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EDITOR'S PREFACE

American people are today concerned with hu-
manistic and cultural matters to a degree un
precedented in their history. [Far] from reVecting
this new concern with humanistic and cultural
matters, the schools of the rayon have let the
humanities and the arts languish. (1O)

THE ARTS ARE BASIC

The position of the performing and visual arts in our education-
al system has not improved appreciably since Alvin Eurich made
this observation in 1969. While few would deny the value of the
arts, many continually relegate them to the periphery of curricula
in most schools. In 1985 the national Parent Teachers Association
found that-

Nearly 70 percent of the 1,164 schools recently surveyed by the Alli-
ance of Independrrit Cc lieges of Art have experienced cuts in art
teachers, courses or program budgets since 1981. Forty percent of
these schools expect even furtner cuts.

Only about 2 percent of the average school budget is spent on arts
programs

Knowledge and skill3 in music have decreased by 3.3 percent
among 9-year-olds and 2.5 percent among 17-yearolds in the past
seven years. (10)

To effect a substantive change we need not only a reaffirmation of
the importance of the arts, but also practical descriptions of ways
that they can begin tc fulfill their roles in the educational process.
The National Endowment for the Arts gives direction to this need:

Basic arts education nust give students the essence of our civilization,
the civilizations which have contributed to ours, arid the more distant
civilizations which enrich world civilizations as a whole. It must also
give students tools 'or creating, for communicating and understanding
others' communicajons, and for making informal and critical choices.
(9, p. 13)

Importance of the Arts

Education An the arts plays a major role in three general areas of

*Numbers in parentlicses appearing in this Preface rekr to the References on page 13.
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educational impact: societal, instructional, and individual. "[One]
of the major goals of education should be to promote the continu-
ation of culture. transmitting values and concepts of civilization
from one generation to the next" (13). Through study of the arts
we may acquire a cultural record of our past and present. This un-
derstanding is necessary to help put ourselves and our value sys-
tems into perspective. The necessity of such a perspective has been
acknowledged by William Bennett, former secretary of education:

All students, then, should know some of these works [of art] for a sim-
ple reason they cannot understand the present if they have no under-
standing of the past. If we cut them off from our culture's past, we
automatically make youth aliens in their own culture. And that makes
them ill-equipped to succeed in or even understand the world around
them. (3)

While students gain knowledge of events and historical move-
ments that shaped society, they also gain insights into the underly-
ing value systems and beliefs of societies and cultures through the
arts. "[Humans] experience and give expression to their most
deeply held values, beliefs, and images through the arts, and there
can be no adequate form of general education that does not in-
clude them" (12).

Instructionally, the arts may provide both creative outlets for
students to express themselves as well as alternative avenues
through which students may understand others' feelings and ideas.
Some teachers base their interpretations of a student's learnings
primarily on performance on "objective" tests, written essays, or
class participation. However, many students who do not perform
well through these means are able to show that they understand a
concept when encouraged to respond through other means such as
art, photography, drama, and dance (14). Ultimately, students
must learn how to communicate effectively through tests and es-
says if they are to succeed in our educational system. But some stu-
dents must first acquire confidence in themselves. Once they are
able to demonstrate that they do understand the concepts, these
students often transfer this confidence to responses through other,
more "academic," means. Indeed, once a student shows under-
standing of a concept, the instructional task changes. Instead of
stressing the concept itself, the teacher may then focus on the
mode of expression.

10



Moreover, some students learn particular concepts rr.ore effec-
tively through the arts than through textbooks and lectures. While
developing a program using films and pictures to teach poetry, for
example, I found that many students for whom the poems were
considered too difficult could accurately state ,:he themes of the
poems when they were presented visually in films. I concluded
that "once the students have found they can read visual images ac-
companying a poem, they can [often] read and react critically to
the poem itself [in its printed version]" (15). Robert Spillane, Su-
perintendent of Fairfax County (Virginia) Public Schools, summa-
rizes the importance of the arts to all education:

In any case, an education and a life that ignore vast areas of expres-
sion, communication, conceptualization, and innovationthe visual
and aural areaswill surely hamstring our future communicators, con-
ceptualizers, and innovators.... Thus, education must give space al
beit in a crowded curriculum--to the arts, which connect thinking and
feeling in the aural and visual worlds, (12).

The inability of students and teachers to draw connections
among disciplines has resulted in a fragmentation of learning. As
students progress from one grade level to the next, this isolation of
studies increases. Ernest Boyer, President of the Carnegie Founda-
tion for the Advancement of Teaching, comments on the role arts
education may play in overcoming this departmentalization of
learning:

After visiting colleges and schools, I am convinced that students at all
levels need to see connections. And I believe that finding patterns
across separate disciplines can be accomplished through the arts....
I'm suggesting that the arts give us a language that cuts across the
disciplines, help us to see connections and bring a more coherent
meaning to our world. (4)

Perhaps the greatest benefit of arts education is to the student as
an individual. The "arts can provide the means for communicating
thoughts, emotions, and ideas that cannot otherwise be expressed.
The arts also contribute significantly to each individual's search for
identity, self-realization, and personal confidence" (12). One of
the outcomes of the "visual literacy" movement in the 1970s was
the introduction of filmmaking as part of many curricula. Students
who had previously consid,:red dropping out of school began to
use film to share their ideas and feelings with teachers and class-
mates. They became recognized and valued in the academic envi-

9
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ronment because they could interact effectively with others. For
the first time they encountered success instead of failure in school.
Boyer places this role of the arts at the top of his list "First, the
arts are needed in the nation's schools because they help children
express feelings and ideas words cannot convey" (4).

For those students who have particular aptitude in the arts, the
inclusion of the arts in education is especially vital. As Elliot
Eisner, Professor of Art and Education at Stanford University,
observes,

The inclusion of the arts in the school's curriculum provides opportuni-
ty not only for all students to learn to read the arts, but especially for
those students whose aptitudes are in the arts.... It is hard to discover
what one doesn't have an opportunity to practice. Educational equity is
an empty ideal when a substantial portion of our children are excluded
from the very areas in which their talents reside. (6)

Although the importance of the arts in education has been gen-
erally acknowledged for these and other reasons, in most schools
the arts are still treated as "frill" areas of the curriculum with the
basic instruction focusing on language, mathematics, science, and
social studies. When a budget crisis strikes, as it did in California
with Proposition 13 and in Massachusetts with Proposition 2 1 / 2,
arts education usually suffers through severe budget cuts or even
elimination. Eisner offers several reasons for the marginal position
of arts in the curriculum. Among these are views that (1) the arts
are emotional, not cognitive; (2) lack of assessment in the arts; (3)
the arts are solely creative experiences; and (4) the arts are innate
rather then learned (6). To place education in the arts closer to the
center of the curriculum, we must address these views and realisti-
cally demonstrate vital roles the arts may play within academic cur-
ricula. As Bennett states, "Those of us engaged in education must
promote the truth that study of the arts increases both our individ-
ual capacities for creativity and love for the highest creative work of
others" (2).

Underlying Assumptions for the Fine Arts Series

The basic premise for developing this series of monographs on
the arts in the classroom is that to accomplish the preservation and
transmission of knowledge, skill, values, and culture from genera-
tion to generation, we must address the study of the humanities,
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including the study of visual and performing arts. Four assump-
tions underlie this premise:

1. All students should have both exposure to and instruction in
visual and performing arts throughout elementary and sec-
ondary education.

2. Curricula in the visual and performing arts should be pre-
sented both as unique disciplines in themselves as well as in-
tegral components of other disciplines where appropriate.

3. As with any discipline, visual and performing arts curricula
should follow a sequential, organized pattern from kindergar-
ten through grade 12.

4. Finally, the effective rie- of programs and student achieve-
ment in visual and performing arts should be assessed based
on the program and content of the curricula.

Instruction should not be limited only to those students who
display particular talents in the arts. As the National PTA states:
"Art is basic to life. It helps us understand ourselves and others. It
provides comfort and pleasure through books, music, film, paint-
ing and the performing and decorative arts" (10). All students
shouid have the opportunity to enjoy and learn frcm the arts. Ex-
posure alone is not sufficient, however. "Apprecia..ing a work of
art demands intelligent application of perceptual and cognitive re-
sources" (11). Such learning calls for direct instruction.

This instruction should be developmental and sequential from
elementary through secondary school, with each year building
upon leanings of a previous year. Describing the Discipline-Based
Art Education program, Eisner states:

If a sound art education program were implemented effectively in
schools from kindergarten through twelfth grade, youngsters finishing
school would be more artistically literate.... Youngsters finishing
schooling would understand something about the relationships be-
tween culture and the content and form of art. (5)

Too often many educators treat art education as either a separate
study isolated from other disciplines or only in relation to other
disciplines. Both approaches are necessary for students to learn the
content of visual and performing arts as well as the integral rela-
tionships between the arts and other disciplines. While the visual
and performing arts are disciplines in themselves with their own



contents, they are also integral to many other disciplines. When
studied in support of other disciplines, however, the arts tend to
be viewed only as illustrations of concepts in the more "academic"
studies, with little attention being paid to their own content. Con-
sequently, education in the arts should be approach(., in both
ways: as separate disciplines and in relation to other disciplines.

Unless the effectiveness of arts programs is legitimately assessed,
work in those curricula will not be highly valued. As Eisner ob-
serves, "What we rest is what we teach" (6). Consequently, pro-
gram evaluation should assess the validity of the content, the effec-
tiveness of instruction and, especially, student achievement. Since
most student achievement in the visual and performing arts does
not lend itself to traditional evaluation procedures, many arts edu-
cators base their evaluation on effort rather than actual achieve-
ment. As with other disciplines, however, students should be held
to appropriate standards and expectations related directly to the in-
struction and content. In Project Zero, for example, which empha-
sizes student production, the assessment procedures focus on pro-
jects, portfolios, and interviews concentrating on the students'
creative processes (8, 15). In the Discipline-Based Arts Education
program, "Evaluation of outcomes pertains not only to the prod-
ucts of the students' effortsthe skills, the newfound apprecia-
tions, the fresh understandings, the refined judgment that stu-
dents achievebut also to the way in which students are engaged
in the process of learning" (6). Each program should design its
own assessment procedure based on the content of the discipline
and the goals of the instructional approach. In the report Toward
Civilization, the National Endowment for the Arts stresses the im-
portance of assessment in the arts: "Without testing and evalua-
tion, there is no way to measure individual and program progress,
program objectives will lack specificity, the arts courses will contin-
ue to be considered extracurricular and unimportant" (9, p. 27).

--Frederick B. Tuttle, jr.
Series Editor
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NEA POLICY
ON FINE ARTS EDUCATION

Resolution C-24. Fine Arts Education

The National Education Association be-
lieves that artistic expression is basic to an
individual's intellectual, aesthetic, and
emotional development. The Association
therefore believes that every elementary
and secondary school curriculum must in-
Jude a balanced comprehensive, and se-
quential program of fine arts instruction
taught by educators certified in those
fields.

The Association urges its state affiliates
to become involved ;.1 the promotion, ex-
pansion, and imp, station of a fine arts
program in the curriculum. (80, 87)
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INTRODUCTION

The starting point for the organization of this monograph grew
from the Needham Music Department's initial work with musical
applications of thinking skills. The more we worked with the
thinking skills in music lessons, the more excited we became about
what was happening. Students were learning, discovering,
remembering, and creating beyond our greatest expectations. A
curriculum committee developed the beginnings of a. resource
guide, which the department members have continued to supple-
ment with additional lesson plans.

Thinking skills include making connections. The more we uti-
lized thinking skills in music classes, the more connections the
teachers and students were making with other curricular areas and
with life itself. Because we were dealing with performing arts, the
connections had to be made between thinking skills and perfor-
mance. The most exciting performances, the ones in which stu-
dents learned and experienced the greatest composite values, were
those that grew from the curriculum.

The performing arts must include musical performance, for
which music teachers are well trained, and they must include
dance and movement, drama and theater, for which music teachers
are not so well trained. The performing arts belong in education,
not as frills for a few, but as integral to the total development of
every educated person. As such, they are treated as aesthetic forms
that can permeate the curriculum, along with effective ways to
accomplish that permeation. The focus on performance is ad-
dressed to curriculum directors, arts specialists, and classroom
teachers who need assistance in implementing an educational plan
that ensures the artistic and cultural development of every student.
The examples given here are intended to be representative rather
than exhaustive, in the hope that readers will apply the concepts
presented to the specific requirements of their own situations.

Our specialization in performance forces us to deal with sensitive
issues that surround the performing arts. Values in the educational

15



setting come into sharp focus, and prompt stimulating and
controversial dialogue. Rather than becoming defensive, we must
take a strong stand in creating and affirming a high-quality
curriculum that encompasses the universal capabilities of our
students.

16



Chapter 1

ARTS IN EDUCATION

A 1987 press report stated that research by the National Endow-
ment for the Arts indicated that in 1985 "box office revenues for
nonprofit performing arts events reached $3 billionfor the first
time equalling the money spent for tickets to all spectator sports
events" (13).* Giving heart to the performing arts, the report in-
dicated that the American public is experiencing a tenewed appre-
ciation for the arts in contemporary society. This renewal is slowly
finding its way into education, as school systems throughout the
country struggle with the role of the arts in the curriculum.

Elliot Eisner has articulated what he perceives to be the virtues
of an effective arts education:

1. Helping children learn to see what they look at, hear what they listen
to, and feel what they touch.

2. Helping students stretch their minds beyond the literal and rule-gov-
erned. (2)

Educators have traditionally accepted responsibility for the aca-
demic development of students, but they have often been willing
to leave the cultural and artistic development to outside influences
or, at best, to exposure alone. The public's growing awareness of
the arts in society will increase pressure on educators to integrate
specific art forms into their curricula. Although the responsibility
for integrated education belongs to everyone, the arts need cham-
pions to assume active roles in assuring that they receive more than
token acceptance in our schools.

Paul Lehman has stated four helpful assumptions for guiding
the formation or expansion of an effective arts education program:

1. The arts are an essential part of V'e curriculum and should be an im-
portant component in the educational program of every young
person.

2, The arts require serious study.

--
*Numbers in parentheses appearing in the text refer to the Bibliography on page 88.
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3. The arts program should be directed to all students and not only to
the talented.

4. There is no such thing as "arts education" as a single entity. (11)

HOLISTIC EDUCATION

The most important skill a student develops is the ability to
think independently. As long as we require students to learn
"right" answers to prepackaged questions, we allow independent
thinking skills to lie dormant. Indeed, we train students to look
for the 'right" answers from outside sources. We cannot expect
them to become independent thinkers unless we give them some
tools, some enabling experiences, some processes to ensure that
learning.

Life in the real world is holistic; it is not segregated into subject
area units. We must seek to educate the whole person, not just the
mathematician, or the musician, or the scientist. Moreover, the
task of integrating learning should not be reserved for secondary
schools. When begin early, in kindergarten and the primary
grades, holistic education becomes a way of life, both for the stu-
dent and for the teacher.

The role of the arts, specifically the performing arts, in holistic
education is unique. Music, for example, often described as the
universal language, can be a medium through which students not
only learn about culture, but actually may experience cultural re-
alities. While studying the work of Mozart in the context of his so-
ciety, students may also experience the performances of Mozart's
music as individuals or as a group. Drawing upon the creative art-
istry of the composer and the performer, music enhances life, be-
cause it involves intellect, skill, arid emotion in a constructive, cre-
ative form that brings pleasure to those who create the music as
well as to those who experience the creation. Theater, historically a
popular medium for education and communication, demands
from the student a synthesis of individual expression, role immer-
sion, and dramatic understanding. Likewise, dance combines
healthy understanding of body movement with artistic expression.

Taking the Initiative

Performing arts educators can take the initiative toward integrat-
ed learning and education of the whole person. Taking the initia-

18
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tive admittedly involves some risks; at the same time it offers us
the freedom to discover the avenues of implementation ourselves.
Classroom teachers are overwhelmingly supportive of arts programs
that make connections with classroom work, whether in subject
matter or process. For example, in a curriculum planning meeting,
music specialists and classroom teachers agreed to use classroom
reading literature for dramatic activities in the Music Theater class.
The classroom teachers initiated a plan whereby students could re-
ceive classroom credit for theater projects that used the reading lit-
erature. In the minds of students, the cooperative plan gave in-
creased support and stature to the music theater projects. Taking
the integration initiative also sets a tone of acceptance for innova-
tion among teachers, and gradually a host of ideas flows forth.

Making the Connections

Throughout the country, educators are currently infusing think-
ing skills into the academic subject areas with fantastic results. Can
we expand the infusion to encompass cultural development and ar-
tistic proficiencies? A close look at the subject matter of arts curric-
ula leaves little doubt. Arts education is full of opportunities for
making comparisons, for recognizing patterns, for classifying infor-
mation, for elaborating on ideas, for creating original products.
The materials do not change; what does change is the presentation
of those materials. The focus becomes less on imparting informa-
tion and more on unlocking the student's potential, both as a
thinking person and as a creative being.

Stress on thinking skills encourages students to make connec-
tions with learning as a whole. Developing thinking skills in the
performing arts enables students to make connections through
these skills. The skills used to compare a saxophone with a trumpet
may also be those used to compare hydrogen with oxygen, if
taught as thinking skills. Demonstrating a rondo through move-
ment may enhance the student's ability to recognize patterns in
mathematics. Developing criteria for judging a theatrical perfor-
mance may prepare students for utilizing similar skills with litera-
ture, by enabling them to make assessments of content, presenta-
tion, and literary style.

We have already learned that students who are using thinking
skills in academic areas are comfortable and adept at applying the
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skills in the arts. Furthermore, students who are accustomed to im-
plementing thinking skills in a variety of different situations are
ready and eager to explore their own creative and intellectual po-
tentials. Through these experiences, they find that learning is an
adventure, and that every person has a valuable contribution to
make.

The Faculty

Implementing thinking skills in fine arts classes requires modifi-
cation of the teaching behaviors of the fine arts faculty. For some,
the emphasis on thinking is an affirmation of firmly held princi-
ples, and the support gives the teachers a renewed vitalization. For
others, the concepts are new and intimidating, requiring a riska
move away from practices which they have used for years. The un-
derlying premise of the approach, however, should be one of ac-
ceptance, both implicitly and explicitly. Everyone has a valuable
contribution to make; there is no one "right" answer; ideas breed
ideas; integration enhances the whole curriculum. These principles
are true for teachers as well as students. We learn, experiment, and
integrate together. All share in the risk.

In the first Music Department faculty meeting for the school year,
music teachers were asked to notate their ideas concerning five areas
of teaching effectiveness. They were encouraged to share their ideas
verbally as they were writing. The five directions were:

Give one new idea of something you would like to try this year, in
the classroom or elsewhere, within your area of responsibility.
Give one more idea that was sparked in your mind by the discus-
sion of the last few minutes around the first ideas,
Name one aspect of the music program that makes you feel pre. id.
How can the school system enable you to be more successful?
How can I, the Director, enable you to be more successful?

In the exchange of ideas, which took approximately 15 minutes, the
teachers were responding to requests for their own thinking. There
were no "right" answers, and every teacher's contribution was valu-
able. The second request also enabled them to experience the con-
cept that ideas breed ideas.
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The point of reference for learning a new concept, for teachers
as well as students, is the familiar, the known. In enabling the fac-
ulty to experiment with new ideas, the objective is not to be con-
frontational of threatening. It is to motivate teachers to stretch and
grow through experimentation and risk-taking. A starting point is
to provide a stimulus for them to consider the classroom activities
in which students are already practicing thinkir-r, skills. Even the
most reluctant teacher will be able to present an example; the cru-
cial point is that the climate among the faculty, including th,_ atti-
tude of the supervisor, accepts every teacher's contribution without
evaluativc judgment. The initial sharing of existing skill develop-
ment practices among the faculty will give every teacher at least a
few ideas for experimentation.

The next step is to establish a structure that requires teachers to
expand their experiences with thinking skills. One approach is to
implement peer observation opportunities, to allow teachers to ob-
serve each other using thinking skills in classes. Another approach
is to request a thinking skill lesson plan from each teacher, with
the initial understanding that all lesson plans will be shared with
the entire performing arts faculty. Once again, establishing a cli-
mate that accepts every teacher's contribution is essential. In work-
ing with the faculty, the single most effective technique for super-
vising administrators is to model the behaviors they are attempting
to promote in the teachers.

The more the faculty practices thinking skills in classes, the
more opportunities they will find for utilizing them. The effort
should not be left to chance, however. Several strategic require-
ments will provide the stimulus, will make the effort universal
among the group, and will affirm each teacher's ability as a per-
forming arts educator.

PERFORMANCE AS AN OUTGROWTH
OF THE CURRICULUM

Performance is the active presentation )f artistic talent and skill
before a listening audience. In educational settings, performance
may take place the classroom, the concert hall, the theater, or a
variety of chamber-like facilities. The performing arts include mu-
sic, musical drama, drama, and dance These art forms exemplify
multiple functions within the educational community. First, the
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performing art maintains its own integrity as an aesthetic form.
Human beings distinguish themselves from other life forms in that
we yearn for artistic expression, both for personal fulfillment and
for inspiration. Audiences attend a performance to experience the
wonder of the music, the excitement of the drama, the beauty of
the dance.

Second, the performance is an intensely personal expression by
the individual and group performers who are sharing their particu-
lar interpretations of a creative work. No two performances are ever
exactly alike; while sales of audio and video recordings are strong,
box office receipts are at an all-time high. The live performance
maintains an intangible magnetism that continues to fascinate and
please people of diverse background and experience.

Third, the performing arts in education provide opportunities
for students to experience artistic life learnings, to develop self-
confidence and a sense of self-worth in the expression of the art
form, and to explore creative and critical thinking skills. For exam-
ple, a generally shy, bashful student receives significant peer recog-
nition following her sensitive rendition of a Bach minuet in a key-
board performance class.

Fourth, the educational setting establishes a ready forum for in-
tegration of the arts with multiple disciplines in the total curricu-
lum. The connections may be made through literature, subject
matter, or learning process.

Standards of Artistic Excellence

Student participants in the performing arts will realize the great-
est benefit when educational standards are held at the highest lev-
el. The standards of artistic excellence must be established by the
educational leadership and maintained consistently by the arts
educators who direct the performing groups.

Careful selection of the literature to be performed is a critical
component in achieving artistic excellence. Each selection must
possess artistic integrity, educational merit, appropriate learning
value, and a substantive, lasting quality within a framework of cul-
tural inclusiveness. The great artistic works of historical and con-
temporary societies achieved greatness because their creators were
able to instill in the creative products the values that comprise ar-
tistic excellence. Significant time and effort must be exerted in se-
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letting literature for each group and each performance. Consider-
ing the life learnings that may result from student involvement
with the literature, the energy is well invested. Additional reper-
toire issues are addressed in greater detail in Chapter 4.

Artistic excellence consists of establishing a framework, both in
structure and in atmosphere, within which students may realize
their greatest artistic potential. Thorough knowledge of the art and
the means to successful student achievement is a basic attribute of
the arts educators. A school structure that supports the performing
arts and a climate that encourages artistic experimentation are basic
elements of the educational community surrounding the arts.

Focused instructional methodology and consistent behavioral ex-
pectations are mutually effective aspects of the leadership responsi-
ble for arts education. When the instructional methodology is clear
and educationally valid, the behavioral expectations are equally
clear and usually will be met by students, who inherently under-
stand and respect their merit.

If artistic excellence is to be achieved, the articulation of perfor-
mance goals is an important responsibility of arts educators. These
goals need to be revised regularly. Performers at all levels of
accomplishment must continue to refine their skills and prepare to
move on to new levels of achievement. For example, a beginning
violin student first learns the basic skills necessary to play the vio-
lin: holding posture, bow posture, pizzicato, rhythmic bowing. As
each skill is perfected, the student moves on to the next level of
violin proficiency. Similarly in our schools, we must first determine
a performing group's existing skills, then work with the students
to enable the group to move to a more advanced level. The
group's existing skills may be determined through individual skills
assessment, progressive group exercise, written, self-evaluation, and
experimentation with unfamiliar literature. At the start of a new
semester, students in a musical organization may be required to
perform for the conductor individually or in small groups to en-
able the conductor to assess the individual and group skill levels. A
drama class may experiment with group exercises in mime, impro-
visation, or role playing. Any performing group may sight-read a
new work, to assist in determining skill levels. Performance goals
should be reassessed with each new group of students, and with
each new rehearsal year.
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The Performing Arts Curriculum

The performing arts curriculum must address the concepts of
artisic excellence, with implementation leading to successful per-
formance; the curriculum must also provide for the physical and
emotional health of students. When the arts are treated as extra-
curricular, enjoyable but not essential, there is often a correspond-
ing lack of concern for healthy use of the physical body, sensitive
understanding of emotional issues, or concerted efforts that enable
students to succeed. Through the performing arts curriculum, arts
educators are able to address these issues in an educationally valid
format.

The music curriculum should include guidelines for vocal pro-
duction, instrumental embouchure, posture, breathing, balance,
and blend. The drama curriculum should include principles of act-
ing, diction, voice projection, and equipment use. The dance cur-
riculum should incorporate elements of dance, including space,
time, force, locomotor and nonlocomotor movements, structured
and unstructured dance forms, and choreographic and perfor-
mance experiences. Each curriculum should include guidelines for
selection of literature, rehearsal practices, and both short- and
long-range performance goals, as well as specific concepts that ap-
ply to each discipline. Short-range performance goals may include
mastering a particular rhythmic pattern, achieving a unified blend
of tone, or developing individual confidence before the group in a
two-minute improvisation. Long-range performance goals include
successful achievement of the skills necessary to implement a com-
plete performance, and demonstrated understanding of the life
learnings prompted by the total experience of rehearsals culminat-
ing in performance. The successful implementation of healthy con-
cepts will enhance the performance at the same time as it is pro-
viding students with enriched life learnings.

A unique feature of the performing arts is the personalization
required of participants. The singer shares an extremely personal
expression of tales t, skill, and understanding of music. The actor
becomes totally involved in the portrayed character only through
personal investment of feelings and abilities. The dancer involves
mind and body in a personal interpretation through movement.
Consequently, the personal and emotional nature of the perform-
ing arts requires careful treatment of both subject matter and
participant.
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Development of Thinking Skills

A high school chorus has learned notes and text for the first
movement of the Brahms Motet, Opus 29, Number 2, and now re-
ceives the challenge to determine the melodic connection the com-
poser had in mind between the voice parts. Students experience
the excitement of discovering that the bass line is an augmentation
of the soprano melody, and consequently begin to understand the
composer's thinking. Through epistemic cognition, or "entering
the mind of the composer," students will perform the Motet with
greater musicality and sensitivity to the composer's intent.

Opportunities for students to practice critical and creative think-
ing skills abound in the performing arts. Identifying the primary
melodic theme or motif in a dance form enables performers to un-
derstand the basic structure of the piece. Such understanding leads
to improved performance consistent with the style of the composi-
tion. This example is itself an indication of causal relationships:
improved student understanding causes a resultant effect in more
authentic performance. Pattern recognition, comparison and con-
trast, sequencing, and synthesis are critical thinking skills that can
be promoted and expanded through the performing arts (see
Chapter 3 for elaboration).

Creative thinking skills are directly related to the performing
arts. The work to be performed was at some time the product of
someone's creative thinking. As students rehearse the creative
product, they inevitably must draw upon their own creativity to re-
produce the creation, whether in tonal production, role enact-
ment, or stylistic interpretation. They are guided in the implemen-
tation of their creative skills by the arts educators directing the
productions.

For example, in a rehearsal for a middle school musical drama,
there is an uncomfortable lapse in a sports scene. A student who
has had experience in dance seizes the opportunity to develop a
simple dance routine with other participants in the scene. The
dance segment gives needed vitality to the drama and provides an
effective transition between songs.

Rehearsals are marvelous opportunities for students to develop
criteria for judging an artistic production. By contributing to the
development of criteria on which a performance will be evaluated,
students inevitably improve their individual and group perfor-
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mance. The knowledge that someone is watching and listening for
such ,pecific attributes as clear diction, convincing dialogue, me-
lodic phrasing, intentional motion, and consistent participation
will cause most students to concentrate more, try harder, and co-
operate fully in achieving the performance objectives.

Life Learnings

Artistic !earnings resulting from performance focus on particular
aspects of the art. In musical perfcrmance, students learn and
demonstrate the specific musical concepts of phrase and melody,
rhythm and form, harmony and tone. In uramatic performance,
they experience role and staging, plot and impression, scene and
characterization. In dance, they draw upon concepts of both music
and drama in unique expression through motion. In all types of
performance, students encounter artistic style, aesthetic apprecia-
tion, and cultural awareness. The attitudes that may eventually
lead to responsible citizenship may be shaped significantly through
the artistic encounter with literature and artist-creators of diverse
cultures. The values that students ultimately accept for themselves
are influenced dramatically by the artistry involved in the total ex-
perience of rehearsal and performance.

Every participant contributes talent and skill to the rehearsal
preparation and to the final performance. Each person's contribu-
tion, however great or small, is important to the finished produc-
tion. While many participants experience nervousness before and
during the production, ultimately performance is fun. It is the
goal toward which the individual and/or group has been focusing
for several months, and should be a very enjoyable milestone in
the individual and group life. Likewise, after the performance
many participants feel sadness that the experience has ended. More
often, the sense of exhilaration from a successful performance pro-
vides momentum for a new rehearsal frame with new literature
and new goals.

Life learnings resulting from performance are experienced indi-
vidually as well as collectively. Attitudes are tested and formulat-
e 1, emotions created and expressed, relationships developed and
examined. The individual participant learns the importance of
each person's contribution to the group effort, and consequently
may develop increased self-confidence and improved self-esteem.
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As members of a performing group, students experience the signif-
icance of group cooperation and of focusing group energy toward a
common goal. The successful achievement uf performance goals is
a shared exhilaration that transcends even the standards of
excellence.

The students in a particular performing organization may devel-
op a group relationship over time that becomes an integral part of
their lives. Groups fortunate enough to embark on a performance
tour often experience a strong bond of camaraderie over the course
of the tour. The strength of such relationships is built not just by
traveling together; through the experiences of cooperative group
performance in which each production is an improvement over the
last, the art form is the medium that draws particioants together.

In performance, the whole is greater than the sum of its parts.
When all the members of a performing group contribute their
greatest talents and skills, the result is better than they expect or
are individually capable of producing separately. The nature of art
allows for transcendence to aesthetic beauty that cannot be ex-
plained; it can only be experienced. Once experienced, asethetic
values have a magnetic quality that draws participants repeatedly
to reenter the realm of artistic beauty.

Toward Integration

Classroom study of the arts provides many opportunities for co-
ordination with performance. The study of a composer's life and
music may culminate in a concert that features the composer's mu-
sic, performed in authentic style with instruments of the period.
Study oi particular instruments may lead to a concert that feature.,
student performance on those instruments. Dramatic focus on
plays of a particular time period may lead to performance of a play
from that period. Focus on a particular culture may culminate in a
performance of the dances, music, a Al traditions of that culture.
The cumulative learning from study coordinated with experience is
great, and sets the climate for aesthetic values to develop.

Integration of the arts in multiple disciplines provides the most
comprehensive opportunity for performance to be an outgrowth of
the total curriculum. As students and te:.:Iiers take ownership of
the performance, the event becomes increasingly more significant
as a culmination of learning, as well as a springboard for artistic
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growth. All the disciplines involved are enhanced, as each supports
and connects with the others. For example, the creation of a
soundtrack for a video depicting sea life may become a concert se-
lection performed by students; the performance coordinates sci-
ence, media, art, and music. An elementary social studies project
on American colonization may lead to a performance that traces
American music from colonial days to the present; the perfor-
mance coordinates social studies, drama, art, music, and language
arts. An arts festival may include a high school jazz dance troupe
in celebration of contemporary artists; the event involves the entire
school in its scope, with specific responsibilities in art, media,
business, physical education, theater arts, and music.
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Chapter 2

CURRICULUM INTEGRATION

The performing arts can become effective vehicles for integration
with multiple disciplines. Recognizing that drama as an art form
holds a valid position in historical and contemporary cultures, dra-
matic experiences may be implemented advantageously to accom-
plish the objectives of multiple disciplines, at the same time as
they are enhancing and enriching students' lives.

The material that follows is first a description of dramatic activi-
ties that cross disciplinary lines. The integration among subject ar-
eas may involve coordinated materials, general topics, or learning
processes. The activities that demonstrate integration are dramatic
in nature, offering students and teachers opportunities to experi-
ment with participatory learning. The chapter concludes with sug-
gestions for curriculum integration through music, particularly
songs.

THROUGH DRAMATIC ACTIVITIES

Drama is essentially acting out a story. Throughout history, dra-
ma has been utilized as a means of communication and as a reflec-
tion of society's values. Contemporary storytellers abound on tele-
vision, in movies and theaters, in public speakers, in parents,
teachers, and young people.

Social Studies

Activities that involve the use of dramatic techniques and skills
may be incorporated in a variety of disciplines, depending on the
materials and the focus.

1. An Improvisation Box containing a variety of items provides
the starting point for a story. Each student may select one or
more items and make up a story using the item(s).
a. Listeners may ask questions to encourage elaboration.
b. A student may choose two unrelated objects and force a

story connection.
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2. Improvisational drama may be demonstrated by small groups
of students who make up a story and act it out.

3. Students may demonstrate the emotions and reactions of
four- and five-year-olds in preparation for more complex dra-
matic presentations (e.g., surprise, whining, anger, stubborn
refusal, bewilderment).

4. Dramatic monologue may be used to characterize a role, a
composer, an author, a prominent historical figure, or a con-
temporary (e.g., Sally's Coathanger Sculpture from You're a
Good Man, Charlie Brown).

5. Dramatic storytelling
a. A continuous story starts as a germ of an idea from one

person, student or teacher; each succeeding class member
adds to the story.

b. A discontinuous story proceeds similarly, except that be-
fore passing the story on, each person interjects a bizarre
or absurd turn of events.

6. Creati,.! playwriting includes developing a story line, deter-
mining a logical sequence of events, and acting out the play.

7. Puppet shows may be used for any type of dramatic
storytelling.

8. Students may develop a radio show, write the script, create
sound effects, and tape the production.

9. Rapping is a creative technique using rhythms and words,
and can be adapted to any topic.

10. Mirror imaging is a motion activity in which students are di-
vided in pairs. One person makes certain motions that are
imitated or mirrored by the other. RolLs switch periodically.
Setting the activity to music prompts different types of
motion.

Reading and Language Arts
As students are continuously encouraged to read more extensive-

ly, they may discover that dramatic activities related to their read-
ing materials will enhance and enrich their learning.
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1, A student reading aloud a paragraph describing a dramatic
happening can
a. Read with no dramatic inflections.
b. Read with voice expression only.
c. Add facial expressions.
d. Add as many gestures as possible.
e. Have the class select the best gestures for the greatest dra-

matic impact.
2. Students can correlate dramatic activities with reading mate-

rials, using
a. Fables, myths, tall tales;
b. Short stories, plays;
c. Poetry;
d. Changing short stories into Reader's Theater plays.

3. Students can create original products using reading
materials.
a. Write an original fable.
b. Create a contemporary myth.
c. Write a different ending for a fable, short story, or play.
d. Add instrumental sound effects to fairy tales or short

stories.
e. Create original poems.

4. Students can design a playbill or program for a particular
play or story. They can also write a newspaper review of a
performance of the play or story.

Science

Science affords some unusual opportunities for dramatic activity
and gives students a practical focus for their creative thinking
skills. Using a particular scientific topic such as oceanography, as-
tronomy, or biology, students may create a sequential progression
of examples within the topicof microscopic sea life, or stellar
combinations, or a description of the progressive: dissection of a
plant. The examples should be compiled as slides. Simultaneously,
students may plan the creation of a musical soundtrack to accom-
pany the scientific presentations. Depending on the talent and ex-
perience of the group, students may compose original music
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ar d sound effects, or they may use portions of existing recordings
to produce the desired effects. They may prefer to bring in their
own recordings and make selections from familiar music. This ac-
tivity involves some small group work and the availability of audio
equipment. The selection of musical examples is an important step
in the thinking process (i.e., determining the appropriateness of
the music ba,,ed on criteria of texture, duration, tempo, dynamics,
mood). Finally, the project should be videotaped, combining the
slide progression with the soundtrack and providing a valuable re-
source for future use.

Additional dramatic activities coordinated with science involve
the use of scientific forms and topics as springboards for creative
thinking. For example,

1. Students may write myths and fables using microscopic ani-
mals and plaits.

2. A small group may create and dramatize a community under
the ocean.

3. The class may develop a puppet show with plants.

4. A scientific form may be personalized and characterized in a
dramatic monologue.

5. Patterns in music may be compared/contrasted with patterns
in the universe.

Dramatic activities depend on the participation of each member
of the class. These activities may be used effectively to enhance the
learning process and to ensure that learning can be enjoyable.

THROUGH MUSIC

The most readily accessible approach to curriculum integration
through music is songs. It is possible to coordinate singing with
any area of the curriculum, and the effort spent in searching for
songs appropriate to the curricular focus is rewarded in the rein-
forcement of learning that occurs because of the integration.

The social sciences are especially ripe for integration through
music because every society contains n ask within its culture. His-
torical periods and world cultures air prime opportunities for stu-
dcnts to experience the flavor and feeling of the people and
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times they are studying through the songs of those people. Like-
wise, students learn about American culture through the folk and
composed songs of the United States.

Special celebrations and national observances are opportunities
for song coordination: Memorial Day, Halloween, Valentine's
Day, birthdates of prominent historical figures, cultural celebra-
tions, seasonal observances, schoolwide projects. Local events that
are unique to a particular school or community offer opportunity
to learn about the community's development by highlighting mu-
sic appropriate to the situation or event.

In addition, music possesses mathematical attributes that can re-
inforce and even clarify learnings. Counting, discovering number
relationships, rhythmic groupings, and time in relation to tempo
are concepts that occur in both mathematics and music. Making
the connections and reinforcing the learning enrich the educational
process.

In reading and language arts classes, students often encounter
stories that contain musical ideas or references. An exercise in writ-
ing original poems and setting instrumental accompaniments
(sound scapes) can begin with a phonics concept that is reinforced
through the musical activity. Working with basic skills, students
may develop rhythm patterns with words or student names. Speak-
ing exercises also allow students to explore the use of the human
voice, and to learn healthy use of the vocal instrument.

Exploration of sound opens avenues for coordination with sci-
ence, through making and studying formal and informal instru-
ments, through discovering the sounds of nature, and through uti-
lizing sound in creative activities.

Visual arts connect with music through free drawing to music, as
well as through developing art forms to coordinate with specific
musical themes, such as "Danse Macabre," by Saint-Saens, or
"The Seasons," by Vivaldi. A performing group may enjoy taking
pictures of school life throughout the year, and developing a slide
sequence that coordinates with a performance selection in the con-
cert

As classroom teachers and specia'ists share ideas and curricular
plans, the opportunities for integrat ion will naturally emerge.
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Chapter 3

APPLICATION OF THINKING SKILLS

"Chart your composition using symbols for sounds we can make
with objects existing in this room."

"Enter the mind of the composer and develop a sequential order for
the segments of the suite. Give one reason for your particular
sequence."

Compare these teacher directions for elementary music classes
with our traditional technical directions: "Sing the first phrase
back to me," or "How many half-notes can you find in line
three?" Thinking skills in the arts can open an exciting new world
of learning for teachers and students who are curious enough to ex-
plore new perspectives on the teaching and learning of music, dra-
ma, and dance.

Instruction in creative and critical thinking skills provides a mar-
velous vehicle for curriculum integration. Teachers have always ob-
served the cultural celebrations in arts classes, and surely these
should continue. The focus on thinking skills, however, mo% us
away from the "learn-an-appropriate-song" mentality; it enables
us to connect with the subject and the process, and everyonestu-
dent, classroom teacher, specialistbecomes involved in a total
learning experience.

This chapter explores specific critical and creative thinking skills
applied to fine arts classes and rehearsals, with practical lesson ap-
plications in dance, drama, and music for each skill.

The development of thinking skills gives students ownership
powerover their own learning. As Eisner affirms, "In the arts,
choice is always multiple; the difference, however, is that there is
rarely a single certain answer. Hence when well taught the arts free
the mind from rigid certainty"(2). Enabling students to make
chokes, and developing the skills for making those choices, in-
creases the empowerment. The same process of ownership takes
place with teachers, but with that ownership comes responsibility.
The learner who takes responsibility for learning is highly motivat-
ed, innovative, and energetic.

Thinking skills have generally been described as critical and cre-
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ative. For the purpose of applying thinking skills to artistic con-
cepts, critical and creative thinking skills are treated separately.
Critical thinking skills in the arts are those logical and rational
skills that enable students to search, explore, and expand their
thinking abilities. Conversely, creative thinking skills involve initi-
ating original ideas, developing new forms and systems, and im-
plementing untried concepts. Fine arts education offers ample op-
portunities for applying both critical and creative thinking skills.

The listing of concepts that follows is not intended to be exhaus-
tive; rather, it is an initial examination of skills most applicable to
the successful integrated teaching of the arts. It is hoped that the
ideas and concepts presented here will spark for the reader addi-
tional ideas and valuable perspectives co facilitate that success.

Each thinking skill is first described in general terms, as it may
be applied to teaching and learning. While the formal terms are
usually more broadly defined in relation to academic subjects, the
purpose here is to identify the correlation between the respective
skills and their applications in arts education. Following the skill
description is a practical example of its use in a classroom or re-
hearsal setting. The Music Department faculty of the Needham
Public Schools provided the lesson examples, many of which have
come from actual experiences with students. These lesson samples
are included to encourage experimentation with thinking skills
among teachers, and to motivate additional critical and creative
thinking in performing arts classes and rehearsals.

CRITICAL THINKING SKILLS
APPLIED TO ARTISTIC CONCEPTS

This section describes eleven critical thinking skills: metacogni-
tion, epistemic cognition, classification, comparison and contrast,
pattern recognition, causal relationships, making connections,
identifying the main idea, sequencing, developing criteria for
judgment, and synthesis.

Metacognition

The awareness and examination of our own thinkins and prob-
lem-solving skills is called metacognition. Thinking about our own
thinking processes enables us to understand how we think as well
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as to grasp concepts we are attempting to integrate into our think-
ing. For some students, the acceptance of oneself as a thinking be-
ing is, in itself, a revelation. Informal, free writing is an especially
effective tool for enabling students at any age to facilitate
thinking.

Lesson Focus Through Dance: Primary students listen to "The Ele-
phant," from Saint-SaenssCarnival of the Animals. They identify specific
locomotor and nonlocomotor movements suggested by the music.
They also consider effort qualities suggested by the music. Each stu-
dent then explores the locomotor and nonlocomotor movements. Stu-
dents demonstrate their individual interpretations of the music. As
some demonstrate, others identify specific movements and effort
qualities.

Lesson Focus Through Drama: Students at any level may keep a jour-
nal, or daily log, of their thoughts and feelings throughout the rehearsal
period for a play. The writing exercise should be practiced by teacher
and students individually, for three to five minutes per day, with writing
prompts to promote thinking. The prompts may include the following:

What part of the scene do you find fascinating?
Which character do you especially like?
Which one makes you feel uncomfortable (or angry, or sad)?
What do you think would make the play better?

Sharing the writing in small groups gives each student opportunity to
test thinking with that of peers. Sharing selected writing pieces with the
class can improve the quality of writing for everyone.

Lesson Focus Through Music: A fifth grade music lesson on Dvofak's
New World Symphony involves students in writing one-word descrip-
tions of the feeling/mood evoked by the "Largo" (second movement)
and the "Finale" (fourth movement). The teacher's description of Dvo-
fak's life connects with many of the students' words describing the mu-
sic. Students may compare and contrast the mood differences be-
tween movements two and four.

Students then describe the various moods or feelings by using
rhythm instruments. "Can you transmit a feeling to others through
sounds?" Students proceed by writing the mood or feeling, selecting
an appropriate rhythm instrument, transmitting the sound, asking class-
mates to write one-word descriptions, and comparing/contrasting reac-
tions. Students may then describe their thinking processes as they pro-
ceed through the assignment, analyzing the reasons for differing
responses. The analysis will include discussion of the relationship be-
tween sound and feeling or mood. (Lesson by Robert Sagan)
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Epiftemic Cognition

The examination of another person's thinking processes is called
epistemic cognition. The teacher direction to "enter the mind of
the composer" cited at the beginning of the chapter is an example
of epistemic cognition. Teachers in any discipline can model their
own thinking processes for students by explaining how they
reached particular decisions, giving the rationale for study of a spe-
cific topic, and enabling students to understand why teachers do
what they do. Such modeling is a powerful tool in the process of
student thinking development.

Lesson Focus Through Dance: Interviews with choreographers who
may be invited to visit the school will give students a glimpse into the
thinking processes of creative artists. A panel discussion could be ar-
ranged with choreographers of various dance formsi.e., ethnic, bal-
let, modern, or jazz.

Lesson Focus Through Drama: Students may watch the video of a
play rehearsal to discover what happens in the rehearsal, how it hap-
pens, and why. Watching the rehearsal allows students to examine a
director's thinking processes in action, and how those processes trans-
late into performance (rehearsal) practice. The videotaped rehearsal
may be one in which the observing students are the actual partici-
pants, or permission may be obtained to videotape a rehearsal of a
community theater group.

Lesson Focus Through Music: Elementary students completing a unit
of study on a major composer's life and music were assigned a final
project. Two students presented a mock interview, one dressed as the
composer and the other acting as a news reporter. The questions and
responses in the interview required the students to examine the think-
ing and creative ability of the composer and present their learnings in
a manner that was historically accurate.

Classification,

Classification is the process of organizing disparate units into a
structure of similarity. Guidelines for classification may be deter-
mined by teacher or students, and these criteria have a significant
effect on the determination of similarity. The determination of
classification criteria is as important a skill as classification itself.
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A traditional approach to the teaching and learning of instru-
ment families is to present the characteristics and similarities of
each particular family of instruments. A thinking skills approach
might be to bring to the music class two different instruments (or
pictures of instruments), and encourage students to observe and
cite characteristics of each, and then develop their own criteria for
instrument classification based on their observations. The process
changes from rote learning to discovery. Retention is enhanced by
having students work through the process themselves instead of ac-
cepting the product of someone else's thinking.

Lesson Focus Through Dance: Students view a videotape with motifs
of several dance formsi.e., ballet, jazz, modern. They list characteris-
tics of each dance form as they view the videotape. Then they share
their lists and together compile a comprehensive description for each
dance form.

Lesson Focus Through Drama: The props for a play may be classified
as food items and nonfood items, or they may be organized according
to objects already on stage and objects carried on by the characters.
The rationale for classification criteria may come from the need to re-
place food items with each performance, or the need to know which
items must be in place at the start of that scene.

Lesson Focus Through Music: The motivational activity for a middle
school lesson on stylistic periods of music begins with presenting sev-
eral pictures of contemporary examples of dress, art, and architecture.
The pictures exemplify a variety of traditional and modrIrn clothing, vi-
sual As, and building structures. Students assign the examples to sev-
eral groups, and give each group a name.

Pictures of dress, art, and architecture from the baroque period are
presented, and students list their observations regarding color, texture,
ornamentation, structure, visual theme, practicality, and aesthetic val-
ue. They are asked to write a descriptive essay from the point of view
of a time traveler attending a concert in the baroque period. The de-
scription should include the mode of travel to the concert, audience
dress, people attending, performers, physical characteristics of the
building, and description of the music.

Students subsequently hear musical examples from several record-
ings, some baroque and some obviously not, and determine (classify)
which recordings best fit the essay descriptions of the baroque period.
(Lesson by Faith Lueth)
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Comparison and Contrast

Comparison and contrast find artistic applications similar to clas-
sification, with a change in perspective. Here the purpose is to dis-
cuver inlv-rent differences and similarities. This category may in-
clude comparison and/or contrast of form, style, dynamics,
motion, tempo, level of difficulty, different treatment of the same
subject matter, characterization, or interpretation. Concepts in-
cluded in "classification" may also be treated from the perspective
of comparison and contrast by having students analyze the various
characteristics for similarities and differences.

Lesson Focus Through Dance: Sixth graders compare percussive and
sustained movement.

Students explore percussive movement in place,
Students explore percussive movement while moving through
the general space.
Students explore sustained movement in place.
Students explore sustained movement while moving through
the general space.
Students take partners. They mirror each other in percussive
movement (16 counts), then in sustained movement (16
counts).

Lesson Focus Through Drama: After reading two tragedies, students
may be asked to find the thread of similarity among the characters who
experienced tragedy. Contrast may be evident in that each character
experienced a different tragedy. Beyond the common theme of trage-
dy, what universal experience do the tragic characters portray?

Lesson Focus Through Music: In a third grade music class, pictures of
objects indicating contrasts related to legato/staccato style are present-
ed. The pictures demonstrate visually the contrast between a smooth,
connected style and a detached, choppy style.

Contrasts of srnooth and rough are pictured in lush carpeting
and a bed of nails, and in
A putting green and a stony, bumpy road.
Contrasts of connected and detached are pictured in a stream
and raindrops.

Students sing familiar songs that may be performed in legato or stac-
cato style, and cite the reasons a composer might choose to make a
piece legato or staccato. They may also discuss what subject matter
for a song or instrumental niece might suggest legato or staccato style.

Students listen to selections that demonstrate legato/staccato styles:
"The Swan" from Carnival of the Animals, by Saint -Sams
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"Dance of the Lithe Swans" from Swan Lake, by Tchaikovsky
Using recorders, students may play songs in legato and staccato

styles, and determine which style is most appropriate for each song.
The teacher may then indicate the notation for legato and staccato.

In each activity GI comparing different styles, students list the attri-
butes that mark the similarities or differences between the styles. This
listing enables students to practice the skill of comparison and con-
trast. (Lesson by Annette Der Sarkisian)

Pattern Recognition

Pattern recognition is a skill that can be developed at any level
of expertise; it involves the observation of sets in a designated or-
der or arrangement. Patterns occur in rhythmic and melodic
phrases, segments of melody and motion, recurring themes and ar-
tistic s, textures, scenery, staging, awl movement. In addi-
tion, ms in the arts may be related to patterns in poetry, ar-
chitect :terature, the environment, even the classroom. From
the teat.. A.Li, perspective, it is important to set the stage for recog-
nition to occur. The role of the teacher is to provide appropriate
materials, to alert students to discovery, and to create a classroom
atmosphere that allows both recognition and discovery to take
place. In so doing, the teacher enables students to experience the
satisfaction of actually performing the pattern recognition.

Lesson Focus Through Dance: As students listen to a rondo (a musical
form with a recurring primary theme; the rondo may be designated as
ABACABA), they may create a different sequence of movement for
each section A, B, and C. As movement is applied to the complete se-
lection, the rondo pattern emerges, and the unifying movement coordi-
nated with the recurring theme adds cohesion to the total perfor-
mance. For example:

A a locornotor movement of 8 counts
B -- a nonlocornotor movement of 8 counts
C a different nonlocomotor movement of 8 counts

Lesson Focus Through Drama: Different scenery for the separate acts
or scenes in a play can be managed most effectively when the scenery
is organized into patterns. Determining the patterns will allow for multi-
ple use of sets, anci reduce both cost and workload. Involving students
in the determination of workable patterns gives them empowerment in
the learning process.
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Lesson Focus Through Music: The motivational activity for a first grade
music class is the singing game, "Here Comes a Bluebird." Students
clap the rhythm of the song, isolating the phrase, "Here comes a blue-
bird." One student may write the rhythm on the board, while the other
students reproduce the rhythm on their desks with small sticks. Stu-
dents name and sing other songs containing the same rhythm,

Students listen to the Second Movement of Beethoven's Seventh
Symphony, which contains the same rhythm pattern as the song. Stu-
dents show their recognition of the rhythm pattern in the music (by rais-
ing their hands or standing). The lesson may conclude with another
singing game that uses the same rhythm pattern (e.g., "Down Came a
Lady"). (Lebsori by Annette Der Sarkisian)

Causal Relationships

Determining cause and effect, sometimes labeled causal rela-
tionships, involves examination of particular forces that influence
specific results. Focusing attention on either the cause or the effect
will prompt varying understandings, and valuable !tunings may
result from dealing with such changes.

As teachers, we know that particular r'acher behaviors cause cer-
tain effects in student behaviors; sometimes the most beneficial
way to effect a change in student behavior is to focus attention on
the teacher's approach.

Lesson Focus Through Dance: In order to create the etfect of water in
a dance segment, the dancers float a huge piece of lightly colored,
transparent material on the stage, with motion stimulated by fans stra-
tegically placed in the wings. The dancers move around the moving
material in a simulation of dancing on or in the water. The desired ef-
fect, water in motion, is caused by creative use of materials and equip
merit coordinated with dance. Students in the dance group determine
the types of motion for both the floating material and their own bodies
that will create the effect of moving water.

Lesson Focus Through Drama: A theater group may discover that act-
ing out a particular scene with forceful strength and affirmation causes
an effect in mood of anger or celebration. Acting out the same scene
with gentle compassion may cause an effect in mood of quiet strength
and cairn. Determining which effect is most desirable involves delving
into the background and content of the drama to evoke the play-
wright's intent.
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Lesson Focus Through Music: A sixth grade music class views a three-
minute clip of Jaws without the soundtrack. The discussion following
the clip focuses on the students' reactions:

Was the clip more or less interesting without the sound? Why?
What mood do you want to convey through the soundtrack?
Are there logical places in the clip where the sound should
change?

A second viewing of the clip determines the places the sound could or
should change. One student is assigned to time and record the length
of each portion.

Students work in groups of five or six to create a soundtrack for the
film clip, using the following procedures:

Decide and list what kind of music (effect) you want for each
segment (scary, happy, ominous).
Collect recordings to hear and use.
Choose and time the excerpts.
Record the excerpts in the order determined by the group.
Refer to the videotape as necessary.

A subsequent lesson involves listening to the student soundtracks,
discussing the steps involved in creating an original soundtrack, ana-
lyzing the causes and effects, and/or writing a news release on the
project. The film clip may be viewed with contrasting sound effects (hu-
morous, threatening), with discussion of the resulting moods created,
followed by an analysis of the different soundtracks that caused differ-
ent effects. (Lesson by Janet Hass)

Making Connections

Drawing associations, or making connections, is an extremely
important skill for life-learning development. In developing this
skill, students learn to draw points of reference, apply learned con-
cepts, and reduce the fear of the unknown by focusing on the fa-
miliar, the common thread, the known attribute. An interdisci-
plinary approach to curriculum and instruction among a variety of
disciplines enables students to begin to make the connections,
both through direct instruction and through modeling connection-
making in the curriculum itself. In addition, through an interdisci-
plinary, integrated approach students are continually exposed to
relations among such disciplines as language arts, visual arts, sci-
ence, mathematics, media, social studies, physical education, lan-
guages, and the arts. The performing arts play a vital role in this
process. Identifying rhythms in poetry and analyzing the role of
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cadence in public speeches are examples of musical associations
with language arts activities, while exploration of visual and audio
rhythms in nature may exemplify connections with science.

Lesson Focus Through Dance: Third graders describe the eight basic
locomotor movements: walking, running, jumping, hopping, skipping,
leaping, galloping, and sliding. They also describe several nonlocomo-
tor movements: bending, stretching, twisting. turning, shaking, swing-
ing, and falling. Students then view a videotape of several brief activi-
ties: basketball, baseball, jump rope, hop scotch, and raking leaves.
They identify the connections between common locomotor and nonlo-
comotor movements and dance movements.

Lesson Focus Through Drama: Because throughout history drama has
been a medium for education and communication, at least one con-
nection can often be made between the play and life itself. Students
may be encouraged to make such connections by using writing as a
vehicle for learning. Writing prompts may include the following:

What scenes in the play struck a familiar chord?
What surprised you in the play?
How would you change the ending?
What was the primary theme of this play?
Apply the theme of the play to your life experience.

Sharing the connections in small groups or with the total class may
evoke stimulating discussion.

Learning Focus Through Music: In a fourth grade music class, the
teacher poses the following questions: "Can you hear colors? Why or
why not?" Six different colored posters are available for students to ar-
range in order to their liking. After a discussion of timbre or tone color
in relation to instrumental sound, the class proceeds through an
experiment:

Six listening selections, each featuring a different instrument,
are presented.
Students list one color for each listening selection, without re-
peating any color.
After a second listening, students may star their favorite sound,
During the third listening, students identiiy and write the name
of each instrument beside the chosen color.
Tabulate the results to see if any patterns emerge.

The closing discussion focuses on making connections between a
particular instrument and color, as well as making connections be-
tween partici liar musical selections and color. The original question is
posed again ("Can you hear colors?"), possibly giving students an op-
portunity to write their answers. (Lesson by Janet Hass)
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Lesson Focus Through Instrumental Music: In a beginning Suzuki vio-
lin class of second graders, a discussion evolves around building the
skills necessary to play the violin: holding posture, bow posture, pizzi-
cato style, rhythmic bowing. Students relate the step-by-step learning
in violin class with the step-by-step learning involved in developing life
skills (e.g., learning to walk, riding a bicycle, ice skating, swimming, fol-
lowing a recipe). Students demonstrate their understanding of the step-
by-step learning by perfecting each level before moving on to the next
level of violin performance. The skill development process involved in
playing violin may apply to the development of progressive skills in any
learning area. (Lesson by Karen Wood)

Identifying the Main Idea
Identifying the main idea is the process of finding the central

point, the primary thought on which a creative work is based. The
identification may lead a music class to focus on the theme or mo-
tif of a listening selection, a particular instrument and its charac-
teristic tone, an individual character or scene in a play, or an aes-
thetic style through which an impression is created.

Students may be encouraged to make connections between
theme identification in music and theme identification in litera-
ture. In a musical selection, the determination of theme is based
on phrasing, melodic contour, instrumentation, repetition, and
contrast. In a literary selection, the determination of theme is
based on plot, story setting, characterization, and action. In both
music and literature, themes are conveyed through elements dis-
tinctive to the respective medium.

Lesson Focus Through Dance: Identifying the main idea nor a single
dance in a ballet must connect with identifying the main idea for the
complete ballet. As students watch The Nutcracker, by Tchaikovsky,
they immediately identify the main idea of the story line. However, the
series of dances in the second act poses a more complex challenge.
Students may be assisted in the process by examining the list of dance
titles prior to the performance, and guessing the main idea of each
dance. Writing their guesses and taking this information to the perfor-
mance will encourage them to test their guesses in the enactment of
each dance. Students consequently observe the performance more in-
tently, and elicit the primary ideas in order to check them against their
own.

44

46



Lesson Focus Through Drama: The main idea in drama may be deter-
mined as the primary theme of the play, the central focus of a particu-
lar character, or the prevailing mood the play creates. Identifying these
ideas is vitally important to successful performance. The theater group
may be encouraged to read the entire play before rehearsals begin to
start the process of assessing the central issues. Conversely, a director
may choose to create a rehearsal climate that encourages discovery
by allowing students to experiment with characterization and mood in
order to identify the main idea through the rehearsal process. Identifi-
cation and understanding of the primary focus will enable students to
create an authentic performance.

Lesson Focus Through Music: The High School Wind Ensemble listens
to a recording of a band selection that is an example for ABA form
(e.g., "Over the Rainbow"). Students identify the melodic themes, as-
signing each one a letter. Upon a second listening students arrange
the letters as the themes occur, and identify the primary melody.

The Wind Ensemble then plays a different selection that has a clear
melodic form, and identifies the form of the piece the group has
played. The form may be the same or different from the listening selec-
tion. As the group continues to rehearse the piece, students assess the
effect that the form has on the piece, as well as the effect that the pri-
mary theme (main idea) has on the total performance. (Lesson by Mark
Hickey)

Sequencing

Sequencing is the process of arranging attributes in a connected
series or successive order. Sequencing appears in the arts as a ratio-
nale for particular changes in melody, rhythm, events, or tech-
nique. It may be applied to programming, levels of difficulty,
time, and action. It does not have to be reserved for sophisticated
classes. Primary children may develop sequences to discover rela-
tionships, for example, of size to sound.

Lesson Focus Through Dance: Second graders imagine that they are
like a pat of butter left out on a hot day. They prepare a movement se-
quence to illustrate this concept. Suddenly they find themselves in a
cold place; they feel strong and solid again. Students demonstrate, us-
ing locomotor and nonlocomotor movements, the sequence of melting
and then becoming solid again.

Lesson Focus Through Drama: Students from middle school through
college enjoy creating an enactment of The Lif arid Death of a Mos-
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quito," by using environmental sounds. Working in small groups of
three or four, students make use of body sounds, voice sounds, and
sounds from available objects. The resulting performances are informal
and enjoyable, and call upon the creative abilities of everyone in the
class. (Lesson by Faith Lueth)

LIsson Focus Through Music: In a first grade music class, an introduc-
tory discussion may be prompted by the following questions:

Have you been near a pond in the springtime and heard the
tiny, baby frogs called peepers?
How big is a peeper? What kind of voice does a peeper have?
When the peeper grows up to be a bullfrog, how big does he
get? Does he have the same voice?

Bass, tenor, alto, and soprano recorders may then be demonstrated
by the teacher, playing the same song on each instrument. Students
may make visual and aural comparisons of size and pitch, and the re-
lationship between the two. Four students hold the recorders and
stand in random order, and the class arranges the recorders in se-
quence, according to the sound of the instrument. The teacher then
plays the song again on each of the four instruments in sequential
order.

The lesson may be extended to the woodwind family by displaying
instrument pictures and playing listening selections such as

"Aviary" from Carnival of the Animals (flute)
Cat theme from Peter and the Wolf (clarinet)
Bullfrog from Tom the Piper (contrabassoon)

(Lesson by Helen Sagan)

Developing Criteria for judgment

Developing criteria for judgment involves defining goals, deter-
mining necessary steps for achieving the goals, and establishing cri-
teria for assessing the quality of that achievement. Opportunities
for establishing criteria for judgment abound in the arts, enabling
students to exert real power over their own learning. Even the very
youngest students are able to participate in developing criteria for
evaluating the artistic performance of the class.

Middle .school students in a performance class may determine
the performance goals for the term (e.g., frequency of individual
performance, length of each performance, and specific perfor-
mance dates). Students should then be able to define the steps
necessary to achieve the goals, by estimating the amount and in-
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tensity of practice, and by understanding the individual effort nec-
essary for successful individual performance. The criteria for judg-
ment will emerge from the previous steps and should include artis-
tic accuracies, performance presence, and continuity of perfor-
mance.

Lesson Focus Through Dance: Middle school students are given a list
of questions that enhance their ability to observe and analyze a dance
work. (See Appendix C for a list of questions.)

Lesson Focus Through Drama: The discussion in a sixth grade music
class focuses on the responsibilities of a drama critic, including specific
tasks as well as general scope. Students begin to think about the types
of questions an interviewer asks. The class divides into small groups of
four stuaents, and each group develops six good questions to ask a
drama critic.

In a subsequent lesson, the class watches a videotape of an inter-
view with a drama critic. Students may write an article for a magazine
or newspaper based on the interview. (Lesson by Faith Lueth)

Lesson Focus Through Music: The Music Critic Award is an effective
tool for improving the performance of an elementary choral or instru-
mental group. The award may be earned through exemplary participa-
tion, noticeable improvement, or individual achievement. Students who
earn the award become the group's music critics for the rehearsal, lis-
tening carefully to the group or section, making note of particular
strengths and opportunities for improvement.

In preparation for practicing the role of Music Critic, the performing
group must discuss the criteria for judging the performance: clear
parts played or sung by sectons, articulation of notes and words, par-
ticipation by every person, attention focused on the conductor, appro-
priate dynamics and tempo, special effects executed effectively, musi-
cal phrasing performed consistently. As r :ich student assumes the role
of Music Critic, the whole group learns the thinking process involved
and, through the results of judgment, how to improve individual and
group performance. (Concept developed by Laura Chadwick)

Synthesis

Synthesis is a sophisticated thinking skill that applies to the
combining of expertise and learnings in a new project or a :vity.
Students in performing groups synthesize their learnings in perfor-
mance by applying the skills and techniques developed throughout
the rehearsal time frame. The performance of the conductor or di-
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rector requires the greatest degree of synthesis, drawing informa-
tion and skills from many different sources to create a final,
unique artistic experience.

Lesson Focus Through Dance: Students in an advanced dance class
must synthesize their technical understandings of particular steps and
movements to create a complete dance routine. Rather than imple-
menting someone else's plan, the advanced student needs opportuni-
ties to experiment with developing individual routines in a climate of ac-
ceptance and openness to taking risks. The fresh insights brought to
the dance through creative experimentation will enhance both individ-
ual and group experience.

Lesson Focus Through Drama: After studying the biography and litera-
ture of an individual playwright, students can synthesize their learnings
by writing a newspaper article advertising opening night for a particu-
lar play. The article will require a knowledge of the historical period in
which the playwright wrote, the characteristic style of the writing, the
unique attributes of the playwright's work, and the particular selection
under review, as well as a historical perspective on the playwright's
life.

Lesson Focus Through Music: Students in a high school theory class
need to synthesize their understandings of instrumentation, harmony,
form, and style as they analyze Beethoven's Symphony No. 5 in prep-
aration for conducting the First Movement. They focus on specific con-
ducting concerns: instrumentation, cues. fermata, tempi, phrasing, with
particular emphasis on the opening rhythmic figure and its significance
in the symphony.

Students may listen to and analyze two or more different recordings
of the selection to assist in making conducting decisions. Finally, they
demonstrate their analyses by conducting the piece in an instrumental
rehearsal. (Lesson by Roger Mansen)

CREATIVE THINKING SKILLS
APPLIED TO ARTISTIC CONCEPTS

Creative thinking skills require students to initiate ideas, to ex-
plore new perspectives, to expand on original ideas, or to give
thoughtful consideration to improving upon a creative product.
The development of creative thinking skills often incorporates the
use of one or more critical thinking skills in the process. The com-
bination of creative and critical thinking skills enables students to
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learn to utilize both their logical, rational thinking and their ex-
ploratory, initiative thinking.

Producing aii original product may involve classification, com-
parison and contrast, determining cause and effect, and identify-
ing the main idea. Producing the original product also involves
creating something new, initiating an idea or a concept. Once ini-
tiated, the new idea may give the student opportunity to develop
criteria for judgment. For the most effective learning, the student
should have the opportunity to implement the creative idea, to al-
low the new product to reach completion.

Descriptions of four creative thinking skills follow: seeking un-
usual sources, modification and revision, elaboration upon an idea,
and producing an original product.

Seeking Unusual Sources

Seeking unusual sources gives students opportunities to explore
their own creative instincts. For example, students will readily cre-
ate sounds from the environmentbody sounds, dcsk sounds,
classroom sounds. Using one's voice in different ways, collecting
unusual sounds from home, using sounds out of context, or alter-
ing sounds by using a tape recorder, enables students to investigate
the world of sound. Creating sound effects for a poem, identifying
mystery sounds, and developing sound compositions focus student
use of sound in a particular direction. Multiple use of sound also
provides opportunities for making connections with other disci-
plines, e.g., science (sounds in nature, the ocean, the laboratory,
media (use of sound in video and audio recording), foreign lan-
guage (diversity of vocal sounds in different languages).

Lesson Focus Through Dance: Students in an elementary dance class
may seek unusual sources for accompaniment to an African folk
dance. They may choose to combine sounds from rhythm instruments
with sounds from the environment, making the sounds as authentic as
possible. The dance takes on a fresh excitement because the students
are involved in determining the sources of sound.

Lesson F Through Drama: Students in a drama class clxplore un-
usual sources for dramatic scenes. The assignment is to create a
scene from an idea found in an unusual source, such as a magazine
advertisement, a child's storybook a newspaper article, an event in
the cafeteria, or a schoolwide event or project. Students identify the
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source and develop a sequence of action based on the primary focus
of the source.

Lesson Focus Through Music: Students in a fourth grade music class
read aloud Margaret Fishback's poem, "Halloween Indignation Meet-
ing" (Making Music Your Own, Book 4, Silver Burdett Co., 1971), pay-
ing attention to the rhythm and meter, and any new vocabulary words.

Students list as many sounds as possible that they can create within
the classroom (e.g., crinkle scrap paper, turn on the sink water, and
tap fingers).

The class divides into four groups, each group taking one stanza of
the poem. The challenge is for each group to orchestrate and perform
its stanza using sounds that can be created in the room. The class
then performs the poem, with each group adding its sound effects
from unusual sources. (Lesson by Helen Sagan)

Modification and Revision

Modification and revision involve making changes in a creative
product to produce a different result. Modification and revision
may be applied to many aspects of individual or group perfor-
mance, such as dynamics, tempo, scenery, staging, articulation, or
instrumentation. Examples of differing treatment of an event, rou-
tine, or melody provide effective models for students. Modification
and revision may be applied experimentally in the classroom to ex-
pand students' experience by providing opportunities to influence
the development of a creative product. Enabling students to devel-
op creative skills within specific parameters encourages creativity by
reducing the anxiety of having to create a complete product.

Lesson Focus Through Dance: The very nature of the dance rehearsal
demands modification and revision. As each dance is rehearsed.
movements are modified and revised to portray more effectively the
story, the idea, the mood. Involving students in the process of modifi-
cation and revision will stretch their understanding and their abilities.
Working in groups of two or three, students may perform for each oth-
er particular segments of the dance, with the following guidelines for
discussion:

What did you like about the dance?
What segment did you find confusing?
What suggestions would you make to improve the performance?

Sharing reactions without evaluative judgment encourages risk-taking
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and experimentation, and ultimately enriches the experience and the
performance.

Lesson Focus Through Drama: Students in a theater class have read
several fables in language arts. Their assignment is to write a different
ending for a particular fable, and determine how the new ending af-
fects the main idea of the fable.

A subsequent writing assignment may be to revise the original fable
to fit into a contemporary format, maintaining the main idea and chang-
ing the characters and the setting.

Lesson Focus Through Music: In a previous third grade music class,
students in small groups had composed two phrases of music, making
a question and answer. In this lesson, the teacher and students per-
form the compositions on recorders, and discover the questions and
answers in the melodies. Each small group is assigned a different
group's composition, and must suggest modifications and revisions
within the following parameters:

Question notes end going up.
Answer notes end going down,
The notes GABCD may be used.
Each measure must have four beats.
Each student in the small group may suggest a modification or
revision by writing the suggestion below the original
composition.

Each small group performs its revised composition for the class, ex-
plaining the reason for the modification. (Lesson by Laura Chadwick)

Elaboration upon an Idea

Elaboration upon an idea is a good preparation for producing an
original product. Expanding or developing someone else's idea or
product gives the student the experience of creating with a basis
for getting started, often the most forbidding step in the process.
The elaboration may take the form of ornamentation or improvisa-
tion, or is may begin with a specific form, with the student creat-
ing a segment of the form.

Lesson Focus Through Dance: Fifth graders are given an eight-count
movement phrase. They must modify (change direction, focus, level) or
elaborate (add additional nonlocomotor movement) the movement
phrase for an additional 16 counts.

I.esson Focus Through Drama: Sixth graders in a Music Theater
course have multiple opportunities to elaborate upon an idea by using
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the Improvisation Box. The box contains a variety of objects; its con-
tents may vary from one day to the next. Each student has an opportu-
nity to make u? a story, using an object from the box as a springboard
for ideas. The story is spontaneous and improvised, and is presented
to the class for approximately two minutes. 1 ie class may then ques-
tion the storyteller for clarification. The experience develops creative
thinking skills, as well as self-confidence in speaking before a group.

The drama student has an additional opportunity for elaboration by
focusing on one character in a play and writing a biography of that
character based on the action and emotion of the play. With the in-
volvement of the student's own creative thinking about the character,
the student may respond to questions concerning the character's
hometown, family background, education, likes and dislikes, and major
events not depicted in the play that influenced the character's behav-
ior. (Lesson by John NarJi)

Lesson Focus Through Music: Students in an intermediate or middle
school music class have become familiar with theme and variation
form through listening experiences with "Pop! Goes the Weasel," by
Caillet, "American Salute," by Gould, and "Variations on 'America,'
by Ives. Students now have an opportunity to write their own varia-
tions, with Mozart's "Variations on 'Ah! vous dirai-je, Maman' " ("Twin-
kle, Twinkle, Little Star") as the stimulus. Prior discussions exploring
multiple possibilities for variation formats will give students a broad
base for experimenting with their own variations. Once the variations
have been created, it is important for students to hear or perform their
creations, to affirrn the creative process and themselves as creative
beings.

Producing an Original Product

Producing an original product is the ultimate creative thinking
skill because it involves the initiation of creative ideas. Producing
an original creation may range from writing new verses for a song
to creating an original drama. Within that range are setting stories
or scenes to music, writing music for text, improvising accompani-
ment for a melody (either rhythmic, harmonic, or both), orches-
trating a song or poem, composing parodies. All these activities re-
quire the application of many critical thinking skills, including
comparison and contrast, identifying the main idea, and recogniz-
ing patterns, before making the creative leap to the final product.

Lesson Focus Through Darr After experimenting with modification,
revision, and elaboration, middle school students are requested to
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complete a dance study. A rating scale is used as both a guide in de-
veloping the study and a means of evaluation. (See Appendix D.)

Lesson Focus Through Drama: Some drama students may be ready to
create an original by developing a story line, determining a logical se-
quence of events, establishing a setting, developing characters, and fi-
nally, acting out the play.

Other students may be better able to design a playbill or program
for a particular play or story. In this instance, the individual's creativity
is prompted by another's creative product.

Lesson Focus Through Music: Midcle school students in a beginning
keyboard course have learned to play songs using a right-hand melo-
dy and idfthand chords. Once they are secure in reading and playing
the C and G chords, they may compose a four-measure chord pro-
gression using the two chords and at least four different note values.
The progressiJn is evaluated on accuracy and creativity.

Once the chord progression is complete, students may experiment
with composition of a right. hand melody that compliments the chord
progression. Students develop notation skills at the same time as they
are exploring their creative thinking skills.

SUMMARY

The development of thinking skills is a critical and creative com-
ponent of education. As students and teachers increase their skills
and apply thinking concepts in the fine arts, they expand their
awarenesses and abilities to think independently, to accept chal-
lenges, and to develop mature and responsible beha,;ors.

Establishing a classroom or rehearsal climate for the develop-
ment of thinking skills is an essential ingredient for encouraging
students to share their ideas, to risk making a mistake, !o try some-
thing they have never done before, and to explore advanced levels
of cognitive activity. The approach is one of student discovery,
through observation, questioning, experimentation, and practice
of skills. At first, students and teachers may be uneasy; as with any
skill, however, the more one works at developing it, the better one
becomes at using it.

Artistic rehearsals culminate in performance. Utilizing thinking
skills in rehearsals enhances the performance because students are
more knowledgeable about the a t form and the performance; they
have comprehended the creative product at a level deeper than
surface memory. After the performance, however, the thinking
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skill development continues. The words and notes, the lines and
scenes, the movement and impressions may be forgotten, but the
concepts and abilities remain. The performing arts become integral
to the curriculum, enabling students to make connections, and
preparing them to view the world holistically rather than as com-
posed of isolated units.
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Chapter 4

INSTRUCTIONAL ISSUES IN
PERFORMING ARTS

Implementing an effective performing arts program poses a
number of issues on which there is not universal agreement. The
major thrust of this focus on the performing arts, however, in-
volves experimentation, risk-taking, and creative problem solving.
One person's solution will not necessarily work in every situation,
but by examining another's thinking (epistemic cognition), we
may be able to find solutions that will work in our own situations.
More importantly, we may be motivated to try a different ap-
proach to a long-standing problem, and thereby work through our
own solutions.

The instructional issues ^..ised in this chapter are specific in na-
ture yet wide in scope: achieving cultural inclusiveness in the per-
forming arts through celebration of diversity; addressing the role of
adolescent voices in the choral program by utilizing the unchanged
voice as the point of reference for all middle school choral tone; in-
fusing dance as an art form into an elementary school program;
and establishing a high school theater program through developing
personal skills, understanding the medium of the theater, and ex-
periencing the performance of drama and theater.

CULTURAL INCLUSIVENESS

Culture is a synthesis of a society's values. Throughout history,
the performing arts have demonstrated, often in nonconventional
ways, the values that a society recognizes as significant. Artistic
performance contains inherent potential for demonstrating soci-
ety's values in the broadest sense, for the arts capture the essence
of many cultures, sometimes within a single selection, more often
through multiple presentations. Performing groups have a respon-
sibility to society to present cultural influences as positive forces,
and in so doing may exert significant energy toward bridging cul-
tural gaps and promoting acceptance of diversity. Consequently, a
society may be shaped by tl cultural influences it chooses to pro-
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mote. As Lance Morrow states, "Every stable society transmits val-
ues from one generation to the next. That is the work of civiliza-
tion" (14).

Eisner has described two major aims of arts education:

1. The arts ... exemplify and develop an important form of literacy, the
literacy needed to read and interpret the varied meanings of poetry,
music, visual arts, and dance.

2. Through [the arts] children find meaningful ;iccess to their cultural
heritage. Without such literacy that heritage itt;elf will molder as skel-
etons in an unopened closet. The arts require a seeing eye to
(2)

Celebration of Diversity

Cultural inclusiveness is a concept that incorporates the values,
characteristics, and resources representing different cultural orien-
tations. Its practice involves the presentation of a society's values in
celebration of diversity, with a concerted effort to prevent exclusi-
vism to any segment of the society. Naturally, it is impossible to
represent every culture within a community in every performance.
But it is possible to avoid exclusiveness, to present performances
that have a broad cultural orientation, and to signify the diversity
of a community's culture.

Artistic programming exerts influence on the community
through the public performance. Whether that influence will fos-
ter acceptance of diversity depends significantly on the repertoire
chosen for the performance.

Selection of Repertoire

As the cool days of September signal the beginning of a new
school year, arts educators across the country put the final touches
on their performan.e programming for the current academic year.
Thousands of scores are distributed and young people begin learn-
ing the selections that will communicate to the public in their
communities some explicit accomplishments as well as some.
plicit assumptions concerning arts education in general and their
school system's philosophy in particular.

The selection of repertoire is specifically the responsibility of the
educators who direct the performing groups. Many factors must be
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considered in choosing performance literature, including the
following:

ability level of the performance group
difficulty of the selection
voicing or instrumentation
characterization
staging and scenery
costumes and props
age and maturity of the students
artistic integrity of the composition
appropriateness of the selection for the audience
programming the selection with other compositions
length of the creative work
unique performance characteristics
style of the selected work
educational value of the selection.

To these criteria we must add the perspective of cultural inclu-
siveness. As members of a pluralistic society, we must take very se-
riously the responsibility of presenting to the community a realistic
impression of the information and materials we are using, the in-
structional methods we are employing, and the assumptions un-
derlying the total program. We can no longer afford to select rep-
ertoire exclusively from the European Christian heritage. If we
truly believe in the worth and dignity of the individual, then our
practices must demonstrate that commitment.

Artistic repertoire provides an extremely effective medium for
educating students and audiences about culture, both historical
and contemporary, and for influencing society on the very issues
that shape culture. The universal languages of the arts enable peo-
ple of diverse cultural orientations to come together in a coopera-
tive effort, working constructively toward a common artistic goal.
The performance provides opportunity for the audience to share in
the appreciation of that effort through experiences of listening and
observing.

The performing arts department in a public school is one of the
most visible segments of the school system. In a typical suburban
community with seven schools and 3,800 students, various seg.
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ments of the department present as many as 30 different perfor-
mances it a single academic year. The quantity of repertoire stud-
ied and performed is extensive. The number of people comprising
th.. total audience for all those performances reaches into the thou-
sands. Not only are the performances indications of what students
and teachers ir. the department are doing, but also they are win-
dows through which parents and the community may view educa-
tional philosophy in action. They also provide easy targets for both
positive and negative criticism.

The single largest obstacle to selecting repertoire that is cultural-
ly inclusive is the inaccessibility of comprehensive resources. While
this obstacle may be viewed merely as an excuse, it is nevertheless a
realistic problem for performing arts educators. Developing a con-
cert program that is culturally inclusive takes effort, research, per-
sistence, and total commitment to excellence in education and in
performance. It is not an easy task, but it can be done.

An important source of repertoire is the publishing industry.
Publishers will publish the repertoire they are able to sell. In-
creased pressure on the publishing companies to access an inclusive
repertoire of materials would assist significantly in reducing the ob-
stacle of inaccessible resources. In the meantime, arts educators
must become more knowledgeable about the cultural influences in
the community and the literature that is available to signify those
influences.

Preventing Exclusivism

The essential ingredient in an inclusive perspective is the preven-
tion of exclusivism, so that no segment of the community feels ne-
glected. This does not necessarily mean that every concert must
contain Jewish music, or Christian music, or Oriental music, or
Russian music. Rather, every concert should reflect the reality that
the community is composed of a diverse population representing
many different cultures. The tapestry is multifaceted, giving us
cause for great celebration. The performances may acknowledge
the valtue of diversity and respect for cultures in general without at-
tempting the impossible task of including representative works
from all possible cultural interest groups.

The Association for Supervision and Curriculum Development
Panel on Religion in the Curriculum makes a clear distinction be-
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tween teaching religious doctrine and teaching about the religions
of the world. Religious education, the study of doctrine and belief,
is clearly the responsibility of parents and religious institutions,
but "teaching about religion is a legitimate purpose of public
schools." Furthermore, "teaching about religion is one element of
the public schools'and society'scrusade against ignorance" (1).
To be educated as a citizen in contemporary society involves learn-
ing about and understanding the influences that the diversity of
cultures, including religion, f.ve had on history and politics.

The arts and religion exert important influences on culture; cul-
ture, however, involves more than religion and the arts. The cul-
ture of a society includes its economy, politics, education, enter-
tainment, government, and ethnic composition. Moreover, a
society's culture is also influenced by natural resources and ele-
ments, and by the society's leadership. A wealth of information
about these influences is accessible to students and teachers, and
may unfold in the total experience of performance. Educating stu-
dents about these influences prepares them for responsible
citizenship.

As the ASCD Panel on Religion in the Curriculum reported,

Not only do students need to understand the influence religion has ex-
erted in history, but they also need to know the basic tenets of the
world's major religions, most of which are represented in America's di-
verse student population. To be thoughtful citizens, to vote intelligently,
to relate cormtructively to one another in schools and colleges, stu-
dents need to understand as much as possible of the diverse religions
of the world in which they live. (1)

Cultural Inclusiveness and Repertoire

The first step toward achieving cultural inclusiveness is to edu-
cate ourselves, the performing arts edu,:ators responsible for selec-
tion of repertoire. Obviously, we cannot include every culture in
every performance, nor can we include every culture represented in
our communities. We call, however, present segments of culture
realistically, rather than attempting to give "equal ime.' We can
look to the resources within our communities to provide the moti-
vation, the initiatives, and perhaps even the literature to enhance
our selection processes.

Because of the nature of the ten-month academic year, many
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school systems divide the rehearsal periods for performing groups
into two segments: September through December, and January
through May or June. Thus, the two major concert months become
December and May.

The December performances pose a particularly sensitive issue
when not viewed from the perspective of cultural inclusiveness.
While December is a culmination month for concerts as far as the
school calendar is concerned, with a school vacation following the
concert month, obviously the performances coincide with the cele-
bration of holidays observed by some mc'nbers of the community
and not by others. Programming two Christmas selections and two
Hanukkah selections puts the two holidays on an equal basis,
which they simply do not share within their respective religions.

The secular observance of Christmas in American society further
complicates the issue. For example, the song, "Jingle Bells," con-
tains a text that is totally set ular and does not mention any holiday
or religious celebration. It is simply a winter song. In American so-
ciety, however, "Jingle Bells" is considered a Christmas song. The
fact that the song has no overt or intentional religious significance
is irrelevant. The implication and the connection commonly made
by persons of all faiths tie "Jingle Bells" to Christmas. Numerous
other songs fall into this category as well. Increased sensitivity on
the part of educators toward this dilemma will lead to concert pro-
gramming that stresses cultural diversity.

Cultural Inclusiveness and Educational Instruction

Demonstrating cultural inclusiveness in performance involves an
educational framework of inclusiveness in the rehearsals and classes
that precede and prepare for the performance. Learning about the
works and the cultures they represent is a vital component to
achieving cultural inclusiveness. Through the educational activities
surrounding the repertoire, the impact --1 values and learning will
be realized most directly. The values an ;earnings include artistic
integrity, historical significance, cultural diversity, and the ideals
of contemporary society.

Selecting repertoire from an inclusive perspective provides op-
portunities for the development of thinking skills among the stu-
dents in the performing groups. Discussion, thinking, and interac-
tion may be prompted by research into the historical significance
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of the piece, learning why it was originally composed, and discov-
ering the position it holds stylistically. Such information and un-
derstanding will enable students to determine the contribution the
piece will make to the concert programming for the performing
group, and will assist them in developing an awareness of the cur-
rent cultural significance of the selection. In other words, the artis-
tic, educational, and cultural values of a composition provide
learnings as significant as the learning of the selection itself.

Developing an artistic skill begins with an assessment of the stu-
dent's current knowledjs and ability; achieving cultural inclusive-
ness in performance may be approached in a similar way. Knowl-
edge of the social climate in the school and community is necessary
to determine the definition of cultural inclusiveness for a particular
school system. Clearly, the definition may vary from one commu-
nity to another, but the message of respect for diverse cultures re-
mains constant.

An important component in the striving toward cultural inclu-
siveness is the establishment of communication between the per-
forming arts department and the religious community. Seeking to
understand the philosophies and purposes of various segments of
society increases acceptance, improves relationships, and sets a
model and an atmosphere for inclusive attitudes and practices. The
specific experiences of a particular suburban community, described
in the following pages, were written by a leading member of one
of the cultural components of the community. This example repre-
sents the active, productive resolution of potentially conflicting at-
titudes arounu cultural inclusiveness. It also illustrates the depth of
concern that may exist in a community but is often stated only in
anger.

MUSIC IN THE PUBLIC SCHOOL:
TURNING A PROBLEM INTO A SOLUTION

by Rabbi Elliot Schoenberg

For the most part, relationships between the Jewish community and
public education are superb. ,lowish parents iiew public education as
one of the rights guaranteed by the Constitution and one of the out-
standi,ig benefits of living in America. Jewish children enjoy public
education But there are conflicts and areas of tension between the
Jewish community and an American public school system that is
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sometimes unintentionally culturally biased toward Christianity. These
conflicts seem to reach a crescendo in the ten days before Christmas.
Although the concerns of Jewish parents are systemwide, most often it
is the music program, especially the winter concerts, that receives the
biggest broadside of criticism.

The issue is most visible within the music department because par-
ents attend their children's concerts. I would be remiss not to point out
that there are years when the concerts generate rave reviews from the
religious community with no complaints. However, one year some Jew-
ish parents felt that the winter choral concert at one school vvas too
heavily Christological; too many songs used explicit Christian tei minol-
ogy. Another year, the balance of songs was considered inadequate;
there was only one Hanukkah song included in the repertoire. Yet an-
other year, no "Jewish music" was included in the winter concert.

When parents bring a complaint to me, my traditional response has
been to check out the validity of the complaint, by confirming the inci-
dent with other parents. Then I would call the superintendent of
schools to speak out on behalf of the Jewish community in town, Over
the years, I have reached two contradictory conclusions about this pro-
cess. On one hand, I have established excellent personal relationships
with the key administrative staff of the local public school system. Dur-
ing each visit, the superintendent assured me that he would look into
the matter, and he always did so. On the other hand, this approach
addressed the issues in a piecemeal, isolated manner. The same prob-
lems continued to exist year after year. Sufficient progress was not be-
ing made to resolve the real issues on a universal basis in the schools.

The winter of 1986-87 revealed significant tension between the
Jewish community and the public schools. Several conflicts that had
previously appeared dovetailed in one season. My phone rang off the
,uok. When I spOce with the superintendent, all of a sudden I realized

the inadequacy and inappropriateness of my approach. There was no
understanding by the Jewish community of why and how the public
schools were doing what they were doing. At the same time, there was
no systematic approach by the school system to address the specific
issues at hand or the general relationship between the religious com-
munity and the schools. Moreover, the major contact between adminis-
trators, teachers and students, and the Jewish community was the rab-
bi's complaining phone calls. I could not help but feel that this contact
left school personnel with a negative impression of the Jewish commu-
nity. People in the non-Jewish community were not seeing the positive
contributions or constructive aspects of Judaism. I called the superin-
tendent about the specific problems of the moment, but added, "I am
dissatisfied with this approach. We need to do something positive.
Let's talk."

My conversation with the superintendent went extremely well. We
agreed that we needed to open the dialogue and increase communi.
cation arnong the clergy, the religious community, and the schools, A
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committee composed of representatives from a variety of local clergies
was established to dialogue with the school administration. In this way,
the religious leadership became viewed as a valuable community re-
source. The director of music also wanted to respond in a more posi-
tive way to the concerns of the religious community, and had already
opened dialogue concerning repertoire issues with the music faculty.
The music department was most vulnerable to criticism because par-
ents attend their children's concerts. Previously both the director and I
had spent a huge amount of time fielding criticism from the Jewish
community about the music program and the winter concerts. As a re-
sult, the director was spending less time as an educator working direct-
ly with teachers and children and more time as a protagonist defend-
ing the concerts, Through the new approach, the director and I met
and established a different, more proactive relationship. I was then in-
vited to meet with the whole music faculty, during which I stressed the
following:

1. I am delighted to meet you in person and to declare my will-
ingness to serve you as a resource about Judaism in general
and Jewish music in particular.

2. I do not come with complaints or a proposed set of corrections
or changes. If we agree that a problem exists, let us have a
mutual, open exchange on the issue. Together, we may be
able to move forward and make changes that will make a dif-
ference. I expect to learn a great deal from the music faculty
during this interchange,

3. I am ccncerned about the Christmas/Hanukkah balance. The
music department does indeed attempt to balance its winter
concerts. It is an effort that is, for all its good intentions, mis-
guided and unobtainable. Christmas is one of two major Chris-
tian holidays. Hanukkah is a minor religious festival whose
contemporary importance stems from its proximity to Christ-
mas, It is like the Boston Red Sox taking the field against a Lit-
tle League team. Christmas and Hanukkah are just not in the.
same league. Judaism will always lose the winter concert com-
petition,

4. Moreover, the current attempt at balance is misguided be-
cause the Jewish community will never be sa'isfied. Christmas
is a hard time for Jews. They are constantly exposed to Christ-
mas symbols, both religious and cultural, making Jews feel like
outsiders in their own country. I hope when the music depart-
ment is aware of the inner workings and psychological sensi-
tivities of the Jewish community at this time of year, it can be-
come more responsive and sympathetic.

5. Rather than just teach Hanukkah songs to balance, the Decem-
ber concerts, the teaching of Jewish music should be spread
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throughout the academic year. It is appropriate for Jewish mu-
sic to be sung or played at spring concerts as well. In this
manner, Judaism can be seen in a broader and more accu-
rate perspective, as an all-encompassing, all-season religious
civilization, and at the same time it can enable the school sys-
tem to implement the mandate to teach cultural pluralism.

6. The music of the most important Jewish holidays, Rosh Hasha-
nah and Yom Kippur, is rarely heard, taught, or performed in
public schools. It is emharrassing that school can be closed
for these holidays because of low attendance and economics,
but the beauty and grandeur of these occasions are not
shared with the non-Jewish community in a constructive, edu-
cational format.

The music faculty accepted the proposal for a new approach enthu-
siastically. They listened carefully, and an honest and open dialogue
ensued. In the discussion about the winter concerts, I learned that they
were not timed necessarily to venerate Christmas but to correspond
with the ideal moment to celebrate student cumulative learning. The
importance of this noment had been completely lost on the Jewish
community and cast the concerts in a different light. We also resolved
that the name for these concerts must be carefully considered. "Christ-
mas concert" is inappropriate, but even the term "holichy concert"
evokes an emotional response in the Jewish community. The more
neutral "winter" concert became a workable alternative.

The highlight of the meeting was a request by the music faculty for
resource materials. Music teachers were open and eager to employ
more Jewish music dispersed throughout the year, but did not have
the resources to find it. Subsequently, some members from my con-
gregation provided a Jewish music reference library that is periodically
updated and enhanced.

There is now an excellent working relationship between the school
music department and the religious community in tcwn. An ongoing
open dialogue has been established. The Jewish corimunity became
a valuable resource to the public schools in response to a sensitive sit-
uation. Through these and similar efforts, the schools continually en-
hance their commitment to teach and promote cultural pluralism.
Teachers present Judaism riot in competition with Christianity, but in a
positive format on its own terms. A process has evolved that will, I am
sure, grow and develop in the years to come.
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Summary

Achieving cultural inclusiveness is a developmental process. As
with any new venture, there will be growing pains along the way;
however, the benefits reach beyond choosing a concert program.
The positive impacts resulting from a broad cultural orientation af-
fect thinking skill development, relationship building, understand-
ing within diversity, and responsible citizenship. Establishing dia-
logue among the diverse cultural segments of the community will
promote inclusive attitudes and practices in music and religion, as
well as in theater, dance, visual arts, humanities, and community
celebrations.

Establishing a climate for acceptance of diversity is one very im-
portant step along the way. The attitudes imparted to students,
whether subtle or overt, have tremendous impact on life learnings.
The arts educator becomes a significant model for students, in con-
tent and methodology, and has many opportunities to set the
tone, create the atmosphere, and begin the traditions that promote
acceptance instead of conflict, understanding instead of ridicule,
and education inst,:ad of ignorance. The culture of the communi-
ty, and the people who have created and continue to create that
culture, will be the immediate benefactors.

THE ADOLESCENT SINGER

by Faith M. Lueth

At a time when the Report of the National Commission on Ex-
cellence in Education, A Nation At Risk (16), is urging that educa-
tors demand the best effort and highest performance from all stu-
dents, music educators must reevaluate standards of musical
excellence. The discipline that the artistic performance of great
choral music gives will impart needed structure to the adolescent
singer. At the same time, the flexibility and freedom to explore
musical artistry and to feel the creation of beauty will give empow-
erment to the young student. Choral tone, melodic beauty, and
rhythmic vitality need to be experienced by students whose entire
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lives seem to be guided by what they sense and feel. The adoles-
cent quest for independence can be met by giving the student op-
portunities to make decisions about choral tone, musical interpre-
tation, and the use of text in a choral piece. Such discriminating
experiences are within the capabilities of all middle school stu-
dents, as the following example illustrates:

A few years ago our middle school Boychoir spent much of the
spring semester learning the Bach "Duet" from Cantata Number 78.
The boys masterec' the German pronunciation and exerted consider-
able energy in unifying the vowel sounds, singing and thinking musical
phrasing, and developing an awareness of intonation. When school
began the next fall, I decided to give the students a rest from the in-
tense concentration they had experienced the previous year by begin-
ning with a well-written piece in a lighter vein. Ten minutes after re-
hearsal had begun, one of the boys asked if we could please sing the
Bach duet. The others were vocal in their agreement and, with an al-
most audible sigh of relief, they stood to sing the Bach. It not only be-
came a favorite, it became the point of reference for the desired tone
quality.

Successful development of the middle school student's aesthetic
sense is especially crucial in our technological age. Educational
leaders are generally distressed that young people seem to display a
lack of sensitivity. Some fear that the dampening of the aesthetic
sense will cause students to live without passion and vision in a
routine, robot-like life. A choral program that explores artistic po-
tential creates a forum in which that all-important quality of sensi-
tivity is developed.

David Willcocks has succinctly stated the value of choral music
educatioh:

The time devoted by children to choral singing will never have been
wasted, for they will have indulged in healthy exercise, developed their
powers of concentration, enjoyed being part of a team, and probably
laid the foundation for a lifelong love of music (18).

Adolescent Characteristics

Many educators regard teaching middle school students as the
most difficult and frustrating task in education. The tremendous
impact of peer pressure, the questioning of adult authority, the
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volatile emotions and wide mood swings, and the high energy lev-
el all combine to make this age the most challenging to teach. For
the choral educator, the problems are intensified in managing
large groups of energy-filled students so that their attention is fo-
cused both on choral expressiveness and on the development of
their own musical and artistic abilities.

Peer pressure will cause middle school students to avoid any-
thing that appears to be "wimpy." Two major questions inevita-
bly arise: "How many other kids are in chorus?" and "Can we
sing some good rock songs?" The choral teacher must meet this
challenge by developing an excellent choral program. As students
attain the artistic standards established for them by the director,
they begin to set their own criteria for excellence and form their
own artistic opinions.

Girls can usua!!v be persuaded to sing throughout the middle
school years. But, it is during these years that boys develop the er-
roneous concepts that singing is more acceptable in society for
girls, and that the boy who has undergone rapid physical changes
can no longer sing well. The establishment of an excellent boy-
choir eliminates these false concepts before they can ruin the cho-
ral program.

Music educators have regarded the problem of adolescent singers
as twofold: (1) the lack of participation of boys in the choral pro-
gram, and (2) focusing the energy of those boys who do partici-
pate. Choice of literature and the development of a good choral
sound can loom before the choral educator as monumental tasks.
Middle school students, especially boys, are capable of singing mu-
sic that affords opportunity for continuous and progressive musical
learnings. The choral program must be shaped not by what we
have so long believed the student cannot do, but rather, by our vi-
sion of the student's musical and educational potential.

Foundation for Choral Excellence

Research has shown that astounding results can occur when boys
are regarded as the solution to choral problems in the middle
school years. Boys can be persuaded to sing in the sixth grade, but
they become increasingly reluctant to do so in grades seven and
eight. Those who do not participate in the choral program in these
grades will rarely sing in choral groups in high school or adult life.
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The age-level characteristics that contribute to their lack of involve-
ment in the choral program can, however, be used advantageously
to create a solution to this exasperating problem.

Vocal development is one of the few areas where boys can build
their self-confidence. It is almost incongruous that many male
adults feel cannot sing well and trace that belief to adoles-
cence. It is pt.), ble to develop the potential of both the treble and
the changed voices. The boychoir is the best foundation for such a
program; it allows the unchanged treble and the changing voices
to find a unified point of reference for the development of choral
tone.

Stability is created when voices in the first or second stage of
change are encouraged to vocalize in the same range as the treble
voices. Boys whose voices are changing can use t! ie skill learned in
the head voice register to mix the falsetto with the changed voice,
creating a sound that is both light and in tune. According to Rob-
ert Fowler (4',, some of the English choir schools have encouraged
boys to continue to use the falsetto in singing lead soprano lines.
The English have produced many magnificent male soloists and
choral musicians who received their initial training in a choir
school. Development and use of the falsetto can only enhance the
vocal growth of the adolescent.

Changing the point of reference from the changed voice to the boy
treble voice has made a dramatic difference in the girls' select ensem-
ble. Last year at the state convention, a demonstration with boys and
girls made the value of the boychoir very clear. The 17 students select-
ed for the district festival chorus sang one of the district pieces for the
demonstration. The group included one boy soprano and one boy
alto. The only direction given by the conductor was to encourage the
boys to sing out. The girls responded to the heavy sound of the
changed voices by matching that tone. Most of the students thought
the sound was just fine. The girls were then encouraged to listen to the
boy treble sing the melody line and match his sound. In small groups,
the girls matched the lighter treble sound. It was as though another
choir had stepped in. A brief return to the "blatty" adolescent sound
brought laughter of agreement from the audience, indicating, We rec-
ognize that." An important step had been taken by the girls, 'n being
able to hear and "feel" the difference in sound. They had experienced
what was to become their tonal goal.
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Vocal Range Considerations

It is important to expose middle school students to compositions
that encourage them to utilize a good portion of the vocal range.
There should be a correlation between the range developed
through warmup exercises and the use of that range in selected
compositions. Otherwise, students will develop erroneous concepts
of limited voice range. In the upper extremities of the range, boys
will develop a unique brilliance that becomes more pronounced
just before the voice changes. There is no sound quite like this in
versatility and brilliance. Boy trebles will develop an increased de-
sire to sing the "high notes," and will feel a certain release as they
begin to soar vocally. Girls have a naturally richer sound in the
mid-range. By modeling the wonderful head voice sound, howev-
er, boys can encourage girls to use more of their range with greater
skill. If girls apply the same concepts of range in both warmups
and the literature, they will increase their ability to sing the music
of Bach and Vivaldi as well as songs with a tessitura in the mid-
range.

One of the boys who had sung treble II in grade six became a bari-
tone over the summer. He was an excellent musician and remained in-
terested in the choir. We felt that he should not be excluded because
his voice had changed. He used his falsetto lightly to sing the treble lit-
erature with the boychoir, but was much more at ease singing the top
treble part than the alto By the eighth grade, however, he could sing
both alto and baritone and could navigate the break area well, careful-
ly vocalizing in his changed voice as well as in his falsetto. This student
became a role model for other boys who experienced the voice
change in the eighth grade. As more voices changed that the
group sang appropriate SATB literature in addition to treble literature.
Students whose voices had changed developed the ability to mix the
falsetto with the changed voice. The boys were encouraged to use the
lower parts of their new range as they developed the necessary skill.
Once the range barriers were broken, a new world of vocal freedom
opened, that has had a propound impact on tone quality. The voices
remained light in middle school and now en' once the high school ten-
or section.
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Development of Thinking Skills

The choral conductor can provide a valuable experience in mid-
dle school education by first offering students musical information
and then giving them the opportunity to learn through discovery.
Two examples follow.

A seventh grade boy became increasingly intrigued with the "Duet"
from Bach's Cantata Number 78. When asked to conduct the group in
rehearsal, the student made his own decisions about strengths and
weaknesses of the group performance, and determined ways to make
the performance better. The group responded well to his leadership,
and hi conducted the piece with ease in concert. That experience led
to a desire for score study the following year, including an analysis of
"The Fiddler Man," by John Rutter. The next step was the student's
study of a portion of the Messe Basse score, by Faure. The student lis-
tened to recordings of the piece and came to his own conclusions con-
cerning performance. He applied those interpretive decisions in con-
ducting a section of the Faure work in the year-end concert. His self-
litiated final project was an original choral composition, with

introduction, interlude, four-voice harmony, and piano accompaniment.
The student assumed the role of conductor-educator as he taught the
composition to a select ensemble. His own continuing development
led him to teach the music he composed by encouraging students to
think about the intervallic relationships between the vocal parts. As crit-
ical thinking skills became a part of his own thinking process, he in turn
led other students into the first steps of higher-level thinking
experiences.

The eighth grade girls' chorus was rehearsing, "0 Lovely Peace
witn Plenty Crowned," from Handel's Judas Maccabaeus. The girls
had learned the notes, but the tone quality was void of color and the
vowels were spread. The imitative writing afforded an excellent oppor-
tunity for each section to listen to the other to decide what adjustments
should be made. The words based on the vowels "oh" and "ah" were
immediately improved by opening the mouth more and dropping the
jaw. Students struggled momentarily with the problem of improving the
tone on the words "plenty," "spread," "blessing," and "wavy." Each
suggestion was tried by both the section under scrutiny and the sec-
tion responsible for making suggestions. Students discovered that the
problem had to Ho with the vowel produced, and that opening the
mouth more is not always the answer. When asked to think about the
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vowel sound "eh," and combining "eh" with another vowel sound, the
room filled with noise as students experimented with various vowel
combinations. Finally, one girl offered the suggestion to combine "eh"
with "ee" on the problem words. This felt right, and the sound was im-
mediately improved. The 'one was focused and had more color. It was
exciting for the teacher to become the facilitator in the experiment, and
particularly satisfying to realize that the final solution came from a stu-
dent who had "belted" orf the sound two years earlier. Once a mem-
ber of the "Let's-sing-rock-songs" club, this student is now emerging
as a discriminating musician-artist, capable of making mature musical
decisions.

Selection of Literature

Preadolescent and early adolescent voices cannot compete with
the electronically enhanced rock vocalists performing much of the
popular music repertoire. Students are intelligent enough to know
that their tone does not sound the same. To meet the conflict ag-
gressively when sights and standards are being raised is always
risky. The choral teacher who chooses music that is more demand-
ing in choral tone and aesthetic response is always more vulnera-
ble. Great risk can bring great success, however. To develop
strength of character responsible for directing positive peer pres-
sure, it is necessary to use music with character and depth. As stu-
dents develop vocal skill and musical understanding, their self-es-
teem will increase. The choral program will inspire student and
teacher respect and become the new "in" organization.

All students, especially those :n middle school, should experi-
ence singing the music of the world's great composers. Adolescent
students are ready to make cognitive decisions concerning artistic
performance, and should do so with outstanding music. Much of
the music by Bach, Vivaldi, Britten, and Kodaly was written for
young voices, some specifically for boys. Music by Byrd, Telemann,
and diLasso is ideal for the lighter voices characteristic of adoles-
cence. Some of the art songs of Schubert, Brahms, and Mendels-
sohn, as well as selected Strauss waltzes, will contribute to a well-
balanced repertoire. In addition, there is a wealth of North
American music by such composers as William Billings, Lowell Ma-
son, Aaron Copland, Leonard Bernstein, Randall Thompson,
Emma Lou Diemer, Ruth Watson Henderson, and Elizabeth Pos-
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ton. Finding these selections will sometimes require a trip to a li-
brary that houses the complete works of major composers, as well
as many trips to music stores that have good selections of choral
music. The repertoire selection process requires considerable time
and effort. Material must be chosen with a specific ensemble and
its needs in mind, coupled with the educational and musical ob-
jectives for the choral group.

The objections immediately arise: "But middle school kids
won't sing music like that." 'But I don't have enough rehearsal
time to sing that." "But I'll lose the kids I have if I do that."
"But ..." The response to these very real concerns also begins
with "but"but if we do not upgrade the literature, we will lose
choral music education at the middle school level.

Several years ago we formed a select choral group of 20 sixth
grade singers from an 80-voice chorus. Some of the small group selec-
tions included "Velvet Shoes," by Randall Thompson, "My Heart Is Of-
fered Still to You," by diLasso, and the then-popular "On Top of the
World." Just before they were ready to perform at a neighboring ele-
mentary school, the members of the select group voiced reservations
about singing the token popular song. They decided that it did not fit
well with the other selections, and were hesitant to perform it. The won-
derful part of this discriminating decision was that it was student-initiat-
ed. This music itself was the catalyst in stimulating the student
evaluations.

Conclusion

Students need to experience the best of all music, from the Re-
naissance to the contemporary works of Bernstein, Pinkham, Brit-
ten, and Rutter. Study of selections from various cultures will em-
power students to develop the skills necessary to produce a variety
of vocal colors. Creating and maintaining a healthy choral program
in a middle school is not an impossible task. If done effectively, it
can instill in students a lifelong love of choral music. If, however,
the choral imagination and interest of the middle school boy and
girl are not ignited, the student will generally avoid the high
school choral program and choral music will not be a part of his or
her adult life. Students whose enthusiasm and understanding have
been stimulated will in turn spark the interest of those around
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them, and enrollment in high school choruses will swell. It is not
beyond reason to envision an educated society in which 15 percent
of the student population in both middle school and high school
participates in choral music education. College choral organiza-
tions will also experience greater student participation. Current re-
search indicates that students who join college choral organizations
are those who were successful members of their high school vocal
ensembles. Thus, the importance of the foundation built at the
middle school level cannot be underestimated.

DANCE IN THE ELEMENTARY CURRICULUM

by Helen Sagan

Dance and creative movement are ready-made partners to music
in the elementary curriculum. Young students possess a natural
beat and a sense of rhythm that need physical expression and kin-
esthetic response. Futhermore, dance and movement help to rein-
force musical concepts and enhance appreciation of the arts in
general.

Spatial Relationships

Music programs at the kindergarten level introduce students to
basic movements through an awareness of space and relationship to
other students in the group. For the primary grades, it is impor-
tant to provide large, open areas, free from encumbering chairs
and desks. This allows students to explore the almost limitless pos-
sibilities of creative movement. One of the first lessons is the for-
mation of a circle. Young students enjoy participating in the de-
sign of the circle. Excellent group dynamics are created by the
communal efforts. In making a seated circle, with adequate space
between students, the class functions as a group in any activity.
This initial formation leads easily to a standing circle and, finally,
a walking circle. The latter is more difficult because it requires un-
derstanding of three concepts: the shape of a circle; equal spacing
between students; and left or right (clockwise and counter-clock-
wise) movement.
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Individual Movement

Once a sense of communal spirit is developed with young stu-
dents, individual movement can be introduced. Basic to music and
movement is the concept of the beat. Almost every song or musical
activity can provide the opportunity to "make" the beat, whether
by simple hand clapping or by using small rhythm instruments,
such as hand drums or sticks. It is important to keep in mind that
a young child's natural beat (pulse rate) is faster than that of an
adult. The tempo used for songs and rhythm exercises should,
therefore, reflect this faster beat.

The awareness of different parts of the body, how to move them
and express feelings, is a starting point for instruction in more for-
malized dance movements. In identifying head, shoulders, elbows,
and knees, young students have fun exploring a range of motion
using rhymes and songs. Ideal songs for this exercise are "Clap,
Clap, Clap Your Hands" and "Head and Shoulders." Expressive
body language, such as "Show me a sad face, an angry hand, a
tired ,:lbow," brings out delightful responses from young students.
'nese expressive motions can be incorporated later in more com-
plex dance movements and pantomime.

With the discovery of a range of motions comes the awareness of
contrasting movements, such as up and down, in and out, and
backward and forward. The teacher can assist the students by "say-
ing and doing" opposing motions to the beat of a hand drum, For
example,

drumbeat X X X X X X X X
walk in, 2, 3, 4, out, 2, 3, 4

The visual and aural cueing by the teacher reinforces students'
ability to follow the changing directions. Concurrently, students
learn the concept of same and different, important in understand-
ing form in both music and dance.

Basic steps, such as walking, hopping, galloping and skipping,
to the sound of the beat or aural direction need much time and
practice in order for all young students to succeed. Skipping,
which is a two-step process (walk-hop) alternating left and right
feet, can be especially difficult for some students. Songs with
strong rhythmic accents, such as "Rig-a-jig-jig" and "Skip to My
Lou," naturally lend themselves to the skipping movement. Other
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motions, such as the slide-step or step-hop found in folk dances,
follow easily from these basic steps.

Play Party Games and Easy Dances

In the primary grades, short play party song games pi wide ideal
opportunities for movement to music at the same time as they en-
hance the social development of students. These games, developed
originally in the nineteenth century from religious prohibitions of
dancing, are usually short and easy to follow. The simplest of play
party games are one step in nature, with only one direction given
to the entire group for each verse. Examples are "Bow, Belinda,"
and "Old Brass Wagon." The simplicity of the latter game makes
it an excellent starter for beginning folk dancers.

Old Brass Wagon
1. Circle to the left, old brass wagon, (3 times\

You're the one, my darling.
2. Circle to the right.
3. Swing, oh, swing.
4. Promenade home.

Simple circle and line dances that combine different step pat-
terns with a given verse, or that require two different groups or
partners to perform different motions simultaneously, are more
difficult for young students. Most second and third graders are
ready for these dances. Transitional dances using an AB/ABA form
in both music and dance, such as "Shoo Fly" and "La Raspa," a
Mexican dance illustrated below, prepare students for more com-
plex dance forms.

La Raspa

AABB form, 16 beats in each section

AA Couples stand facing each other, in a circle formation. While taking
the partner's hands, each dancer alternately hops on one foot while
springing the other foot forward.

Beat X X X X
left right left pause
right left right pause
left right left pause
right left right pause

BB Couples link right elbows and swing for eight beats and then link left
elbows and swing. Repeat motion,
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Once these simple folk dances have been mastered, more in-
volved patterns can be introduced. The concepts of the "head cou-
ple" and swinging with alternating partners can be presented by
teaching a modified version of a line dance with "The Alice, Al-
lee, Oh." The students are now prepared for double circle dances,
reels, and formations in the square.

Square Dancing

Square dancing is uniquely American; it blends some of the best
folk tunes ("Turkey in the Straw," "Old Toe Clark," "Oh, Susan-
na," and "Little Brown jug") with cleverly planned dance pat-
terns. These patterns are quite complicated to execute, but at the
same time they are aesthetically pleasing to both the dancers and
the viewers. The dance vocabulary should be thoroughly learned
before attempting any particular square dance with young stu-
dents. Some of the more common terms are square the set, do-sa-
do, honor your partner and neighbor, elbow swing, promenade
your partner, grand right and left, and the star formation. A good
source for square dance terminology is Square Dancing, by Clayne
and Mary Bee Jensen (9).

The first step in learning a given square dance is to break it
down into small dance-movement sections. Without using music,
slowly "call" the directions, stopping between each section. By
gradually increasing the tempo in calling the motions, thc. teacher
can combine all sections of the dance. At this point the music can
be added (usually a recording of the square dance tune), and stu-
dents will have an enjoyable and satisfying experience. Some favor-
ite beginning-level square dances are "Red Fiver Valley" and
"Uptown and Downtown."

Ethnic Folk Dancing

Folk dancing is also a companion to music in introducing stu-
dents to different cultures and ethnic backgrounds. Simplified
dance steps that accompany Native American chants, such as are
found in the traditional corn and rain dances, greatly enhance the
learning experience for students. The strong rhythmic patterns
found in the authentic Navajo "Hi Yo, Hi Yo 1p Si Ni Yah" and
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"Corn Grinding" songs are ideal for dance movements. An alter-
nating step-hop (left foot to right foot) movement may be danced
to the accompaniment of shakers and the tom-tom drum.

A Russian "Troika," patterned after a sleigh drawn by three
horses, is a circle dance with partners in groups of three. The dance
steps form figures that make a beautiful and intricate tapestry of
movement. A folk tune, such as the song "Petroushka," played
on the traditional Russian instrument, the balalaika, may be used
for the dance.

The Philippine dance, "Tinikling," named after a bird, demon-
strates the physical prowess of dance couples who hop between two
bamboo poles. Two people slide the poles back and forth to the
beat of the song, trying to "trap" the dance's as they hop.

From Israel comes the very popular Hora. There are many differ-
ent versions of the dance, and the Lora step, a grapevine-like
movement, is not easy to teach. Fifth and sixth graders will enjoy
this line dance since there are no partners and the dance pattern
and its traditional music are quite lively.

Creative Movement and Pantomime

Another important part of the curriculum is creative movement.
Beginning at the kindergarten level, students enjoy acting out
songs or musical stories. They may make "hand stories" (telling
the story only with the hands) for such favorites as "Humpty
Dumpty " "Eency, Weency Spider," and "The Noble Duke of
York." Later they can learn to pantomime songs of several verses
as they make use of their whole bodies to act out stories. The goal
is not to develop specific dance steps, although moving to the beat
is still emphasized, but rather to develop ways of telling a story
through iovement alone. A favorite in the primary grades is the
Amerman folk ballad, "Mister Frog Went a-Courtin'." It has
many roles to play and exciting action in the story line.

Experience with creative movement at an early age prepares stu-
dents to listen carefully to music and allows them to express them-
selves individually and collectively. At a later stage (grade four or
five), they extend their pantomime experience into more abstract,
purely instrumental, music. Acting out a scene from Copland's
"i3illy the Kid" or Moussorgsky's "Pictures at an Exhibition" in-
creases the enjoyment of programmatic music.
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An appreciation of ballet as an art form derives from the under-
standing of telling a story through movement alone. Students en-
joy listening to the music of Tchaikovsky's Nutcracker. Showing
the videotape of the ballet with Baryshnikov and the American
Ballet can be a valuable educational tool. From the excitement of
the "Battle of the Nutcracker and the Mouse King" to the grace-
ful beauty of the "Dance of the Sugar Plum Fairies," students
readily appreciate the dramatic art form of classical ballet.

Conclusion

Many music teachers are under restraints of time and space. The
idea of incorporating dance an? creative movement into the curric-
ulum often seems impractical .adepts, however, need the oppor-
tunity to move and express themselves creatively. In addition, the
hands-on aspect of movement enhances the study of music and of-
fers more variety to the average classroom experience. If space is a
problem, perhaps an arrangement to team teach with the physical
education instructor may create opportunities to expand the area.
Given prior notice, many classroom teachers are willing to move
desks and chairs in their rooms. Music teachers in turn should also
consider that many concepts that are important to the music cur-
riculum can be taught through movement. Rhythm, beat, form,
and texture are more easily understood by young students through
their physical and concrete response to concepts that often seem
abstract. The more successful music curriculum is multidimension-
al. Dance and creative movement are important facets of the arts
program at the elementary level.

THE HIGH SCHOOL ACTOR

by Stephen B. Shugrue

Unlike athletes or musicians, student actors usually arrive at
high school untrained in their chosen activity. Few parents guide
their children into acting lessons as they pick them into Little
League or music lessons, and few school committees ensure that el-
ementary or middle school students learn the art of acting beyond
participating in an occasional school play.
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The School Play

Once in high school, the student finds that any opportunity to
practice acting will most likely be through a school play, rather
than through acting classes or workshops. By participating in the
play, the student will gain the experience of auditioning, rehears-
ing, and performing, and will learn how great a commitment an
actor must make to perform before a live audience. In time alone,
the student will spend approximately 12 hours per week for six
weeks in rehearsal. But the training will be incidental; the student
is learning by doing. A director has little time to be an acting
teacher. By sponsoring a play, however, at least the school has
found the space (usually the high school auditorium) and the staff
(usually a faculty adviser on stipend) to offer students some experi-
ence in theater.

The school play is often a musical comedy, for in addition to the
principal roles, musicals also require musicians, dancers, and sing-
ers. These nonspeaking roles provide the potential actor with a
nonthreatening way to learn to audition for principal roles in the
future. Furthermore, musical comedy is the most popular form of
live theater, making it the most likely form for attracting new-
comers to acting.

While musical comedy provides students with opportunities to
perform a variety of roles, it also demands a large stage and a
professional staff consisting of a music director, a choreographer,
and a director. Another daunting consideration is the high price of
musical comedy royalties.

Classical Drama

A faculty director, therefore, may select a straight drama. Fortu-
nately for the novice actor, many straight dramas, like most musi-
cals, call for large casts with many small parts. Shakespeare's plays
fall into this category. Many students are familiar with one or two
of Shakespeare's plays from English class, but have not necessarily
been convinced that they want to act in one. A faculty adviser who
choose;. a Shakespearean play may have to persuade students who
are intetested in acting that they can understand Elizabethan En-
glish and identify with Shakespeare's characters.

High school directors traditionally choose those plays by Shake-

79



speare with several important: teenage characters, such as Romeo
and Juliet, or those with plot lines involving young lovers and
broadly comic characters, such as Twelfth Night and A Mid-
summer Night's Dream. A few directors will choose Macbeth; it is
short and bloody, and the witches and the porter are popular,
minor roles. The actor will find that the public's respect for Shake-
speare will translate into respect for the Shakespearean actor. Also,
the public's awareness of Shakespeare simplifies an acting compa-
ny's advertising campaign.

The public's awareness of and respect for other "big names" in
classical drama may lead a faculty adviser to choose plays by
Sophocles, Chekhov, Ibsen, or Shaw. Casting considerations will
again guide the director's choices. Young, single women are the
leading characters in Sophocles' Antigone, Chekhov's Uncle
Vanya, and Shaw's St. Joan. Two of Ibsen's plays, A Doll's House
and Hedda Gabler, have young married women as leading charac-
ters, but these plays also call for domineering, middle -aged men,
which are not easy roles for high school boys. Whatever the choice
in the classical repertoire, the director may have to persuade high
school students to consider the benefits of acting in settings that at
first glance seem alien to them.

Contemporary Drama

Contemporary playwrights such as David Rabe, Sam Shepard,
and David Mamet may provide settings that are familiar to teen-
agers, but the scripts may require obscenity, nudity, or other
"problems" that communities find inappropriate for high school
theater. Other playwrights, such as Tim Kelly, write specifically for
contemporary teenage actors and audiences, even though some
student actors do not regard these plays as enough of a stretch, or
learning experience. Another alternative is the contemporary sus-
pense r'ay. These plays often consist of small casts with mostly
adult ro-3 Examples are Ira Levin's Deathtrap, Frederick Knott's
Wait Until Dark, and Larry Shue's The Foreigner. Earlier examples
of this genre are Agatha Christie's Ten Little Indians and Joseph
Kesserling's Arsenic and Old Lace. If the student actor is fortu-
nate, there will be opportunities to act in a wide range of dramatic
literature.
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The High School Theater Course

Even more fortunate is the student who is able to elect a theater
coursf, that offers training in voice, movement, and scene study.
There is more to acting than rehearsals and performances. Experi-
enced actors, with minimal guidance from directors, must be able
to analyze a text and give a character vocal and bodily expression.

Actors are performing artists; their instruments are their voices
and bodies. With these they communicate the feelings, thoughts,
and language of their characters. To gain mastery of these in-
struments, students must first free themselves, with their teacher's
help, from the inhibitions placed on them by a society that tells us
to hide how we feel, what we think, and how we ;ook. Teenagers
feel these social inhibitions intensely. Voice and movement
instruction begins with building trust that enables students to risk
looking and sounding foolish. Such instruction encourages stu-
dents to stand, sit, and walk as if they were people of different
ages, experiencing many feelings. Voice and movement work in-
cludes exercises in body alignment, stretching, and breathing.
Since breath is the source of vocalization, effective speech must
allow the free movement of air from the diaphragm to the head.

With voice training, an actor not only portrays the language of
the script, but also suggests the nature of the character through the
quality of the voice. A personality reflects itself in the voice. It also
reflects itself in movements. A trained actor makes use of the
knowledge that the v.,ays a character talks, walks, stands, and sits
depend on who that cha,,cter is.

Most high school actors have received some training from their
language arts curriculum in analyzing a literary text to understand
characterization. In a scene study unit, they combine their analyti-
cal skills with the voice and body work to "physicalize" this
understanding for an audience.

For the student, a theater course provides an exciting synthesis
of earlier education. This course demands use of physical and
emotional capacities as well as intellectual abilities. The actor in
training must be ready to display all feelings ever felt, even some
of those not acceptable in classroom settings.
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Conclusion

After helping student actors overcome the fear of appearing
foolish, teachers, through various activities, will have to help them
become aware of the immediate environmentits sounds, smells,
sights, and other sensations. Actors must ope themselves to emo-
tional responses to these sensations. The goal is to allow the people
and things around them to affect actors' feelings and to reveal
those feelings to others. Role playing and theater games are useful
here. Eventually the actor will learn at the most convincing
actions on stage arise from feelings that performers are actually
experiencing. The theater class may end with performances of
monologues and scenes; rather than having the production of one
play as the main goal of the course, students should have a better
understanding of how to audition, prepare, and perform any role
in any play. A theater course can provide a process for developing
this understanding in the high school actor.
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APPENDIXES

A. GUIDELINES FOR SELECTION OF CHORAL LITERATURE

1 The composition is written or arranged by a composer familiar with
the vocal instrument.

2. The selection is appropriate for the middle school voice; the
coiaposer's concept of the piece fits the young adolescent voice.

3. The required vocal skill is commensurate with middle school vocal
potential, enhancing students' self-esteem because of the vocal
strides made in the learning process.

4. The composition is of high calibrt, offering continued depth of
learning and pedagogical value.

5. The choral piece is characteristic of standard choral repertoire (not a
gimmick), giving the student the background and tools to make
future intelligent aesthetic choices.

6. The composition possesses rhythmic vitality, melodic expressiveness,
harmonic interest, and opportunities for musical phrasing.

7. The quality of the piece enhances the quality of the whole concert.
8. The literature provides for the development of tone quality with

the use of vowels ("oh," "oo," and "ah") that are most helpful
in the initial stages of tonal development and unified sound.

9. The text is noble, expressing ideals appropriate to the middle
school age level, encouraging vocal coloration, and presenting
opportunity to increase vocal skill.

B. CONCERT PROGRAM SAMPLES

The sample c "ncert program segments that follow demonstrate cul-
tural inclusiveness, educational value, and musical integrity. They repre-
sent a conscious presence of inclusive dialogue around cultural issues
among performing arts educators. The samples also indicate valuable
perspectives and comprehensive approaches to presenting repertoire to
students.

Here in My House
Lassen 1st Gesund
Candles, Candles
Something to Sing About

Arline Shader
German Folk Song
Lois Myers Emig
Frederik Silver

Fourth Grade Chorus
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He Shall Feed His Flock
from Messiah

Hashivenu
Let It Snow
Amen, So Be It

George F. Handel
Israeli Round
Jule Styne
Natalie Sleeth

Fifth Grade Chorus

Velvet Shoes
In the Plain of Galilee
from Five Songs of Israel

Dormi, Dormi
This Little Light

Mon Coeur
Laudamus Te
Anytime of the Year
Everytime I Feel the Spirit
Psalm 51

Randall Thompson

Jean Berger
Italian Carol
Spiritual

Sixth Grade Chorus

Orlando diLasso
Antonio Vivaldi
Hirsch I Simeone
arr. Dawson
Abraham Kaplan

Girls Eighth Grade Chorus

Break Forth, 0 Beauteous
Heavenly Light

Song of Galilee
Praise Ye the Lord of Hosts
Waters Ripple and Flow
Ride the Chariot

Johann S. Bach
Julius Chajes
Camille Saint -Satins
Czechoslovakian Folk Song
atr. Smith

Concert Choir (SATB)

Chorale from Cantata No. I
Duet from Cantata No, 32
Canon Kaddish, Symphony
No. 3

Selections from A Child's Book
of Beasts

Lift Every Voice and Sing

Johann S. Bach
Johann S. Bach

Leonard Bernstein

Jean Berger
Johnson and Johnson

Boys Choir (SSA)
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Psalm 150
Sanctus and Benedictus from
Messe Basse

0, What a Beautiful City
Five Songs of Israel
Three Love Songs
Ye Sons of Israel

Combined

Three Folk Songs
O Sing unto the Lord
My Star
An Die Musik
Lift Thine Eyes from Elijah

David Wilcox

Gabriel Faure"
arr. Anders
Jean Berger
Johannes Brahms
Felix Mendelssohn

Girls and Boys Choirs
(SSA)

Johannes Brahms
Antonio Vivaldi
Bedrich Smetana
Franz Schubert
Felix Mendelssohn

Girls Seventh Grade Chorus

Erschallet, Ihr Lieder
Stopping by Woods on a
Snowy Evening

Beams of Gentle Light
Gloria in Excelsi. Deo

from Christmas Cantata

Nun Danket Al le Gott
Barekhu
Ave Marie
Deck the Halls
Star Carol

Johann S. Bach

Ron Caviani
Robert Holmes

Daniel Pinkham

High School Chorus

Johann Pachelbel
Salamon Rossi
Anton Bruckner
arr. McKelvey
John Rutter

High School Concert Chorale

Allegro in C
from Sonata No, 12

Festival of Lights
Haydn's Toy Symphony

Wolfgang A. Mozart
Emile J. Sclul lio
attributed to Haydn
or Lccdold Mozart

High School Orchestra
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C, EVALUATION OF A PROFESSIONAL PERFORMANCE

1. The Work

a. Were compositions clear, or too obscure? Were the ideas
conveyed?

b. Was the subject matter of the dances appropriate for form of
art?

c. Were there surprises in the works? Were they too long? Too
short? Was every part essential to the whole?

d. Was the program interesting enough to see again? Was your in-
terest sustained throughout?

e. Was there rhythmic as well as visual interest?
f. Was a wide range of dynamic possibilities displayed?
g. Was the program varied or "having seen one piece, you have

seen it all?"

2. The Dancers

a. Did the performers ( ximmunicate to their audience with
confidence?

b. Did the dancers perform proficiently? With skill ar.Li sensitivity?
Did they work well together? Were their movements clean and
elegant?

3. Staging

a. Was the lighting adequate? Did it set an appropriate
atmosphere?

b. Was the accompaniment interesting and supportive? Appropri-
ate for the idea?

c. Did the costumes enhance the movement?
d. Were the set designs and properties effective and useful to the

dance?
e. Was there dramaexcitementelectricity----in the performance?

What made it so?
f. Was there a "marriage" between the dancers, the accompani-

ment, the total staging?
g. Did the performance reach a igh point of interest?

Source: A. Lockhart and E. Pease. Modern Dance Building and Teaching Lessons
(Dubuque, Iowa: William C. Brown, 1981). Reprinted with permission.
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D. SAMPLE RATING SCALE FOR A STUDY

Name we or Problem

Rate each item, using scale of 1-5 points

1. Solution to problem

2. Statement of theme

3. Original and appropri-
ate movement

4. Unity of structure

5. Content (idea)

6. Rhythmic interest

7. Spatial interest

8. Use of dynamics

9. Relationship to
accompaniment

10. Performance
quality

Total Score

Comment-, and suggestions

Source: A. Lockhart and E. Pease, Modern Dan( Building and Teaching Lessons
,Dubuquo, Iowa: William C. Brown, 1981), p. 155. Reprinted with permission.
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