Chorus] is what, 75?  They’re much 

more established than we are. 

Mr. Pendleton:  Right. 

Mr. Davidson:  But it was Mata that had the vision. We probably exceeded our 

cap this year of 230, which is what we like to have. 

Mr. Pendleton:  Okay. 

Mr. Davidson:  But it is so volatile in terms of jobs, people being out of town. 

We’ve had several go back to school this year and tell us late in the game.  So, we 
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really keep it at 230 to keep 200 singing, because we’ll have from 17 to 30 of 

them leave. 

Mr. Pendleton:  Sure. 

Ms. Krauss:  Well, we lost 30 people from last year’s roster, due to various 

reasons.  And last year was one of the heaviest years.  We only have 200 seats in 

the choral terrace. 

Mr. Pendleton:  That was my next question. 

Ms. Krauss:  So, when you go to try to seat people up there you have limits, you 

know, and the seats, of course, are only this wide. [gesture] 

Mr. Davidson:  But I think even when you were in the chorus we were seating 

people on the floor and they’ve asked us not to do that anymore, so we can only 

do 200 seats.  (Interview, August 26, 2003) 

 

 

 

 

 

 

 

 

 

 

 38



Dallas Symphony Chorus Organizational Flow Chart 

Dallas Symphony 
Association Board 

Association Officers 

 

Figure 3.2. Dallas Symphony Chorus Organizational Flow Chart 

 

The Children’s Chorus of Greater Dallas 

At the conclusion of my interview with David, he suggested another source I might 

interview; Cynthia Nott, the director who helped start the Children’s Chorus of Greater 

Dallas.  If I really wanted to know how choruses get off the ground, David felt she would 

be a great person to speak to.  I thanked him and Donna, and made my way back 

downstairs and out of the church.  Before leaving the church, I found the yellow pages for 

Dallas, and called the number listed beside the Children’s Chorus of Greater Dallas.  My 

call was transferred to Cynthia, who seemed very pleasant and helpful on the phone.  I 

told her David had recommended her to me as another source for my research, and asked 

Orchestra Artistic 
Director 

Orchestra 
Officers/Principals 

Players 

Chorus Artistic Director

Chorus Officers 

Member Singers 

 39



if I could interview her during my time in Dallas.  “Can you come today?” was her 

response.  She gave me directions to the middle of downtown Dallas.  After winding 

through overheated cars and perspiring pedestrians on the labyrinthine streets of 

downtown, I arrived at the First Methodist Church of Dallas.  An august building of 

gothic architecture, the church fit the typical expectation for a metropolitan liturgical 

church, down to the abundant handicapped and elderly parking around the central 

building.  As I walked from the lot to the church, I noticed a large moving van in front of 

the entrance, and crates being unloaded.  On closer inspection, the name on the crates 

was a very reputable German pipe organ company.  I followed the delivery men to the 

sanctuary.  Plastic wrap covered the dark wooden pews, and a thick layer of dust had 

settled atop the plastic.  A new series of pipe ranks were being installed, and I was 

intrigued to see the meticulous nature of the installation.  After a few moments of wonder 

and curiosity, I went to find Cynthia Nott.  The offices of the Chorus were located in the 

basement multi-purpose rooms in what must have been a dining hall at some point in the 

church’s history.  The office of the Chorus was rather small, and occupied, so I shopped 

around for an appropriate place to set up my camera.  Cynthia came out to greet me 

before I had settled on a spot.  She was a tiny lady, sprightly and vigorous with a ready 

smile.  I asked where she would like to hold the interview to be comfortable, and she 

suggested the front row of the choir chairs set up in the main room.  We sat down and 

jumped right in to the interview. 

Mission Statement 

The mission of the Chorus is to provide children with the experience of artistic 
excellence and artistry through choral singing. The Children’s Chorus creates a 
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spirit of community, reflects the diversity of greater Dallas, and enriches 
audiences with the best in children’s choral literature. 

 

“ I Have Hookups In the Music Education Community” 

Mr. Pendleton:  Okay.  I’m talking with Cynthia Nott.  She’s the – Director? 

Ms. Nott:  Artistic Director. 

Mr. Pendleton:  Artistic Director of the Children’s Chorus of Greater Dallas.  Is 

that the right name for the group? 

Ms. Nott:  Yes.  You know the right one. 

Mr. Pendleton:  Well, with David [Davidson]’s help I managed to get that right.  

Give me a nutshell overview of the group, how many members you have, how it’s 

organized, when you rehearse, things like that. 

Ms. Nott:  Right.  We have four choirs.  This is our first year to have four choirs.   

Prelude choir, which is basically a 4th grade choir and we have 59 children in that 

group.  They rehearse once a week for an hour on Mondays, 5:30 to 6:30, at a 

downtown church, just down the street. 

Mr. Pendleton:  Okay. 

Ms. Nott:  And the next level is Apprentice and it’s basically 5th grade.  The kids 

are placed by ability and by experience, and so they kind of fall into grade level 

choirs, but there are exceptions in every choir.  There are 57 kids in Apprentice, 

and then our Concert II Choir is primarily 6th grade.  There are 60 kids in that 

choir.  Apprentice Choir rehearses for an hour and 15 minutes, Concert II 

rehearses for an hour and 30 minutes.  Then Concert I, which is our most 
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advanced choir, rehearses for an hour and 45 minutes.  There are 78 children and 

it’s primarily 6th, 7th and 8th graders.  The 6th graders that are in that choir are my 

“Fast Track” kids, you know.  They’re just really outstanding musicians.  So I 

think that puts it at 240-something kids.  All rehearse on Monday night. 

Mr. Pendleton:  That’s what I was going to ask.  Do you schedule them all 

starting, essentially, almost right after school – 

Ms. Nott:  Right. 

Mr. Pendleton:  -- all the way into the evening just to get all of them? 

Ms. Nott:  Right.  We start at 5:30. 

Mr. Pendleton:  Okay. 

Ms. Nott:  We have three Directors, so I conduct the Prelude choir, the very 

beginning choir, and the most advanced.  We have another Director who does the 

Apprentice and then another Director who does Concert II and comes and assists 

me with the top choir.  The Apprentice Director assists me with the young ones 

too.  I guess they think I need help. (laughs) 

Mr. Pendleton:  Yeah.  So when the choir, or choirs, go to perform, do they 

perform all on the same program; do they individually go to different venues; 

how exactly does that work? 

Ms. Nott:  Well, it depends on what we’re contracted for.  Usually our top choir 

does the contract performances, although this year Concert II has begun to do 

that.  We were invited to sing for President Bush and they wanted young children.  

So, our little kids got to go do that. 
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Mr. Pendleton:  Oh, I see. 

Ms. Nott:  So it really depends on what the contract is. 

Mr. Pendleton:  Okay. 

Ms. Nott:  For our season concerts that we produce, each choir gets a chance to 

sing three or four pieces by themselves.  The top choir will sing a major work, 

like [Benjamin Britten] The Ceremony of Carols.  This year we’re doing the 

[Daniel Pinkham] Christmas Cantata. 

Mr. Pendleton:  Okay. 

Ms. Nott:  Then we have what I call “all school sings” where the kids are all 

through the aisles and all over and they all sing several things together. 

Mr. Pendleton:  Okay.  How many programs like that where you feature all of 

the groups – 

Ms. Nott:  Right. 

Mr. Pendleton:  -- would you say you have a year? 

Ms. Nott:  Three.  We give – 

Mr. Pendleton:  Three. 

Ms. Nott:  We give three winter concerts, one concert in March, just involving 

Apprentice, Concert I and II.  We all sing together in May.  But, I made a liar out 

of myself.  This past May we sang Aaron Copland’s Folk Song Settings, Set 1 and 

2, and we all learned a little of them.  So, that was kind of a change from where 

the little ones sing, we all sing and then we all sing together. 
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Mr. Pendleton:  I see.  Okay.  Is there a standard number that you look for in 

each of the choirs?  I mean, do you cap the involvement? 

Ms. Nott:  Yeah.  I really think with the little ones, a 30:1 ratio (singers to 

director) is as much as I would want to have, that would be ideal to me with 4th 

and 5th graders. 

Mr. Pendleton:  Right.  Uh-huh. 

Ms. Nott:  We’re over that in our Apprentice choir, which I don’t think is very 

good.  As they get older, I like a 50:1, and I’m comfortable with 60 or 70 in the 

top choir.  I’ve had 80 and I just don’t feel like I’m getting to them.  They end up 

on the back [burner].  I really don’t think kids function well in large groups.  I 

think we need 30 in order to have a sound. 

Mr. Pendleton:  Right. 

Ms. Nott:  We kind of struggle with that…[The original Board of Directors] 

began as some members of the founding steering committee, I don’t know if 

you’re going to get to this, but many choirs like mine are started by the Artistic 

Director.  They get people together, and tell them “I want to have a choir because 

I want to direct one.”   

This choir was founded by a group of musicians in town.  They had the 

steering committee and they got beginning funding, hired me, wrote the mission 

statement, did all that kind of stuff.   

So our first Board of Directors was a few of them, some parents that we 

got to know, and then maybe a church musician in town, or whatever.  Since then, 
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we’ve been consistently trying to expand into the community.  I have hookups in 

the music education community and with the local musicians. 

Mr. Pendleton:  Right. 

Ms. Nott:  We’ve got a great parent base from which to draw – getting into the 

corporations and into the community, and helped by people who are professional 

board members, that’s what the parents do.  So it’s just taking time and word-of-

mouth and being very conscious about it. 

Mr. Pendleton:  Let’s talk a little bit about the beginning of the group because 

that wasn’t something that I was going to specifically address, mainly because the 

other ones that I’ve interviewed kind of inherited a group, and yet you came in 

from the beginning. 

 You said that there was a kind of a group meeting and some musicians, 

local musicians, who said, “We really ought to have a children’s choir that can 

give children the opportunity to sing an ensemble to expand their musical 

horizons?” 

Ms. Nott:  Right. 

Mr. Pendleton:  What were the steps that you had to go through from the birth of 

the idea, all the way up to really starting your first rehearsal with the group, walk 

me through that. 

Ms. Nott:  They met for two years.  The first thing they had to do was write the 

mission statement, they had to decide what this chorus was going to be about.  I 
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think that took some time, but the payoff has been incredible, because it’s a 

fabulous mission statement, and it’s in the literature I gave you. 

 The statement is two-fold; one, about choral artistry and musicianship and 

the second one is it will be ethnically diverse.  So, the connection between those 

two is really, really wonderful.  It’s a great mission statement. 

 Then they had to organize the first auditions and the PR for those 

auditions. 

Mr. Pendleton:  Right. 

Ms. Nott:  Then you get the word out to the children, and they had to find a place 

for us to sing and rehearse weekly.  We had to get some seed money, find a 

couple of grants or get some people just to give. 

Mr. Pendleton:  Uh-huh. 

Ms. Nott:  While that’s going on they were applying for a 501c3 non-profit 

status. 

Mr. Pendleton:  Okay. 

Ms. Nott:  Then they had to find a Director.  So, they did all that and in the 

meanwhile, somebody else was over here putting the word out that we are going 

to accept applications and were going to have interviews for a Director. 

Mr. Pendleton:  Going through resumes and that kind of recordings. 

Ms. Nott:  That’s right.  Calling those resumes. 

Mr. Pendleton:  Okay. 

Ms. Nott:  You know, I held the first auditions and – 
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Mr. Pendleton:  Once you were selected? 

Ms. Nott:  Once I was selected, right. 

Mr. Pendleton:  Okay. 

Ms. Nott:  But they were already organized and planned and people would call in 

to these different Board members to sign up for times and stuff. 

Mr. Pendleton:  Were you here locally before that? 

Ms. Nott:  Yes, I was teaching middle school in Plano, a suburb. 

Mr. Pendleton:  Okay.  I gotcha. 

Ms. Nott:  I knew several people in the steering committee, so have been pretty 

active in the music community in Dallas.  I didn’t live in Plano, I just taught 

there.  (Interview, August 26, 2003) 
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Southwestern Baptist Theological Seminary Oratorio Chorus 

November 7, 2003 

In my first trip to the Dallas area, which netted three interviews, I was unable to meet 

with the third director of the original three I wanted to interview.  I had originally chosen 

the Oratorio Chorus at Southwestern Baptist Theological Seminary in Ft. Worth as one 

of the three to interview.  As I had with David Davidson, I had also sung for Dr. David 

Keith, the director of the chorus and professor at the School of Church Music at 

Southwestern.  I left my room in Haltom City and made the familiar drive to the south Ft. 

Worth neighborhood along Seminary Drive.  The campus of the seminary is an island of 

peace in a transitional neighborhood.  Founded in 1902, the seminary has deep roots in 

this neighborhood, and the abundant pecan trees and buildings of Roman architecture 

evoke a history and determination to remain.  I parked across the street from Cowden 

Hall, the home of the music school since 1915, and ascended the venerable marble steps. 

Just entering the doors bring back memories.  Directly in front of me is Reynolds 

Auditorium, where I was asked to study vocal performance instead of ministry.  To my 

right are the faculty offices, and to the left the Dean’s office where many good friends 

worked.   I stopped by the office to see the staff and other friends around the building.  

Juxtaposed to the Dean’s office is the addition to the music building; the Bowld Music 

Library, where I took my comprehensive exams and spent many nights studying.  Below 

me in the basement level, is the office where my oral exam was held, classrooms and the 

beloved student lounge.  Just being in the building again placed me back there as a 

student in my mind.  I crossed the hallway into the library wing, and rounded the corner 

 48



to David Keith’s office.  I knocked on the door, and David welcomed me in.  He is a solid 

man, a former athlete who excelled in track and field as well as music.  David was 

dressed in his typical workday outfit; a pair of slacks and a pull over wind jacket.  He 

invited me into his office, which is roomy but not large, and sat at his desk while I sat on 

a nearby piano bench.  David is one of those conductors who can make you cringe with a 

look yet light a room with his smile.  I have always admired him for his work outside the 

rehearsal hall, in addition to his formidable skill in rehearsal.  After a warm and friendly 

discussion on an infinite number of subjects, I started the tape to keep his time 

commitment with me to a minimum. 

Mission Statement 

Directed by Dr. David Keith, professor of conducting, four major choral 
works are presented yearly by the 200-voice Oratorio Chorus and the Fort 
Worth Chamber Orchestra, including a 75-year tradition of presenting 
Handel's Messiah. Membership is required of all music students, but is 
open to all persons of the seminary family who wish to participate. 

 

“People Began to Pick Up on It” 

Mr. Pendleton:  I am speaking with Dr. David Keith, Professor of Conducting at 

Southwestern Baptist Theological Seminary, and Conductor of the Southwestern 

Seminary Oratorio Chorus.  David, I know that much of what we’re going to talk 

about, I’m already familiar with.  However, there are a few things that I’m not 

familiar with regarding the administration of the chorus. 

Dr. Keith:  Feel free to quote me on anything. (Laughter) 

Mr. Pendleton:  (laughing) Okay. 

Dr. Keith:  That I don’t say, because I get that all the time. (laughs) 
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Mr. Pendleton:  Okay.  What is the idea for having a community chorus, from 

the seminary’s perspective? 

Dr. Keith:  Well, you want me to give you a history? 

Mr. Pendleton:  Yeah, you can give me a little background for it – that would be 

helpful. 

Dr. Keith:  All right.  Years and years ago, a Monday night chorus was opened, 

and it was called Seminary Choir.  And Dr. [Robert] Burton was the director.  

There was no real promotion of it, and it was primarily a student wives group 

with maybe 10 or 15 people.  There was no real need for it because the music 

[school] was so large. 

Mr. Pendleton:  Right. 

Dr. Keith:  When I took over in 1990, Dean [James] McKinney said to me the 

enrollment began to go down, and the number of students in the undergraduate 

level is declining, because as you know, our constituency affects the enrollment, 

unlike a college.  At Texas Tech, where you’re getting kids right out of high 

school, we don’t get kids out of high school. 

Mr. Pendleton:  Exactly. 

Dr. Keith:  We’re getting college graduates.  Well, the number of college 

students who were in church music, or going into church music, went through a 

decline.  So there weren’t as many students to draw from.  So, Dean McKinney 

suggested that I consider really promoting the Monday night rehearsal to the 

community.  I said I would be happy to do that, I would love to do that, but I 
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didn’t want to do it without some kind of an audition.  I didn’t want it to get the 

attitude of a “y’all come” kind of thing. 

Mr. Pendleton:  Right. 

Dr. Keith:  If you just have a group that meets casually, you can’t get much 

commitment, much level of artistry from that, I don’t think. 

Mr. Pendleton:  Okay. 

Dr. Keith:  So, that’s how that started, as a means to boost the size of the chorus 

to what it had been when there were enough students, to offset that.  I really 

thought we would maybe have 20 or 25 people jump at the chance to join.  We 

got some really good support from the music critic when I talked with him about 

doing this.  He did a big article in the Ft. Worth Star-Telegram.  People began to 

pick up on that.  We sent out mailings to different churches because, you know, in 

any community chorus, where are you going to get your singers from?  Unless 

you can go peer into the keyhole of people’s bathrooms and see who is singing in 

the shower, basically you get your singers from schools and from churches. 

(Interview, November 7, 2003) 
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Figure 3.4.  Oratorio Chorus Organizational Flow Chart 

 

The North Texas Civic Chorus 

I bid David goodbye as he left to begin one of his conducting courses.  He is, as always, 

gracious as a colleague.  I drove away from the seminary beginning the long trip to 

Sherman, TX, a couple of hours drive from Ft. Worth.  In beginning this research, a 

fellow doctoral student and friend, Vicki Baker, suggested I talk with her compositional 

partner, Bryce Gage.  Bryce started his own community chorus from scratch while 

teaching choir at Sherman High School.  I felt that after talking to Cynthia Nott that 

having another perspective “from the ground, up” would be of extra benefit to me.  The 

sun was beginning to fade as I exited the interstate to meet Bryce at his home.  Bryce’s 

street is a drive of historic homes from the 1930’s and 1940’s along a narrow roadway.  

When I arrived, I was in front of a modest duplex of white clapboard and yellow insect 

lights.  I knocked on the solid wood door that must have been original to the house, and 
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saw a tuft of Bryce’s black hair in the window as he came to greet me.  He immediately 

apologized for the condition of his home, since he was moving this to there, and 

rearranging chairs and couches and other furniture.  There were boxes strewn about his 

hardwood floors, and the house had a wooden feel of warmth.  Bryce is rather tall, head 

and shoulders above me, slender with black hair and glasses.  He is dressed in a t-shirt 

and shorts with bare feet, as though he has been moving most of the day.  He is open and 

friendly from the start. It takes me a moment after looking around his home to realize that 

he had been talking to me the entire time.  He, like some of the other directors, had no 

reservation or fear about how he would be seen or perceived in the research; he was 

simply glad to help and glad to tell the story of the chorus.  He sat in a comfortable black 

leather recliner, and I sat facing him in a dining room chair poised to find its way to the 

dining room.  He was anxious to start the story, so I turned on the camera as soon as I 

could set it up. 

 

“Money Is Not an Issue With Me” 

Mr. Pendleton:  Okay.  This is Bryce Gage.  He is the founding Director of the 

North Texas Civic Chorus.  Is that the right name? 

Mr. Gage:  Uh-huh. 

Mr. Pendleton:  Okay.  Good.  Can you kind of give me some of the specifics of 

the organization, like, how many folks, generally, you have sing, how often you 

perform, that kind of thing? 
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Mr. Gage:  When we started out in 2000 we had 35 charter members.  This is our 

fourth season and we have about 60 members of the chorus and usually about 50 

of them sing on a concert because there is always some kind of conflict with eight 

to ten of them. 

Mr. Pendleton:  Right. 

Mr. Gage:  And we do anywhere from three to five concerts a season.  Our first 

season, we did three.  Last season we did five.  This season we’re doing four.  So, 

it just kind of depends on what I have on tap and what they can do and what I 

want to do. 

Mr. Pendleton:  Do you vary the number of performances that you have based 

on the music selection that you make, say, you’ve got a piece that needs orchestra 

or something that might limit you to less performances in the year because of 

budget, for example, or something else? 

Mr. Gage:  Not so much budget, I more limit my performances on the difficulty 

of the works. 

Mr. Pendleton:  Okay. 

Mr. Gage:  On what I think we can do within a season.  If we can get three 

concerts between December and May, which is pushing it really fast, but that’s 

what it depends on.  Money is not an issue with me. 

Mr. Pendleton:  Good.  So when do your seasons kind of begin?  Does it run 

year round? 

Mr. Gage:  No, we start rehearsals about the same time school starts. 
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Mr. Pendleton:  Okay. 

Mr. Gage:  Like the last of August and we usually go until the end of April, first 

of May, depending on there.  We take a couple of weeks off – two or three weeks 

off at Christmas and just the way things fall. 

Mr. Pendleton:  Kind of like a school year, essentially? 

Mr. Gage:  Yeah, we really do.  We take off at Thanksgiving.  Usually we don’t 

rehearse on Spring Break because everybody is gone. 

Mr. Pendleton:  Right. 

Mr. Gage:  My chorus is kind of younger, I mean, it’s not all younger, but it is 

younger, several of them have kids.  So when Spring Break rolls around you 

don’t have a choice…Well, when we first started, 2000 of August, we put 

together our Board and I contacted an attorney about becoming incorporated right 

off the bat.  They wanted to charge me tons of money.  So, I found a CPA who 

could do the same thing.  I talked to him and they did not charge me hardly 

anything at all and we became incorporated.  Well, that was just the first step of 

everything. 

Mr. Pendleton:  So, you were just the sole, kind of, spearhead for this?  There 

wasn’t necessarily a Board even formed at this point? 

Mr. Gage:  No.  At that point, the Board had not been formed.  I hand picked the 

Board. 

Mr. Pendleton:  Okay. 

Mr. Gage:  Because this is what I wanted to do, so I wanted my Board. 
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Mr. Pendleton:  Exactly. 

Mr. Gage:  So I hand picked the Board. It ended up being a local businesswoman 

who was a singer, a high school director in another town, and then a private voice 

teacher who was also a college professor.  It started out being those three and 

myself. 

Mr. Pendleton:  Okay. 

Mr. Gage: There were start up costs after we got incorporated and all that kind of 

thing, and we had no music.  We had dues for people that were going to be in the 

chorus, I think it was like $35 a year and that does not do squat…I went to the 

high school director here in town, Sherman High School, where I am now. 

Mr. Pendleton:  Right. 

Mr. Gage:  And said, “Would you be willing?”  And he said, “Yes.”  He said, “In 

fact, we’d love to sing in it.”  He and his wife sang in it and we used the rehearsal 

space there.  One thing that helped us out was that three of his seniors sang in the 

chorus that first year.  So, our rehearsal space became free. 

Mr. Pendleton:  Wonderful. 

Mr. Gage:  High school kids just somehow every year have sang in the chorus, 

for some reason, one or two have sang all season every year.  So it’s worked out 

where we’ve rehearsed. 

Mr. Pendleton:  Fantastic.  Well that makes it very easy. 

Mr. Gage:  Yeah.  All our concerts hopped around.  (Interview, November 7, 

2003) 
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Figure 3.5.  North Texas Civic Chorus Organizational Flow Chart 

 

The Lubbock Chorale 

January 14, 2005 

Lubbock seems like a world away from the big city bright lights of Dallas.  Dallas’s 

rolling hills, trees and manicured lawns give way to flat pastures, dust storms and low 

humidity.  It is sometimes hard to believe these two cities exist in the same state.  Known 

for its native son who blazed a trail in the world of rock and roll, Lubbock is also the 

home of Texas Tech University, a NCAA Division I school with twenty-five thousand 

students.  Since I had interviewed directors, I felt that not involving an ensemble in the 

city, and at the university, where I was studying would be a terrible oversight.  There is 

only one community chorus in this city of one hundred thousand people; the Lubbock 

Chorale directed by Dr. John Dickson.  Dr. Dickson is the director of choral studies at 

Texas Tech, and as part of that position directs the Lubbock Chorale.  I contacted Dr. 
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Dickson by email, and asked if he would be willing to meet with me.  We arranged a time 

to meet on campus the next day.  The music building at Texas Tech is a study in building 

by committee.  The building was built in two sections; a three story front section, and a 

huge addition that looks like M.C. Escher was the architect.  There are still three floors, 

but each floor of the addition is at mezzanine level with the older building.  The walls and 

floors are either institutional green tile in the old section, and a patterned carpet 

featuring the old logo of the school of music.  The doors of the faculty offices and some 

classrooms are soundproof, and have a distinctive sound when they are opened.  

Onomatopoetically speaking, the doors make a sound like pronouncing the word 

“schwa.” I knocked on Dr. Dickson’s door at our appointment time, and as is the case 

with every professor in one of these offices, he must yell at the top of his lungs for me to 

hear his bidding to enter from outside.  I entered his roomy office, dominated by a black 

baby grand piano in the center of the room, and his desk tucked away in a corner on the 

right.  His desk was covered in papers and musical scores, as well as knick-knacks, 

statuettes and other accoutrements of professorial life.  He is a slender athletic man, just 

over six feet with red hair and trimmed beard, and a penchant for wearing glasses and 

bow ties when the mood strikes him.  Today he was in a pull over knit shirt with slacks, 

and sat comfortably in the chair at his desk.  I took a seat on the loveseat in his office, 

and set the camera on the lip of the piano.  As was the case with Mark Stamper, Dr. 

Dickson tends to speak quickly and loudly, and is a master of conversation on a variety of 

topics.  He and I discussed upcoming rehearsals and performances, and the nature of this 

research, before I begin recording our conversation. 
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Mission Statement 

The Lubbock Chorale performs great choral masterworks at the highest attainable 
standards and provides a public service by bringing such music to the attention of 
the community. 
 

“It’s a ‘Town and Gown’ Group” 

Mr. Pendleton: I am talking with Dr. John Dickson, Director of Choral Activities 

at Texas Tech University, and conductor of the Lubbock Chorale.  Would you 

give me some of the specifics of the organization numbers of chorus members, 

the frequency of performances, and the number of people that you have involved 

in the organization? 

Dr. Dickson:  I would say approximately one hundred singers, though we 

fluctuate between 100-125 singers. I think before we had closer to one hundred 

and twenty-five, and sometimes we drop under one hundred. The make-up of the 

... would like to discuss that as well? 

Mr. Pendleton: Yes, sure. 

Dr. Dickson: It’s a “town and gown” group. The make-up is about seventy-five 

percent community, twenty-five percent university. Now that percentage may 

actually have shifted, now that I think about it, this year. We have more students 

involved at the beginning of this fall than we have had before, maybe as many as 

forty, if you count the scholarship students with everyone else. So it could even 

be sixty-five, thirty-five... but that is about the size of the organization. The others 

questions were? 

Mr. Pendleton: The frequency of performances? 
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Dr. Dickson: We have a pretty standard season of four performances. There is a 

fall concert, there is a Christmas concert, there is a Valentines concert, and then 

there is the Spring concert that is traditionally our scholarship concert which is 

also a collaboration between the university and the community. I can give you the 

nature of those concerts later if you would like? 

Mr. Pendleton: Yes, sure, if you would like... I do know some of that material 

and those are things that I am going to want as well, so take your time doing that. 

 You had mentioned scholarship students, and I know there are a certain 

number of students that sing with the Lubbock Chorale and received some 

scholarship money from the University. Can you kind of tell me how that 

relationship works? 

Dr. Dickson: That has changed some since I have been here. Under the present 

system, we are offering a thousand dollar scholarship to an octet of singers. With 

occasional exceptions, those eight singers are undergraduates, although I have 

had, in the past, graduate students who were not conducting graduate students.  

 But, those are eight scholarships, two per section, and those are given 

annually, and I don’t use that scholarship to go out and try to buy a young 

undergraduate student. We used to do that and we have found that it was really 

detrimental to a young freshman or sophomore voice to put them in the 

masterwork ensemble along with their other commitments.  So we finally said 

that with this money we are no longer going to use it in the orthodox sense of the 

scholarship, to “draw people in.” In fact, most of those eight singers have 
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additional scholarship money through the music school, so these are completely 

at my discretion.  

 I can sit there and say with that eight thousand dollars, “who are the best 

eight voices in the school for this organization that are available?”... so they are 

not always the best eight voices although we have good singers right now. Then 

there are other scholarships that are for graduate students. I require all of my 

conducting majors, as you know, to be in the Chorale, mainly for their own 

training, experience and exposure to masterworks. They obviously provide a great 

service through the maturity of their voices.  So since I have been here I have 

instituted a small stipend, I think its three hundred dollars. It is not a lot, but at 

least it is something by which the Chorale says thank you very much and we 

appreciate your contribution.   

Mr. Pendleton: Does that go to them in scholarship or is that, say something that 

they receive at the end of the year? 

Dr. Dickson: I think they receive it ... I think the pay out is at the end of the 

semester…I believe it was Donald Bailey [previous Director of Choral Activities 

at Texas Tech] that organized the group [actually Wayne Hobbs, Professor of 

Music History at Texas Tech]. And they were originally completely separate from 

the university, [named] the Lubbock Civic Chorale or something like that. And at 

some point in his administration here as director of the choirs [1987], there was a 

union between the university and the chorale. And that is when they integrated, 

and that is when they began doing scholarships and doing the scholarship concert.  
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(Interview, January 14, 2005) 
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Figure 3.6.  Lubbock Chorale Organizational Flow Chart 

 

I had a group of questions for each conductor; questions I did not know the answer to as 

a singer in ensembles of this type in the past.  I was looking to broaden my academic 

learning in administration and choral conducting with some practical insight on a type of 

choral organization that I one day may have a responsibility.  The opening questions 

were asked as overview questions, but I had specific questions in certain areas I had yet 

to ask.  Those responses begin in the next chapter, in a discussion of the chorus 

membership and funding arrangements. 
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CHAPTER IV 

WHO THE CHORUSES INVOLVE AND  

WHERE THE MONEY COMES FROM 

 

 I asked each of the directors a group of questions concerning membership and 

funding issues.  The range of the questions involved member responsibility, social 

activities, budgets, and development.  The questions in this chapter are listed prior to 

each director’s response. 

 

3. Tell Me Where the Majority of Funding for Your Choir Comes From. 
 
“DSA Pays All Our Expenses” 

Mr. Pendleton:  Okay.  And you had mentioned in one of your e-mails to me that 

the funding for the chorus comes, did you say 100 percent from the DSA? 

Mr. Davidson:  For the general operation of the organization, it is from the DSA.  

We have money that we – for example, we’ve reached an agreement with them 

about Christmas concerts several years ago, that they pay us X number of dollars 

for each Christmas concert over eight.  And we amass money from that.  We do 

some private concerts, and there is some fund raising. 

 I would say this past year our operating – or our cash available is 

somewhere between $60,000 and 100,000. 

Mr. Pendleton:  Okay. 
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Ms. Krauss:  DSA pays all of our expenses.  Anything it takes to run the office, 

be it supplies or out of house printing or anything like that, they pay a percent. 

Mr. Pendleton:  And the DSA’s funding comes from ticket sales?  Are there any 

grants from the City or NEA? 

Mr. Davidson:  I’m sure they do some grants. 

Mr. Pendleton:  Okay. 

Mr. Davidson:  They have an annual fund, and they’ve got endowments.  They 

have commercial business mega contributions, like Texas Instruments, American 

Airlines, Audi, and that list is huge. 

Mr. Pendleton:  Okay.  Do you know if any money comes from the City, or 

anything like that? 

Ms. Krauss:  I don’t think so. 

Mr. Davidson:  I don’t think it does. 

Mr. Pendleton:  Okay. 

Mr. Davidson:  You know the City owns the Meyerson [Symphony Hall]? 

Mr. Pendleton:  Right. 

Mr. Davidson:  So, we are the primary, or the Dallas Symphony is the primary, 

occupant, but I don’t think there is any operating money that comes from the 

City. 

Mr. Pendleton:  Okay. 

Mr. Davidson:  I’m pretty sure there’s not. 
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“We Have a Major Grant from the City of Dallas” 

Mr. Stamper:  We get our income, primarily, from two major fundraisers a year, 

in which we probably raise a little less than 25 percent of our income. 

Mr. Pendleton:  Okay. 

Mr. Stamper:  Then we have a major grant with the City of Dallas.  We have 

money from a Black Tie Dinner, which is a Human Rights campaign dinner.  

Those two supply another 15 percent of our budget.  We have ticket sales which, 

for example, this coming year between season subscriptions and the ticket sales, 

we have projected that we will probably will be at least 25 or 30 percent of our 

budget.  So, that alone is 55, 70 percent.  We have dues the membership pays to 

be a part, and then, of course, we have other fund raising. 

 Not our largest, but maybe our single largest thing, is our Capital Club, 

which is a monthly giving program that people sign on to and that totals almost 

$4,000 a month at this point. 

Mr. Pendleton:  Good deal.  Let me ask you this, too.  The grant that you get 

from the City of Dallas, does that come to Dallas from the NEA [National 

Endowment for the Arts], does it come from the state, it is a local thing? 

Mr. Stamper:  I think that NEA or TCA [Texas Commission on the Arts] helps 

give money to Dallas. 

Mr. Pendleton:  Okay. 

Mr. Stamper:  And then we apply to the city and the City of Dallas then 

distributes, based on need. 
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Mr. Pendleton:  Okay. 

Mr. Stamper:  But there are requirements to fulfill all that stuff.  We’ve been 

with the City of Dallas for about ten years.  We get the top level grant in the 

category we apply for.  There is another level above us where you can actually 

apply for up to 25 percent of your operating costs, general operating expenses, up 

to $75,000. So, it means your budget could be up to $300,000. The budget can be 

more than that, but you can’t get any more from the grant than $75,000. 

Mr. Pendleton:  Okay. 

Mr. Stamper:  We’re going to go for that grant for the first time this coming 

year. 

Mr. Pendleton:  And that’s from the city, that’s not from TCA or NEA, that’s 

just the city’s level it’s based on, right? 

Mr. Stamper:  Yes.  In our current grant, the highest amount is $15,000.  So we 

would have gotten all 15,000 last year, but they ended up cutting everybody six 

percent and so we got the highest amount again they were able to give out.  It’s 

almost a done deal from the time we even walk in the door, but we still have to 

jump through all the hoops. 

 

“From the School” 

Mr. Pendleton:  Are you getting a budget every year from the school? 

Dr. Keith:  Yes. 

Mr. Pendleton:  For community chorus? 
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Dr. Keith:  No.  It’s for the whole [choral program at Southwestern]. 

 

“From the Tuition the Children Pay” 

Ms. Nott:  30 percent comes from tuition that the children pay. 

Mr. Pendleton:  Okay. 

Ms. Nott:  30 percent comes from donations and fund raising efforts, which, 

another of that category, then, are grants, -- 

Mr. Pendleton:  Corporate – 

Ms. Nott:  -- foundations, corporate sponsorship, that sort of thing.  Then the 

other 30 percent is for income from concerts and merchandise sales and that sort 

of thing. 

Mr. Pendleton:  Merchandise as in CD’s and – 

Ms. Nott:  CD’s -- 

Mr. Pendleton:  -- T-shirt’s? 

Ms. Nott:  -- and T-shirts.  That’s very nominal.  For the CD’s, we kind of do in-

house stuff, not many people like to do that. 

Mr. Pendleton:  Right. 

Ms. Nott:  Primarily, though, it’s our performance fees.  Also, our contract 

concerts, like we’re singing with the symphony and get paid to do that, those type 

things. 

Mr. Pendleton:  Okay. 

Ms. Nott:  I think that’s the breakdown. 
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Mr. Pendleton:  Okay.  And the tuition that you charge, that’s an annual tuition 

or – 

Ms. Nott:  Yes, it is. 

Mr. Pendleton:  -- is that something that is paid month-by-month or something 

like that? 

Ms. Nott:  Some people have a payment plan, but we recommend that it’s all paid 

before the first rehearsal. 

Mr. Pendleton:  And how do you establish what the amount of tuition would be 

for a year, does it kind of fluctuate or depend? 

Ms. Nott:  Well, no, we’ve looked around at the youth orchestras, we look at 

ballet, we look at soccer, we look at piano lessons, voice lessons and called other 

choruses, we’re a member of Chorus America, so you have all those choruses that 

you can contact and say, “How much for this many,” and it’s based on the time 

spent in rehearsal and the performance time.  So it gets larger as you, you know, 

get up [the size of the ensemble]. 

 

“The School of Music Here Does Not Contribute Anything” 

Dr. Dickson: The majority of the funding comes from tickets sales to the 

concerts, various grants that we write.... 

Mr. Pendleton: Are these local grants or are they..... 

Dr. Dickson: Yes, for most part they are. We are learning more and more about 

state funding and things, but most of our dependable grants come from the CH 
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Foundation, The Helen DeVitt Jones Foundation, and we get a little bit of money 

from the Lubbock Arts Council. Then in the corporate sector, we get certain 

concert [elements sponsored], not underwritten entirely.  For example, United 

[Supermarkets] has been instrumental in the past in sponsoring, say, the orchestra, 

or for this opera concert that we did, we had [a local donor]... So, you have 

individual contributions, you have got corporate contributions, you have grant 

contributions, and then ticket sales. And I can’t think of anything else. The school 

of music here does not contribute anything financially to the Chorale. 

 

“They Were Pretty Relaxed With the Money” 

Mr. Gage:  From a specific foundation.  A local one that I’m just not going to 

name. 

Mr. Pendleton:  That’s okay. 

Mr. Gage:  A local one, and it just so happened the first year we started, and I 

started looking for money, one of our Board members, when I put together my 

Board, said, “You know, there’s this foundation at this bank, go talk to them.”  

And I said, “Okay.”  So, I went and talked to them and they were like, “No, no, 

no.  We don’t do that, that’s not what this foundation is for, but here’s another 

foundation.” 

 So I went to the second foundation and come to find out, one of the 

members on the Board of that foundation had joined the chorus. 

Mr. Pendleton:  Fantastic. 
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Mr. Gage:  And so, the majority of my funding comes from that.  When I say 

“majority”, I’m in my third grant with them, this being the smallest one at 

$16,000. I received 18,000 my first year, my first season in the chorus getting it 

started because there were lots of start up costs. 

Mr. Pendleton:  Oh, yeah. 

Mr. Gage:  And then $22,000 to put together a library.  I spent it on some other 

things too, but they were pretty relaxed with the money somewhat.  But I bought 

library stuff and I have a nice, nice library. 

 

4. Are You Given a Budget Each Year?  What Are the Figures Based On? 

“I Get X” 

Mr. Davidson:  I get X number of dollars for a vocal assistant; X number of 

dollars for an assistant director, which we never use.  X number of dollars for 

auditions advertising.  X number of dollars for paper supplies.  X number of 

dollars for music.  And I would say that’s about it.  I mean, I have an office down 

there, Donna has an office, and we have computers down there, so there is, you 

know, some administrative support. 

Mr. Pendleton:  Sure.  Part of what I was asking that question for was this:  the 

numbers that you’re given in a budget every year, are they based on what you 

spent the previous year, are they zero based?  How are those numbers developed? 

Ms. Krauss:  Mine are primarily the supplies and that kind of thing.  Mine are 

primarily based on what we’ve done in the past. 
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Mr. Pendleton:  Okay. 

Ms. Krauss:  [Funding personnel] has a certain amount typically targeted, and if 

we don’t use the monies, or if we have something come up, he pulls from there, in 

my case, but normally we run pretty much under in most cases. 

 

“We Hope to Grow” 

Mr. Stamper:  It’s a combination of both [zero-based and from the previous 

year] because we project ticket sales, that’s the big projection.  The grant money 

that we get is based on what we got this past year.  Black Tie Dinner funds are 

based on this past year.  Capital Club funds are continual, so we know where we 

are because we know what people are currently giving.  We never project for any 

more beyond those factors.   

We also hope to grow.  For example, this year we started out with $700 a 

month this past fiscal year in August of 2002 and we finished the year at $4,000 a 

month.  So we had only projected last year to spend $700 a month and now we’re 

up to 4,000, which is a tremendous difference.  So it depends.  We try not to build 

in too many growth expectations for funding, so any we get we consider gravy for 

us. 

Mr. Pendleton:  Of course. 

Mr. Stamper:  Then we look at our production budget and it’s different every 

year, depending on how many concerts we are going to do, where the venues are 

and the contract costs for those venues, how much money we anticipate to spend 
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for musicians and music and all that kind of stuff.  The marketing budget is 

determined based on what we know our needs are for the year.  So, it really is a 

combination of going from looking at the past, but also looking at what we 

currently have to base our needs on for the upcoming season. 

 

“Our Budget is Totally for Orchestra” 

Dr. Keith:  We have an overall oratorio budget that’s inclusive of student and 

community. That budget is not nearly enough. 

Mr. Pendleton:  Of course.  But from that, you take funds out for literature or 

promotion? 

Dr. Keith:  No.  That’s a whole separate deal. Literature-wise, everybody buys 

their own. 

So we don’t have any financial responsibility for that. 

Mr. Pendleton:  Okay. 

Dr. Keith:  Promotion, publicity, advertising, and the like, comes out of a 

separate [school of music managed] budget.  Our [choruses] budget is totally for 

orchestra.  That’s it. 

Mr. Pendleton:  Oh, I see.  So every time the choir sings with Fort Worth 

Symphony or even hires individual players, that the money comes out of a 

[chorus] budget line item. 

Dr. Keith:  But that’s not nearly enough.  We have a really strong relationship 

with the symphony that I’ve developed over the years.  Our budget does not pay 
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for probably any more than a third, or 40 percent, of what the total cost of the 

year is for the orchestra.  So, that’s why we sing two Messiah performances at 

Bass Hall.  We get absolutely no money for that at all.  Now, it doesn’t cost us 

anything, but we get no money for it.  In its place we get financial credit for it, 

and the symphony gets all the [gate] money. 

 

8. Are There Dues Collected From Members?  What Are These Funds Used 

For? 

“No Out of Pocket” 

Mr. Davidson:  [No dues, the only expense for members is] Clothing. 

Mr. Pendleton:  Just the clothing? 

Ms. Krauss:  If we do two Christmas concerts like on a Sunday afternoon and a 

Sunday night, the symphony association provides food for the chorus for those 

who stay and do both concerts.  So that’s nice. 

 

The Women’s Chorus charges $35 per season for membership. 

 The Oratorio Chorus has no dues for members. 

 

“The ‘Tuition’ Is Between $250 and $450 Per Year, Depending” 

Mr. Pendleton:  Okay.  And the tuition that you charge, that’s an annual tuition 

or – 

Ms. Nott:  Yes, it is. 
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Mr. Pendleton:  -- is that something that is paid month-by-month or something 

like that? 

Ms. Nott:  Some people have a payment plan, but we recommend that it’s all paid 

before the first rehearsal. 

Mr. Pendleton:  And how do you establish what the amount of tuition would be 

for a year, does it kind of fluctuate or depend? 

Ms. Nott:  Well, no, we’ve looked around at the youth orchestras, we look at 

ballet, we look at soccer, we look at piano lessons, voice lessons and called other 

choruses, we’re a member of Chorus America, so you have all those choruses that 

you can contact and say, “How much for this many,” and it’s based on the time 

spent in rehearsal and the performance time.  So it gets larger as you, you know, 

get up [the size of the ensemble]. 

  

17. What Are the Efforts You Are Making in Financial Development, for 

Patrons and Donors? 

“The Association Doesn’t Like For Us to Do That” 

Mr. Davidson:  The association doesn’t like for us to do that.  When I want to 

raise money, for example, I needed some tenor scholarships for the trip.  I had to 

first check out with the DSA who I was going to talk to and then get permission.  

But the Board absolutely cannot do that. 

Mr. Pendleton:  Okay. 

Mr. Davidson:  I’m really the only one who can. 
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Mr. Pendleton:  And that’s because they provide so much funding for you 

already that they don’t want you to over tap the resources, I assume? 

Ms. Krauss:  Well, they don’t want us coming to the donors because they’re 

afraid they’ll pull it from them.  “Oh, I gave to the chorus, so that was my 

money.” 

 

“Two Major Fundraisers” 

Mr. Stamper:  We get our income, primarily, from two major fundraisers a year, 

in which we probably raise a little less than 25 percent of our income. 

Mr. Pendleton:  Okay. 

Mr. Stamper:  Then we have a major grant with the City of Dallas.  We have 

money from a Black Tie Dinner, which is a Human Rights campaign dinner.  

Those two supply another 15 percent of our budget.  We have ticket sales which, 

for example, this coming year between season subscriptions and the ticket sales, 

we have projected that we will probably will be at least 25 or 30 percent of our 

budget.  So, that alone is 55, 70 percent.  We have dues the membership pays to 

be a part, and then, of course, we have other fund raising. 

 Not our largest, but maybe our single largest thing, is our Capital Club, 

which is a monthly giving program that people sign on to and that totals almost 

$4,000 a month at this point. 

 

 The Oratorio Chorus does no outside fund-raising apart from the Seminary. 
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“We Paid the $25 Fee” 

Mr. Gage:  And it is all who you know. 

Mr. Pendleton:  Oh, yeah, of course. 

Mr. Gage:  Yeah.  Well, I went to my aunt who is the president of the Chamber 

[of Commerce] in Denison and she said, “Well, go ask the arts council,” so, 

because she knows everybody on there, and then they would know me. 

Mr. Pendleton:  Right. 

Mr. Gage:  So it all just kind of falls in.  And then the Denison, no – the Sherman 

arts council in the beginning was giving us $1000 or 1200 a season because we 

weren’t a member of the arts council, and finally I was just like, “Okay.”  They 

had so much money to hand out and you had to be a member to get the big 

amount, which is like $4000 a person – 4000 a season. 

Mr. Pendleton:  Okay. 

Mr. Gage:  Finally I asked them, “What does it take to be a member,” and they 

said, “Oh, you just have to pay the $25 fee.” 

Mr. Pendleton:  Oh, my word. 

Mr. Gage:  So, I paid the $25 fee and became a member, but that means you 

become a voting member and you have to go to the meetings, which I don’t mind.  

It’s only four meetings a year, but this will be the first season we will receive 

$4000 from them for the season. 
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19. Do You Have Social Activities Away from Rehearsal for the Members? 

“Stay Up All Night” 

Mr. Davidson:  Right.  For example, we just had a 25th anniversary celebration.  

And they did a lot of work to advertise the concert that we had.  They developed a 

piece of art to commemorate the anniversary.  They do a lot of social things, 

gatherings after concerts, weekly gathers at a restaurant for those people who 

want to stay up all night… I think we have a lot of single people, we have a lot of 

people who don’t have a lot of social contact and this is a great way to get that 

and to get some artistic satisfaction also. 

 

“Maybe a Bowling Night” 

Mr. Stamper:  The Social Coordinator [title] speaks for itself.  We are trying this 

year, to have social events once a month.  It may be a bowling night, it may just 

be coming to someone’s home.   

 

 The Oratorio Chorus does not have organized social activities. 

 

“We Are Not In the Party Business” 

Ms. Nott:  We had our first one last year.  And I mean, that’s amazing.  That 

means those kids were really here because they wanted to sing. 

Mr. Pendleton:  Right. 
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Ms. Nott:  Because we have no parties.  The parents finally came out and said, 

“You know, a party really would be nice.”  I said, “Well, okay.”  So after our 

winter concert, and after our May concert, we go ice-skating.  Last year we went 

ice-skating, and we have an awards banquet. 

Mr. Pendleton:  Oh, neat. 

Ms. Nott:  We just had a retreat for the first time this past Saturday at SMU, and 

the kids rehearsed from 9 to 12, had lunch, went swimming, then came back and 

rehearsed some more.  But that’s about it.  We’re not in the party business at all. 

 

26. If Your Governing Agency/Funding Source Considered Abolishing Your 

Group Without Explanation, What Would Your Defense Be for Its 

Continued Existence? 

“Success of Recent Years” 

Mr. Davidson:  Right.  I would first of all, point out the successes of recent years 

and what it takes to make that happen.  I mean, you’re not going to get the 

maturity of sound from the university.  You’re not going to get the expectations 

that are put on these singers from another community group.  There are a lot of 

people out there that believe choral music is the end road to classical music and 

you’re going to write them out of your program. 

 It’s a good question because I was told this summer that the conductor 

that’s doing the Chicago Symphony right now has an out in his new contract for if 

they dissolve the Chicago Symphony Chorus. 
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Mr. Pendleton:  Really? 

Mr. Davidson:  They would be absolved of maintaining his contract. 

Mr. Pendleton:  Hum.  Well that says a lot. 

Mr. Davidson:  That’s scary.  We’re in a scary time right now. 

 

“Opportunity to Change Lives” 

Mr. Stamper:  I really believe the kind of music we do, the overall eclectic 

gathering of literature that we do, coupled with the passion in which we do, 

makes us an organization that truly has opportunity to change lives.  In a day and 

time when people are struggling at every turn, emotionally, financially, 

physically, mentally, whatever, spiritually, there needs to be a place where people 

can go and see a difference.  And this is that place. 

 

“A Good Positive” 

Dr. Keith:  Negative news sells better than positive news.  So, you’ll hear about 

this decision, or you’ll hear about this statement, or you’ll hear about this stance, 

and then zap, here comes the chorus, who sings a concert with community people.  

That’s a good positive for the school. 

Mr. Pendleton:  Uh-huh. 

Dr. Keith:  So, I think the school has viewed it as such. 

 

 

 79



“I Would Act Incredibly Passionately” 

Ms. Nott:  We’re assuming that this is just a weird thing, that they are – 

Mr. Pendleton:  Just out of the blue. 

Ms. Nott:  -- not that we ran out of money or there was a big – 

Mr. Pendleton:  Well, I think you could make the assumption that – 

Ms. Nott:  For some reason we’re having to tear down – 

Mr. Pendleton:  -- there was some – yeah. 

Ms. Nott:  -- for whatever reason. 

Mr. Pendleton:  Lack of funds or there was no longer going to be any rehearsal 

space, something like that. 

Ms. Nott:  Right. 

Mr. Pendleton:  But the explanation wasn’t given to you. 

Ms. Nott:  Right. 

Mr. Pendleton:  It was just in general, “By the way, don’t come back in August.” 

Ms. Nott:  I know I would act incredibly passionately. 

Mr. Pendleton:  Well, sure. 

Ms. Nott:  Because I really believe that children singing great music together 

makes them better human beings.  It makes them saner, it makes them deeper, it 

touches their lives in a very deeply spiritual way.  And I would have to ask them 

to consider that and is that not necessary and who else is giving them that kind of 

opportunity.  We’ve got the parents who are getting the kids to church choir, or 
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getting the kids to piano lessons, but we’ve got lots of kids in our choir for whom 

this is their musical and artistic experience, their aesthetic experience. 

Mr. Pendleton:  Right. 

Ms. Nott:  So I’d go with the aesthetics of it all, the spiritual sanity of it all. 

 

 The interviews yielded a great amount of insight into the membership consistency, 

what their responsibilities are, and where their funding for keeping the doors open comes 

from.  This is very beneficial information in determining the scope of the organization, 

and from where operational funds flow. 

 In the next chapter, I asked the directors about the actual day-to-day organization 

of their groups, and the reasons for their existence.  This was the heart of the interview 

for me, and the directors shared some wonderful information I was completely surprised 

by. 
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CHAPTER V 

HOW THEY ARE ORGANIZED AND WHY THEY EXIST 

 

 My questions centered on understanding the framework and operation of a 

community chorus.  I wanted to know the standard operating procedure for a chorus to 

keep the doors open.  I added to the interview list questions that were rolling around in 

my head, and tried to acclimate myself to the concepts the directors discussed.  The 

following questions and answers deal with organizational details and justification for 

why these choruses exist. 

 

7. Is Your Choir Auditioned?  If So, What Do You Look For In the Auditions? 

“I’m Usually Looking for Tenors” 

Mr. Pendleton:  I know you audition everyone that comes in and you do that 

annually.  What is it that you look for in auditions? 

Mr. Davidson:  Reading ability, tone, good tone, not a lot of vibrato.  They need 

a voice that will work in a chorus.  We have turned some great singers down just 

because, you know, you can tell they’re divas, they need to be singing solo.  I said 

reading? 

Mr. Pendleton:  Uh-huh. 

Mr. Davidson:  Personality.  I have an idea personality is going to become more 

of an issue.  We’ve had some odd balls.  We’ve got an odd ball this year and I 

suspect will just become a problem.  Usually I’m looking for tenors. 
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Ms. Krauss:  We hold special auditions for those. 

Mr. Davidson:  Andrew has a real kick and I think is holding back on some 

literature because he still doesn’t think we have the tenor section.  And it’s a 

constant trouble.  It’s a problem in Dallas. 

Mr. Pendleton:  Sure. 

Mr. Davidson:  Every chorus is looking for tenors.  We check to see if they can 

function in multiple languages.  They all have to sing English and they have to do 

one other language. 

Mr. Pendleton:  Right. 

Mr. Davidson:  And the re-audition process, we vary now.  We’ve done quartets, 

double quartets, but every other year we hear them individually.  We’re beginning 

to address the aging voice.  We have developed, though I don’t know what 

they’re calling it yet, but people who honorably want to retire from the chorus. 

Who have decided it’s time, and physically they can’t do it anymore. 

Mr. Pendleton:  Right. 

Mr. Davidson:  So, we’re trying to plug them in to committees where they can 

help fund raise, they can help market, and they can help.  And then, for example, 

the first person that’s been involved in that went with us and sang with us in 

Europe, they could make that commitment.  So, we’re also at a point, since this is 

my tenth season, we’ve got some voices that need to retire.  And it’s a hard thing. 

Mr. Pendleton:  Right. 
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Mr. Davidson:  I mean some of these people have been in the chorus for 25 

years.  So, to say [gestures for “no more”], and I’m going to have to begin to say. 

Ms. Krauss:  Through the audition process, we have, in the ten years that David 

has been here, for the six that I’ve done this job, we have gone from a lot of 

people who had just sung in church choirs and in high school, to professional, you 

know, people who have a real music background.  We see much more of that 

these days than we did when David first started.  So, the word has gotten out that 

the chorus is this really great entity. 

Mr. Davidson:  We need to turn down, especially in the women’s section, some 

pretty good singers, just because we can’t have room for them. 

Mr. Pendleton:  Yeah. 

Mr. Davidson:  I try to do the re-auditions first and then do the new auditions, so 

that honorably we can say you can come back and then try to fill it in with a new. 

Mr. Pendleton:  Right. 

Mr. Davidson:  This year we had a funny year.  You know, I was telling you 

about a singer who got this college job, that was a great voice with a lot of depth.  

The depth of the chorus has risen dramatically.  I mean, when I did the first year 

of auditions for this chorus I was just aghast, I thought, “how in the world did we 

make this happen?”  So, now we have more singers, we have more teachers, and 

we have more people studying voice.  That’s another thing I would do for starting 

a chorus again, is really encourage private study. 

Mr. Pendleton:  That makes sense. 
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Mr. Davidson:  We can do a lot of things in choral rehearsals, but you’ve got a 

whole lot more to do than that. 

Mr. Pendleton:  Well, it’s hard to teach 200 people good breathing technique or 

that kind of thing. 

Mr. Davidson:  Right. 

 

The Women’s Choir of Dallas is auditioned, and Stamper discussed auditions in his 

answer to an upcoming question. 

 

“Some Kind of Audition” 

Dr. Keith:  I said [concerning opening the chorus to the community] I would be 

happy to do that, I would love to do that, but I didn’t want to do it without some 

kind of an audition.  I didn’t want it to get the attitude of a “y’all come” kind of 

thing. 

Mr. Pendleton:  Right. 

Dr. Keith:  If you just have a group that meets casually, you can’t get much 

commitment, much level of artistry from that, I don’t think. 

Mr. Pendleton:  Okay. 

Dr. Keith:  So, that’s how that started, as a means to boost the size of the chorus 

to what it had been when there were enough students, to offset that. 
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“Good Vocal Technique” 

Ms. Nott:  In the young kids, I don’t expect them to have any vocal technique, 

but I do expect them to be able to match pitch. 

Mr. Pendleton:  Right. 

Ms. Nott:  And they have to be able to copy my mouth.  “Can you make this 

shape?” “Can you make this shape?” You know, some of them don’t quite have 

that coordination.  Now, they might not be able to make that shape and sing an 

“oo”, but they have to be able to be malleable.  I look in their eyes, are they 

focused, are they responding to me, is there a brightness and an eagerness, ability 

to concentrate, that sort of thing.  I have them echo an ostinato and then see if 

they can sing the melody – I sing a melody while they sing an ostinato.  I look at 

that, and how quickly they can learn the little melody, but I’m really looking 

more at the overall child and that kind of thing. 

 With the older kids it gets really hard to walk in to the top choir. 

Mr. Pendleton:  Right. 

Ms. Nott:  And so they have to have good vocal technique, they’ve got to have 

some sight singing skills; they’ve got to, at this point. 

 

“Basic Vocal Necessities” 

Dr. Dickson: I think it is such a different kind of, as you would think, audition 

than for the university ensembles. You are fighting the eroding cultural milieu of 

community choruses anyway. In this day and time, so many things are important 
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to a family. It is not that I think people are less cultured, there is just so much 

more demand on time, families, and it is a much more open door. For somebody 

like [chorus member] Mike Hurlow, who just left after having fifteen or twenty 

years with the chorale, those people are fewer and fewer, but I do have returnees. 

One gentleman came back and auditioned just this week, who had sung in the 

choir from 1990 until 2001 and then took a leave because of personal issues. He 

is an older gentleman, and some people are coming back after the babies have 

grown-up a little bit. Anyway, the bottom line is you have fewer people interested 

in committing to something like that. And you have always had, at least in this 

country, the stereotype of fewer men who have the interest, experience, or 

whatever to sing. So, it is an even greater battle to get male singers in the group.  

 So, my approach to auditions has changed even over these last five years. 

When I first came here, I considered the Bach Choir in London that I sang with 

for a few years, David [Hill, Bach Choir Artistic Director] has them on a rotation 

basis, so even after you make the choir – first of all they have a waiting list – so 

when you make it, then every three years your entire section has to re-audition. 

And even in that setting, [when David Hill has] someone who has sung with them 

for twenty-five years, he is very hesitant to say you can no longer handle it.  

However, he does use that as an instrument to weed out some of the weaker 

voices and others that have gotten to the point where they just can’t sing, or good 

singers that have just not kept there voice up and need more vocal work. So, I 

tried that. I did the first year with the basses, and I actually weeded out two or 
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three that could just barely hold pitch.  My process was going to be to do a 

section a year, but by the second, maybe the third year, it was so difficult to just 

keep membership up that your whole philosophy of audition changes to say, I 

need good voices, but I also need a balance of sheer numbers as well. If they were 

all really good singers, you wouldn’t worry about numbers so much, especially if 

it was a university choir or something where only fifty or fifty-seven doesn’t 

really matter that much, but in a choir like this it does. So you have got to keep 

the numbers up.  So, it is much harder to give an audition.  

 I don’t want to give the impression that I just put anyone in there.  So, my 

first criterion is pretty much just basic vocal necessities such as pitch and 

stability.  

 Beyond that is the sight reading. I do give a sight reading example, and 

once again it’s the gamut from people who can just read spots off it, to people 

who are fairly good, to those that use their ear more than actually being able to 

read. And I let some in from each of those categories. I have even let in a few, 

very seldom, that have a good ear but just do not have any theoretical orientation 

to it. I will play pitch memory things for them and they will sing them back, spot 

on. So, then I think this person can, given the right context, do alright.  

 So those are pretty much my two criteria. I do not have the luxury to say I 

am looking for this many lyric voices and this many... You take anybody that you 

can who is a decent musician and you are thankful when you get some pretty 

decent singers.  
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 You have sung in the group and you know the gamut. And the truth is, our 

tenor section is a knock out for a community choir, but we know why. It is that 

core of graduate students and others. But beyond that, if I were to remove the 

male students from this choir tomorrow, we would not have enough community 

singers to make a sound. The ones we have are good singers, but there just are not 

enough of them without the students.  I don’t know that that was necessarily true 

five years ago when I came into it. I think there were some more solid community 

singers at that point. I don’t know what that means. I don’t know if that means I 

have worked harder to integrate the university so that we have more or if I have 

lost community people somehow... nobody tells me that they feel disenfranchised, 

but I am not sure why that is. I think it is more of cultural issue than it is anything 

else.  

 

“People Come Recommended” 

Mr. Gage:  No. 

Mr. Pendleton:  Okay. 

Mr. Gage:  But now I have to know, I do background checks. [laughs]  I guess 

that’s odd.  I don’t do background checks.  I have to – I mean, but I don’t let just 

anybody in anymore. 

Mr. Pendleton:  No. 

Mr. Gage:  The first season or two I did, but I don’t do that anymore. 
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Mr. Pendleton:  Okay.  And what do you do with the folks that, you know, 

someone comes up to you or you really aren’t sure about, how do you handle that 

without doing auditions – 

Mr. Gage:  Most of the time what happens is the people that come, come 

recommended.  I haven’t had anybody just show up.  For the most part they’ll 

call, because when we start a new season there’s always an article in the paper 

and a phone number and stuff, and they’ll call and I’ll find out a little bit about 

them.  I’ll tell them a little bit about the chorus and then they’ll show up.  Usually 

on that first rehearsal, I do some fun stuff, and then I pull out something really, 

really hard.  The ones who are overwhelmed usually know it after that. 

Mr. Pendleton:  Yeah. 

Mr. Gage:  So, they know, I mean, it’s so low ball.  And that’s okay. 

Mr. Pendleton:  Yeah. 

Mr. Gage:  That’s okay. 

Mr. Pendleton:  Because you want the commitment – 

Mr. Gage:  That’s right. 

Mr. Pendleton:  -- level. 

Mr. Gage:  That’s right. 

Mr. Pendleton:  You have a certain expectation. 

Mr. Gage:  Yeah. 
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10. How Do You Advertise Concerts and Auditions?  Is This at Your 

Ensemble’s Expense? 

“DSA Pays For It” 

Mr. Davidson:  I get X number of dollars for auditions advertising.   

Mr. Pendleton:  And the symphony association pays for the advertisement of 

concerts, but the choir fund pays for advertisements for auditions? 

Mr. Davidson:  No. 

Mr. Pendleton:  No.  Okay. 

Mr. Davidson:  DSA pays for it. 

Mr. Pendleton:  So they pay for the whole thing? 

Ms. Krauss:  The only advertisement the chorus would pay for out of pocket is 

their own advertisement of a tour. 

Mr. Davidson:  Or a concert. 

Ms. Krauss:  Or a concert that we’re doing on our own. 

Mr. Davidson:  That we’re doing on our own independently. 

Mr. Pendleton:  Okay.  Wow.  That’s a great deal.  I didn’t realize that that was 

quite the case, well, see, but this is why we are having this conversation. 

Ms. Krauss:  They pay for the newspaper if we need to advertise auditions in the 

paper, or on WRR [radio in Dallas] or any other way you can think of to get it out 

there. 

Mr. Davidson:  We found WRR is our best avenue for getting the word out. 

Mr. Pendleton:  I can imagine. 
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Mr. Davidson:  I don’t think we’ve gotten our concert in the newspaper this year. 

Ms. Krauss:  No, we didn’t do the paper this year.  It’s not worth it. 

 

“We Have a Line Item” 

Mr. Pendleton:  How do you advertise your concerts, auditions, things like that?  

And does the cost of that come out of a general fund or is there a specific fund for 

that? 

Mr. Stamper:  We certainly have a line item in general for marketing and that’s 

considered to be part of anything we spend for getting our name out there.  We 

advertise, for concerts we have a season brochure, which we hand to everyone at 

our final concert of the year.  We will do mailings to all single ticket buyers, 

season ticket buyers, and we have a database for mailings.  We also will advertise 

anyway we can get.  We have a PR person that gets paid a stipend every month, 

he has his own PR business and works for us on the side.  We advertise in the 

Dallas Voice for concerts, we try to get posters up, we get them out by hand, 

word-of-mouth, we’re building our e-mail distribution list to try to do e-mail 

reminders.  We do try to advertise in the newspaper here in a few weeks, we’re 

going to be in the yellow pages in a few weeks. 
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“The School of Music Budget” 

Dr. Keith:  Promotion, publicity, advertising, and the like, comes out of a 

separate [school of music managed] budget.  Our [choruses] budget is totally for 

orchestra.  That’s it. 

Mr. Pendleton:  You mentioned advertising concerts and auditions and programs 

and things like that. 

Dr. Keith:  That comes from the general music budget. And I think there’s 

actually a place in the music budget for promotion. 

Mr. Pendleton:  Okay.  And so that includes the community chorus, as well as 

Oratorio, Southwestern Singers, Men’s Chorus and other ensembles? 

Dr. Keith:  Everything comes out of that. 

 

“Somebody Who Is Willing” 

Ms. Nott:  Word-of-mouth, direct mail to music teachers and church music 

directors in the area.  We do public service announcements through the 

newspapers, neighborhood papers and it’s free.  We have bought advertising for 

our May concert on the classical radio station and we have advertised in a 

magazine called Dallas Child, but that is the only advertising that we’ve 

purchased.  Everything else is either through direct mail or word-of-mouth. 

Mr. Pendleton:  So you must have a contact in media, because there are a lot of 

directors out there who would love to be able to advertise their things as PSA’s 

rather than buying advertisement? 
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Ms. Nott:  Right.  You have to have somebody who is willing to write the PSA’s 

and then fax them to a huge PR list.  We have a parent who has volunteered in the 

last three years that does our PR for us.  She also does a community development 

with the music teachers that the children are singing with now, and they get a 

letter in the fall congratulating them and a letter in the spring.  So we’ve tried to 

develop a relationship with the kids at other schools, too. 

 

“They Deal With Everything” 

Dr. Dickson: …an elected board of officers with a president, and various people 

who function [in several capacities]. We have monthly meetings and they deal 

with everything from by-law issues, to auditions, recruitment, marketing and the 

day to day business of the Chorale. 

 

“We’ve Got To Have Stuff To Fill Space” 

Mr. Pendleton:  You do the advertisement for all the concerts and things, that’s 

part of the money that you’re getting from the foundation? 

Mr. Gage:  Uh-huh. 

Mr. Pendleton:  Do you come up with them or do you have people that – 

Mr. Gage:  You mean come up with the ads? 

Mr. Pendleton:  Yeah.  Do you actually come up with the ads themselves? 

Mr. Gage:  I do everything, because it will get done. 

Mr. Pendleton:  Right.  Exactly.  That way you know you like what comes out. 
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Mr. Gage:  I know.  I’ve gotten to get to the point where I do it all myself. 

Mr. Pendleton:  Okay. 

Mr. Gage:  All that. 

Mr. Pendleton:  All right.  Is there some point – 

Mr. Gage:  Now, sometime – okay, I take that back.  Sometimes I’ll just call the 

paper because I have [materials there] and say, “Here’s the information, I am just 

faxing it over [for the layout].” 

Mr. Pendleton:  Okay. 

Mr. Gage:  So, I’m real easy.   Another time I’ll call the paper and say, “I’m 

faxing over a bunch of information, will you do an article?” When you’re in a 

small town, articles and ads are [valuable] – I mean, they got to have stuff in the 

paper. 

Mr. Pendleton:  Exactly.  Fill space.  Oh, absolutely. 

Mr. Gage:  It’s not like the Metroplex where they can put all the ads to carry it 

all, so it’s not like that.  We’ve got to have stuff to fill space. 

Mr. Pendleton:  Exactly.  Well, that really pays off for you – 

Mr. Gage:  Yeah. 

Mr. Pendleton:  -- quite a bit. 

Mr. Gage:  Yeah. 
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13. Does the Choir Provide Their Own Uniforms, or Are They Expected to 

Purchase a Standardized Uniform? 

“Yes” 

Mr. Davidson:  The women have to buy their dresses for $150.  And then the 

guys have to buy a tux. 

 

“A Major Look” 

Mr. Stamper:  They all purchase their own uniform, they have to do it 

individually.  In fact, we’re sizing tonight for new ones. 

Mr. Pendleton:  But there’s a standard uniform that they’re responsible for 

purchasing? 

Mr. Stamper:  Absolutely.  There’s no choice on pant size, pant usage or 

whatever.  The only thing they get to choose would be shoes, jewelry, which we 

still ask to be minimal.  We ask that if they are going to wear dangling earrings 

they have to be small hoops, they can’t wear anything hanging.  No big necklaces.  

We ask them not to wear a watch, but that doesn’t really matter to me, personally. 

 The top and the pants or the skirt or whatever they’re wearing is all pre-

decided for them. 

Mr. Pendleton:  Okay. 

Mr. Stamper:  For major look. 
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The Oratorio Chorus requires a black, formal length dress for women and a tuxedo 

for men. 

 

“Have To Purchase” 

Ms. Nott:  The children have to purchase that and we have, because of our 

diversity commitment, a large scholarship program.  30 percent of our kids are on 

scholarship.  The outfit is not part of that, but they can purchase a used outfit at a 

lower price. 

 

The Lubbock Chorale requires a black, formal length dress for women and a tuxedo 

for men. 

 

“I Don’t Want to See Skin” 

Mr. Gage:  Our first three seasons – two seasons – we told the ladies all black 

and the men wore black slacks, white shirts and ties.  It was real relaxed.  That’s 

what we did the first two seasons. 

Mr. Pendleton:  Okay.   

Mr. Gage: Last season, what we did is we took the $35 dues, from everybody, 

and bought the guys tuxedos. 

Mr. Pendleton:  Okay.  Fantastic. 
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Mr. Gage:  And so the ladies still stay in black, and I tell them up to here and 

down to your ankles.  If you wear panty hose and you wear a shorter dress, they 

have to be black hose because I don’t want to see skin. 

Mr. Pendleton:  Right.  Exactly. 

Mr. Gage:  So that’s what we did. 

 

14. Does Each Member Purchase Their Own Copies of Music, or Is There 

Provision for a Library in Your Choir? 

“Rolling Shelves Like Doctor’s Offices” 

Mr. Davidson:  Yeah.  We have a new library, that’s adjacent to – that’s 

probably since you were there. 

Mr. Pendleton:  I mean, you were operating out of a closet. 

Ms. Krauss:  Did we have the rehearsal room when you were there? 

Mr. Pendleton:  Just the one large room was all there was. 

Ms. Krauss:  Yeah.  In a space that was all full of junk before.  It’s a very nice 

chorus library because it has the rolling shelves like doctors’ offices use. 

Mr. Pendleton:  Oh, yes. 

Ms. Krauss:  Uh-huh.  [They are] very nice.  Numbered music slots. 

Mr. Davidson:  Actually, anything we’d want to buy music-wise we have to buy 

on our own and the orchestra.  Anything they’re performing, they’ll buy. 

Mr. Pendleton:  Okay. 
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Mr. Davidson:  So, if we want music to go do a concert on our own we have to 

buy it. 

Mr. Pendleton:  And for pieces that are done, like combination orchestra and 

chorus, they keep the orchestra’s scores and the chorus keeps the vocal scores? 

Mr. Davidson:  Right. 

Mr. Pendleton:  Okay.  But there are two separate libraries.  There is a chorus 

library and an orchestra library? 

Mr. Davidson:  There are two full-time orchestra librarians. 

Mr. Pendleton:  Okay. 

Mr. Davidson:  Our librarian works for half, actually. 

Mr. Pendleton:  I see.  That makes sense. 

Ms. Krauss:  We have established a method where people can donate to purchase 

for the music program. 

Mr. Davidson:  Yeah, there is some kind of, I guess it’s an endowment program, 

where if you want to make a gift to the orchestra, they keep a list of choral works 

that we do not yet own in the library. 

Mr. Pendleton:  Oh, I see. 

Mr. Davidson:  And someone can just donate that. 

 

 

 

 

 99



“If They Lose It They Don’t Get More” 

Mr. Stamper:  We have a library.  We purchase all the music.  We hand them a 

packet and they get it and they sign off getting all of it and they are responsible 

for it if they lose it and they have to pay for it or they don’t get more music. 

 

“Everyone Buys Their Own” 

Dr. Keith:  No.  That’s a whole separate deal. Literature-wise, everybody buys 

their own.  So we don’t have any financial responsibility for that. 

 

“We Memorize A Lot” 

Ms. Nott:  No.  We have a choral library that we worked with over the years, and 

the children have their own folder every night, every rehearsal, but they turn that 

folder in each week and then it’s passed out the next week. 

 

“I Borrow All The Time” 

Mr. Pendleton:  You said that you’ve spent some of the [foundation grant] 

money to establish a library for the choir.  So everything you pull is either from 

the library or you take money from your grant to purchase new music for the 

coming season? 

Mr. Gage:  No, not necessarily.  I either pull it from the library or use money 

from the grant to purchase new stuff, or borrow.  I borrow all the time and call. 

Mr. Pendleton:  Sure. 
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Mr. Gage:  Because some things, I mean, I think there’s sometimes there is a 

piece that you just want to do right then and that’s the only time you ever want to 

do it.  So you don’t really want to put it in your library, you just want to do it, it’s 

easy to call around and find it. 

Mr. Pendleton:  Right.  Now, since you’re here at Sherman High, do you use the 

library space here to store the music? 

Mr. Gage:  I do now. 

Mr. Pendleton:  Okay. 

Mr. Gage:  My facilities at Sherman High School rival anything in the 

Metroplex, or across the state. 

Mr. Pendleton:  That’s impressive. 

Mr. Gage:  And it’s right there.  I’ve done some things with the high school 

using the civic chorus music. 

Mr. Pendleton:  Uh-huh. 

Mr. Gage:  And I’m actually doing some stuff right now with the civic chorus 

using high school music and it’s just [helpful]. 

Mr. Pendleton:  So you can borrow back and forth just between the two of – 

Mr. Gage:  And I know where it is, exactly. 
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16.  What Is the Process for New Purchases? 

“Anything We Want” 

Mr. Davidson:  Actually, anything we’d want to buy music-wise we have to buy 

on our own and the orchestra.  Anything they’re performing, they’ll buy. 

Mr. Pendleton:  Okay. 

Mr. Davidson:  So, if we want music to go do a concert on our own we have to 

buy it. 

 

“Tighten the Clamp” 

Mr. Stamper:  Basically, if I’m purchasing, especially at the beginning of the 

year, we know that there is money available or whatever.  But, as we move 

through the year we really consider costs, since we don’t really have a PO system, 

but anything over a certain amount of money typically would warrant us asking to 

make sure that there’s money available.  If we’re being good leaders, we should 

be watching the budget monthly and making sure we’re not over spending in 

areas. 

Mr. Pendleton:  Sure. 

Mr. Stamper:  When we had an executive director, I was not required to go 

through her to make purchases.  We don’t have to fill out requisition forms or 

have anything signed.  I’m sure as we grow and more people touch the money 

and more and more people will need to spend it, we’re going to have to tighten 

the clamp. 
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Mr. Pendleton:  Right. 

Mr. Stamper: But at this point, Michelle [Rawls, Office Manager] and I are the 

only ones who spend money. 

 

“Totally For Orchestra” 

Dr. Keith:  Promotion, publicity, advertising, and the like, comes out of a 

separate [school of music managed] budget.  Our [choruses] budget is totally for 

orchestra.  That’s it. 

 

16a. Are You a Tax-Exempt Non-Profit Organization for Donation  

        Purposes? 

All six choruses in the study are tax-exempt non-profit organizations.  Information 

on non-profit status can be found in the bibliographic resources. 

 I included this question for a story on the processes of becoming tax-exempt from 

one of the supplemental chorus directors. 

 

“It’s A Pain” 

Mr. Gage:  We wanted to become incorporated, we had to become non-profit. 

Mr. Pendleton:  Right. 

Mr. Gage:  Well, if you’ve never tried to become non-profit, it’s a pain.  I’ll 

never do it again, ever.  In fact, they wanted to do a booster club at the high 

school and I said, “No, because you have to become non-profit and I’m not 
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interested.”  They said, “No, we’ll do it.”  I said, “No, not interested.”  I told 

them, “We’ll do the booster club through the activity account.” 

Mr. Pendleton:  Right. 

Mr. Gage:  It is weird.  You become kind of a non-profit entity through the State 

of Texas. 

Mr. Pendleton:  Uh-huh. 

Mr. Gage:  Then you have to go through the IRS. 

Mr. Pendleton:  Exactly. 

Mr. Gage:  And then the IRS says, “Oh, you did it wrong through the State of 

Texas.”  So you redo it through the State of Texas, and the State of Texas says, 

“Well, you need to do it this way.”  Then you send it back to the IRS and they 

say, “Oh, well, something else is wrong.” 

Mr. Pendleton:  Right. 

Mr. Gage:  And it took about a year and a half.  You have to pay fees and all 

that.   

 

16b. If You Hire Outside Players or Orchestra for Performances, What Are  

        the Financial Arrangements? 

“We’ve Reached An Agreement” 

Mr. Davidson:  For the general operation of the organization, it is from the DSA.  

We have money that we – for example, we’ve reached an agreement with them 
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about Christmas concerts several years ago, that they pay us X number of dollars 

for each Christmas concert over eight.  And we amass money from that. 

 

The Women’s Chorus of Dallas does not typically perform with orchestra. 

 

“The Symphony Gets The Gate Money” 

Dr. Keith:  We have a really strong relationship with the symphony that I’ve 

developed over the years.  Our budget does not pay for probably any more than a 

third, or 40 percent, of what the total cost of the year is for the orchestra.  So, 

that’s why we sing two Messiah performances at Bass Hall.  We get absolutely no 

money for that at all.  Now, it doesn’t cost us anything, but we get no money for 

it.  In its place we get financial credit for it, and the symphony gets all the [gate] 

money. 

Mr. Pendleton:  I see. 

Dr. Keith:  This past year the symphony had a Mendelssohn Festival.  It was at 

the end of August, did you know that? 

Mr. Pendleton:  I did. 

Dr. Keith:  Okay.  We worked in the summer from the time that school was out 

until July 11th, the last rehearsal, and then took a couple of weeks off.  We came 

back the first of August, rehearsed Monday nights and Thursday nights for two 

weeks, then went on the symphony rehearsal schedule, which was about three or 

four times a week, and then on a Friday night did music for A Mid Summer 
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Night’s Dream.  Saturday night the orchestra did the Reformation Symphony and 

we did Hymn of Praise. 

Mr. Pendleton:  Okay. 

Dr. Keith:  And then on Sunday, we did Elijah.  We got no money for that.  

There were some tickets that were set-aside for $5 a piece, a substantial savings, 

but not enough for everybody in the chorus to have one.  So the first 50 or 60 

people who made contact with them got those.  But because we do that, because 

we do the Messiah for them, because of the summer concerts in the gardens, they 

give us some financial help.  Otherwise, we wouldn’t be able to do anything. 

Mr. Pendleton:  Right. 

Dr. Keith:  Because the costs have gone up so. Our budget is really only to help 

[pay] the orchestra. 

 

“Allows Us to Have One Free” 

Dr. Dickson: What is not an immediately tangible contribution is a financial 

contribution in a since that [in] the scholarship concert…we are the core [chorus] 

with Lubbock Chorale and the other University ensembles joining, but by the 

very fact that the TTU orchestra accompanies that for no fee, is a five to six 

thousand dollar event that we would have to pay for. So really, since we try to do 

not less then two and not more than three concerts a year with the orchestra, that 

allows us to have one free. 

Mr. Pendleton: And the ticket sales from the scholarship concert, those proceeds 
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go to the scholarship fund for the school of music. Is that correct? 

Dr. Dickson: Yes, that is correct, but it is more specific than that.  Gary Lewis 

[Director of Orchestras at Texas Tech] and I divide all the expenses. We are in 

charge of the marketing, the promotion, and for putting together the concert.  

When all of the monies are collected, they are divided in half. Half goes to vocal 

scholarships and the other half goes to string scholarships. Strings are often 

difficult to recruit and hire.  

Mr. Pendleton: That is money that is given as scholarships to the students?  You 

had mentioned that part of the ticket sales as part of the income for Lubbock 

Chorale. Ticket sales for the scholarship concert do not go to Lubbock Chorale; 

their benefit is essentially their participation.  

Dr. Dickson: Yeah. And in fact, when we sell season tickets for Lubbock 

Chorale, which includes all of those concerts, we have to pay the ticket portion 

for the scholarship concert back into the university.  In some years past we 

haven’t done that, but we have gotten to the point where scholarships are so low 

here that we need all of that money.   

 

“Lumped Out By Project” 

Mr. Gage:  And so I really have it lumped out by project and know at Christmas 

that I can spend $3500 for an orchestra and advertising and all that kind of thing, 

and know I’ll be okay. 
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18. Why Do You Believe People Join Organizations Like Yours?  What Is the 

Drawing Power of a Civic/Community Chorus? 

“Community” 

Mr. Davidson:  The hall, orchestra, quality of music, conductors…Just people 

who love to sing and want to sing in a great environment.  And there’s a very 

different kind of person that would come to us than one who is looking for a 

small ensemble experience.  They are people who can sing but couldn’t be a 

soloist or couldn’t get that part on their own. 

Mr. Pendleton:  Right. 

Mr. Davidson:  And then I think there is that mass thing that people like to be a 

part of.  Community. 

Mr. Pendleton:  Yeah. 

Mr. Davidson:  I think we have a lot of single people, we have a lot of people 

who don’t have a lot of social contact and this is a great way to get that and to get 

some artistic satisfaction also. 

Mr. Pendleton:  Well, especially if your officers are putting together social 

activities for people in the chorus too, that’s another bonus. 

Mr. Davidson:  It’s the key part of it.  Choruses are very different animals from 

orchestras. 

Ms. Krauss:  Choruses are there because singers love it. 

Mr. Pendleton:  Right. 

Ms. Krauss:  Orchestras may love it, but they’re being paid. 
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Mr. Davidson:  Right. 

Mr. Pendleton:  That’s right. 

Ms. Krauss:  It’s a job. 

Mr. Davidson:  You know, choruses really grew up when we started moving 

away from patronage systems.  In a small town chorus, they are civic groups 

wanting to sing. 

Mr. Pendleton:  Exactly. 

Mr. Davidson:  In this country, there are huge numbers of choruses. 

Mr. Pendleton:  Well, I’ve just seen a study that came out this year about people 

who were involved in choruses are generally not just involved in one, but they 

may be involved in two or three. 

Mr. Davidson:  Groupies. 

 

“Trying to Include Everybody” 

Mr. Stamper:  Our drawing power, specifically the Women’s Chorus of Dallas, 

is two-fold.  One is the uniqueness of being women-only, and a celebration of the 

empowerment of women. 

 The other thing that I think is even more present is their passion for music.  

We very rarely have a singer come to a concert and sit and listen and not want to 

join, because [the chorus] is so in touch with what’s going on musically.  They 

are in touch with it in relation to their whole being, their life experiences, our 
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experiences in a corporation as a membership of a singing body in many, many 

levels; and that all is just lasered at our audience.   

Because of that, and I think, just the uniqueness if you don’t know 

anything about us, out of our 26 women who are coming, we probably have four 

or five of them who just simply looked for a group on the web and found us and 

called to audition.  They don’t know anything about us, they just want to come 

and be a part.  Several new singers came to do new member orientation last week 

and now they’re really pumped, but they have never heard the Women’s Chorus 

of Dallas sing. 

 On average, 20 percent of our new membership found us off the web.  So 

there’s certainly some great reasoning for having such a good marketing tool as a 

web site, and that is one of the reasons that we’re approving it.  I think our 

uniqueness is what makes us different than every other organization in this area.  I 

hear of lots of groups, DSO [Chorus], the Southwestern [Oratorio] group over 

there, sing and they sing well, but there isn’t much passion for music making.  

That real connectedness to the text and wanting to deliver it to the audience and 

change lives out of it.  That’s the kind of thing you get at church, that you don’t 

get out of most choruses. 

Mr. Pendleton:  Right. 

Mr. Stamper:  And we have it here…They really were founded, from the 

beginning, about finding a safe place for women to come together – women who 

of any kind, shape, size, color, background, socioeconomic, sexual orientation, 
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whatever – and be safe, be together and sing.  And because of that diversity and 

openness, which has grown throughout the years, we now have ages from 21 to 

72 year olds, we have white, African-American, we have Indian, Asian, Hispanic, 

we have large, small, short, tall, we have single home, single moms, stay home 

moms, we have married women, gay women.  We have patterned women.  We 

have doctors, OB-GYN’s, lawyers – we have a forensic pathologist this year – all 

the way to electricians, laborers, to people who don’t work.  You name it and 

we’ve got it.  

 That’s really helped bring in women.  Really and truly, because of that 

we’ve had trouble identifying who we are.  I’ve also had some level of difficulty 

building an audience base beyond where this started, because it was basically a 

lesbian and gay supported chorus for a long time. 

Mr. Pendleton:  Right. 

Mr. Stamper:  And we still are, but with 50 percent of our women being straight 

now, we have a lot of different kinds of people coming to concerts.  So we’re 

starting to expand, but still trying to include everybody has been a part. 

 

“They Love to Sing” 

Dr. Keith:  [The student singers in the Oratorio Chorus are] all in the vocal prime 

in their life and that’s a huge, huge factor for us.  But I think community people 

really learn it as fast or faster.  Plus, the motivation for the community singer is 

somewhat different than the student.  The student, in our situation the 
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overwhelming majority of them, sings because they’re required to do it; it’s part 

of their curricular plan. 

Mr. Pendleton:  Uh-huh. 

Dr. Keith:  The community people are singing because they love to sing. 

 

“Beautiful Music” 

Ms. Nott:  Well, I think there are two things that happen.  We get lots of kids 

who love to sing and they just know they like to sing and they think they are the 

only kid in the elementary class that wants to sing, you know.  They have ended 

up here with us. 

Mr. Pendleton:  Right. 

Ms. Nott:  And that’s real neat, to all of a sudden be in a room with everybody 

that was like you from all these different schools.  What I think keeps them 

coming back week after week is the artistry and the musicianship and that they 

are creating something beautiful.  I know that sounds “schmaltzy” but that is what 

they want.  They won’t articulate it, they’ll say its fun, and they’ll say it’s really 

cool, we get to sing in cool places, but that doesn’t last.  What lasts is that in 

every rehearsal they make music and make something beautiful.  I think that’s the 

bottom line. 

 And I have to say this, the only way that I really believe you can do that is 

if you sing good literature and the kids love the literature and it’s not baby stuff, 

even with our 4th graders it’s beautiful.  Beautiful music. 
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“Stress Relief” 

Mr. Gage:  Some of them it’s their stress relief.  Because it is, when I see the 

chorus, it’s not like regular choir.  It’s not like high school choir.  High school 

choir we have skills to learn.  I can’t drill skills with adults.  They won’t come 

back. 

Mr. Pendleton:  Right.   

Mr. Gage:  So, it’s all about singing and having a good time.  Making good 

music and actually teaching them something and they never know they have been 

taught. 

Mr. Pendleton:  Uh-huh. 

Mr. Gage:  So, I think some of it is a stress release, and some of them just really 

love to sing.  To some of them, it’s a social issue.  I have some that feel it is truly 

a social issue. 

Mr. Pendleton:  Uh-huh. 

Mr. Gage:  And young and old.  For some of them, it’s their night to get out of 

the house and have a baby sitter. 
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21. Does Your Choir Tour?  If So, How Is The Tour Funded?  How Are The  

Expenses Of The Members Qualified (i.e. Members Pay for All Meals,  

Members Pay for ½ Lodging, etc…)? 

“Chorus Members Are Not Out of Pocket” 

Mr. Davidson:  Yeah.  For example, like the Vail trip.  The DSA will fund quite 

a bit of 60 people going over there.  And then we usually contribute to that also 

out of our money.  But they will collect the money and handle per diems and all 

that kind of stuff. 

Mr. Pendleton:  So the members may have to come up with a percentage of the 

expenses for the trip and the association may come up with another percentage or 

it may be – 

Mr. Davidson:  Well, like Vail, it’s 100 percent paid. 

Ms. Krauss:  To the chorus member, the DSA or the chorus, funds.  The chorus 

member themselves aren’t out of pocket. 

Mr. Pendleton:  Any at all? 

Mr. Davidson:  No. 

Mr. Pendleton:  Really? 

Ms. Krauss:  We’re even given a per diem. 

Mr. Davidson:  And we’re going to, in July – April of 2005 to Carnegie Hall 

with the orchestra, and we will be paid 100 percent by the DSA and actually a per 

diem will be given to each chorus member…[The chorus officers] handle all 

touring that we do, so they do all the logistics.  They do policy setting.  I guess so 
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much of that is geared to what I’ll agree to…Well, the tour we just did to Europe, 

the chorus paid their own way, except out of this money that they’ve earned over 

X number of years.  I think [the DSA] paid $750 of each person’s trip. 

Mr. Pendleton:  Okay. 

Ms. Krauss:  Any time we travel with the orchestra is normally when it’s paid 

for by the DSA. 

Mr. Pendleton:  I see. 

Mr. Davidson:  For example, the opera orchestra of New York trips that we do to 

Carnegie, we pay.  Now they pay us a fee but it doesn’t come even close to 

covering the cost. 

 

“It Varies From Year to Year” 

Mr. Stamper:  What happens is, this particular festival [the chorus has been 

invited to perform at] is part of GALA [Gay and Lesbian Association of 

Choruses].  We’re a member of GALA Choruses and they have an international 

festival – this is the seventh one – and this one is in Montreal, so we normally 

register to go and we opted to go to some other ones.  I don’t think we have done 

any other kinds of festivals.  They have done some other traveling.  The travel 

and touring is typically by invitation to go sing with a specific group.  I know 

they went up to the Twin Cities to Minneapolis to sing with their men’s chorus 

quite a few years back.  We were in Kansas City this summer singing with the 

Heart Land Men’s Chorus there, by invitation.  I hope to have a tour for us next 
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year to the East Coast.  I’m trying to set up venues very much like you would do 

for a youth choir tour, except that we would get paid.  So it just varies from year 

to year and experience to experience. 

Mr. Pendleton:  But you mentioned youth choir tours and I know sometimes 

directors of youth choirs and things like that will call, like a church or something, 

and say – 

Mr. Stamper:  Right. 

Mr. Pendleton:  -- “we’re going to be in your neighborhood,” they may not have 

any other connection with them, “Would you mind if we came?  My choir is 

coming through, would you mind if we came to a service with you,” and that is 

kind of a lead-in to an invitation. 

 Is that the same case with going to sing with other groups maybe 

necessarily aren’t part of a church organization or something like a stand alone 

chorus? 

 And I guess, hypothetically, what I’m trying to say is, let’s say there was a 

chorale in Lubbock that wanted to come to Dallas and do a concert, but didn’t 

really have a contact, let’s say in the Women’s Chorus or Turtle Creek. 

Mr. Stamper:  Uh-huh. 

Mr. Pendleton:  How does that whole interplay work?  Is it where the host group 

invites other groups and you just have to essentially build your own reputation 

and wait your turn to be invited, or is there a way that you can kind of expedite 

that? 
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Mr. Stamper:  Well, we do get calls occasionally where groups are coming 

through here and are looking for a way to help publicize their concert, or they 

know if they hook up with someone else that they have a better chance of drawing 

a crowd.  I dealt with that in the [Texas] Boys Choir also.  When I try to plan this 

tour for next year, I have some connections already there through the Boys Choir 

and other experiences, through personal connections. [Two pastors I know] are 

both in Byers Park Baptist [Church] in Charlotte, North Carolina.  I really want to 

go there and sing.  They love great music and they’re very open to us as a chorus 

and I’m trying to work a deal with them.  So part of it is through personal 

contacts, or if I know I want to make a certain route, I ask around to find out who 

can I call on to make that happen. 

Mr. Pendleton:  Uh-huh. 

Mr. Stamper:  But when you make the contact initially, it’s almost always for no 

money.  It’s hard to get [a venue] to sign on for cost.  Now you could, if you 

know about a concert series they have, you can get in.  The Boys Choir sang in 

St. Simond’s Island, Georgia.  I played a recital there last year.  The Women’s 

Chorus is going to go sing there next year.  They have a concert series, and I 

finagled all of that after we got the Boys Choir gig.  I got myself in the door and 

I’m getting the Women’s Chorus in the door.  So they’re going to pay us $2,000 – 

2,500 to come sing and it will be a great experience.  You have to just make those 

connections with people and it is very hard if you don’t have any connections and 
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you’re just asking for help.  People, typically, will give you a place and maybe 

put you up or feed you, but past that, that’s not going to fund your tour. 

Mr. Pendleton:  Exactly. 

Mr. Stamper:  And it’s okay for kids, but it’s not okay for adults. 

Mr. Pendleton:  Right.  Well, you brought up the funding of a tour.  When you 

require travel and go to places like Kansas City and Montreal, how much of the 

financial burden of that does the chorus take in and how much of it do the 

members come up with? 

Mr. Stamper:  Well, Montreal is totally funded through membership.  They will 

all pay their own individual way to go, anywhere from $700 to 1,000. 

Mr. Pendleton:  Okay. 

Mr. Stamper:  They pay their own registration fee to get into the festival.  That’s 

what this chorus has done in the past.  I would like to see some of that change.  I 

feel like we have an obligation to help support them for all the work they do for 

us, even if it is just to pay their registration to get into the festival.  I mean, I can 

see them buying their own plane ticket and paying for their own hotel and their 

meals, fine.  But when we went to Kansas City it was by invitation, Kansas City 

paid for our bus to get us there.  Actually, they paid for two buses; they allocated 

$6,000 for travel for us.  They fed us the majority of the time.  They were willing 

to put us up in homes, but they also provide us a hotel that people may choose to 

use, but the members had to pay for themselves. 

Mr. Pendleton:  Okay. 
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Mr. Stamper:  Most people made that trip for about $25, if you rode on the bus 

and you stayed at somebody’s home.  So, in my opinion, since they already all 

worked so hard, we needed to be providing as much as possible.  It is very costly 

for 70 people to travel. 

 

The Oratorio Chorus has made overseas tours, which are financially the 

responsibility of the members.  Trips to important performances, like the Southwest 

Division of the American Choral Directors Association Convention in 2004, are 

often negotiated with the Seminary for funding.  That particular performance was 

funded completely by the Seminary. 

 

“When There Is a Reason to Tour” 

Ms. Nott:  I really believe we tour when there’s a reason to tour.  We don’t just 

tour, it’s not the tail that wags the dog at all.  We were invited to sing at ACDA 

and at the National OAK convention, the Kodaly educator’s convention, and so 

we went to San Antonio and went to Houston and did that.  Then I went to 

Europe, myself, and I went, “Oh, my gosh, I’ve got to get these kids over here.  

This is beautiful art.” 

Mr. Pendleton:  Yeah. 

Ms. Nott:  So we’re going to Canada this next summer and participate in a 

festival, a noncompetitive festival, we’re not going to do competitions, but it’s 

really for us to learn how to take a bigger trip. 
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Mr. Pendleton:  Right. 

Ms. Nott:  You know, that’s kind of my reasoning for, “Okay.  We’ve got to start 

small.”  Because I would love every three years or so to take kids, you know, out 

of the country. 

Mr. Pendleton:  Be great.  How do you fund a tour? 

Ms. Nott:  This year, and its $1000 to go to Canada and we’re spending about six 

days, I think.  We have several ways that the kids can raise money.  We’re doing 

a poinsettia sale, they don’t have to.  We’re doing the SCRIP program thing; it’s 

like gift cards, so it’s dollar for dollar.  You buy a $25 gift card, you get $25 and 

then the kick back comes from the store.  We didn’t want the kids selling candy, 

or didn’t want to do something that the kids do. 

Mr. Pendleton:  Right. 

Ms. Nott:  Mainly that the parents do.  Then we had this real weird thing happen 

this summer.  The McGraw-Hill publishing company contracted Hal Leonard, 

and then Hal Leonard farmed out to a local production company to do the 

children’s music for the new music textbook.  And so they contracted us, they 

called us and said, “You know, can you?” we did a couple of them.  It’s $300 a 

song. 

Mr. Pendleton:  Wow. 

Ms. Nott:  And so, of course, I just went, “How many songs do y’all need?” They 

told me 350 songs, and I said, “Oh, we’re busy this year, I can’t!” but the 
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executive director said we’re going to figure out how to do this because we’re 

going to get these kids on tour this way. 

Mr. Pendleton:  That’s right.  Let’s do three a week. 

Ms. Nott:  Yeah, exactly.  Exactly.  Exactly.  Well, we’re going to have as many 

groups of ten to go in, we’re going to be – 

Mr. Pendleton:  Oh, yeah. 

Ms. Nott:  -- a recording machine, so that was just like a weird thing that came 

our way.  But we’d rather sing, I said to Terry [Harley, Executive Director], we’d 

rather sing for our supper than sell candy. 

Mr. Pendleton:  So it’s mainly a fund raising event for the parents to go out and 

raise the money for the trips? 

Ms. Nott:  Specifically for tour.  We don’t do any of that kind of what I call 

“grass roots” fund raising for chorus, but operations.  That’s only for tour. 

Mr. Pendleton:  And the price that you tell them it will cost for the tours includes 

the housing and meals and that kind of thing? 

Ms. Nott:  Meals, transportation. 

Mr. Pendleton:  So that’s not an additional expense on top of the cost of the 

tour? 

Ms. Nott:  No.  No. 
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“I Wanted To Start Taking Trips” 

Mr. Pendleton:  Okay.  This trip that y’all are taking to Carnegie, is this a first 

tour kind of trip that you’ve taken? 

Mr. Gage:  We went to Hawaii this past summer. 

Mr. Pendleton:  You went to Hawaii.  Now, how do you find out about the 

different kind of different events? 

Mr. Gage:  I’ve been the tenor soloist for the North Central Texas Chorale, 

NCTC, not NTCC, NCTC for about ten years. 

Mr. Pendleton:  Okay. 

Mr. Gage:  I’ve done everything, all their solo work for tenor.  And always 

toured.  And so once we started the chorus I told them that I eventually wanted to 

start taking trips.  And what happened is, we kind of joined up with them, about 

14 or 15 of my people went and about 14 or 15 of his and 14 or 15 of other, and 

we went to Hawaii for a week and did one concert and played the rest of the time. 

Mr. Pendleton:  Wonderful. 

Mr. Gage:  So, yeah. 

Mr. Pendleton:  To get out a little bit and kind of get a name. 

Mr. Gage:  A lot of the people are going to Carnegie Hall. 

Mr. Pendleton:  Yeah.  Did the members have to raise their own funds? 

Mr. Gage:  Uh-huh. 

Mr. Pendleton:  For that trip? 
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Mr. Gage:  We did some things last year, some extra things that we got paid for 

and I just put that in the scholarships for everybody.  And so what it essentially 

did is like make one $200 packet for each person that was going. 

Mr. Pendleton:  Yeah. 

Mr. Gage:  Which that comes up a lot out of our stuff, but this year I don’t think 

there is going to be any money for New York City. 

Mr. Pendleton:  So they’re going to have to come up with it on their own? 

Mr. Gage:  Right. 

 

23. Could You Tell Me If (or How) Activism Plays a Role In Your Choir? 

“It’s Not Part of What We Do on Monday Night” 

Mr. Stamper:  That’s interesting, because Tim [Seelig, founding Artistic 

Director of the Turtle Creek Chorale] was their conductor for ten of their first 

thirteen years of existence for the Women’s Chorus, and he’s not necessarily a 

political activist, but he is always pushing the envelope. 

 In the organization, we get behind certain things, for example, there’s a 

CNN poll that came out after [President George W.] Bush stated that marriage 

was only for men and women and there was a big CNN poll about should that be 

correct or not.  So everybody I know who is gay or lesbian has given me an 

opportunity to vote.  Sometimes I will send that kind of thing out to the chorus, 

because we have women here who, even though they may not care what you do, 

don’t think marriage should be for gay people. 
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Mr. Pendleton:  Right. 

Mr. Stamper:  They’re entitled to that.  If we get a breast cancer informational 

piece, I will send it out via e-mail.  I really try to keep issues that I feel like are 

directly related to us as what we are about and what we support, regardless of 

orientation, mostly to do with women.  If there is an article out there that’s talking 

a lot about domestic violence against women, I will send it out.  I don’t encourage 

anybody to march; we don’t really talk that much about that kind of stuff.  We 

have a gay pride parade here [in Dallas], but we don’t have a float.   

I have become personally more politically active, probably, in the last 

year, but I’m very careful about not pulling that on to the podium.  I have real 

problems at times with that and I’ve dealt with pastors in my past church 

ministry, who did that. 

Mr. Pendleton:  Right. 

Mr. Stamper:  And that’s not the place for you to be politically correct…We do 

have a pin.  It’s red and pink, and they had them done when they did “Sing for the 

Cure” a couple of years ago, they had them done and the red part, of course, is for 

AIDS and the pink part is for breast cancer awareness.  And since they did it with 

Turtle Creek, it was a really appropriate deal and this is something that’s really 

pretty.  We don’t require them, but everybody in the chorus has one, nobody has 

to pay for it, they are given that pin and so it’s considered to be part of the 

uniform, but nobody has ever refused to wear it.  Mostly, I’m sure, because of the 

breast cancer part. 
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Mr. Pendleton:  Oh, yeah. 

Mr. Stamper:  And it’s so relevant to all of the women.  I feel strong about when 

we have new member orientation, that we are sensitive.  Our president, and most 

of our officers, not all of them, but a good portion of them are gay, and [the 

president] just kept talking about her partner, her partner, her partner and I don’t 

have a problem with that, but at certain levels I don’t know that it’s necessary to 

talk about it at every turn. 

Mr. Pendleton:  Right. 

Mr. Stamper:  Because if she was standing there and talking she would not be 

saying her husband, her husband, her husband, others would feel uncomfortable.  

So, I have issues with is it necessary for us to put it out there that many times? 

Mr. Pendleton:  Uh-huh. 

Mr. Stamper:  And so, at some point for some of them it’s probably a little too in 

your face.  But the straight women in particular are really cool.  Women just are 

not as up in arms about it as men are about gay issues. 

Mr. Pendleton:  Of course. 

Mr. Stamper:  And so they will tell you, “Hey, that’s fine.  We do what we do 

and if that’s what you are, that’s fine.”  We travel and straight women will stay in 

the room with gay women and their partners and they don’t have issues about 

that.  So, I think that I have probably brought more stability to the table because 

my sexuality is not prevalent up on the podium.  Nor who I sleep with or who I 

like.  They know it’s not part of what we do on Monday night. 
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Mr. Pendleton:  Right. 

Mr. Stamper:  So they have, in the course of the year, kind of relaxed and I’ve 

seen less and less of that.  But, when Laura Miller was running for mayor, people 

were really supporting her and people wanted to talk about it and that kind of 

stuff and I just encouraged people to go vote.  You do what you want, but you 

need to vote. 

Mr. Pendleton:  Yeah.  Right. 

Mr. Stamper:  If you want your voice to be heard you need to vote.  I think the 

big thing is here on Monday night we try to support, politically, candidates who 

are representative of all people.  We don’t really care past that. 

Mr. Pendleton:  Right. 

Mr. Stamper:  What people do individually, but I think as a chorus we try to 

represent ourselves because we want to be represented and cared for at all levels. 

Mr. Pendleton:  Sure. 

Mr. Stamper:  If that makes sense. 

 

25. If You Were to Start a Chorus Like Yours From Scratch, How Would You 

Begin?  What Steps Would You Take, and In What Order? 

“Artistic Side the Driving Force” 

Mr. Davidson:  Yeah.  To be connected with a really good orchestra, first of all.  

Auditioning every year, I think that’s one of the smartest things we do. 

Mr. Pendleton:  Uh-huh. 
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Mr. Davidson:  I think the whole thing of a Board is an issue, you know.  That 

sometimes it’s just a pain in the butt.  They just are, because people’s political 

agendas start coming out. 

Mr. Pendleton:  Right. 

Mr. Davidson:  Their own personal problems get manifested in their leadership.  

So, I think keeping a tight rein on that kind of stuff is really important, so that the 

artistic side stays the driving force. 

 For example, the Board came to me and said they wanted to do a pops 

concert next year, and I said – just on our own, the stand-alone chorus, - and I 

said, “We’re a symphony chorus and we don’t need to do that.” 

Mr. Pendleton:  Right. 

Mr. Davidson:  That’s why Turtle Creek Chorale exists.  That’s not our business.  

I’d rather we do stand-alone.  If I were starting another one I’d like for the 

director position to be full-time, so that you could do some stand-alone concerts, 

develop a chamber chorale, and develop a pops chorus for the pops people.  I 

would, and I’ve been thinking about this this summer, want to develop a concert 

that could be available for children and for youth, that we could go into the high 

schools and to the elementary schools to promote choral singing. 

Mr. Pendleton:  Or even something similar to what the symphony does with 

their afternoon concerts for schools, something like that? 

Mr. Davidson:  Right. 

Ms. Krauss:  Where they bring them in. 

 127



“Make It Easy On Myself and the Singers” 

Mr. Stamper:  Well, I’d decide what I wanted the group to be, I think initially 

you have to decide what you want your focus to be… 

Mr. Pendleton:  Uh-huh. 

Mr. Stamper:  …musically and purpose-wise, which is going to then determine 

your audience base.  And from there you go backwards again to what should be 

your initial step to see who you’re interested in pulling in to sing.  Because 

certain singers are going to require different kinds of music and audience is 

basically going to require different kinds of singing. 

 So, if I wanted to start a 24 member professional ensemble, you know, 

who is going to do all 20th Century music, 21st Century music, you know, I’ll pull 

in everybody I know who reads well. 

 So, I would first determine what the make up of the group I would want it 

to be, whether it be mixed or single gender.  What kind of music I really wanted 

to concentrate on and what my audience base was going to be.  From there I 

would branch out to start looking for singers.  Trying to get as many onboard as 

you could, initially, and then just really plan your rehearsal time, find a space, all 

the basic things that you have to do.   

You’ve got to manage out of your home off of a computer, unless you get 

someone who has some space, find a church, which typically will give you space 

to practice, maybe at a very, very low cost.  Uniforms would not be decided on. 

Mr. Pendleton:  Right. 
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Mr. Stamper:  We would go with generic stuff for a while.  Just try to get the 

group moving in start building concerts.  Maybe two your first year, and start 

building on it’s base and then working toward getting a Board of Directors. 

 Now, there are lucky people who know all the right people. 

Mr. Pendleton:  Right. 

Mr. Stamper:  Who have access to a lot of money and a lot of that stuff can just 

happen immediately for them.  But, I think on the average, for most of us, that’s 

not going to be a case. 

Mr. Pendleton:  Exactly. 

Mr. Stamper:  You know, and also, of course, in the very early stage develop 

policy.  Setting up guidelines for behavior, for attendance. 

Mr. Pendleton:  Sure. 

Mr. Stamper:  Bylaws.  All of those things need to be in place from the 

beginning and doing it right.  As opposed to letting those things take form 

throughout the years of existence.  Because then you end up restructuring and 

people are hacked off because they didn’t have to live under that structure and 

now you’re pushing it on them. 

Mr. Pendleton:  Yeah. 

Mr. Stamper:  So, I would redo some of those processes for sure. 

Mr. Pendleton:  Okay. 

Mr. Stamper:  But, I’d make it as easy as possible for myself and the singers 

first. 
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Mr. Pendleton:  Yeah.  Well, especially without any kind of other administrative 

framework. 

Mr. Stamper:  And no money. 

Mr. Pendleton:  And no money. 

Mr. Stamper:  Absolutely. 

 

“Probably The Easiest Thing To Start” 

Ms. Nott:  I think I would ask around to see if anybody else wants to join me in 

starting it.  It’s a huge job, and for one person to try and do it themselves, and also 

I work better with two or three people.  That’s why I have assistants, I love other 

ideas.  Our parents have made these incredible thoughts and because I said, 

“Well, how do you think we should do this?”  Then they think it up, I mean, 

there’s so many people much brighter than I. 

 So, I would find people who know the community, “is there a need?”.  I 

think I would have to look and see if there was a need, and assuming that there 

was, if there wasn’t another children’s chorus or really active school choirs and 

church choirs, I would have to ask myself very seriously, “Do we need another 

resource for children to be singing?” then I would continue. 

Mr. Pendleton:  Right. 

Ms. Nott:  But I’d get some friends together and I’d get two or three people 

together, and then create a mission, you know, just go through the motions. 

Mr. Pendleton:  The same things, essentially, that you did here? 
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Ms. Nott:  The same things that we kind of did here.  I think it worked really 

well.  But the main thing is I would find a couple of people that are committed to 

staying through to make it happen.  Because that’s what’s cool about kids versus 

an adult choir.  Once you have kids there who love what you’re doing, you’ve got 

two parents that have bought in.  I have so many of my colleagues who have 

professional choirs here in town, that say, “You’ve got all these parents, you 

know, to help you do stuff.” 

Mr. Pendleton:  Exactly. 

Ms. Nott:  So, it makes it a whole lot easier.  I think the children’s chorus is 

probably the easiest thing to start. 

Mr. Pendleton:  200 kids, you end up with 400 parents. 

Ms. Nott:  400 parents.  That’s right.  With 400 different expertise and 

commitment levels and stuff. 

 

 The picture was coming into focus for me, now that I had addressed the 

administrative and philosophical questions about community choruses.  I was amazed at 

how many different methods are employed in keeping an organization like this running.  

The goal seemed to be the same for all the groups; to create beautiful choral music and 

better ourselves through the rehearsal and performance of the music.  But the variety of 

methods was astounding to me.   

 I wanted to get more information from these directors, so I asked them a series of 

musical and conducting questions as well, listed in the next chapter. 
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CHAPTER VI 

THE MUSICAL AND CONDUCTING DECISIONS 

 

 After having asked several organizational and operational questions of these 

directors, I could not pass up what I felt was a golden opportunity.  My curiosity was 

satisfied and research complete on the framework of these community choruses, and how 

they operate, but I could not resist the temptation to ask some musical and conducting 

questions.  I felt these professional directors could offer valuable practical advice to me 

and young conductors because of their experience in making these groups functional and 

continuous.  I had several prepared questions, but these conductors desire to see other 

conductors develop motivated them to share some information not specifically referenced 

in the prepared questions.  The information they shared outside the answers to the 

prepared questions is presented topic by topic at the conclusion of this chapter. 

 

11. What Are the Arrangements for Rehearsal/Performance Space? 

12. If You Were to Change Rehearsal Space, What Are the Key Elements You 

Would Look For in a New Location? 

“We Are The Primary Occupant” 

Mr. Davidson:  You know the City owns the Meyerson [Symphony Hall]? 

Mr. Pendleton:  Right. 
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Mr. Davidson:  So, we are the primary, or the Dallas Symphony is the primary, 

occupant, but I don’t think there is any operating money that comes from the 

City. 

Mr. Pendleton:  And do they provide you facilities at the Meyerson for the 

library? 

Mr. Davidson:  Yeah.  We have a new library, that’s adjacent to – that’s 

probably since you were there. 

Mr. Pendleton:  I mean, you were operating out of a closet. 

Ms. Krauss:  Did we have the rehearsal room when you were there? 

Mr. Pendleton:  Just the one large room was all there was. 

Ms. Krauss:  Yeah.  In a space that was all full of junk before.  It’s a very nice 

chorus library because it has the rolling shelves like doctors’ offices use. 

Mr. Pendleton:  Oh, yes. 

Ms. Krauss:  Uh-huh.  [They are] very nice.  Numbered music slots. 

Mr. Davidson: [I would want] good acoustic, comfortable seating for 200 

people.  Air conditioning.  Good piano. 

Mr. Pendleton:  Uh-huh. 

Mr. Davidson:  And good lighting. 

Ms. Krauss:  We’ve been several places that don’t have that. 

Mr. Davidson:  We’ve been some places – we went to one place last year – was 

it last year?  The lighting was horrendous. 
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Ms. Krauss:  We moved out of the room they had put us in, which was the 

fellowship hall, I guess, into a room that would only – we had to break into two 

rehearsals because we were too many of us and so couldn’t all fit. 

 

“Accessibility” 

Mr. Pendleton:  You had mentioned that you have rehearsal space here. 

Mr. Stamper:  Uh-huh. 

Mr. Pendleton:  Which really worked out well for all the groups I think that are 

housed here to be able to have rehearsal space, in the same place where you have 

office space. 

Mr. Stamper:  Right. 

Mr. Pendleton:  If you were to look for a new rehearsal space, what are the 

things that you would look for, as a conductor, if you’re moving the women’s 

chorus to another place to rehearse? 

Mr. Stamper:  Right.  Accessibility.  Not only for getting inside, but of ease to 

locate, if possible.  We would definitely look for a good acoustical space, which 

we currently have.  Set up and tear down time, if any, would hopefully be 

minimal.  Any kind of storage space, possibly, for music so we can move some 

things there would be important.  We would need a good rehearsal instrument.  

Risers are not a necessity, but we do need space to sit, hopefully in comfortable 

seating.  Good lighting. 

Mr. Pendleton:  Right. 
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Mr. Stamper:  All those things are pertinent.  But I wouldn’t even necessarily 

place acoustics at the top of my list, because it’s really your job to develop the 

vocal sound as the conductor. 

Mr. Pendleton:  Right. 

Mr. Stamper:  And it’s not the room’s job to help do that for you. 

Mr. Pendleton:  Well, and if you sing in different venues you’re going to have 

different acoustics. 

Mr. Stamper:  Absolutely.  They’re all not good.  I think that for me, if I had to 

do it again and had to look for a new space, my number one concern probably 

would be the structure of the room, its flexibility. 

Mr. Pendleton:  Uh-huh. 

Mr. Stamper:  And how much we actually had to tear up and put up, tear down.  

We currently pay somebody to do that here so we don’t have to mess with it, but 

we still have to do it. 

 

The Oratorio Chorus developed as an outgrowth of an academic course, as 

described in Chapter Three, so the Seminary provides facilities for rehearsals and 

selected performances. 

 

“We’re Committed to Staying Downtown” 

Ms. Nott:  We have two halls at The Grand Salon at Cathedral Guadalupe, which 

is just up the street. 
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Mr. Pendleton:  Oh yeah.  Okay. 

Ms. Nott:  Then we’re in another hall here [First United Methodist Church of 

Dallas].  So we have three rehearsal spaces.  Two choirs, you know, are back-to-

back and then we each have our own.   

Mr. Pendleton:  So the two that are back-to-back, are they the ones that you 

direct and then the other person goes back and forth? 

Ms. Nott:  No, that would’ve been smart.  No, I have to walk.  I have to go from 

the Cathedral of Guadalupe to here. 

Mr. Pendleton:  I see.  Okay. 

Ms. Nott:  So, but nothing is in stone, you know.  Maybe some day – 

Mr. Pendleton:  Exactly. 

Ms. Nott:  -- I’ll just be in one place, but not now. 

Mr. Pendleton:  Okay.  If you were to have to change rehearsal space, since 

we’re talking about that a little bit, what are the key elements that you would look 

for in a new rehearsal space based on your group? 

Ms. Nott:  Right. 

Mr. Pendleton:  What are the priorities that you would look for in rehearsal 

space? 

Ms. Nott:  Well, for us, because of our commitment to ethnic diversity, we’re 

committed to staying downtown.  So, just geographically we need to have a place 

that’s downtown. 

Mr. Pendleton:  Okay. 
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Ms. Nott:  And as we say in our grants, because we’re close to no one.  Dallas is 

a very segregated city, and so if we choose a part of the city, then we have chosen 

an ethnicity. 

Mr. Pendleton:  Right. 

Ms. Nott:  And so we’re staying downtown where it’s available to everybody.  

Then we need to look at parking.  If we’re downtown, then parking is a real prime 

consideration. 

Mr. Pendleton:  Yes. 

Ms. Nott:  And safety is a prime consideration.  Then we get to look at the 

musical things like a big room.  I love having an acoustic piano and I like an open 

space.  I don’t prefer risers, we’re on the floor, but space enough for us to gather 

in small groups and to go here and go there.  We don’t do much sectional work.  

We learn within the context of rehearsals, so that’s not as important to us as lots 

of good, big, open space. 

 

“Our Rehearsal Space Became Free” 

Mr. Gage:  I went to the high school director here in town, Sherman High 

School, where I am now. 

Mr. Pendleton:  Right. 

Mr. Gage:  And said, “Would you be willing?”  And he said, “Yes.”  He said, “In 

fact, we’d love to sing in it.”  He and his wife sang in it and we used the rehearsal 
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space there.  One thing that helped us out was that three of his seniors sang in the 

chorus that first year.  So, our rehearsal space became free. 

Mr. Pendleton:  Wonderful. 

Mr. Gage:  High school kids just somehow every year have sang in the chorus, 

for some reason, one or two have sang all season every year.  So it’s worked out 

where we’ve rehearsed. 

Mr. Pendleton:  Fantastic.  Well that makes it very easy. 

Mr. Gage:  Yeah.  All our concerts hopped around. 

 

20. Have You Made Recordings? 

A complete discography of all choruses listed in this study is included in Appendix F. 

 

22. What Are the Considerations for Music Selection in Your Choir? 

“A Whole Lot of Choral Music We Are Not Doing” 

Mr. Davidson:  Well, my input to the orchestral choral programs is about third 

tier.  You know, Andrew [Litton, DSO Artistic Director] and Fred Bronstein 

[President of the Symphony Association] will have the first go at it.  And 

[Principal Guest Symphony Conductor Claus Peter] Flor gets in there and then 

gets to Mark Melson [VP of Artistic Operations], who then calls me and says, 

“Can we do this with the schedule?”  We’re actually having quite a little battle on 

that right now, because I’d like to get in much earlier because they keep recycling 
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the same stuff, it’s not – there is a whole lot of choral music out there that we’re 

not doing. 

Mr. Pendleton:  Uh-huh.  Exactly. 

Mr. Davidson:  So, I’m trying to get them to think about that. 

Mr. Pendleton:  Well, what’s the process behind deciding which of the programs 

you will get to conduct and which of the programs that Andrew or someone else 

may conduct? 

Mr. Davidson:  Oh, I think it’s generally known that somebody else will conduct 

the classical subscription things.  The Christmas concert, you know, is a year-to-

year thing.  I have no guarantee on that. 

Mr. Pendleton:  Okay. 

Mr. Davidson:  You know, I’ve been saying to them I’d like to do a classical 

subscription concert one of these days, and we’re having that dialogue.  But, you 

know, everybody wants to do it.  I mean, Flor loves the chorus, he wants to work 

with the chorus.  Andrew loves the chorus, he wants to work with the chorus. 

[Guest Conductor Gunter] Herbig comes here all the time, you saw him this 

morning in the chorus.  I mean, the word is around the world how wonderful this 

chorus is. 

Mr. Pendleton:  Uh-huh. 

Mr. Davidson:  So conductors are coming in here, and Andrew is not very 

willing to give it up.  It gets sticky sometimes. 

Mr. Pendleton:  Yeah, well, it can be good and bad I would imagine. 
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Mr. Davidson:  Yeah, right.  I mean, it’s what we’re trying to create, you now. 

Mr. Pendleton:  Yeah. 

Mr. Davidson:  We sang for packed houses in every concert we did in Europe 

this year. 

Mr. Pendleton:  Is that right? 

Mr. Davidson:  And I think part of that is reputation. 

Mr. Pendleton:  Sure. 

Mr. Davidson:  So, it’s working. 

 

The Women’s Chorus of Dallas does not limit the difficulty level of the music they 

perform, only the voicing of works to fit the voicing of the chorus. 

 

“No Limit” 

Dr. Keith:  No. 

Mr. Pendleton:  You don’t have any hesitation? 

Dr. Keith:  Actually, I think community people are usually faculty and students. 

Mr. Pendleton:  Well, you draw so many people that are music teachers and a lot 

of people from churches. 

Dr. Keith:  Well, a student – how many students do you [at Texas Tech] have 

that end up having to take sight singing, that don’t read music really well? 

Mr. Pendleton:  At least half of the incoming freshmen. 
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Dr. Keith:  A lot of them, yeah.  Okay.  Community people don’t really take 

sight singing and ear training, but they have been singing longer.  You know, 

you’ve got a 19 or 22 year-old kid whose experience has been classrooms and 

school concerts in their young life. 

Mr. Pendleton:  Right. 

Dr. Keith:  Then you take that same person at 35, or older in some cases, and 

they’ve just had many more musical experiences.  And an A to a C looks the 

same way at 19 as it does when you’re 35, but at 19 you may not know what that 

animal sounds like. 

Mr. Pendleton:  Exactly. 

Dr. Keith:  Now, do the students by and large sing better than the community 

singers?  Well, yes, they do because they’re all getting voice training. 

Mr. Pendleton:  Right. 

Dr. Keith:  They’re all in the vocal prime in their life and that’s a huge, huge 

factor for us.  But I think community people really learn it as fast or faster.  Plus, 

the motivation for the community singer is somewhat different than the student.  

The student, in our situation the overwhelming majority of them, sings because 

they’re required to do it; it’s part of their curricular plan. 

Mr. Pendleton:  Uh-huh. 

Dr. Keith:  The community people are singing because they love to sing. 

Mr. Pendleton:  Exactly. 
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Dr. Keith:  And so I never look at that.  Probably a bigger factor is, number one, 

I don’t like to repeat music. 

Mr. Pendleton:  I agree with you there. 

Dr. Keith:  I don’t want to sing Elijah next year, because we sang it this year.  

Now, is Elijah a great piece to sing?  Absolutely it is.  But if I’m going to keep 

the interest of the community people, I can’t keep repeating stuff.  And so now, 

that said, since 1921 the seminary has done Messiah.  Okay?  Every year. 

Mr. Pendleton:  Right. 

Dr. Keith:  So that’s a repeat [that is traditional for us].  But in everything else I 

try to do primarily new pieces for them.  As a result of that, not only do they have 

the opportunity to grow and experience something new, so do I. 

Mr. Pendleton:  Right. 

Dr. Keith:  And I just think that’s very, very important.  When I’m looking for 

the literature, I try to find things that are going to be new and good experiences.  I 

try to find music that’s going to fit the size of the ensemble.  I would love to do a 

program of Renaissance music, but it’s not going to work with 200 singers. 

 Now, in our case I think I have a responsibility to the institution to provide 

a wide range of musical experiences – things that can be educational for the 

student to see how that fits in the role with church music. Handel didn’t do the 

Messiah for 200 people. 

Mr. Pendleton:  Right. 
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Dr. Keith:  Bach didn’t do Saint Matthew Passion for 200 people.  So I don’t just 

look for things that are of the Romantic genre for a couple of reasons.  Number 

one, the student needs to have the experience of the whole gamut. 

Mr. Pendleton:  Right. 

Dr. Keith:  Number two, I can’t afford the size of orchestra that it would take to 

do as many concerts as we would do with that size orchestra.  So, I’ve started 

going to, in the last three years, doing at least one concert that is a small forms 

concert.  Okay?  For instance, works with organ and brass. 

Mr. Pendleton:  Okay. 

Dr. Keith:  Because we have the organ at Broadway [Baptist Church]. 

Mr. Pendleton:  Right. 

Dr. Keith: Two years ago we did the Paul Patterson Magnificat and the Jonathon 

Willcocks Magnificat. And hymn settings of [John] Rutter with brass.  Put the 

hymn settings in the middle, the Patterson at the beginning, the Willcocks at the 

end, so there is something for everybody. 

Mr. Pendleton:  Exactly. 

Dr. Keith:  If you’re a Magnificat freak, well, then you are happy. 

Mr. Pendleton:  Right. 

Dr. Keith:  If you’re a hymn freak, you love the hymns. 

Mr. Pendleton:  Uh-huh. 
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Dr. Keith:  If you love brass music, it’s brass all the way through.  If you hate 

brass music, hymns and Magnificats, this would not be the program to go to. 

(Laughs) 

Mr. Pendleton:  (laughing) Right.  But there may be another one later on that 

you do with orchestra. 

Dr. Keith:  Yeah.  Then last year we did a program of Morton [Lauridsen]– well, 

we did the Lux Aeterna with a small chamber group.  Then Jonathan Willcocks 

was commissioned to do a work for the chorus for brass and organ. 

Mr. Pendleton:  Wonderful. 

Dr. Keith:  So we did that.  This year, next Friday night, we’re doing a program 

of just seasonal Christmas music for organ and brass.  And that allows me to have 

a little bit more money for the orchestra things because I have to use so little of 

that money for brass. 

 So, I try to program things that are based on what would be best for the 

education of the student.  I don’t look at it and say, “Well, the audience is going 

to like this piece.”  But I do look at it and say, “Am I going to like the piece?  Is it 

going to hold the interest of the chorus?” 

 

“We Try to Do the Best Literature Possible” 

Ms. Nott:  I love choosing music; it’s my favorite thing to do.  And the first thing 

I look at is the text, that it’s appropriate, that it’s worthy, that’s it by a good poet, 

that it’s interesting, that’s it’s not insipid, and it’s really interesting for all the 
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grades.  Then I look at its musical value, the composer, and how the music is 

married to the poetry.  We sing music of all time periods, Renaissance, Classical, 

Romantic, 20th Century, and 21st Century.   

We sing the, what I call, art folk-based music.  These are folk songs of 

many cultures and many different languages, but they’re artistically arranged and 

quite worthy.  That’s all we do.  We just try and do the best literature possible. 

 

“Issue of Musical Skill” 

Dr. Dickson: That is changing some too. I think there is always that balance 

between market and artistic decisions. Every orchestra director faces this; whether 

he would rather feel the pressure to perform the expected Beethoven’s 

symphonies or some cutting edge works.  Every conductor and musician would 

like to work in both of those worlds, I think. With the community chorus, it’s 

probably more expected than maybe any other community musical organization, 

that you stay for the most part with traditional masterwork classics with the 

occasional new work, or unique work or whatever, thrown in.  

 First of all, it is an issue of musical skill. The more you do traditional 

works, the more you have a chorus who has done them before and obviously then, 

though with a limited amount of rehearsal time you have with these amateur 

singers, the more success you have. That was a remarkable thing with the Bach 

choir in London. The first time I sang with [Choral Conductor Sir David] 

Willcocks, we did seventeen major works in that one year. But, I thought “how 
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can these people do that and seem to know it so well?” First of all, many of them 

had been singing [in the chorus] for ten or fifteen years, and by the very fact that 

they do seventeen works every year means consistency in the frequency by which 

they know they would do a Haydn Creation or a Brahms Requiem or whatever 

about every two or three years and a [Benjamin Britten’s] War Requiem every 

four years. So, you build up a repertoire and a familiarity with these works and it 

helps you in rehearsal. So I circulate the masterworks. It maybe time to do 

another Brahms. I did that the first year I was here which was in 2001, but that 

would be five years removed. We certainly have done a lot of the masterworks, 

like the Haydn Creation, Messiah, the Bach St. John’s Passion, the Brahms 

Requiem, Poulenc Gloria, [William Walton’s] Belshazzar[‘s Feast]... So, we have 

done a lot of the staples that most community choirs do.  

 The other side of the fence is the audience. You have got to program 

works that they know and are excited about hearing. Something as unique and 

extensive as a Passion tends to always bring a good crowd, if there is a level of 

knowledge of those works. That is a high point. There are new works or new 

concerts that I have tried to introduce, such as the evening of opera choruses that 

we did this fall. I have never done that before and I thought that was a really 

positive concert both for the singers and the audience. I would like to try that 

again in the not-so-distant future. We did that work, Songs of Wisdom from Old 

Turtle [by Joseph Martin, based on the book by Douglas Wood], to appeal to the 

family and kids and that was a real treat. It was not publicized well, but I think 
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works like that will bring in an audience. I am thinking about doing the [David] 

Fanshawe African Sanctus, which will be a very unique work. So every once in a 

while I think you have to break out to do those kinds of specialized or unique 

works just to bring some new works and ideas to the program.  

Having said all of that, I have never ever done, or felt inclined to do, an 

annual Messiah. I do them regularly. I have done Messiah’s with my community 

choruses both in Louisville [Kentucky] and here about every three or four years. I 

did Messiah my first year here, did it three years later, and because of the success 

last year, it becomes a financial issue.  I said I wanted to do a Bach Christmas 

Oratorio this year and they said “yes, but how many people know the Bach 

oratorio and how many people would come for Messiah?” And that is where the 

tensions between the director and the council play themselves out and I was pretty 

adamant about doing [the Bach].  Then the more I got away from it the more I 

considered the issues, the financial state we were in and how incredibly popular it 

is, both with the public and evidently with the singers, I said “lets go for one more 

round of this.”  I didn’t get anybody saying “oh gosh, we are doing Messiah 

again.” It was a very positive experience.  

 Now the rub is that next year, they had already, two years in advance, 

booked the civic center to try to broaden our audience and we have programmed 

Messiah. So, whether we can sustain it for a third year or not [I don’t know, but] 

we probably will have to do that.  But if I do that, it will be the last time for 

awhile.  But again, never say never.  I know I would grow weary of it, but at this 
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point I still enjoy that work. I just don’t ever want to do anything to the point that 

it is just too familiar. 

Mr. Pendleton: Lets say in a given year you receive a new masterwork and when 

you look at it, is there any consideration to say this is too advanced for this 

ensemble or this is not advanced enough and where do you draw the line there as 

far as difficulty? 

Dr. Dickson: Belshazzar[‘s Feast] almost killed us. Well, in the amount of 

rehearsal time it did. But I have done Belshazzar twice in that amount of time, in 

seven rehearsals, and the singers have bled and I have bled.  I think if I do that 

work again I am either going to schedule more rehearsal time or just not do it.  

 One of the problems with a four concert season, at least with this choir, is 

it is predicated on season ticket sales. If you do less than [four], you can’t really 

sell a season ticket for two concerts and a Valentine-type thing. I am not sure why 

you can’t, but they tell me that that won’t work. I am not convinced that this choir 

is capable of four really good concerts a year. I would almost prefer working 

towards a single fall performance that could not, or would not necessarily, have to 

be Christmas.  Then [program] your pop Valentine thing for fundraiser and then a 

Spring Scholarship concert. It does preclude certain works or you pull your hair 

out trying to get it done. Like the Walton [Belshazzar’s Feast]. I felt like we 

pulled off a pretty decent performance of that, but it was a result of the 

scholarship concert using it and using all of the other ensembles. Lubbock 

Chorale individually could not have done that concert in seven rehearsals.  
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Mr. Pendleton: We had the benefit, the university choir and the other choirs had 

the benefit of working on it each day during the fall and that says a lot. 

Dr. Dickson: What a difficult work to begin to build a choir or university 

ensemble on. To start a university choir on that work, not to mention just coming 

back from England, but just starting on that work probably retarded our progress 

for the whole year as far as the blend and the unity of that choir.  

 So, I would say that there are works that I still want to perform that I know 

are beyond the capabilities. One of these days I would like to do a War Requiem. 

If we ever did that it would be a scholarship concert with all of the university 

choirs and Lubbock Chorale and that would have to be a full semester’s project. 

We would have to forgo the Valentine thing and would probably have to forgo 

most of anything and work just toward a work like that.  

 Too easy, well I thought the Old Turtle…I thought “are we getting down 

to church choir kind of sound and literature,” but every once and a while.... Joe 

[Martin, composer of the Songs of Wisdom from Old Turtle] did a good job with 

that and it is one of his more sophisticated works, but Joe is in a different 

category. But the singers seemed to love it and there was enough sophistication 

about it and with the text and all, I think that works. Now the Valentine concerts 

are a little different issue because they are always the hardest program for me and 

I probably enjoy them least, just because I don’t feel comfortable in those styles. I 

know nothing about jazz and I have no business even conducting it. So, those I 

would say, even on a concert like that, as we picked out the literature Amy 
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[Bebbington, choral teaching assistant at Texas Tech] and John [Hollins, DMA, 

assistant conductor of the Lubbock Chorale] were more helpful than I, I kept 

saying “you know jazz is not easy stuff.... It seems to me we have a lot of music 

to cover and only five rehearsals, so let’s err on the side of simplicity on some of 

these things so we don’t over extend ourselves.”  

 

“You Know Quality Music When You See It” 

Mr. Gage:  Well, it’s the same like it is like when I’m choosing music for high 

school.  It’s got to be – I mean, it’s just got to be quality music.  You know 

quality music when you see it. 

Mr. Pendleton:  Right. 

Mr. Gage:  Nothing against praise music in church and all that stuff, but I don’t 

do that with civic chorus. 

Mr. Pendleton:  Right. 

Mr. Gage:  At all.  I look at major works, when I’m looking.  When we do next 

year our folk song concert, I look for good arrangements of folk songs, which is 

sometimes hard to find in SATB.  I like to find stuff that is challenging.  I like to 

find stuff that is not challenging that is very easy to learn.  I like to find stuff 

that’s really pretty.  I also like to find fun stuff.  Because you’ve got to find some 

fun arrangements of things, or they’re going to get bored with everything. 

Mr. Pendleton:  Exactly. 
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Mr. Gage:  So, it’s basically the same process, I’m just looking for quality music.  

It just depends on how it’s written.  Of course, you know I write. 

Mr. Pendleton:  Right, yeah.  You would be considering that together. 

Mr. Gage:  That’s right.  And so, I have pretty high standards. 

Mr. Pendleton:  Yeah.  Is there any limitation in the music that you choose for 

this choir, I mean? 

Mr. Gage:  Yeah, there is.  There can’t be too much divisi, but I take that back.  I 

just did this God and Country concert and it never worked out where it was all 

four part men and four part women going at the same time, but at one point we 

had four part men going in there and another point we had four part women. 

 I have – but for the most part, I don’t do that. 

Mr. Pendleton:  Okay. 

Mr. Gage:  I’m real careful, I have some really good tenors but I don’t have a lot 

of them, and so I have to be careful of tessitura there, I have to be careful of the 

tessitura for my altos because some of my altos don’t go that high. 

 My bass section is pretty strong.  I’ve got low basses, baritones, so it’s 

really pretty balanced. 

Mr. Pendleton:  Yeah. 

Mr. Gage:  I have choral people in the group, five choral – hold on, four choral 

directors, five choral directors that sing regularly. 

Mr. Pendleton:  Uh-huh.  Okay. 
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Mr. Gage:  An alto, two tenors, a bass and a soprano.  Then I have a couple of 

band directors.  Everybody is just in some way in music, I have instrumentalists, 

piano players, that just want to sing, and then just regular Joe off the street that 

wants to sing that can sing. 

Mr. Pendleton:  Right. 

Mr. Gage:  For the most part they nearly all read music, it’s real frightening. 

Mr. Pendleton:  That’s very unusual. 

Mr. Gage:  It’s real frightening for the most part.  I’d say out of 60 people, there 

might be 10, 12 that don’t. 

Mr. Pendleton:  Wow. 

Mr. Gage:  So, they pick stuff up really quick. 

Mr. Pendleton:  Yeah. 

Mr. Gage:  We’re doing the Pachelbel Magnificat right now, which is an All-

State piece. 

Mr. Pendleton:  Sure. 

Mr. Gage:  Which, you know, All-Staters, they can pick it up pretty fast.  A 

community choir is going to take a little work.  Well, we spent about 20 minutes 

on it one week and then last week we came back and did about another 20 

minutes and they could sing from beginning to end. 

 Now, of course, there were bobbles, but – 

Mr. Pendleton:  Yeah. 
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Mr. Gage:  -- it’s ten minutes long and it’s the Magnificat and it’s got runs and 

stuff and they – 

Mr. Pendleton:  Exactly. 

Mr. Gage:  I mean, they’re a nice reading choir.  We just got through doing the 

Testament of Freedom, by Randall Thompson. 

Mr. Pendleton:  Yeah. 

Mr. Gage:  And that’s not easy. 

Mr. Pendleton:  No. 

Mr. Gage:  And they just – 

Mr. Pendleton:  Just picked it up and run through it. 

Mr. Gage:  They just do it. 

Mr. Pendleton:  Fantastic. 

Mr. Gage:  I have a smart, smart group. 

Mr. Pendleton:  Well, it makes your job easier. 

Mr. Gage:  Oh, my gosh, yeah.  With all the choral directors I can split up into 

sectionals.  And they also can cover me when I don’t have to be there, so they just 

run rehearsals. 

 

24. What Kind of Training, Experience, or Academic Coursework Would You 

Consider to be the Most Beneficial to You In This Position?  Which Would 

You Recommend for Someone Starting Out in a New Chorus of This Type? 
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“I Think It Needs to Be a Combination” 

Mr. Davidson:  Gosh, that is a loaded question.  Where do you even start?  It’s a 

condition that goes on.  I have been very interested in recent years about 

motivational things and how to get people to do things.  How negative rehearsing 

tends to kill esprit de corps and positive teaching, you know, creates a happier 

environment.  I’ve pretty well come to the conclusion that, you know, that’s the 

route to go.  Beating people up doesn’t accomplish much. 

Mr. Pendleton:  Right. 

Ms. Krauss:  Well, in speaking on his behalf, David started taking voice lessons 

himself so that he could communicate. 

Mr. Davidson:  That was ten years ago. 

Ms. Krauss:  But still. 

Mr. Davidson:  You know, I think vocal study is kind of a critical issue. 

Mr. Pendleton:  Do you feel like your academic career helped prepare you 

toward this end? 

Mr. Davidson:  Oh, there’s no question about that. 

Mr. Pendleton:  Okay. 

Mr. Davidson:  I mean, I’m a big academic person, but too many people try to 

get into the music industry without the academic background and that’s sort of 

stupid, in my opinion. 

Mr. Pendleton:  Yeah. 

Mr. Davidson:  Even for singers.  We’ve got too many dumb singers. (all laugh) 
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Mr. Pendleton:  No, I agree with you.  Do you feel like you gained more, in 

preparation for what you’re doing now, from your academic background and your 

learning in that realm, or do you feel like you learned quite a bit more in 

experiential learning in working with choirs as a career leading up to this point? 

Mr. Davidson:  Yeah.  I think the academic thing was an important thing, but 

I’ve learned far more from my experience.  I mean, I’ve got 33 years of doing this 

at this point, so you learn a lot in 33 years. 

Mr. Pendleton:  Very true.  Well, and that was really the purpose behind the 

question was trying to weigh the academic value of education and the experiential 

aspect. 

Mr. Davidson:  It’s interesting to me, even in the recent years, how I began to 

know how important things were that I had to do in graduate programs and 

undergraduate programs.  It’s changed my ideas in teaching it purpose.  It’s 

changed my teaching because, you know, now there are things I wish that the 

people who taught me had addressed. 

Mr. Pendleton:  Right. 

Mr. Davidson:  And their teaching was sort of indirect.  And I guess I am also a 

more experiential person than I am an academia person.  I did some teaching at 

SMU last year and just the whole psyche is different for the academic people.  I 

frankly don’t think they do what I do as well.  They’re better at math.  So it’s two 

different kinds of minds. 
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Mr. Pendleton:  Okay.  For someone who is just starting out, if they’re trying to 

essentially advance a choral situation that they’re in where they’re having the 

opportunity to start a chorus like this from scratch, which do you think would be 

most beneficial for them?  To try and gain experience first or to further their 

education, if you had to choose between the two? 

Mr. Davidson:  Yeah, I don’t think somebody should go Bachelor’s, Master’s, 

DMA, Ph.D.  I think there needs to be some practical experience in there.  It’s 

very different from analyzing a Beethoven Nine and performing the Beethoven 

Nine. 

Mr. Pendleton:  Right. 

Mr. Davidson:  Or certainly a [Wolfgang Mozart] Missa Solemnis.  You need to 

know a lot about the piece, but you need to know vocally how to survive in that 

piece too.  So, I think it needs to be a combination. 

 

“There’s So Many Areas to Grow In” 

Mr. Stamper:  Management. (laughs) 

Mr. Pendleton:  (laughing) Why didn’t I take that business class?  

Mr. Stamper:  That comes out of last week.  With every comment there is a 

story, isn’t there?  That’s the way life is.  I would probably need to do some 

training in just managing in general, because it’s not part of my experience level.  

I’ve always worked somewhere where I’m the only person and having to learn 
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how to delegate responsibility and treat people the way they should be treated has 

been tough. 

 Musically, I would retake some classes.  But, I’m very intentional about 

continuing my education to some level, so I’m very active in Chorus America, 

I’ve done two conducting workshops and been chosen to do national things.  Part 

of conductor’s guilt is in trying to get out there and learn more about treble music 

and women’s development and that kind of stuff.  I’m still young enough that 

there’s so many areas to grow in. 

Mr. Pendleton:  Sure. 

Mr. Stamper:  And going to conventions and TMEA [Texas Music Educators 

Association] and TCDA [Texas Choral Directors Association] and all that kind of 

stuff.  But, from a networking standpoint, for this program, it’s picking people’s 

brains.  Other people’s experiences are your greatest resource, because it’s all 

those things that you never hear about in class.  Things they never talk about. 

Mr. Pendleton:  Sure. 

Mr. Stamper:  And it’s very frustrating. I’d like to go back and just sit in on 

some of the classes and go, “This is what you really need to be thinking about.”  

And, a lot of it’s just about relationship. 

 

“The Whole Teaching Aspect” 

Ms. Nott:  Yeah.  It’s everything.  I can’t say.  I had a really wonderful 

undergraduate and graduate education, I even sang with [Robert] Shaw for a year, 
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and all of those musical skills, all of the knowledge of music history and music 

degree is important.  Though I’m not going to explain a French sixth chord to 

these kids, I need to be able to recognize it to know, “Okay, this is where 

something really cool is going to happen,” in the Berlioz, for example. 

 The whole teaching aspect is absolutely paramount because you have an 

hour, an hour and a half a week, that you have to make count.  Then there is the 

human aspect of respecting the children, respecting their time, respecting their 

parents and making that spirit happen in a community organization.  That 

relationship is just absolutely important, and you only have once a week to 

establish that relationship so that they… 

Mr. Pendleton:  So the two really balance out for you, there’s not one that’s 

stronger than the other one? 

Ms. Nott:  I don’t think you can separate.  Huh-uh. 

 

“You Just Have to Have a Personality” 

Mr. Gage:  Not one class I took at college prepared me for school or this. 

Mr. Pendleton:  Okay. 

Mr. Gage:  Well, I take that back.  Rose Mary Heffley, if you don’t know her, 

she’s the goddess.  She is just a phenomenal woman, and she’s so musically 

brilliant.  I had a class with her at UNT, a choral methods class.  I learned more 

about choosing choral literature and teaching quality choral literature from her.  If 

you can learn that, then the only problem you’re going to have with anything like 
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with school, this is going to be school, is classroom management.  Community 

choir, you just have to have the personality. 

Mr. Pendleton:  Yeah.  Exactly. 

Mr. Gage:  It’s like church choir.  You just have to have a personality. 

Mr. Pendleton:  Exactly.  Exactly. 

Mr. Gage:  I mean, you know, we laugh.  You have to laugh at yourself.  We 

have a good time.  We, I mean, yeah, we sing a lot, but we laugh and we joke. 

Mr. Pendleton:  You have clowns that will crack a joke every now and then? 

Mr. Gage:  Me. 

Mr. Pendleton:  Oh, you are the clown? [laughs] 

Mr. Gage:  No, we have a few.  We have an assistant superintendent from 

another district and he tried to hire me and now, since I didn’t take the job, he 

cracks jokes all the time.  Any time we stop, he starts singing “chicks and ducks 

and geese better scurry”.  So, we have clowns.  And since I knew a bunch of them 

when we started, they all pretty well knew me pretty well, too.  They’d either 

been in church choir, sang with them.  So they knew my personality, so. 

Mr. Pendleton:  Exactly.  So they knew what to expect based on – 

Mr. Gage:  They knew very much what to expect. 
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 EXTRA: Rehearsal Structure and Techniques 

“I Pack Those Rehearsals” 

Mr. Davidson:  Yeah.  I’ll back up and tell you that normally I like to have seven 

weeks of rehearsal before the concert, that’s a given. 

Mr. Pendleton:  Sure. 

Mr. Davidson:  Sometimes we don’t get that, and we’ve been caught short a 

couple of times.  And then I block out, I back up one rehearsal, because one 

rehearsal is with the conductor.  The last two rehearsals I like for them to be “run-

through” kinds of things I can see what’s not working.  So then, let’s say four 

rehearsals.  I know where we’ve got to be by the end of the fourth rehearsal. 

Mr. Pendleton:  Right. 

Mr. Davidson:  And I will always do all of the hard parts every rehearsal because 

that’s the thing they need to accomplish the most.  I will do the things that are 

very easy a fewest number of times.  I structure the rehearsal so that the hard stuff 

is at the beginning of the rehearsal and the singing through things is at the end of 

the rehearsal when you’re more mentally not as alert…The other thing for me, 

these are volunteers. 

Mr. Pendleton:  Right. 

Mr. Davidson:  And if you start wasting their time, then they don’t feel like it’s 

important enough. 

Mr. Pendleton:  Exactly. 
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Mr. Davidson:  But you know from when you were in the chorus, I jam pack 

those rehearsals, and there is not much wasted time. 

Mr. Pendleton:  That’s true. 

Mr. Davidson:  And I have a plan that’s by minutes when I start the rehearsal, 

for me.  They don’t see that, but I’ve got it. 

Mr. Pendleton:  Right. 

Mr. Davidson:  And one of the things I’ve learned, and this is from watching 

[Conductor Robert] Shaw, that you need to stick to the plan.  If you don’t get 

everything done that you wanted in those minutes, go on to the next thing. 

Mr. Pendleton:  Uh-huh. 

Mr. Davidson: In the last few years, I’ve had several people say to me that we’ve 

gotten comfortably to concerts, more comfortably to concerts than we ever have. 

 For example, this year the Vaughan Williams Dona Nobis Pacem, we 

were snowed out for the conductor’s rehearsal, the first orchestra rehearsal. 

Mr. Pendleton:  Wow. 

Mr. Davidson:  Which meant we had one orchestra rehearsal. 

Ms. Krauss:  Well, the orchestra didn’t get to rehearse either separately, so. 

Mr. Davidson:  Yeah.  And we didn’t miss a beat.  I mean it was just fine. 

Mr. Pendleton:  That’s amazing. 

Mr. Davidson:  So, that’s how I’d like to be.  When we get to the week of the 

performance it’s just easy. 

Mr. Pendleton:  Yeah. 
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Mr. Davidson:  That’s the goal. 

 

“We Have to Touch a Lot of the Music a Lot of the Time” 

Mr. Stamper:  Well, rehearsals are two and a half hours, they used to be three 

and I dropped it to two hours and forty-five, then two and a half.  We have a 15-

minute break.  During that 15-minute break, the announcements are at the 

beginning.  As long as the announcements take, that eats out of their break.  

That’s a brand new procedure starting tonight, mainly because we wasted too 

much time making announcements last year.  I got them down because they’re 

wasting my rehearsal time.  So if they want to sit for 15 minutes instead of getting 

up and stretching, that’s going to be their choice.  That’s going to be a new 

procedure for us starting tonight at rehearsal. 

Mr. Pendleton:  Okay. 

Mr. Stamper:  The way I structure a rehearsal, we always start with some kind of 

warm up.  We’re adding a breathing technique warm up this year, then a vocal 

warm up.  We have a standard set of warm ups we pull from that they are all very 

familiar with.  Occasionally, I will add something if I know there is something 

that’s coming up that we need to be working on.  But that’s kind of rare.  I kind of 

do the same warm ups all the time because I want them to be in a habit of not 

having to think about the warm up but just thinking about the sound I’m making. 

Mr. Pendleton:  Uh-huh. 
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Mr. Stamper:  We always stand for warm ups, but we sit for the majority of the 

rehearsal.  I don’t have this incessant need to do every piece on the concert at 

every rehearsal though, because we only practice once a week and we sing all of 

our concerts from memory.  We have to touch a lot of the music a lot of the time.  

I’m still not used to that.  Because I really want to dig and dig and dig and dig and 

we are ready to sing the concert long before we’re ready to sing it from memory.  

And if all we had to do was get prepared to sing the program, I could spend more 

time digging but we have to have a certain amount of repetition about four weeks 

out from the concert. 

 So, I spend the first two-thirds of the concert period for however long that 

is, that varies from concert to concert, teaching notes, going over music, and other 

details…And so it’s really important to have two accompanists, unless you have a 

fine, fine accompanist, which we do, but we don’t have two fine players, unless I 

play for myself. 

Mr. Pendleton:  Right. 

Mr. Stamper:  Sometimes they come back and they don’t feel they know that 

much more, but they really do.  They haven’t understood how it fits together 

harmonically.    

I try to get the more difficult things out of the way in the first third or half 

of rehearsal.  We always finish rehearsal with something that’s going really, 

really well.  I usually try to challenge them to memorize something at the end of 

the rehearsal, just by usually saying, “Please stand, put your book down,” and 
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they don’t have a clue what’s happening, we start the piece and go.  Typically you 

know more than you think you know, and so I freak them out and give them 

confidence all at the same time, because they’re at the end they’re like, “Oh, 

wow, yeah, I can do this.” 

 So I try to be really detailed up front, I’ve tried several different 

techniques.  I will pick all the music.  I typically will go through and assign every 

piece an easy, moderate or difficult level.  Then I determine how many rehearsal 

minutes I have for the year, for the period.  Then I will give the difficult pieces 25 

minutes of rehearsal period. 

Mr. Pendleton: Uh-huh. 

Mr. Stamper:  For the whole time.  Then maybe 15 and then five or whatever I 

want to go, and then I assign every piece out and then sometimes I’ve kept track 

on Excel spread sheets, how much time I’m spending in each rehearsal in each 

piece, just so I can monitor at the end of time.  Is it anything close to what I 

projected?  I don’t do that every concert period.  But it’s just kind of interesting to 

see how much time you’re really spending on things.  I’ve had people taking time 

on how much I talk.  They time how much singing, or do you get off on a three 

minute tangent and that kind of stuff.  And those are just really interesting things 

to kind of watch for - 

Mr. Pendleton:  Absolutely. 

Mr. Stamper:  -- for yourself, but we don’t always want to know those things. 
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 EXTRA: Sectional Rehearsals 

“I Am a Control Freak” 

Mr. Davidson:  We, last year, very successfully, did a bunch of sectional 

rehearsals.  And that was really helpful.  We would just have, I think maybe three 

weeks, where the men came and then the women came or vice versa, before we 

put it together.  And that was really a better use of time. 

Mr. Pendleton:  So it doesn’t bother you to have sectional rehearsals?  Do you 

give the leaders in those rehearsals specific things that you want them to do? 

Mr. Davidson:  Actually, I did that. 

Ms. Krauss:  He does them. 

Mr. Pendleton:  Oh, I see. 

Mr. Davidson:  I am a control freak. 

Mr. Pendleton:  That’s okay. 

Mr. Davidson:  It’s very hard for me to give that away.  And so I actually copied 

this from [Conductor] Margaret Hillis. I had seen years ago one of her rehearsal 

plans for doing the Brahms Requiem and she had the women coming and then the 

men and she did them both. 

 Now, I will do sectional rehearsals that somebody else does and when that 

happens I say, “This is what I want you to do and this is what needs to be 

accomplished.” 

Ms. Krauss:  He is very picky about who does his sectionals. 

Mr. Davidson:  I really am. 
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Mr. Pendleton:  Most conductors are. 

Mr. Davidson:  I picked those people.  The other thing for me, these are 

volunteers. 

 

“I Have Totally Eliminated Them” 

Mr. Stamper:  We have no sectionals.  I have totally eliminated sectionals. 

Mr. Pendleton:  Okay. 

Mr. Stamper:  I am kind of developing a new theory on that and I really feel 

strongly about, since I just took them over a year ago, that I really wanted to be 

the sole person to structure, artistically, what was happening vocally and nuance-

wise.  And I didn’t want anybody to play on that.  I feel sure as it grows that 

probably will change, which is some comfort level of working with our people. 

Mr. Pendleton:  Right. 

Mr. Stamper:  But I just wasn’t going to do it last year.  I also feel strongly 

about sectionals because I think that typically in a sectional, all you’re doing is 

learning your own part and there is no concept of how it fits together with the 

other harmonies or the other lines that are going on. 

Mr. Pendleton:  Right. 

Mr. Stamper:  And so it’s really important to have two accompanists, unless you 

have a fine, fine accompanist, which we do, but we don’t have two fine players, 

unless I play for myself. 

Mr. Pendleton:  Right. 
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Mr. Stamper:  Sometimes they come back and they don’t feel they know that 

much more, but they really do.  They haven’t understood how it fits together 

harmonically.  So I’ve kind of done away with sectionals. 

 

The Oratorio Chorus does have sectional rehearsals, generally led by the choral 

teaching assistants. 

 

“They Always Learn Their Part with Others” 

Ms. Nott:  We don’t do much sectional work.  We learn within the context of 

rehearsals, so that’s not as important to us as lots of good, big, open space. 

Mr. Pendleton:  Is that an artistic decision about the sectionals or is it just kind 

of a – 

Ms. Nott:  Absolutely. 

Mr. Pendleton:  Okay 

Ms. Nott:  Absolutely.  I really think children need to learn always what they’re a 

part of and I always hear, “Oh, I am a part, that’s what happens.”  And we’ll stand 

on different sides of the room and have teachers with that group helping them 

with their part, but it’s always in context.  It’s not with a rehearsal tape, it’s not 

just banging out their part, you know.  They always learn their part with others. 

 

The Lubbock Chorale does hold sectionals, led by choral faculty or by choral 

teaching assistants. 
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“I Can Split Up Into Sectionals” 

Mr. Gage:  Oh, my gosh, yeah.  With all the choral directors I can split up into 

sectionals.  And they also can cover me when I don’t have to be there, so they just 

run rehearsals. 

 

 EXTRA: Outreach and Education 

“To Promote Choral Singing” 

Mr. Davidson:  For example, the Board came to me and said they wanted to do a 

pops concert next year, and I said – just on our own, the stand-alone chorus, - and 

I said, “We’re a symphony chorus and we don’t need to do that.” 

Mr. Pendleton:  Right. 

Mr. Davidson:  That’s why Turtle Creek Chorale exists.  That’s not our business.  

I’d rather we do stand-alone.  If I were starting another one I’d like for the 

director position to be full-time, so that you could do some stand-alone concerts, 

develop a chamber chorale, and develop a pops chorus for the pops people.  I 

would, and I’ve been thinking about this this summer, want to develop a concert 

that could be available for children and for youth, that we could go into the high 

schools and to the elementary schools to promote choral singing. 

Mr. Pendleton:  Or even something similar to what the symphony does with 

their afternoon concerts for schools, something like that? 

Mr. Davidson:  Right. 

Ms. Krauss:  Where they bring them in. 
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 EXTRA: Year Round or Seasonal Rehearsals 

“They Have Really Been Off” 

Mr. Pendleton:  Do you rehearse year round, is there an off time in there where 

you kind of let folks take their family vacations and then auditions kind of begin 

the new season, or how does it usually work? 

Mr. Davidson:  We’ve had both.  We have had years that we didn’t get off at all.  

We haven’t had any of that for a while.  We have had years where we are off July 

and August.  This year we have been off half of July and – 

Ms. Krauss:  The whole chorus got out May the 15th, -- 

Mr. Davidson:  Right. 

Ms. Krauss:  -- was our last concert.  And then the people who were going on 

tour rehearsed, but since that part, the general chorus has been out, until now. 

Mr. Davidson:  Yeah, they’ve really been off. 

Ms. Krauss:  This is kind of the first. 

Mr. Davidson:  We took 117 singers to Europe.  So half the chorus has had the 

whole summer off. 

Mr. Pendleton:  I see. 

Mr. Davidson:  They’re going to be jumping at the bit to come back. 

Ms. Krauss:  We are ready. (all laugh) 
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“When the Season is Over” 

Mr. Stamper:  The choir, though right now this is not the case, but typically, 

they practice until about mid June, when the season is over, then we’re off until 

mid to late August. 

Mr. Pendleton:  Okay. 

Mr. Stamper:  This past season we went all the way to the middle of July.  This 

coming season we will be working until July 24th because we have a major 

international festival we’re going to in Montreal. 

 

“We Break” 

Ms. Nott:  We break.  We have auditions in March and April for any child 

entering the program and any child who wants to move up to the next level 

chorus.  They can stay in the same chorus without an audition. 

Mr. Pendleton:  Okay. 

Ms. Nott:  But we do audition in the spring and then we kind of start all over in 

the fall. 

 

“About The Same Time School Starts” 

Mr. Gage:  No, we start rehearsals about the same time school starts. 

Mr. Pendleton:  Okay. 
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Mr. Gage:  Like the last of August and we usually go until the end of April, first 

of May, depending on there.  We take a couple of weeks off – two or three weeks 

off at Christmas and just the way things fall. 

Mr. Pendleton:  Kind of like a school year, essentially? 

Mr. Gage:  Yeah, we really do.  We take off at Thanksgiving.  Usually we don’t 

rehearse on Spring Break because everybody is gone. 

Mr. Pendleton:  Right. 

Mr. Gage:  My chorus is kind of younger, I mean, it’s not all younger, but it is 

younger, several of them have kids.  So when Spring Break rolls around you 

don’t have a choice. 

This is also the practice of the Oratorio Chorus and the Lubbock Chorale. 

 

 EXTRA: Working With a Board 

“Agendas Start Coming Out” 

Mr. Davidson:  I think the whole thing of a Board is an issue, you know.  That 

sometimes it’s just a pain in the butt.  They just are, because people’s political 

agendas start coming out. 

Mr. Pendleton:  Right. 

Mr. Davidson:  Their own personal problems get manifested in their leadership.  

So, I think keeping a tight rein on that kind of stuff is really important, so that the 

artistic side stays the driving force. 
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“It’s a Working Board” 

Mr. Stamper:  We’re responsible for our own Board development, so every year 

somebody on the Board will be in charge of Board development, and we’ll have a 

committee.  Typically the executive director has done a lot of that because he or 

she would be out there meeting people, finding good people.  However, 

sometimes it comes from within the Board, because they will know someone, or a 

chorus member will say, “Look, I’ve got somebody really excellent you need to 

have.”  You know, most of our people are good business-minded people.  We 

have a couple of chorus members who are actually on the Board in addition to the 

Co-Board Liaisons.  We try to keep that percentage very low. 

Mr. Pendleton:  Okay. 

Mr. Stamper:  The Board is really responsible for fund raising and decision 

making for the organization. 

Mr. Pendleton:  So, in some way, its business names that people know and that 

can be used by the board for development, but also people who have successful 

businesses on the side who also can serve? 

Mr. Stamper:  Right.  It is definitely what we would call a working Board.  They 

are responsible for doing a lot of work.  It’s not only a name drop kind of 

organization.  I mean, in some ways I wish it was, we need several people on 

there who do have name recognition, because that just helps bring in other people. 

Mr. Pendleton:  Of course. 
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Mr. Stamper:  And we don’t have that because they’ve not really gone after 

those people.  They’ve prided themselves on making the board work without big 

names, which is a good thing that we do have a working Board, but we need to 

kind of play with that a little bit. 

 

“A Group of Musicians” 

Ms. Nott:  It began as some members of the founding steering committee, I don’t 

know if you’re going to get to this, but many choirs like mine are started by the 

Artistic Director.  They get people together, and tell them “I want to have a choir 

because I want to direct one.”   

This choir was founded by a group of musicians in town.  They had the 

steering committee and they got beginning funding, hired me, wrote the mission 

statement, did all that kind of stuff.   

So our first Board of Directors was a few of them, some parents that we 

got to know, and then maybe a church musician in town, or whatever.  Since then, 

we’ve been consistently trying to expand into the community.  I have hookups in 

the music education community and with the local musicians. 

 

“Separate Board and Council” 

Mr. Pendleton: I have heard you mention a couple of times a Board and a 

Council.  Are those synonyms or are those two different groups? 

Dr. Dickson: No, they are two different things. This is a new experience for me 
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with this kind of structure or organization. The council, the Chorale council, 

functions with the day to day operations of the [chorus]. You have an elected 

board of officers with a president, and various people who function [in several 

capacities]. We have monthly meetings and they deal with everything from by-

law issues, to auditions, recruitment, marketing and the day to day business of the 

Chorale. There are different terms. Some are elected for two years and some for 

one, but they do an amazing amount of work for volunteer folks that don’t get 

paid anything. I am very appreciative for their work. They are also charged, and I 

am not sure legally exactly how this works, but they are charged with the 

supervision of the paid staff.  I am paid as the musical artistic director, John 

Hollins as the accompanist and assistant director, and Catherine Lewis as the 

business manager. It had usually been the job of the president to work very 

closely with the business manager, in not only areas of finance, but in 

promotional and marketing materials and getting ready for concerts. And then I 

work with Catherine as well.  

 Now the board is like any other board of trustees. Their primary function 

is that they oversee the Chorale as though it is in their trust. It is their 

responsibility, beyond just to attend concerts and promoting the goodwill within 

the community, to try to raise money and insure that we don’t go under. That 

board, since I have been here, has functioned sporadically, or I should say with 

some success at times, and at other times not as successful. We have put that 

board together at least twice since I have been here. When I got here it seemed 
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that we had a lot of people on the board... Typically on a board you choose people 

with money, people with influence, and a few people just in terms of 

organizational worth, but primarily you want money and influence on a board. 

And what I found when I got here was that there were people that had the 

Chorale’s best interest at heart, but they had no money and had very few 

connections. They were wonderful people with limited resources or not moving in 

the type circles with people that have money. There are a few people that because 

of their position, though they don’t have money, they move in the circles of the 

people that do have money. However, there seem to be very few of those people 

on the board.  

 So, just in this last year, Ben Davidson is our chair and he is a prominent 

lawyer in town and has gotten involved in the leadership position of that board. 

We have added five to six new board members that are really some of the movers 

and shakers within the arts community here. They are pulled in a hundred ways 

between [Lubbock Symphony] Orchestra, Ballet Lubbock, you name it, but they 

are the people you have got to go to. For example, the board is planning a Wine, 

Women and Song evening in late April, and some of the Chorale people will sing 

and that is a fund raiser. So that type of thing is their charge.  

 

“I Wanted My Board” 

Mr. Gage:  Well, when we first started, 2000 of August, we put together our 

Board and I contacted an attorney about becoming incorporated right off the bat.  
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They wanted to charge me tons of money.  So, I found a CPA who could do the 

same thing.  I talked to him and they did not charge me hardly anything at all and 

we became incorporated.  Well, that was just the first step of everything. 

Mr. Pendleton:  So, you were just the sole, kind of, spearhead for this?  There 

wasn’t necessarily a Board even formed at this point? 

Mr. Gage:  No.  At that point, the Board had not been formed.  I hand picked the 

Board. 

Mr. Pendleton:  Okay. 

Mr. Gage:  Because this is what I wanted to do, so I wanted my Board. 

Mr. Pendleton:  Exactly. 

Mr. Gage:  So I hand picked the Board. It ended up being a local businesswoman 

who was a singer, a high school director in another town, and then a private voice 

teacher who was also a college professor.  It started out being those three and 

myself. 

 

 The directors were very generous with their time and were fountains of 

knowledge, as you can see.  I knew they were so committed to the advancement of the 

choral art that they would share a wealth of information with me. 

 Once I had completed the interviews, I needed to break down all the information I 

had received, and digest it into comprehension.  The next chapter is a summation of the 

information presented in the previous chapters, as well as an overview of the choruses in 

comparison to each other. 
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CHAPTER VII 

SUMMARY AND CONCLUSIONS 

 

Introduction 

 Writing a dissertation in qualitative methodology is similar to what I imagine a 

documentary film director experiences with filming and editing his projects.  You set the 

scene for the subject, show the people directly involved in the subject and let them speak 

in their own words, and let the audience decide how it will affect them.   

My original intent in pursuing this research was to find out how to manage a 

community chorus, meeting administrative and artistic needs simultaneously.  I tried to 

relay to the reader my background as a singer and young conductor, confess any bias I 

brought to the research, and introduce the reader to the directors in the same way I 

experienced our meetings.  I wanted you to imagine the look of the offices, the weather, 

the first impressions I had of the directors, and the earnest passion in their voices as they 

spoke about their choirs.   

To be able to neatly summarize all the information in this study, what follows is 

an overview of the information presented in the study.  I took some of the major points of 

the previous chapters, and arranged them in a chart for a visual comparison of these 

groups.  Of course, the information presented as a summary on the ensembles is 

presented in much more detail in the earlier chapters.  I felt that grouping the information 

this way will help some readers more easily visualize the commonalities and differences 

between the organizations.  I also understand that some readers are searching for specific 

 177



information on only one or two aspects of chorus administration, so hopefully this chart 

can help quickly identify the information on these choruses that refer to those individual 

issues. 

It also might more clearly illustrate the options available to community choruses, 

and the variety of methods they choose to employ.  By way of clarification, the column 

titled “Support Concern” refers to leadership anxiety on issues of rehearsal space, 

performance space, patron potential and income. 
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 Trying to sort and arrange all the information provided by the directors in this 

study into a summary chapter is a difficult task.  I attempted to classify the information 

into some general sections that reflect the chapter divisions of the study.  However, much 

of the information shared in the interviews could have appeared in more than one section, 

so there is some overlap of information between sections in this chapter.   

To be sure, I learned a tremendous amount of information from these directors.  I 

will try in the following pages to break down the responses from the preceding chapters, 

as well as discuss some of the conclusions I drew from the interaction with the directors. 

I felt it would be helpful to create an amalgam of the practices that a majority of 

directors followed in the administration of their chorus to assemble a working model in 

my mind of what I might want in a hypothetical chorus.  Following that listing, I would 

also like to discuss one cultural observation that explains and defends the existence of 

these organizations, as well as share some of the motivations these conductors mentioned 

concerning their involvement and benefit from the association with their chorus. 

 

History and Overview 

 At the beginning of this study I described the circumstances surrounding my 

meetings with the conductors, included some history of the chorus and an overview of the 

organization.  Some of the choirs have also formulated mission statements to better 

describe their mission and goals.  The selected materials in the appendix section represent 

some resources for a deeper view inside the choirs. 
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 The beginnings of each chorus are somewhat unique.  The Dallas Symphony 

Chorus was started by one of the orchestral conductors, and taken under the wings of the 

Symphony Association.  The Women’s Chorus of Dallas was started by a sister 

organization that desired another gender-specific vocal ensemble to compliment their 

performances.  The Southwestern Seminary Oratorio Chorus and the Lubbock Chorale 

share a common thread in their founding, since both were started by music professors 

from the sponsoring institution.  The Children’s Chorus of Dallas was started by a group 

of arts patrons and educators in the city, and the North Texas Civic Chorus owes its 

founding solely to their artistic director.  All but two of the choruses in the study have 

had artistic directors prior to the ones interviewed, specifically Cynthia Nott with the 

Children’s Chorus and Bryce Gage with the North Texas Civic Chorus. 

Members of these organizations sometimes pitch in to help the group run 

smoothly, and often serve as officers of the choir.  The Children’s Chorus does not elect 

officers to plan social events or to help in planning.  This is accomplished by the Board of 

Directors and the Parent’s Association.  All the other groups elect officers from their 

membership, and the majority of these organizations utilize the elected officers as the 

board.  Two organizations do not follow that trend – the Women’s Chorus and the North 

Texas Civic Chorus.  The Women’s Chorus has a board separate from singing members 

consisting of local business leaders and arts patrons, as does the Children’s Chorus.  New 

members to the board are elected by the current board.  The North Texas Civic Chorus 

has a board selected by the artistic director, and does not include singing members.  
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There have been no new members added to this board, so a standard for board election 

has not been established. 

   All the organizations have an impressive list of recent performances, as well as 

recordings to their credit.  It is my personal opinion that a standard of success for a 

chorus is not how many or how prestigious performance opportunities may be, but how 

the singers develop musically.  I found in this research that the directors balanced that 

view with what I perceived to be a desire to achieve excellence in performance. 

One issue not referenced in the case studies concerns affiliations.  There are 

several organizations that can help a young organization make contacts with other choirs, 

possible concert venues, and repertoire publishers.  Chorus America and the American 

Choral Directors Association each hold annual conventions to allow for networking 

among choral musicians, discovery of new music and demonstrations of choral singing.  

They also conduct workshops throughout the year for choral music, and provide lists of 

member choirs for contact information.   

The American Choral Directors Association is divided into regions, of which 

Texas is a member of the Southwest region.  In alternating years, the regions meet for 

conventions, followed by an annual convention the next year.  Within the ACDA 

organization, there are chairpersons who oversee a resource committee for various 

demographic groups, one of which is community choruses.  Every director in the study is 

a member of some choral organization, such as ACDA, the Texas Music Educators’ 

Association, GALA Choruses, or the Chorister’s Guild. 
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Membership and Funding 

 Reasons for membership vary across the groups, though each reason given may 

be represented across each ensemble’s membership.  Mark Stamper of the Women’s 

Chorus of Dallas indicated that one reason singers participate is because of their passion 

for music-making.  David Davidson of the Dallas Symphony Chorus added that the social 

connection with other people who have a similar interest is another drawing factor.  

There is also a desire to be part of a musical organization that is bigger than an 

individual.  I discovered that these motivations seemed to be a common thread among the 

members of all the groups, even though the demographics of each group may not be as 

similar.   

The most unique choruses demographically, the Women’s Chorus is female-only, 

and the Children’s Chorus is made up of elementary age children, and boys with 

unchanged voices, up to the eighth grade.  Membership in the other four choruses is less 

specialized, in that there is a mixture of music educators, professional singers, students, 

business people and homemakers who are part of the organization. 

 All but one group holds auditions for singers, and a copy of an audition form from 

the Lubbock Chorale is included in Appendix C.  Bryce Gage with the North Texas Civic 

Chorus is the only director who does not hold traditional auditions, where singers come 

to announced audition times.  Gage meets new singers through his existing membership, 

and interviews the singers before they come to the first rehearsal.  John Dickson of the 

Lubbock Chorale structures his auditions much the same way the other choruses have in 

the past.  Auditions are advertised in the local media, and the new singers register for an 
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audition time.  Dr. Dickson, and the other conductors who follow this method, generally 

do not know the singer before the audition.  The audition consists of a prepared solo song 

and a series of vocal exercises to determine the range and tone quality of the singer.  

Some directors, including Dr. Dickson, also ask the singer to sight-read a hymn or other 

short song to determine their music reading ability. 

David Davidson raised the idea for a program for aging singers who want to 

continue to participate in the organization after their vocal ability has diminished.  

Davidson’s idea is to involve these members, who often have a long history with the 

organization, in fund-raising, advertisements, office help and other operational needs.  

This gives the member the chance to continue their contribution to the work of the 

organization.  The idea had not been implemented at the time of the interview. 

Each group operates from an annual budget.  The budget is devised each year by 

the parent organization, the Board of Directors, or other organizational officers.  The 

budget covers items like new literature purchases, office supplies, personnel salaries and 

other miscellaneous expenses.  Every organization in this study operates from a budget, 

though some ensembles do include expenses not incurred by other groups, such as hall 

rentals, scholarships, and transportation costs.  These additional expenses are generally 

incurred as part of the organization’s arrangements for rehearsal and performance space, 

singer personnel and staff. 

Dues are collected from five of the six groups.  The Dallas Symphony Chorus has 

no dues since the Symphony Association provides funding for all expenses.  The other 

choirs depend on dues for additional operating capital, sometimes up to fifty percent of 
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the budget funds for the year.  Interestingly, the Children’s Chorus of Greater Dallas calls 

these expenses “tuition,” and financial assistance is available to families in financial 

difficulty.  I felt that choice of words and financial program give the organization an 

educational appearance, rather than solely as a performing ensemble.   

Every member of these choruses must also provide uniforms for themselves.  

These uniforms are all generally standardized, while some like the Children’s Chorus and 

Women’s Chorus are performance specific with certain tops, coats, accessories and 

jewelry.  Most other groups allow variance in the concert attire, within a framework of 

guidelines.  There is no choir in this study that provides concert attire for its members.   

There are some additional expenses beyond attire and dues in some choruses.  Dr. 

David Keith of the Southwestern Seminary Oratorio Chorus requires his members to 

purchase copies of the works being performed, instead of providing a copy from a library.  

This allows members and students to build a library of works of their own, and reduces 

the expense of purchasing, cataloging and storing music for the chorus.  The Lubbock 

Chorale also follows this practice with its members, except for students who enroll in the 

chorus for credit.  These students are provided with copies of works from the library, but 

are charged on their student account if the music is not returned.  The other choirs have 

library space for works purchased and used by the members. 

 The money to operate choruses like these generally comes from fund-raising 

events, whether hosted by the ensemble or a supporting organization.  I noticed that all 

the directors are given at least some freedom to pursue additional fund-raising for the 

group, with that ability listed as a requirement in some of their job descriptions.  The 
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Dallas Symphony Chorus is the most limited in pursuing fund-raising activities, since the 

Dallas Symphony Association is prolific at fund-raising efforts and provides complete 

funding for the chorus. 

 There is a social aspect to community singing that these groups tend to foster.  

There are social events for the membership to enjoy, allowing them to interact with other 

singers and people who share an interest in music.  Some of the choruses in this study 

even underwrite the social activities of the organization, hoping to create a tightly knit 

group of singers and as drawing power for new participants. 

 I was most impressed with the defense of the ensembles by the directors in 

response to the question concerning the abolition of funding for the group.  I, too, felt that 

I would act incredibly passionate at the prospect of losing such a wonderful musical 

ensemble and community organization. 

 

Organization and Existence 

All the ensembles meet once a week, except for select groups like the Women’s 

Chorus’s Chamber Singers and the student elements of the Oratorio Chorus.  Chamber 

Singers meets an additional night each week, and the Oratorio Chorus students meet 

during class hours each week.  The length of rehearsal varies, and specific rehearsal 

information is listed in detail in Chapter Six. 

Concerning operation, the ensembles are grouped by common organizational 

criteria, such as repertoire freedom, parent organizations and funding sources.  The 

Dallas Symphony Chorus is an example of an ensemble that receives support for 
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operations solely from an arts organization, like a symphony association.  This type of 

chorus tends to be limited by repertoire, since symphony associations choose literature 

for the orchestra as first priority, and utilize the singers only as an additional performing 

force.  The association also provides a consistent concert venue for performances.   

The Women’s Chorus of Dallas, the Children’s Chorus of Greater Dallas, and the 

North Texas Civic Chorus are all examples of choruses that have complete freedom in 

repertoire choice, as well as performance venues.  However, they must constantly raise 

funds for operations and salaries, and perform in several different venues.   

The Oratorio Chorus and the Lubbock Chorale are examples of choruses that 

combine the strengths of both having a parent organization and not suffering from 

repertoire limits.  These choruses have access to the rehearsal and performance facilities 

of the parent organization, and their director is paid by the parent organization.   

Half of the directors in this study are paid from the budget funds raised, and the 

others by a parent organization.  The directors paid by parent organizations are David 

Davidson of the Dallas Symphony Chorus, Dr. David Keith of the Southwestern 

Seminary Oratorio Chorus, and Dr. John Dickson of the Lubbock Chorale.  The other 

three directors are paid by the dues and fund raising of the chorus directly.  Additionally, 

some accompanists, office personnel and librarians are also paid positions from the same 

source as the director salaries. 

Oratorio Chorus and Lubbock Chorale are both based in higher education 

institutions, but are distinct from each other in some important areas.  The Oratorio 

Chorus is provided with rehearsal and performance space on the Southwestern Seminary 

 187



campus, a paid faculty member as director, and a budget amount for expenses from the 

Seminary School of Church Music’s budget.  Teaching Assistants, paid by the Seminary, 

are also provided to help with rehearsal preparation and sectional rehearsals.  The 

Lubbock Chorale is also provided with rehearsal space at Texas Tech University, but 

performance space on campus is on a first-come, first-served basis.  This means the 

singers must occasionally perform in other venues off campus.  The group receives no 

direct funding for operational expenses from Texas Tech or the School of Music, 

however a stipend for directing is paid by the university to the director, and teaching 

assistants funded by the university are also provided. 

 

Musical and Conducting 

None of the directors felt a limitation on repertoire choices based on difficulty, 

though the specialization of the Women’s Chorus and Children’s Chorus necessitates 

some limitation, as does the orchestral priority in the Dallas Symphony’s selection of 

works.  Each director specified certain criteria for literature selection that is included in 

the case study.  The directors also addressed some outreach and education programs in 

the works.  The Dallas Symphony Chorus is considering a program similar to one already 

in place in the Orchestra, where student singers are brought to the concert hall to hear the 

choir and learn about music history and singing.   

The directors also shared key rehearsal, performance and operational ideas in the 

interviews.  These appear at the end of Chapter Six under the heading “EXTRA.”  The 

first subject among these musical considerations was rehearsal structure, about which the 
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directors were very enthusiastic.  David Davidson and Mark Stamper outline how they 

utilize a time-specific rehearsal plan, organized to the minute.   

Next, the directors discussed sectional rehearsals.  All the ensembles save for the 

Children’s Chorus use traditional sectional rehearsals for note learning and rhythm 

accuracy.  Of those directors, David Davidson and Mark Stamper insist on leading the 

rehearsals personally.  John Dickson, David Keith and Bryce Gage delegate the 

responsibility to members of the organization or teaching assistants. 

There is a pedagogical purpose behind these choices.  The Children’s Choir 

chooses to use sectional rehearsals in the same room to give the students the opportunity 

to learn their part with other students as a chorus, but divided within the rehearsal room 

into sections within the context of the piece.  This means that as the piece is rehearsed, 

other directors sit within sections to sing a specific part as a learning aid, rather than 

giving out tapes of a specific part for rote learning or banging out parts in separate 

rehearsals in the traditional sectional plan. 

John Dickson and David Keith hand out sectional rehearsal assignments to 

teaching assistants to give them the opportunity to direct a rehearsal in a small group 

setting as part of their educational experience.  This allows for some podium experience 

on the part of the student conductors, while benefiting the ensemble overall with securely 

learned parts.  Bryce Gage has the advantage of having multiple choral directors in his 

ensemble, who he chooses to entrust sectional rehearsals without having teaching 

assistants. 
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The directors then turned their attention to outreach programs.  These are 

activities designed for grade school students to cultivate their appreciation of classical 

music and choral singing.  They are typically held on the grade school campus, though 

some are held at performance venues.  The Dallas Symphony Orchestra has a popular 

series of outreach concerts for young instrumental students, and David Davidson is 

considering a similar program for choral singing. 

Because of the nature of family participation in community choruses, I asked the 

directors if they rehearsed throughout the year, or if their season was limited to the school 

year calendar.  David Davidson was the only director of the six who indicated that the 

season is somewhat flexible because of performance opportunities.  The Lubbock 

Chorale, Oratorio Chorus and North Texas Civic Chorus all end their seasons at the 

conclusion of the school year because of their strong ties to educational organizations.  

The Children’s Chorus generally runs during the school year, but because of the 

multitude of school districts from which the children are drawn, there is a small amount 

of overlap.  The Women’s Chorus typically breaks during the summer also, for family 

trips and time off from performances, but can vary based on performance opportunities 

and venue availability. 

Non-profit organizations, as mentioned throughout the study, operate under the 

auspices of a board, and I asked the directors about the effects on artistic decisions a 

board may have.  David Davidson expressed some concern over personal agendas of 

board members having an influence on artistic decisions.  In contrast, Mark Stamper 

classified his board as a “working board,” which is content to focus on fund raising for 
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the organization and trusts artistic decisions to the artistic director.  Cynthia Nott could be 

seen as extremely fortunate to have a group of local musicians for her board, and Bryce 

Gage chose each member of the board for the North Texas Civic Chorus.  The Oratorio 

Chorus operates as a part of Southwestern Seminary, and the Board of Trustees for the 

Seminary functions as the board for the chorus, but the Lubbock Chorale is not as closely 

allied to Texas Tech University.  The Lubbock Chorale must staff its own board, and 

John Dickson expressed optimism in the more active role the board is taking in grant 

writing and fund raising. 

All these ideas, considerations and insights started within me a mental process 

concerning how to organize and operate a community chorus.  I felt it necessary to 

document the choices made by these directors, expressed in the interviews, and formulate 

a hypothetical model for a new chorus.  Additionally, this would be a chorus where I 

would make choices based on my own biases, preferences, and the advice of the 

directors. 

 

A Hypothetical Chorus Model 

 One of the things I discovered as part of this research is the diversity of methods 

to start a community chorus.  Circumstances behind the founding of each of these 

choruses have some particular characteristic that created an impetus and keeps the 

organization going.  In creating a hypothetical model, the largest variable would be the 

circumstances of the founding, and what kind of chorus would thrive in those 

circumstances. 
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 If I were approached by a symphony orchestra who wished to compliment its 

performance forces with a chorus, founding a chorus would be rather inexpensive and 

would attract singers who enjoy orchestral music.  Similarly, if a college or university 

chose to sponsor a community choir, getting the choir off the ground would be a fairly 

simple process of using students and spouses to begin.  As Cynthia Nott noted, beginning 

a children’s choir would also be a simple process, since each child brings one or two 

parents into a supportive relationship with the group.   

The impression I received from the director interviews was that a chorus 

organization must “bloom where it is planted.”  In other words, take the circumstances 

you find where you are, and modify the organization to allow it to prosper within those 

limits.  Thanks to these interviews, here is a list of questions for determining community 

circumstances and limits I would look for; 

1. Is there a need for a chorus?  Are people seeking additional artistic outlets 

in this community? 

2. Does a community choir exist in the community already, and if so, can the 

community sustain another organization? 

3. Are there a sufficient number of singers in the community to constitute a 

chorus?  Of what quality are these singers?  Are there quality church and 

school choirs in the community from which to recruit, and if so, how 

would they be effected by a new community chorus? 

4. Is there adequate financial support from the business and philanthropic 

organizations in the community to underwrite a choral season? 
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5. Are there rehearsal facilities available?  Performance facilities?  Where is 

a central location for rehearsals to be held?  Are there a variety of 

performance venues in the community, or is it limited to one facility? 

6. Is there an artistic director of appropriate ability available?  An 

accompanist?  Are there schools and churches in the community willing to 

share sheet music? 

7. Is there a volunteer spirit in the community?  What is the volunteer 

support level for other artistic organizations in the community?  

Attendance support?  Patron support?  Advertising support? 

8. Who are the leaders of the artistic groups in the community, and would 

they support an additional organization? 

9. Is there a good range of ages in the community?  Are there dedicated older 

singers, as well as energetic young singers who share a volunteer spirit? 

10. Who else in the community shares this vision with me, and how much 

influence do they have? 

Once I have established that there is a need and resources in the community for a 

community choir, I would secure rehearsal space and set a rehearsal time.  For this 

hypothetical situation, let’s say a local junior college will donate rehearsal space one 

night a week, but will not provide any funding.  I will serve as the artistic director, and 

have located and auditioned a solid accompanist from the community.  Further, I would 

seek to locate funding, perhaps through a grant from a local foundation.  I would ask 
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around the community, or contact a local bank officer or Chamber of Commerce 

member, about foundations in the area. 

As most of the directors indicated, I would hold auditions for singers.  This allows 

me to meet people in the community, and get a sense of their vocal and musical abilities.  

I would advertise the auditions through the advertising support I looked for in question 7 

above, like the newspaper or local classical radio station.   

I would most likely not use the grant money for music purchases, but would seek 

to borrow sheet music from the local schools or churches.  If there were none willing to 

loan music, I would ask the members to purchase copies from me at our first rehearsal.  I 

would not seek to build a library without any storage facilities, so the purchase of music 

would likely continue.  During the auditions, I would place on the audition sheet a 

request for volunteers for different administrative tasks, like room set-up, attendance, 

library, advertising, and so on. 

The grant money in the first years might go to legal and accounting help in 

acquiring non-profit status.  I would pursue a non-profit status for the organization, so 

donations and patronage would be tax deductible.  I would most likely assemble a board 

the way Bryce Gage did, hand-choosing influential people in the community.  I would 

work with the board to seek additional funding support from businesses. 

As rehearsals progress, I would originally seek opportunities to perform in our 

community.  This would allow us to demonstrate that we are part of the community, want 

to contribute to other community organizations, and welcome new members from the 

community. 
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These are simple steps to get the chorus off the ground and establish some 

business practices.  Each situation is different, and may require modifications on this 

model.  However, this gives me as the researcher and potential conductor a concept for 

what has been typically successful in the past. 

 

Professional vs. Amateur 

 The research and interviews for this study satisfied my lack of confidence about 

community choruses and their operation.  However, one additional observation came to 

light in discussing amateur music making with members of my committee; that is the 

separation of professional versus amateur mindsets in our culture. 

 I originally planned this study to include only non-professional community 

choruses for some important reasons.  One, professional choruses have a significant 

motivational factor for participation since they are paid to sing.  The expectation level of 

their talent, time commitment, and abilities are much higher because their livelihood is 

singing.  Though professionals also enjoy singing and music-making, amateurs make 

music solely because they love it.  Secondly, there are a greater number of amateur 

choruses to professional choruses in the United States.  Overall, the study from Chorus 

America (2003) asserts that choruses, when counting professional, community, school 

and church choirs, include 250,000 ensembles, making it the largest type of performing 

arts organization in the nation (p. 3).  These two reasons led me to a third reason for 

selecting amateur choruses for this study; the odds are that I may be called upon to 
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conduct a community chorus someday, and those odds are even greater that that chorus 

will be amateur in its makeup. 

 The culture in the United States seems to preclude performance quality in amateur 

music.  There is the mindset that music is reserved for those who pursue it as a 

profession, and that the general public has an interest only for the music available in the 

media.  That is to say, John Smith may love to listen to music on his radio but has no 

right to be a music maker unless he plans to make a living as a musician.  Community 

choruses are a shining exception to that mindset. 

I can think of a time when this was not the case, when music making was a form 

of entertainment and education for everyone.  The genre of bluegrass music, for example, 

started as amateur musicians in communities joined together to play as entertainment and 

social connection.  If you lived in a certain part of the nation, or certain communities, you 

were left out of some social circles and occasions if you could not play an instrument.  

The progressive professionalism of our culture has ostracized amateur efforts at music 

making as “backwoodsy” or “hick”, in favor of professionally produced music.  The 

attitude seems to have drifted toward concentrating only on what is economically viable 

as a profession, and away from the hobbyist.  This may also be an effect of the advent of 

recorded music, which provided music without the social connection to communities in 

favor of convenience and perfection. 

Community choruses, however, fly in the face of those assumptions.  The people 

who participate in these ensembles, generally, are not professional musicians.  They earn 

a living in a multitude of different professions and trades, but choose to make music in a 
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chorus as a passionate hobby.  If you can imagine the modern community chorus as an 

extension of the Appalachian practice of front porch singing and playing for pleasure, 

then you have grasped one of the major draws of this type of organization.  It is an 

extended community of amateur musicians, but also serves as a microcosm of the 

community in which they live. 

 

Why Do They Do It? 

 I listed several reasons why the participants in community choirs give their time 

and energy to the group.  I think it would be fitting to examine why the directors, who are 

professional musicians, engage in working with these choruses.  What is the motivating 

force for them to give their time and energy to people who may never earn a living as 

musicians or singers?  I asked the directors three questions about their own motivation 

and reasoning, and share their responses here. 

 

1) What is your greatest joy/benefit from working with your ensemble? 

David Davidson: Exposing people to art and ways to feed their souls. Enabling 

people – thrilling! 

Cynthia Nott:  Teaching a child that they are capable of creating beauty that 

changes lives. 

Mark Stamper:  The greatest joy is that there are no limits. These ladies have 

talent, drive, and a work ethic that will take each of them to the pinnacles of 
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musical achievement. They work daily at becoming the best singer possible and 

are striving to be the best choir. 

David Keith:  There are many joys that I receive in directing the chorus.  To limit 

it to one "greatest" would be difficult because they are so enter twined with one 

another.  Knowing that music is making a difference in people's lives.  That, 

during the time of rehearsal, there is nothing but extreme commitment to one 

central idea and that people come with problems and for two hours they can be 

relieved of the problems due to the influence of music.  Seeing people experience 

music making collectively that they could never experience individually.  Seeing 

people accomplish difficult music at a high level and the feeling of satisfaction 

that they receive by "extending" their experience levels. 

Bryce Gage:  Creating and bonds and relationships with a group of individuals 

that all have a love for music and the arts. 

 

2) What is your most challenging area in working with your ensemble? 

Davidson: Pettiness 

Nott: Teaching children that they are capable of creating beauty that changes 

lives. 

Stamper:  The most challenging area of work is to keep goals out in front of 

them. Because of the enormous amount of literature we learn each year (over 50 

pieces) and the number of concerts (over 20), there is a challenge to stay on task. 

When one concert is finished or a difficult piece has been conquered, there is 
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always another task awaiting us. This is difficult for professional singers, much 

less a [non-professional] group. With all of this said, they do a terrific job of 

keeping their sights on the goals. 

Keith:  Again, there are many, many challenges.  We perform a lot of music 

during the year.  Maybe too much!  So, to teach music so thoroughly in a short 

amount of time is a very definite challenge.  Because the community portion of 

the choir is volunteer and very large, we sometimes have people who "fall 

through the cracks"--they drop out and we don't know why.  Attendance and 

tardiness can be a problem for some and it is usually the same ones who abuse 

this.  Budgeting is also a problem.  As you know, we do a lot of concerts with the 

Ft. Worth Symphony Orchestra and receive some financial credit for doing so.  

Otherwise, the budget that is given by the seminary would not allow us to 

experience all of the music that we currently do. 

Gage:  Not enough rehearsal time.  We are totally volunteers and we only 

rehearse one and half hours a week from September through April. 

 

3) What is your motivation for directing your ensemble?  What do you get out of it? 

Davidson: Life passion. I love music and I love people. 

Nott: The intrinsic reward of teaching children that they are capable of creating 

beauty that changes lives. 

Stamper:  My main reason for conducting this ensemble is to push myself to 

listen harder, be a stronger leader, be more acquainted with fresh and innovative 
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literature, and to develop an ensemble that is on the cutting edge. I am not 

interested in being a part of the normal, mundane, choral life that is already 

existent. I hope to continue to develop an ensemble that will be blazing new paths 

for women's singing and the development of women's literature. 

Keith:  I get no extra pay for directing this--only credit toward my teaching load, 

so money is not the reason.  However, I get a deep satisfaction in seeing people 

achieve at a high level and again, be more collectively than they could ever be 

individually.  It is a real thrill when you see people who have limited musical 

backgrounds delve into very difficult literature, learn it and sing it and then see 

the look of satisfaction they have because they "tackled something that was 

bigger than they." 

Gage:  I get the opportunity to make good music while working with adults.  

Although, sometimes the adults are like children in the sense that they have 

worked all day and they want to have a good time at rehearsal. Therefore, it is 

sometimes hard to rein them in keep them focused. 

 

Behind the Curtain 

Finally, this study is intended to address the knowledge gaps of community 

choruses and their operation.  I approached the research as a singer in multiple amateur 

ensembles who had never considered the administrative efforts needed to maintain those 

groups.  I decided to research the subject for my own personal development, and I hope 

that others may benefit in discovering the organizing framework of these ensembles.   
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 I can attest that the difficulty of starting and maintaining such ensembles is not 

generally known to the member singer.  It is my sincere wish that this study will allow 

both the singers and inexperienced conductors preparing for such an ensemble might 

benefit from a deeper insight and exploratory examination of these fascinating music 

phenomena. 
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APPENDIX A 
 

INTERVIEW QUESTIONS  
 
 

1. What are the specifics of your organization – number of chorus members, 
frequency of performances, number of people involved in administration, etc…? 

 
2. Does your choir have a standard number of members, or does the membership 

fluctuate?  Have you seen an increase or decrease in participation during your 
tenure? 

 
3. Tell me where the majority of funding for your choir comes from. 

 
4. Are you given a budget each year?  What are the figures based on? 

 
5. What is the largest line item in your budget?  Do you use zero-based budgeting or 

work from amounts in previous budgets? 
 

6. Do you elect officers?  If so, how do you define their roles/jobs? 
 

7. Is your choir auditioned?  What do you look for in the auditions? 
 

8. Are there dues collected from the members?  What are these funds used for? 
 

9. Tell me about the founding of the group.  What made you decide to organize the 
group in the current configuration? 

 
10. How do you advertise concerts and auditions?  Is this at your ensemble’s 

expense? 
 

11. What are the arrangements for rehearsal/performance space? 
 

12. If you were to change rehearsal space, what are the key elements you would look 
for in a new location? 

 
13. Does the choir provide their own uniforms, or are they expected to purchase a 

standardized uniform? 
 

14. Does each member purchase their own copies of music, or is there provision for a 
library in your choir? 

 
15. How are the administrative offices set up?  Does the pay (if paid) for assistants 

come from your general fund or based on grants? 
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16. What is the process for new purchases?  Asset liquidation?  Are you tax-exempt 

for donation purposes?  If you hire outside players or orchestra for performances, 
what are the arrangements? 

 
17. What are the efforts you are making in financial development, for patrons and 

donors? 
 

18. Why do you believe people join organizations like yours?  What is the drawing 
power of a civic/community chorus? 

 
19. Do you have social activities away from rehearsal for the members? 

 
20. Have you made recordings?  Is the sale of these a portion of operating income for 

the chorus? 
 

21. Does your choir tour?  If so, how is the tour funded?  How are the expenses of the 
members qualified (i.e. members pay for all meals, members pay for ½ lodging, 
etc…)? 

 
22. What are the considerations for music selection in your choir? 

 
23. Could you tell me if (and how) activism plays a role in your choir? 

 
24. What kind of training, experience or academic coursework would you consider to 

be the most beneficial to you in this position?  Which would you recommend for 
someone starting out in a new chorus of this type? 

 
25. If you were to start a chorus like yours from scratch, how would you begin?  

What steps would you take, and in what order? 
 

26. If your governing agency/funding source considered abolishing your group 
without explanation, what would be your defense for the continued existence of 
your group? 
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APPENDIX B 

INDEX OF CHAPTERS BY QUESTIONS 

 

Chapter Three 

1. What are the specifics of your organization – number of chorus members, 
frequency of performances, number of people involved in administration, etc…? 
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fluctuate?  Have you seen an increase or decrease in participation during your 
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Chapter Four 
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4. Are you given a budget each year?  What are the figures based on? 

 
5. What is the largest line item in your budget?  Do you use zero-based budgeting or 

work from amounts in previous budgets? 
 

8. Are there dues collected from the members?  What are these funds used for? 
 

17. What are the efforts you are making in financial development, for patrons and 
donors? 

 
19. Do you have social activities away from rehearsal for the members? 

 
26. If your governing agency/funding source considered abolishing your group 

without explanation, what would be your defense for the continued existence of 
your group? 

 

 208



 
Chapter Five 
 

7. Is your choir auditioned?  What do you look for in the auditions? 
 

10. How do you advertise concerts and auditions?  Is this at your ensemble’s 
expense? 

 
13. Does the choir provide their own uniforms, or are they expected to purchase a 

standardized uniform? 
 

14. Does each member purchase their own copies of music, or is there provision for a 
library in your choir? 

 
16. What is the process for new purchases?  Asset liquidation?  Are you tax-exempt 

for donation purposes?  If you hire outside players or orchestra for performances, 
what are the arrangements? 

 
18. Why do you believe people join organizations like yours?  What is the drawing 

power of a civic/community chorus? 
 

21. Does your choir tour?  If so, how is the tour funded?  How are the expenses of the 
members qualified (i.e. members pay for all meals, members pay for ½ lodging, 
etc…)? 

 
23. Could you tell me if (and how) activism plays a role in your choir? 

 
25. If you were to start a chorus like yours from scratch, how would you begin?  

What steps would you take, and in what order? 
 
 
 
Chapter Six 
 

11. What are the arrangements for rehearsal/performance space? 
 

12. If you were to change rehearsal space, what are the key elements you would look 
for in a new location? 

 
20. Have you made recordings?  Is the sale of these a portion of operating income for 

the chorus? 
 

22. What are the considerations for music selection in your choir? 
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24. What kind of training, experience or academic coursework would you consider to 
be the most beneficial to you in this position?  Which would you recommend for 
someone starting out in a new chorus of this type? 
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Texas Tech University 
Institutional Review Board for the Protection of Human Subjects 

Office of Research Services  
203 Holden Hall/MS 1035  

742-3884 
 

February 17, 2005 

Dr. Michael Stoune  
Music - A&S 
Mail Stop: 2033 

Regarding: 100338 Nor.-professional Community Choruses in Texas: A Multiple Case Study 
Dr. Michael Stoune: 

The Texas Tech University Protection of Human Subjects Committee approved your claim for 
an exemption for the proposal referenced above on 02/17/2005. 
Exempt research is not subject to continuing review, but any modifications that (a) change 
the research in a substantial way, (b) might change the basis for exemption, or (c) might 
introduce any additional risk to subjects should be reported to the IRB, before they are 
implemented, in the form of a new claim for exemption or a proposal for expedited or full 
board review. 
Extension of exempt status for exempt projects that have not changed is automatic. You 
should inform the Secretary of the Committee when the exempt research is completed (at 
least via response to yearly reminders) so that the file can be archived. 
Best of luck on your project.  

Richard P. McGlynn, Chair                  
Protection of Human Subjects Committee 
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Pendleton Dissertation Consent Form 

We are asking you to be part of a research study based on a personal interview for a 
pilot project entitled "Non-Professional Community Choruses in Texas: A Multiple 
Case Study." The interview will be held by Joe C. Pendleton, and the results of that 
interview are part of his research on this subject. His supervising professor for this 
project is Dr. Michael Stoune of the School of Music at Texas Tech University. Dr. 
Stoune can be reached by telephone at (806) 742-2270 x255, or by email at 
michael.stoune@ttu.edu. 

The purpose of the research is to compare and contrast the many ways amateur 
community choruses are structured and operate within the state of Texas, and to 
indicate a shared purpose of choral music involvement on the part of the choruses. If 
you agree to be involved in the research, you will be asked a series of questions about 
your organization. These questions will involve the history of your organization, some 
of the activities involved in membership, where the membership comes from, how your 
organization is funded, and your philosophies about choral music and rehearsals. 

There are 26 questions, but some of your answers may suffice for more than one 
question. The interview will take approximately 30-40 minutes, and will be videotaped 
to be as brief and respective of your time as possible. Please be aware that you will be 
identified in the study, a transcription of the interview will be published, and your 
answers may be quoted in the research. If there is information you are not at liberty to 
provide as a result of this publication, please feel free not to include that information. 
You will be provided with a copy of the transcript for your records and information to 
make sure you are quoted accurately, and have not included any information you do not 
wish to appear in the study. 

Your participation in this research is voluntary, and involves no cost to you. Should you 
wish, a bound copy of the study will be provided to you at no cost in appreciation of 
your participation in the study. There are five other participants in the study, in addition 
to yourself, should you choose to participate. 

Dr. Stoune will answer any questions you have about the study. For questions about 
your rights as a subject or about injuries caused by this research, contact the Texas 
Tech University Institutional Review Board for the Protection of Human Subjects, 
Office of Research Services, Texas Tech University, Lubbock, Texas, 79409. Or you 
can call (806) 742-3884. 

By signing this sheet, you agree that you have read this form, your questions have been 
answered, and that you agree to participate in this study. 

 
This consent form is not valid after March 31, 2005. 
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Pendleton Dissertation Consent Form 

We are asking you to be part of a research study based on a personal interview for a 
pilot project entitled "Non-Professional Community Choruses in Texas: A Multiple 
Case Study." The interview will be held by Joe C. Pendleton, and the results of that 
interview are part of his research on this subject. His supervising professor for this 
project is Dr. Michael Stoune of the School of Music at Texas Tech University. Dr. 
Stoune can be reached by telephone at (806) 742-2270 x255, or by email at 
michael.stoune@ttu.edu. 

The purpose of the research is to compare and contrast the many ways amateur 
community choruses are structured and operate within the state of Texas, and to 
indicate a shared purpose of choral music involvement on the part of the choruses. If 
you agree to be involved in the research, you will be asked a series of questions about 
your organization. These questions will involve the history of your organization, some 
of the activities involved in membership, where the membership comes from, how your 
organization is funded, and your philosophies about choral music and rehearsals. 

There are 26 questions, but some of your answers may suffice for more than one 
question. The interview will take approximately 30-40 minutes, and will be videotaped 
to be as brief and respective of your time as possible. Please be aware that you will be 
identified in the study, a transcription of the interview will be published, and your 
answers may be quoted in the research. If there is information you are not at liberty to 
provide as a result of this publication, please feel free not to include that information. 
You will be provided with a copy of the transcript for your records and information to 
make sure you are quoted accurately, and have not included any information you do not 
wish to appear in the study. 

Your participation in this research is voluntary, and involves no cost to you. Should you 
wish, a bound copy of the study will be provided to you at no cost in appreciation of 
your participation in the study. There are five other participants in the study, in addition 
to yourself, should you choose to participate. 

Dr. Stoune will answer any questions you have about the study. For questions about 
your rights as a subject or about injuries caused by this research, contact the Texas 
Tech University Institutional Review Board for the Protection of Human Subjects, 
Office of Research Services, Texas Tech University, Lubbock, Texas, 79409. Or you 
can call (806) 742-3884. 

By signing this sheet, you agree that you have read this form, your questions have been 
answered, and that you agree to participate in this study. 

 
This consent form is not valid after March 31, 2005. 
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Pendleton Dissertation Consent Form 

We are asking you to be part of a research study based on a personal interview for a 
pilot project entitled "Non-Professional Community Choruses in Texas: A Multiple 
Case Study." The interview will be held by Joe C. Pendleton, and the results of that 
interview are part of his research on this subject. His supervising professor for this 
project is Dr. Michael Stoune of the School of Music at Texas Tech University. Dr. 
Stoune can be reached by telephone at (806) 742-2270 x255, or by email at 
michael.stoune@ttu.edu. 

The purpose of the research is to compare and contrast the many ways amateur 
community choruses are structured and operate within the state of Texas, and to 
indicate a shared purpose of choral music involvement on the part of the choruses. If 
you agree to be involved in the research, you will be asked a series of questions about 
your organization. These questions will involve the history of your organization, some 
of the activities involved in membership, where the membership comes from, how your 
organization is funded, and your philosophies about choral music and rehearsals. 

There are 26 questions, but some of your answers may suffice for more than one 
question. The interview will take approximately 30-40 minutes, and will be videotaped 
to be as brief and respective of your time as possible. Please be aware that you will be 
identified in the study, a transcription of the interview will be published, and your 
answers may be quoted in the research. If there is information you are not at liberty to 
provide as a result of this publication, please feel free not to include that information. 
You will be provided with a copy of the transcript for your records and information to 
make sure you are quoted accurately, and have not included any information you do not 
wish to appear in the study. 

Your participation in this research is voluntary, and involves no cost to you. Should you 
wish, a bound copy of the study will be provided to you at no cost in appreciation of 
your participation in the study. There are five other participants in the study, in addition 
to yourself, should you choose to participate. 

Dr. Stoune will answer any questions you have about the study. For questions about 
your rights as a subject or about injuries caused by this research, contact the Texas 
Tech University Institutional Review Board for the Protection of Human Subjects, 
Office of Research Services, Texas Tech University, Lubbock, Texas, 79409. Or you 
can call (806) 742-3884. 

By signing this sheet, you agree that you have read this form, your questions have been 
answered, and that you agree to participate in this study. 

 
This consent form is not valid after March 31, 2005. 
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Pendleton Dissertation Consent Form 

We are asking you to be part of a research study based on a personal interview for a 
pilot project entitled "Non-Professional Community Choruses in Texas: A Multiple 
Case Study." The interview will be held by Joe C. Pendleton, and the results of that 
interview are part of his research on this subject. His supervising professor for this 
project is Dr. Michael Stoune of the School of Music at Texas Tech University. Dr. 
Stoune can be reached by telephone at (806) 742-2270 x255, or by email at 
michael.stoune@ttu.edu. 

The purpose of the research is to compare and contrast the many ways amateur 
community choruses are structured and operate within the state of Texas, and to 
indicate a shared purpose of choral music involvement on the part of the choruses. If 
you agree to be involved in the research, you will be asked a series of questions about 
your organization. These questions will involve the history of your organization, some 
of the activities involved in membership, where the membership comes from, how your 
organization is funded, and your philosophies about choral music and rehearsals. 

There are 26 questions, but some of your answers may suffice for more than one 
question. The interview will take approximately 30-40 minutes, and will be videotaped 
to be as brief and respective of your time as possible. Please be aware that you will be 
identified in the study, a transcription of the interview will be published, and your 
answers may be quoted in the research. If there is information you are not at liberty to 
provide as a result of this publication, please feel free not to include that information. 
You will be provided with a copy of the transcript for your records and information to 
make sure you are quoted accurately, and have not included any information you do not 
wish to appear in the study. 

Your participation in this research is voluntary, and involves no cost to you. Should you 
wish, a bound copy of the study will be provided to you at no cost in appreciation of 
your participation in the study. There are five other participants in the study, in addition 
to yourself, should you choose to participate. 

Dr. Stoune will answer any questions you have about the study. For questions about 
your rights as a subject or about injuries caused by this research, contact the Texas 
Tech University Institutional Review Board for the Protection of Human Subjects, 
Office of Research Services, Texas Tech University, Lubbock, Texas, 79409. Or you 
can call (806) 742-3884. 

By signing this sheet, you agree that you have read this form, your questions have been 
answered, and that you agree to participate in this study. 

 
This consent form is not valid after March 31, 2005. 

 216



Pendleton Dissertation Consent Form 

We are asking you to be part of a research study based on a personal interview for a 
pilot project entitled "Non-Professional Community Choruses in Texas: A Multiple 
Case Study." The interview will be held by Joe C. Pendleton, and the results of that 
interview are part of his research on this subject. His supervising professor for this 
project is Dr. Michael Stoune of the School of Music at Texas Tech University. Dr. 
Stoune can be reached by telephone at (806) 742-2270 x255, or by email at 
michael.stoune@ttu.edu. 

The purpose of the research is to compare and contrast the many ways amateur 
community choruses are structured and operate within the state of Texas, and to 
indicate a shared purpose of choral music involvement on the part of the choruses. If 
you agree to be involved in the research, you will be asked a series of questions about 
your organization. These questions will involve the history of your organization, some 
of the activities involved in membership, where the membership comes from, how your 
organization is funded, and your philosophies about choral music and rehearsals. 

There are 26 questions, but some of your answers may suffice for more than one 
question. The interview will take approximately 30-40 minutes, and will be videotaped 
to be as brief and respective of your time as possible. Please be aware that you will be 
identified in the study, a transcription of the interview will be published, and your 
answers may be quoted in the research. If there is information you are not at liberty to 
provide as a result of this publication, please feel free not to include that information. 
You will be provided with a copy of the transcript for your records and information to 
make sure you are quoted accurately, and have not included any information you do not 
wish to appear in the study. 

Your participation in this research is voluntary, and involves no cost to you. Should you 
wish, a bound copy of the study will be provided to you at no cost in appreciation of 
your participation in the study. There are five other participants in the study, in addition 
to yourself, should you choose to participate. 

Dr. Stoune will answer any questions you have about the study. For questions about 
your rights as a subject or about injuries caused by this research, contact the Texas 
Tech University Institutional Review Board for the Protection of Human Subjects, 
Office of Research Services, Texas Tech University, Lubbock, Texas, 79409. Or you 
can call (806) 742-3884. 

By signing this sheet, you agree that you have read this form, your questions have been 
answered, and that you agree to participate in this study. 

 
This consent form is not valid after March 31, 2005. 
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Pendleton Dissertation Consent Form 

We are asking you to be part of a research study based on a personal interview for a 
pilot project entitled "Non-Professional Community Choruses in Texas: A Multiple 
Case Study." The interview will be held by Joe C. Pendleton, and the results of that 
interview are part of his research on this subject. His supervising professor for this 
project is Dr. Michael Stoune of the School of Music at Texas Tech University. Dr. 
Stoune can be reached by telephone at (806) 742-2270 x255, or by email at 
michael.stoune@ttu.edu. 

The purpose of the research is to compare and contrast the many ways amateur 
community choruses are structured and operate within the state of Texas, and to 
indicate a shared purpose of choral music involvement on the part of the choruses. If 
you agree to be involved in the research, you will be asked a series of questions about 
your organization. These questions will involve the history of your organization, some 
of the activities involved in membership, where the membership comes from, how your 
organization is funded, and your philosophies about choral music and rehearsals. 

There are 26 questions, but some of your answers may suffice for more than one 
question. The interview will take approximately 30-40 minutes, and will be videotaped 
to be as brief and respective of your time as possible. Please be aware that you will be 
identified in the study, a transcription of the interview will be published, and your 
answers may be quoted in the research. If there is information you are not at liberty to 
provide as a result of this publication, please feel free not to include that information. 
You will be provided with a copy of the transcript for your records and information to 
make sure you are quoted accurately, and have not included any information you do not 
wish to appear in the study. 

Your participation in this research is voluntary, and involves no cost to you. Should you 
wish, a bound copy of the study will be provided to you at no cost in appreciation of 
your participation in the study. There are five other participants in the study, in addition 
to yourself, should you choose to participate. 

Dr. Stoune will answer any questions you have about the study. For questions about 
your rights as a subject or about injuries caused by this research, contact the Texas 
Tech University Institutional Review Board for the Protection of Human Subjects, 
Office of Research Services, Texas Tech University, Lubbock, Texas, 79409. Or you 
can call (806) 742-3884. 

By signing this sheet, you agree that you have read this form, your questions have been 
answered, and that you agree to participate in this study. 

 
This consent form is not valid after March 31, 2005. 
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THE CHILDREN’S CHORUS OF GREATER DALLAS 
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ORGANIZATION 
 
The Children's Chorus of Greater Dallas (CCGD) was founded in 1996. The 
mission of the Chorus is to provide children with the experience of artistic 
excellence and artistry through choral singing. The Children's Chorus creates a 
spirit of community, reflects the diversity of greater Dallas, and enriches 
audiences with the best in children's choral literature. 
 
The chorus includes girls and boys with unchanged voices in the fourth through 
eighth grades. Members are selected through an audition with the Artistic 
Director. The qualifications are a good voice, a good sense of pitch and a 
commitment to regular attendance at rehearsals and performances. 
 
We welcome your participation in this important arts endeavor that provides 
lasting value to our community and our youth. 
 
 

STAFF 
 
Cynthia Nott, Artistic Director              cynthia@thechildrenschorus.com 
Linda Harley, Associate Conductor       linda@thechildrenschorus.com  
Terrie Preskitt, Assistant Conductor       terrie@thechildrenschorus.com   
Terry Harley, Executive Director            terry@thechildrenschorus.com    
Jason Pedeaux, Administrative Director          jason@thechildrenschorus.com
 

 
IMPORTANT NUMBERS 

 
Chorus Office:    (214) 965-0491 
 
Chorus Fax:    (214) 965-0264 
 
Chorus Website:   www.thechildrenschorus.com
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PLACEMENT AND 
AUDITIONS 

 
Each child is placed in the appropriate chorus through an audition with the Artistic Director. 
Placement is based on musical and vocal readiness, emotional maturity, consistency of focus, 
attitude and leadership. Auditions are held each year for new singers as well as for those students 
wishing to advance to the next level chorus. 
Each chorus is designed to be a rewarding experience in its own right. Each chorus will maintain 
the highest standards of excellence, continue to develop musical and vocal skills and be an exciting 
learning environment. 
 
The four choruses are: 
 
Concert I - This chorus, the most advanced chorus, rehearses on Monday evenings at First United 
Methodist Church, Crossroads Center from 6:45 p.m. - 8:30 p.m., and approximately one Saturday 
morning or afternoon a month. The performance schedule for this chorus is the most extensive. 
There can be as many as two performances a month. If CCGD is contracted by the Dallas 
Symphony, Voices of Change, etc., then Concert I will usually fulfill those obligations. This chorus 
will be touring in July 2004. We recognize that the commitment to this chorus is extensive: you 
may request placement in a chorus with a lighter performing schedule. Tuition: $450 per year 
 
Concert II - This is an advanced chorus. The children are generally younger that the members of 
Concert I although there are always exceptions. This chorus rehearses on Monday evenings from 
5:30 p.m. - 7 p.m. in the Grand Salon at Cathedral Guadalupe and approximately two Saturday 
mornings or afternoons a semester. Usually two or three performances are scheduled in each 
semester. Tuition: $400 per year 
 
Apprentice - This is an intermediate level chorus designed to continue the development of the 
child's vocal and musical skills that are necessary to participate in one of the Concert choruses. This 
chorus rehearses on Monday evenings from 6:45 p.m. - 8:00 p.m. in the Grand Salon at Cathedral 
Guadalupe. Tuition: $300 per year. 
 
Prelude - This chorus is designed to introduce the children to the vocal and musical skills required 
for classical choral singing. The students rehearse on Monday afternoons from 5:30 p.m. - 6:30 p.m. 
in the Grand Salon at Cathedral Guadalupe. This chorus usually performs once or twice each 
semester. Tuition: $250 per year 
 
 

MEMBERSHIP PACKET 
 
 
After returning the signed contract and deposit, chorister parents receive a Membership Packet. The 
forms in the packet are to be returned at the parent orientation meeting in August. The Membership 
Packet contains the Children's Chorus Handbook, Health form, Confidential Member/Family 
Survey, Fundraising information, Publicity Release Agreement, Indemnification Agreement, Need 
Based Tuition Assistance application form (when requested), Choristers' Safety Policy and 
Procedures, Background Check Consent Form, and Tour information 
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TUITION 
 
Tuition is due in full at the fall Parent Orientation meeting. Tuition is payable by 
credit card. CCGD accepts Visa, MasterCard, American Express, and Discover. Tuition 
is non-refundable. If tuition is not paid in full by the first rehearsal, your child will not be 
admitted to rehearsal. Information on need-based, tuition assistance is available upon 
request. 
 

NEED BASED TUITION 
ASSISTANCE 

 
If you are interested in applying for need based tuition assistance, please check the box 
on the Commitment form which you will receive in late May/early June. You will be sent 
the need based tuition assistance application with your membership packet the first week 
of July. The completed need based tuition assistance application MUST be 
submitted no later than the Parent Orientation Meeting in August. Need based 
tuition assistance decisions will be completed and notification sent by September 1. If 
you are denied need based tuition assistance, your full tuition will be due September 15. 
 

RETURNED 
CHECKS 

 
Families will be billed for NSF fees. If a second check is returned for non-sufficient 
funds, payment will only be accepted by cash, credit card or money order. 
 

LOST AND 
FOUND 

 
Lost and Found items may be claimed in the Chorus office. Choristers are encouraged to 
bring a minimum of personal belongings to rehearsals and performances. The Chorus is 
not responsible for choristers' personal belongings. 
 

PARENT ASSOCIATION 
COMMITTEES 

 
All chorister parents are members of the Parents' Association. This extremely active 
group meets periodically and provides volunteer support for CCGD activities. Parents are 
strongly encouraged to volunteer their time to fulfill Parent Association responsibilities. 
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COMMUNICATION 
 
The Children's Chorus of Greater Dallas will communicate with parents and singers in a 
variety of ways. Our monthly newsletter published by the Parents' Association, HotSheet 
(hot pink, always) before each performance or important change, and various handouts. 
These are given out at rehearsals and mailed to absentees. You may also access all of 
these forms on the Chorus website. The automated phone tree is used for emergency 
cancellations or brief reminders. In case of emergency closings for snow, etc., we will 
also leave information on the outgoing message of the Chorus voice mail. If you have 
questions not answered in this way, please feel free to call or e-mail the Chorus office. 

 
CHORISTERS' SAFETY POLICY AND 

PROCEDURES 
 
For the protection of our children and persons who work with them, the Children's 
Chorus of Greater Dallas ("CCGD") hereby adopts the following policies and procedures 
intended to provide a safe environment, free of sexual, physical and/or emotional abuse. 
 
CCGD will seek the most qualified applicants, volunteer or paid, for positions involving 
the supervision of our choristers. All applicants will be screened by the procedures listed 
below. Applicants found to have indicators of risk for possible child mistreatment will be 
ineligible for a position, whether volunteer or paid staff. 
 
All paid staff and volunteers for any position involving direct interaction with the 
choristers (i.e., chaperones, rehearsal monitors, etc.) will complete an application form. 
The completed form will be forwarded to the Administrative Director. The form will 
include: 

• Applicant's name with identity confirmed by driver's license or other 
photographic identification. (A copy of the photographic identification must be 
attached to the application); 

• Current address and telephone number;  
• Other addresses for the last five (5) years; 
• Position applying/volunteering for; 
• Permission allowing CCGD to conduct a criminal background check to be 

performed by a professional agency; 
• Written agreement to follow the CCGD "Choristers' Safety Policy and 

Procedures." 
 
CCGD will seek to create a safe environment in which opportunities for abuse are 
minimized by providing proper supervision by paid staff and volunteers, and by offering 
education and training to paid staff and volunteers on the subject of protecting children 
from abuse situations. 
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There must be at least one (1) adult chaperone/monitor for every 15 choristers at all off-
site events. For on-site events and rehearsals, a minimum of one (1) adult 
chaperone/monitor for every 25 choristers will be required. In addition to the 
rehearsal/staging area, chaperones shall be assigned to monitor the venue entry points as 
well as the corridors outside of the rehearsal/staging area. Chaperones and monitors 
should avoid being placed in a position of being in a one-on-one situation with a 
chorister. 
 
A release procedure that requires a chorister to be picked up only by their respective 
parent or guardian, unless written authorization and release of liability is on file from the 
parent or guardian to the. contrary shall be enforced. 
 
CCGD will report all alleged or suspected incidences of child abuse in accordance with 
the laws of the State of Texas. The response by CCGD to a reported incident of alleged or 
suspected child abuse will be with an effort to protect the child and any individuals 
involved in the incident. It is NOT the policy of CCGD to prove whether the alleged or 
suspected abuse has or has not occurred, as this will be the responsibility of the proper 
legal authorities. 
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CHILDREN'S CHORUS OF GREATER DALLAS 

 
The Children's Chorus of Greater Dallas was founded in 1996. The mission of the 
Chorus is to provide children with the experience of artistic excellence and artistry 
through choral singing. The Children's Chorus creates a spirit of community, reflects the diversity of 
greater Dallas and enriches audiences with the best in children's choral literature. The Chorus holds the 
potential to become one of the premier children's choruses in North America. 
 
The Chorus includes girls and boys with unchanged voices in the fourth through eighth grades. It provides 
a rich and rewarding musical experience for young singers. The qualifications are a good voice, a good 
sense of pitch and a commitment to regular attendance at rehearsals and performances. 
 
The Chorus performs extensively throughout the Dallas area. We hold several of our own concerts each 
season. We have been the guests of The Dallas Opera, the Dallas Symphony Orchestra, Orpheus Chamber 
Singers, the Mesquite Civic Chorus, Voices of Change and other performing groups. We have performed at 
special events, including the Tom Landry Memorial Service, the Vogel Alcove fundraiser, the Dallas City 
Council Inauguration ceremony and President Bush's 2002 visit to Dallas. We have been the invited guests 
of the American Choral Director's Association and The National Organization of American Kodaly 
Educators. 
 
BRINGING OUR CHILDREN TOGETHER IN SONG 
 
The Children's Chorus of Greater Dallas is more than a group of children who sing well. The Chorus strives 
to create a spirit of community through a membership that reflects the diversity of greater Dallas. 
 

We are committed to children 
We strive to be an organization that honors and respects children-that creates an environment 
where they can learn and grow. Each rehearsal and performance is a microcosm of life where 
children learn and practice critical values, such as integrity, responsibility, caring, respect for 
others, teamwork and a love of beauty. 
 
We are committed to diversity 
What we can give to the Dallas community is an environment where children from every 
community and background can learn to work together harmoniously to achieve a common 
goal. The artistic process transcends cultural differences. We strive to serve art with our 
fullest human potential. 
 
We are committed to artistic excellence 
Children are drawn to the artistic process and sense that it is important to their lives. That is 
what we want to make available to the children of greater Dallas. 
 
We are committed to education 
We set educational goals for our children at each level of their development in terms of artistic, 
vocal and musical skills and knowledge. We also provide a range of performance opportunities 
that let the children practice the skills they've learned. 
 

Cynthia Nott,  
Artistic Director  

 
We welcome your participation in this important arts endeavor that provides lasting value to our 
community and our youth. 
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THE LUBBOCK CHORALE 
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ORGANIZATION 
 
The Lubbock Chorale is governed by an internal body of participating members called 
the Administrative Council. This council is responsible for overseeing the day-to-day 
administrative functions of the chorale. Since the chorale is self-supporting, all publicity 
and administrative duties are performed by members of the council and/or the business 
manager. The council meets at least once a month. Positions on the council are: 
 

Position Term Elected Re-Elected? Current Member 

President 2 years Even years Yes Susan Forni 

VP/Treasurer 2 years Odd years Yes Dr. John Ward 

Secretary 2 years Even years Yes Pam Kennedy 

Registrar 2 years Odd years Yes Dave Bender 

Librarian 1 year Each year Yes Ginger Clayton 

Historian 2 years Odd years Yes Iris Sneed 

3 Members-at-Large 3 years 1 each year No 
Jim Bell 
Jennifer Cox 
John Schnable 

Music Director * Salaried  Dr. John H. Dickson 

Assist.Dir./Accomp * Salaried  Dr. John Hollins 

Business Mgr. * Salaried  Catherine Lewis 

Dir. School of Music *   Prof. William 
Ballenger 

 
* The Music Director, Assistant Director/Accompanist, Business Manager, and 
the Director of the School of Music have ex-officio status on the Administrative Council. 
 
Managing the business of the chorale includes an immense amount of work behind the 
scenes, which continues throughout the year. Get to know the council members. They 
welcome your input and suggestions. Any member of the chorale may attend a council 
meeting by making prior arrangement with any council member. 
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2004-2005 CONCERT SCHEDULE AND 
CALENDAR 

 
 
Following is a table outlining special dates for the 2004-2005 season. Please note these 
on your calendars. Any changes to this calendar will be announced at rehearsals. 
 

WHEN TIME WHERE WHAT 

Tues., Aug. 24 7:OO PM M01 First night of rehearsals for fall 

Tues., Oct. 12 7:00-10:00 PM M01 Chorale dress rehearsal 

Fri.., Oct. 15 7:00-10:00 PM Hemmle Mandatory full dress rehearsal 

Sat., Oct. 16 8:00 PM Hemmle Fall Concert - Opera Choruses 

Thurs., Oct. 21 11:00 AM Civic Ctr. Ethics Conference 

Tues., Oct. 19 7:30-9:30 PM MO1 First rehearsal for Dec. Concert 

Tues., Dec. 7 7:00-10:00 PM MO1 Chorale dress rehearsal 

Fri., Dec. 10 7:00-10:00 PM Hemmle Mandatory full dress rehearsal 

Sat., Dec. 11 8:00 PM Hemmle Christmas Concert 

Tues., Jan 11 7:00-9:30 PM MO1 First rehearsal for Pops Concert 

Fri., Feb. 18 7:00-10:00 PM BCC Mandatory full dress rehearsal 
Pops

Sat., Feb. 19 7:00 PM BCC Pops Concert 

Tues., Feb. 22 7:30-9:30 PM MO1 First rehearsal Scholarship Concert

Tues., Apr. 26 7:00-10:00 PM Hemmle Chorale dress rehearsal Sch.Conct 

Thurs., Apr. 28 7:00-10:00 PM Hemmle Mandatory full dress rehearsal 

Fri., Apr. 29 8:00 p.m. Hemmle Scholarship Concert 

Sat., Apr. 30 8:00 p.m. Hemmle Scholarship Concert 

 
MO1 - Texas Tech Music Building Choir Room  
Hemmle - Hemmle Recital Hall- Texas Tech  
BCC - Baker Conference Center 
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ATTENDANCE 
 
 

1. Absences are highly discouraged, as successful concerts are dependent upon 
wellattended rehearsals. Two absences are allowed prior to the Fall, Christmas, 
and Spring Scholarship concerts. A third absence makes the member ineligible 
to sing at these concerts. Only one absence is allowed prior to the Valentine 
concert. A second absence makes the member ineligible to sing at that concert. 

 
2. Attendance at the dress orchestral rehearsal prior to each concert is 

MANDATORY. A chorale member who is absent from the dress orchestral 
rehearsal will not be allowed to sing in the concert. 

 
3. Notify your Section Leader or the Registrar prior to or as soon after an absence 

as possible if you must be absent for illness, work conflict, etc. 
 
4. Membership is expected for the full year with rare exceptions for missing a 

concert to be granted on an individual basis. 
 
 
 

 
SECTION LEADERS 

 
 
 
Section leaders are responsible for checking attendance and serving as liaison between 
Chorale members and the Registrar. 
 
 

Section Section Leader 
Soprano Ginger Clayton 
Alto Cheryl Bredeson 
Tenor Ken Smith 
Bass John Schnable 
Registrar Dave Bender 
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FINANCIAL DUTIES 

 
1. Annual dues are $75.00. These dues are payable at the beginning of the performance 

year and are non-refundable. Anyone joining the Chorale at mid-year (January) will 
be assessed nonrefundable dues of $37.50. Each member will purchase his/her music. 

 
2. Fundraising for the Chorale's budget is an ongoing activity of your Board of 

Directors. 
 

3. Season tickets and concert tickets comprise a substantial portion of the Chorale's 
budget. Each chorale member is strongly encouraged to assist in the sale of tickets. 

 
 
 

 

MUSICAL DUTIES 
 

 
1. Practice regularly to keep your voice in shape. 
 
2. Although each musical selection will be introduced in rehearsal, you are expected 

to study and work on your music outside of rehearsals. Choir rehearsals must be 
used for music making and not note teaching.   
Your careful marking of music will insure proper practice during the week. This 
practice should be done in light of what happened at the previous rehearsal. 
Establish a routine of practicing at least 20 minutes each day on your music. Just 
as one practices a song prior to a voice lesson, you must work your vocal line into 
the voice prior to choir rehearsal. Individual practice should not be undertaken in 
choral rehearsal. 
 

3. Rehearsals are Tuesday nights from 7:30 to 9:30. Be on time, in your seat and ready 
to sing by 7:30. Rehearsals are in the Music Building at Texas Tech, usually in room 
M01. Parking is usually a problem, so allow enough time to find parking and get to 
the rehearsal on time. 

 
4. Absences are highly discouraged. (See ATTENDANCE Policy) 

 
5. Bring a pencil to every rehearsal. Be attentive to the director and mark your music 

according to his instructions. 
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THE WOMEN’S CHORUS OF DALLAS 
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The Women's Chorus of Dallas - Who We Are 
The Women's Chorus of Dallas was founded in 1989 with only 32 

members, and now has more than 100 singers. We are an organization 
that is proud of its heritage, strong in diversity, and celebratory of 

womanhood. 
The very nature of a chorus is to build upon its strengths. The Women's Chorus of 

Dallas has taken that nature to great heights, not only in bringing beautiful voices 
together in song, but in building a home for each other, a name for ourselves, and a 
powerful force in the community. 

TWCD utilizes its vocal talents to the fullest by performing all genres of music at a 
high level of excellence. Within TWCD's repertoire, you will hear classical music, 
selections from the Broadway stage, popular ballads, folk songs, traditional music in 
language of origin, and works by contemporary composers from around the world. 

In building a name for ourselves, here are some of the milestones in TWCD's history: 

 Performing at Governor Ann Richard's Inauguration, January, 
1991 D Singing for Her Majesty Queen Elizabeth, May, 1991 

 GALA Choruses Debut, Denver, June, 1992 
 First Concert at the Morton H. Meyerson Symphony Center, June, 1993 D 

Carnegie Hall appearance under the baton of John Rutter, 1993 
 First CD, Our Turn, 1994 
 Second CD, Music In Our Mother's House, 1995 
 Collaborative CDs with Turtle Creek Chorale: John Rutter's Requiem, June 1995 

D By Special Request: Performing at the American Choral Director's Convention, 
March 1996 

 By Special Request: Performing for the National Association of Teachers 
of Singing, June 1996 

 First live Internet broadcast of a concert from The Morton H. Meyerson 
Symphony Center, March 1997 

 Third CD, Change of Heart, 1997 
 Fourth CD, December, released October 1997 
 Nominated twice in the choral category for national GLAMA award, December 

1998 
 Fifth CD, In the Mood, released June 1998 
 Sixth CD, Goodnight My Angel, released December 1998 
 TWCD's ensemble "Mosaic" nominated in choral category for national GLAMA 

Award, December 1998 
 Seventh CD, Only Human, 1999  
 Eighth CD, American Rhapsody, 2000  
 World Premier, Sing for the Cure, with Turtle Creek Chorale, Dr. Maya Angelou 

and the Pier 1 Metropolitan Orchestra, 2000 
 Carmina Burana with the Turtle Creek Chorale, The Texas Boys Choir and 

the Dallas wind Symphony, 2001 
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 Susan G. Komen 20th Anniversary, Sing for the Cure, Carnegie Hall, May 
2002 9  

 By Special Request: Performing Sing for the Cure, Tulsa, Oklahoma 2002  
 Hired the first full-time Artistic Director, Mark L. Stamper, 2002 
 By Special Request: Performing at Mayor's Inauguration for the City of Dallas, 

June 2003 
 By Special Request: Performing Sing for the Cure, Kansas City, Kansas, 2003  
 Ninth CD, Season of Dreams, 2003 

 
In building a powerful force in the community, TWCD has worked to raise money and 
awareness for a number of important causes, including but never limited to: 

 Susan G. Komen Breast Cancer 
Foundation 

 Various AIDS organizations 
 Women's shelters 
 Promoting music departments in Dallas Public Schools  
 Youth First Texas 
 Our Friends' 

Place 
 
As for building a home for each other, TWCD fosters an environment of friendship, unity 
and acceptance for all women. There will always be an open and inclusive policy for all, 
regardless of ethnicity, age, sexual orientation, economic and social background. We 
believe in the power of love and will continue to strive for our best while helping others 
along our paths. 
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TWCD AT-A-GLANCE 

Where we are:  
Office Location:   Sammons Center for the Arts  
Mailing Address:  3630 Harry Hines Blvd., Suite 210 

Dallas, TX 75219 
Web Site:    http://www.twcd.org
 

 

Calling the Chorus Office: 
Main Number:  214-520-7828 
Fax Number:  214-520-6328 
 
 

TWCD Staff  
Artistic Director   Mark Stamper mstamper@twcd.org
Office Manager   Michelle Rawls mrawls@twcd.org
Executive Director  currently vacant, to be filled during the 03-04 season 
Principal Accompanist  Lamar Sims  lsims@twcd.org 
Public Relations   John Shore   jshore@shorepr.com 

 
  

Expectations of members: 
• Dues- $15.00 per month for 11 months a year, or a discounted cost of $150 

dollars for the year if paid by October 15. Scholarships are available, but must 
be requested at the beginning of each concert period. 

• Attendance- Attend all rehearsals and major performances. See 
attendance policy in Member Handbook for further information. 

• Music- Keep all your music organized in a black 3-ring binder. You will receive 
only one copy of each piece and are financially responsible if you lose your 
music. You are free to request to purchase your music if you wish to keep it. See 
music policy. 

• Costume- Your costume consists of the regulation Chorus outfit plus pin, stage 
make-up, black socks/hose, and close-toed black shoes. You are responsible for 
keeping your outfit cleaned and pressed. 

• Fundraising- You are expected to participate in fundraising events during the 
year. There are many different opportunities to participate. 

Basic Chorus rules:  
• Be on time 
• Be prepared with music and pencil 
• Be respectful of yourself, others, and the organization  
• Clean up after yourself 
• Take care of yourself 
• Have fun 
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APPENDIX D 

PARTICIPANT AND CHARACTER LIST 

 

Dr. Fred Bronstein, Chairman, Board of Directors, Dallas Symphony Association 
 
David R. Davidson, Artistic Director, Dallas Symphony Chorus; Director of 
Music and Arts, Highland Park Methodist Church 
 
Dr. John H. Dickson, Artistic Director, Lubbock Chorale; Director of Choral 
Studies, Texas Tech University; Chairman, Department of Conducting, Texas 
Tech University School of Music 
 
Bryce Gage, Artistic Director, North Texas Civic Chorale; Head Choral Director, 
Sherman High School 
 
Rose Mary Heffley, retired Choral Conductor and Professor of Music, University 
of North Texas and Southern Methodist University 
 
Margaret Hillis (deceased), founding Artistic Director, Chicago Symphony 
Chorus 
 
Dr. C. David Keith, Artistic Director, Oratorio Chorus of Southwestern Baptist  
Theological Seminary; Professor of Conducting, Southwestern Baptist 
Theological Seminary; Robert Burton Chair of Conducting 
 
Eduardo Mata (deceased), Former Artistic Director, Dallas Symphony Orchestra 
 
Mark Melson, Vice President of Artistic Operations, Dallas Symphony 
Association 
 
Dr. Don Neuen, Artisic Director, Angeles Chorale, Director of Choral Activities, 
University of California at Los Angeles; Choral Director, Crystal Cathedral, 
Garden Grove, California 
 
Cynthia Nott, Artistic Director, Children’s Chorus of Greater Dallas 

Robert Shaw (deceased), Grammy-Winning Choral Conductor, Atlanta 
Symphony Chorus; Robert Shaw Chorale and Robert Shaw Festival Singers 
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Mark L. Stamper, Visiting Professor of Music, Texas Wesleyan University; 
Artistic Director, Texas Girls Choir; Former Artistic Director, Women’s Chorus 
of Dallas 
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APPENDIX E 
 

LISTING OF NON-PROFESSIONAL  

COMMUNITY CHORUSES IN TEXAS 

 

Abilene 
Classical Chorus of Abilene 

 Classical Youth Chorus 
 Classical Children’s Chorus 
 
Allen 
 Allen Symphony Chorus 
 
Amarillo 
 Amarillo Civic Chorus 

Amarillo Youth Chorus 
 
Arlington 

Arlington Choral Society of Texas 
 
Austin 
 Austin Children’s Choir 

Austin Civic Chorus 
 Austin Girls Chorus 

Austin Vocal Arts Ensemble 
Capital City Men’s Chorus 

 Chorus Austin 
 Heart of Texas Chorus 
 Tapestry Singers  

     (Women’s Chorus) 
 The Austin Singers 
 
Baytown 
 Baytown Community Chorus 
 
 
Beeville 
 Beeville Community Chorus 
 
Brenham 
 Brenham Chorale 

 Brenham Children’s Chorus 
 
College Station 
 Brazos Valley Chorale 
 
Coppell 
 Irving Chorale 
 
Dallas 
 Arts District Chorale 

Children’s Chorus of Greater Dallas 
 Dallas Symphony Chorus 
 Turtle Creek Chorale 
 University of Texas at Dallas  

     Chorale 
Women’s Chorus of Dallas 

 
Denton 
 Denton Bach Chorus 
 Denton Community Chorus 

North Texas Men’s Chorus 
 
Driftwood 
 Lone Star Chorale 
 
 
Elgin 
 Elgin Community Chorus 
 
 
El Paso 
 El Paso Chorale 
 
Fort Worth 
 North Texas Singers 
 Southwestern Seminary  
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     Oratorio Chorus 
Schola Cantorum of Texas 

 Texas Boys Choir 
 Texas Camerata 

Texas Girls Choir 
 
Frisco 
 Frisco Chorale 
 
Georgetown 
 Williamson County Chorus 
 
Harlingen 
 South Texas Chorale 
 
Houston 
 Bach Choir 

Gay Men’s Chorus of Houston 
 Houston Bay Area Chorus 
 Houston Chamber Choir 

Houston Children’s Chorus 
 Houston Choral Society 

Houston Masterworks Chorus 
 Houston Symphony Chorus 
 Willow Creek Children’s Chorus 
  
Huntsville 
 Huntsville Community Chorus 
 
Kilgore 
 East Texas Community Chorus 
 
Kingwood 
 Kingwood Chorale 
 
Lometa 
 Texas Star Chorus 
 
Lubbock 
 Lubbock Chorale 
 
McAllen 
 Valley Symphony Chorus 
 

McKinney 
 North Texas Chorale 
 
Mesquite 
 Blue Horizons Chorus 
 
Midland 
 Midland-Odessa Symphony Chorus 
 
Nacogdoches 
 Nacogdoches Community Chorus 
 
Plano 
 Plano Civic Chorus 

Younger Generation Chorus 
 
Round Rock 
 Round Rock Community Choir 
 
San Antonio 
 Alamo City Men’s Chorale 
 Texas Bach Choir 
 
Seguin 
 Mid-Texas Symphony Chorus 
 
Sheppard AFB (Wichita Falls) 
 North Texas Men’s Chorus 
 
Sherman 
 North Texas Civic Chorus 
 
Sugar Land 
 Fort Bend Boys Choir of Texas 
 
Sulphur Springs 
 North East Texas Choral Society 
 
The Woodlands 
 The Woodlands Symphony Chorus 
 
Tomball 
 Texas Master Chorale 
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Tyler 
 University-Community Chorus 
 
Victoria 
 Victoria Civic Chorus 

 
Waco 
 Waco Symphony Youth Choirs 
 
Wimberly 
 Wimberly Community Chorus 
 

 
 

This list is not intended to be exhaustive.  It is the combination of a list provided by the 

Texas Music Office in Austin, internet searches and information known by the author.  Any non-

professional community choruses not appearing in this list may be included in the listing 

maintained by the Texas Music Office through direct contact. 

 



APPENDIX F 

STUDY CHORUS DISCOGRAPHY 

 

Dallas Symphony Chorus 

Maurice Ravel, Daphnis et Chloé, Eduardo Mata, conductor, RCA. 

Gustav Mahler, Symphony No. 2, Resurrection, Eduardo Mata, conductor, Pro  
Arte. 

 
A Feast of Carols, Kate Tamarkin, conductor, in-house. 

Sergei Prokofiev, Alexander Nevsky Cantata, Eduardo Mata, conductor, Dorian. 

Dallas Christmas Gala, Andrew Litton and David R. Davidson, conductors, in- 
house. 

 
Piotr Ilyich Tchaikovsky, 1812 Overture and Moscow Coronation Cantata, 

Andrew Litton, conductor, Delos. 
 
George Gershwin, Porgy and Bess, Andrew Litton, arranger and conductor, 

Dorian. 
 
Gustav Holst, The Planets Space Spectacular DVD, Andrew Litton, conductor, 

Delos. 
 
Gustav Mahler, Symphony No. 2, Resurrection, Andrew Litton, conductor, Delos. 
 
Gustav Mahler, Symphony No. 3, Andrew Litton, conductor, Delos. 
 
Opera Gala, Alessandra Marc, soprano with Andrew Litton, conductor, Delos. 
 
Lowell Lieberman, Symphony No. 2, Andrew Litton, conductor, Delos. 
 
2003 Christmas Celebration, with Jubilant Sykes and David R. Davidson, 

conductor, Delos. 
 
Ludwig von Beethoven, Symphony No. 9, Choral, Claus Peter Flor, conductor, 

Delos. 
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The Children’s Chorus of Greater Dallas 
 

A Light in the Winter, Cynthia Nott, conductor, in-house. 
 

In Youth is Pleasure, Cynthia Nott, conductor, in-house. 
 
 
 
The Women’s Chorus of Dallas 

 
Our Turn, Timothy Seelig, conductor, in-house. 
 
Music in Our House, Cheryl Parrish, mezzo with Timothy Seelig, conductor, in-

house. 
 
Change of Heart, Holly Near with Timothy Seelig, conductor, in-house. 
 
December, Timothy Seelig, conductor, in-house. 
 
In the Mood, Timothy Seelig, conductor, in-house. 
 
Goodnight, My Angel, Timothy Seelig, conductor, in-house. 
 
Only Human, Timothy Seelig, conductor, in-house. 
 
American Rhapsody, Timothy Seelig, conductor, in-house. 
 
Sing for the Cure, Timothy Seelig, conductor, in-house. 
 
Seasons of Dreams, Mark L. Stamper, conductor, in-house. 
 
Annie’s Song’s, Mark L. Stamper, conductor, in-house. 

 
 
 
North Texas Civic Chorus 
 

Antonio Vivaldi, Gloria, Bryce Gage, conductor, in-house. 
 
George Frederick Handel, Messiah, Bryce Gage, conductor, in-house. 
 
An Afternoon of Spirituals, Bryce Gage, conductor, in-house. 
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Centuries of Christmas, Bryce Gage, conductor, in-house. 
 
 
 
Southwestern Seminary Oratorio Chorus 
 

George Frederick Handel, Messiah Highlights, C. David Keith, conductor, in- 
house. 

 
George Frederick Handel, Dettington Te Deum, and Gerald Finzi, In Terra Pax,  

C. David Keith, conductor, in-house. 
 
Christmas Tidings, C. David Keith, conductor, in-house. 
 
Michael Cox, Deo Gratias, Felix Mendelssohn, Drei Geistliche Lieder (Hymne),  

and Antonio Vivaldi, Gloria, C. David Keith, conductor, in-house. 
 
The Majesty of Christmas, C. David Keith, conductor, in-house. 
 
Magnificat, C. David Keith, conductor, in-house. 
 
Alexander Grechaninov, Kvalite Boga, C. David Keith, conductor, in-house. 
 
From Darkness to Light, C. David Keith, conductor, in-house. 
 
Festival of Christmas, C. David Keith, conductor, in-house. 

 
 
 
The Lubbock Chorale 
 
 (Recordings for the Lubbock Chorale are made in-house, and a master list does 

not exist.  For recordings by the Lubbock Chorale, contact the Texas Tech University 

School of Music.) 
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