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ABSTRACT

An Integrated Approach To Music
and the Language Arts
for the Sixth Grade

By

Theresa A. Dees

This projecf deals with the use of music in conjunction with the
language arts. Music has been used 1n a lTimited way with Tanguage,
primarily reading;

Singing and song lyrics are used as a bridge between oral and
written ]anguagé} Songs can be chosen on the basis of a given skill
which can be taught through‘the words. Song charts and song picture
books are an important resource for the classroom teacher. Depending on
a teachers view of language, skills or whole language, singing and song
lyrics will be used for various reasons and purposes.

Folk Music has also been used to enhance the language arts. Folk
Music is derived from a community and is based on the tradition of oral
transmission. Due to this community origin, folk songs deal with a wide
and varied range of topics and ideas. This diversity allows folk songs
to be used in various content areas: history, English, social studies,
music and creative writing.

Rhythm is an inherent element in bdth~]anguage and music. Each

word, sentence or phrase which is spoken has its own unique rhythmic



qua]ity' Movement 1s used in conJunct1on w1th rhythm wh1ch a]]ows a.
j; student to ]earn k1nesthet1ca11y as we]] as ora]]y and v1sua]1y |

There are s1m11ar1t1es 1n read1ng music and read1ng 1anguage " Both

o wr1tten music and 1anguage are symbo] systems Symbo]s represent letters;

'and words in language wh1]e notes, rests,‘art1cu]at1on and dynamlcs are
"represented 1n mus1c Mus1c and 1anguage 1nvo]ve the same sk1lls "A
.lch11d must be ab]e to recogn1ze a g1ven symbo] 1n both mus1c and

- 1anguage Track1ng, the ab111ty to move the eyes f]uent]y from one note

| ~or word to another 1s a sk111 used 1n mus1c “and ]anguage

. Research dea11ng w1th the corre]at1on between read1ng 1anguage and
| read1ng music has been 11m1ted However the research done po1nts out a
’pos1t1ve effect of 1earn1ng to read music on a ch11d s read1ng ab111ty

The 1ntegrat1on of mus1c and the 1anguage arts ut111zes the nove]s A

.Wr1nk1e 1n T1me by Made1e1ne L' Engle and Where the Red Fern Grows by
| W1150n Raw]s ' '

A Wr1nk1e in T1me prov1des the backdrop from wh1ch ‘the 11fe and

-.mus1c of WOlfgang Amadeus Nozart 1s exp]ored At the conc]us1on of each

";; chapter in the nove], act1v1t1es are suggested for dea]1ng with the

o mater1a1 and 1deas presented The life and music. of'Mozart are then

re]ated to the nove] Thws re]at1onsh1p may be to a character Char]es
_Wallace compared to Mozart or an 1dea, the: structure of atoms. re]ated to:
»ythe structure of mus1c | |

| In dea11ng w1th Where the Red Fern Grows, a d1fferent approach to

“”mus1c is undertaken Instead of re]at1ng characters and events to the
: genre of Fo]k Mus1c the 1ocat1on in wh1ch the story takes p]ace the

-'~Ozarks, is the connect1ng e]ement

iv



In both units, a variety of hands-on activities are given. Students
are asked to write theif own music and songs as we1]'as'create their own
instruments. All activities are structured in such a way as to allow the
non-musicaT teacher to be successful. Through these units, both students
and teacher will discover the relationship between music and language.
More importantly, however, they will gain an understanding and

appreciation of both music and Titerature.
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THEORETICAL FOUNDATION OF THE PROJECT

Before beginning the development of a curriculum involving the
integration of the language arts with music appreciation, a view of the
language process must be discussed. Language doés not consist of a
sequence of ]edrned ski]is. Children 1eafn about and interact with
language in theif 6wn unique way. Eventually they derive meaning from
the whole written aﬁd spoken word not from the mastery of subdivided
grammar .skills.

The ]anguage process consists bf four elements: reading, writing,
speaking and Tistening. Although these ski]is are listed as separate and
distinct, they are not taught as separate subject éreas but are blended
as part of the learning process.

As a student reads a work of literature, he does not just read the
work and tﬁen answer a number of comprehenéion questions which afe fre-
quently 1isted at the end of a selection in a basal reader. Instead as
he reads and interacts with»a story the literature becomes a part of
himself. |

Interaction by a student with literature or music implies some
definite ideas. As a student reads, he is able to yisua]ize what the
author is describing. The studént reads something which piques his
~interest and leads him to explore another topic. He is drawn to find out
what is going to happen next or to read another work‘by the same author.

Students discuss and listen as they interact with their peers and
teacher about the literature. Their writing revolves around a situation

brvsubject area of interest to them which has been inspired by the work



'~of Titerature they have read ‘ They listen to a mus1caT compos1t1on from
the same t1me per1od 1n wh1ch the story was set or deTve into the various
art forms of the t1me As a student 1nteracts w1th a work of T1terature,‘
he is us1ng and deveTop1ng the eTements of language: read1ng, writing,
' speak1ng, and T1sten1ng " | :

W1th1n the above descr1pt1on of an 1ntegrated language arts program,
a who]e Tanguage approach has also been def1ned “Instead of deaT1ng with
1soTated syllables’ and sk1TT sheets, Whole Language Theory deals w1th
: whoTe un1ts of meaang As a student reads, he derives mean1ng from the
whoTe sentence and paragraph He uses the context to d1scover the mean-
1ng of unknown words . A whole Tanguage approach uses qua11ty T1terature
as the basis of the read1ng program Quality Tliterature refers to -
T1terary works wh1ch are not contrived or written to fit a readab111ty
formula. These works use natura] Tanguage wh1]e being 1nformat1ve and
meaningfuT for the reader The mater1a1 used may be or1g1na1 works by
.cTassmates or an art1cTe from & magazine. The 1mportant eTements are
| that the students are»read1ng and Tearning“ | B |

In the curr1cu1um be1ng deveToped th1s wr1ter is comb1n1ng an
1ntroduct1on to mus1c apprec1at1on music history and composers, and the
Tanguage arts, a whoTe Tanguage approach w111 be used The mus1caT
'port1on of the curr1cuTum w1TT be an extens1on of the T1terature be1ng
used in the cTassroom Througr the use of a whoTe Tanguage approach,-
}students w111 hopefuTTy derive mean1ng not onTy from the T1terature but
from the music as we]] »

The_mus1c and Tlterature'wiTT allow the studént to interact with a

composer as well as an,author. A composer, Tike an author, expresses



himse]f'throughVWritten-and oral Ianguagex A‘composer writes using‘
musical notat1on 1n compar1son to an author s writing in his chosen
language. Mus1c1ans may perform a composer S work for a listener wh1]e

~ someone may read the words wr1tten by an author A]though avcomposer and'
' author work in d1fferent med1ums, the wr1tten and ora] products can be
| renJoyed and stud1ed 1n a c]assroom sett1ng | As a work of 11terature or a

- musical compos1t10nots;read or heard, the student is given the opportu-

o ~nity to discover howﬁan author,gives meaning to the written word and the

‘composer'to the;SQUndS proddced,b9 musical”instrUments and singing
voices. o o | |

| The 1ntegrated 1anguage arts in conJunct1on with a whole 1anguage
approach wh1ch recogn1zes ‘the 1mportance of music and the arts w111
. prov1de students w1th an opportun1ty to interact w1th and to see the'

re]at1onsh1p between 11terature and music.



REVIEW OF THE LITERATURE

The role of music in education has f]uctuated in its position in the
curriculum of our séhools. The use of music in the classroom for many
students has been 11mited_to the weekly visit by the district music
specialist. For a large number of students, this is the extent of their
music education. Unfortunately many teachers who lack specialized musi-
cal training have felt uncomfortable and intimidated working with music.
In the following discussion the research will be reviewed in the use of
music in conjunction with the language process, primari]y the area of
reading. This discussion will be divided into six sections: the
deve1oping child and music, singing and song lyrics, folk music, rhythm,
reading music and reading language, and research.

The Developing Child and Music

Music is the fifst art form a child can experience and enjoy. "The
first cry of the newborn is the generator not only of spoken language and
of musicality, but also of movement and musical rhythm" (Fridman, 1973).
Fridman (1973) stresses further the role of music in the developing
infant, "Musical experiences must be provided‘from birth, suggesting that
the socializing aspect so important in development of the child's spoken
language is also important in the child's musical development."

While looking at the research in early childhood education,
preschool, and primary grade educetion, the use of music and language
development has been integrated and utilized to allow children to reach

their potential. Music is part of everyday life for the young child.



S/he hears music a]most wherever s/he ventures v1a radio, te]ev1s1on and -
-stereo S/he has favor1te songs wh1ch s/he qu1ck1y recogn1zes and
venJoys. | -

For the preschoo]sand.primany age child, the role of music in .
education is 1mportant for later success in not only the area of
‘]anguage deve]opment but- a]so other areas. "Because music is a happy ex-
perience for most ch11dren, it offers unique opportunities to effect
cognitive deve]opment in many areas" (McDona]d, 1975). Nadon-Gabr]on |
(1984) expresses thefsame'thing in a different way, "Experiences in the
arts, if they ahe generative and nonthreatening in nature, provide a
unique opportunity for deve1op1ng positive attitudes toward learning."
Brand and Fernie (1983) also recognize the importance of music, "Early
chi]dhood,»then is a“cnitica1‘peridd for music aptifude just asvit is for
| the promotion of cognitiye deve]opmenf‘and the acquisition of 1anguage."

~ Singing and Sbng Lyrics

There are severa1 ways in which music has been used ﬁn the teaching
of the’]anguage arfs} One of the most documented uses of music with
1anguage occurs in the form of singing songs. "Music and heading'go to-
gether because s1ng1ng is a ce]ebrat1on of language Children's 1anguage
naturally has rhythm and melody" (Harp, 1988) Ch11dren, for the most
.part enjoy s1ng1ng espec1a11y when 1nstruments or movements accompany
the,song. Through the use of songs the children are being prepared for
the process of reading. "Using songs to teach reading is consistent with-
the nature and pUerse of language and puts readers in tQuch wfth |

satisfying meanings" (Harp, 1988).



Sheila Fitzgerald at Michigan State University has developed a pro-
gram to train teachers to use muéic to teach reading. There are five
steps or categories in the program: (i) learning favorite songs, (2)
meeting the lyrics in print, (3) reading song charts and booklets, (4)
comprehension extension activities, énd (5) writing activities. This
program moves the child from the oral form of a song to the written form,
to interaction with the written and oral forms, and finally to writing
using the song as a starting point. |

Within a whole Tanguage context the singing of songs is a meaningful
and enjoyable Tearning experience. The songs ére part of the child's
environment, experience or are his own unique creations. The lyrics of
songs provide children with written lTanguage with which they are already
familiar in its oral form. "Children learn to use written language in
much the same way that they learn to use oral language - through con-
‘structing their own rules and relationships" (Goodman and Goodman, 1983).
Songs provide sources of language which are both meaningful and motivat-
ing. |

It is important when using songs to give the children the written
words and not to just-uée the song orally. Within the whole language
approach, a child learns to read by interacting with print. Print comes
in many forms. A favorite song, a form of print, provides an enjoyable
and comfortable learning experience for'the child. As a child becomes
more familiar with a song, they are able to follow along with the words
or lyrics. The child has become comfortable with the words before s/he

meets them in print. This familiarity eventually results in an increase



in not on]y the_chiid;s,knounis1ght;words but“also in}the cthdts—i_
vocabuTary | . "‘ “ | |

The sk1TTs approach also. supports the use of song 1yr1cs However;'
the focus for their use-is d1fferent from the whoTe language approach.
TTW1th1n the sk1]Ts approach, song Tyr1cs prov1de pract1ce in various sk111
~ areas assoc1ated w1th the read1ng process. "Learning to read»1nVoTves-
vass1m11at1ng a w1de range of sk1T]s : vocabu]ary,_word recognition,h_
phonics, comprehens1on, pronunc1at1on and sy]Tabfcation" (KTink 1976).
The song lyrics are used to deveTop v1sua1 sk1TTs which are used as a
child reads. "The v1sua] skills 1nc]ude the recognition and d1fferent1a-
tion of the Tetters of the anhabet and to writing as a form of
communication" (McDonaTd 1975).

Song Tyr1cs are used as an occasional alternative to the basal
reader. Depend1ng on the student's grade Tevel, the lyrics are treated
the same way as selections from the basal.  Worksheets involving vocabu-
_Tary from the song as well as comprehension questions can be deveToped by
the teacher. The vocabu]ary worksheet may have the children c1rcTe every
word which beg1ns w1th a certain letter or ends in certain letter
- combinations. The;comprehens1on worksheets will review information
presented in the song; | |

Choosing which songs and types‘of music to use in the classroom is a

dilemma faced by every teacher who chooses to use song Tyr1cs to supple-

‘ment the read1ng program The whole Tanguage teacher 100ks to find songs
‘~wh1ch conform to the character1st1cs of the students "The songs ‘chosen
can be part of the ch1]d S env1ronment or experience or songs that the

i ch11d constructs or d1ctates" (Harp, 1988). ~ The song allows the child to



,interact with-the‘ideas and‘feelings created by‘the writer The SOngs -
stretch the ch1]d s 1mag1nat1on and prov1de the start1ng po1nt for a
'total 1anguage exper1ence R | L
The sk1115 teacher w111 choose songs for d1fferent reasons -Onee“v
| reason_may be the»development of aud1toryvd1scr1m1nat1on sk1lls
"Aural d1scr1m1nat1on of sounds is as basic to all music 1earn1ng
~as it is to language 1earn1ng . With melody and rhythm providing
a structural 'flow' and cont1nuous beat, the pronunciation of
~vowel sounds, troublesome letter groups, and initial or final N
~ consonants of words may be emphas1zed in the s1ng1ng exper1ence"
~ (McDonald, 1975) o
A part1cu1ar’songymay a]so,be chosen‘to emphasizetthe,deveTopment'ofg
"orallskills’ From the'ski1ts view these ora1'skills”pertain‘to the oral
1ntroduct1on of new vocabu]ary “Read1ng is a comp]ex task Before
ch1]dren undertake 1t they must have had the exper1ence w1th a great
var1ety of words and mean1ngs and must have put them to use" (McDona]d,
'1975). Sonos also prov1de students common phrase structures and syntax
'patterhs The phrase structures and syntax patterns can be emphas1zed by
lthav1ng the students subst1tute words in var1ous 1ocat1ons to see how th1s
changes the mean1ng of the sentence | | .
A song may a]so be chosen to teach and re1nforce phon1cs The
~ children are ab]e to hear and use the sound presented by a g1ven '
- grapheme. Reeves (1978) prov1des a good examp]e using the words of "Old '
‘MacDonald." ” | |
01d- MacDona]d ‘had some vowe]s A, E I, 0 u.
And in these vowels he had a short A A,E,I,0,U.
With /a/ /a/ here and an /a/ /a/ there,
Here an /a/ there an /a/, everywhere an /a/ /a/
01d MacDona]d had an A.A,E, 1,0, U - ,
At th1s t1me 1t is 1mportant to po1nt out that the goal of the who]e

;1anguage;approach‘andvthe'sk1lls approach is u]t1mate]y-the same,-to



teachdchi1dren to'read The d1fference between the two approaches 11es
in how each v1ews the ]anguage process The who]e ]anguage approach sees
wr1tten 1anguage as an extens1on of ora] 1anguage
"Oral and wr1tten 1anguage are two para]]el'language processes,
different sets of language registers, which overlap to some
~extent. If you are literate, that means that sometimes writing
is a better way of achieving a particular purpose, sometimes .
~talking... Written language has all the basic characteristics of
. oral 1anguage symbols and system used in the context of

- meaningful ]anguage acts (literacy events)"'(Goodman, 1986).

Words der1ve mean1ng from the context 1n which they are. p]aced
'Read1ng and wr1t1ng 1nvo]ve natura] noncontr1ved 1anguage which is mean-
1ngfu1 for the stuoent | ‘

| The skills approach also views wr1tten 1anguage as an extens1on of

ora] ]anguage, however th1s approach views read1ng and writing as a

ser1es of sk1lls wh1ch need to be mastered » |
"In the ear]y years of schoo] ]earn1ng to Tisten to 1anguade to
use language, and to recognize the symbols which represent
language are vitally important skills. If a child does not
develop these skills, this failure may have a significant effect
on ability to use language as a commun1cat1ve tool throuahout
'school years" (McDona]d 1975). - .

Instead of dea11ng w1th words in context, w1th1n sentences and para-
) ”vgraphs, the sk111s approach deals with words- wh1ch have been broken down
: Tnto sma]] segments These small seoments may be sy]]ab]es or spec1f1c

g 1etters of the a]phabet | o ' »

" When us1ng songs as a source for read1ng mater1als, a va]uab]e
resource 1s song charts and book]ets Song charts are 1arge reproduc-' -
t1ons of the 1yr1cs of a song wh1ch may be made to show the comp]ete
-1yr1cs on one page or each page of the chart can show a section of the

.song. These charts-are ideal when working w1th a 1arge group of students

~as everyone will be able to see the chart and words of the song.
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Sheila Fitzgerald (Hall, 1988) gives several ways that song charts

can be used in the classroom.

1. Individual children can come up to the chart and point to words
pronounced by the teacher.

2. Individual children éan come to the chart and identify words that
they recognize.

3. Children can locate words that appear more than once on the
chart.

4. Print words on pieces of tagboard. Children can match the words
on the tagboard to the words on the chart.

Song books are another way for the children to see the songs they
are singing in print. Each child in the classroom can be given fheir own
song book, which is a rewarding expérience for each child. "Children
enjoy having their own books and really believe they are reading, even in
kindergarten when no formal teaching of words may have occurred" (Lloyd,
1978). The song books can have a song on each page or a book might
contain only one song with a short section of the song on each page. The
children may even add their own art work to their song books.

Like the song charts, Sheila Fitzgerald (Hall, 1988) gives sugges-
tions on how the song books can be used in the classroom.

1. Singing (reading) the song lyrics while sharing the book with a
friend. -

2. Singing (reading) the lyrics to a friend who does not know the
song.

3. Following the Tyrics in the booklet while listening to the
recorded song.

4. Using the song booklet and locating the words of the songs in
other books and magazines.

Song books are not limited to those created by teachers and stu-

dents. There are a wide variety of commercially published song picture
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‘books The song books range from 1u1]ab1es,‘Hush L1tt1e Baby by Zemach

(1976), to patr1ot1c songs, The Star Spang]ed Banner by Sp1er (1973)

There are song books ava1]ab1e to appea] to ch11dren from b1rth to

‘ado]escence v:' ‘ o ’.‘,, | o o | v
: 1 Lamme (1979) has g1ven some genera] gu1de11nes to determ1ne what

makes a good song p1cture book ‘“: N o -
'.vl;gThere is: one verse or stanza per page | o

“‘:‘,é' There 1s an even d1str1but1on of stanza throughout the book

:‘3QZW0PdS shou]d be 1n c]ear ]arge pr1nt to fac1]1tate beg1nn1ng
e readers . | :

'*[4‘ Music shou]d be 1nc1uded

’f5ifAccurate and 1nterest1ng 1nformat1on about the h1story of the
song shou]d be 1nc1uded . , ,

| When us1ng a song in the c]assroom, 1t is 1mportant to extend the

hvfsong through the use of comprehens1on extenswon act1v1t1es Movement to-p
f'accompany the s1ng1ng or record1ng of a sonc 1s one type of extens1on »
:"act1v1ty The use of movement presents the eh11dren w1th a prob]em wh1ch
’ethey are asked to so]ve For example when us1ng the song "Eency Weency

Sp1der" ask the ch11dren to f1gure out how & sp1der moves us1ng the1r o

“bod1es to demonstrate Another examp]e wou]n be to ask how the teapot

’fh 1ooks when us1ng the song "I m a L1tt1e Teapot o Granted these are

"7s1mp1e prob]ems However,'"The ab111ty to <o]ve prob]ems is one of the

' ~most 1mportant sk1lls for ch11dren to deve]on" (H1tz, 1987)

The add1t1on of movement to a song a]]mws the ch11d to be creat1ve‘

f,~w1thout worry1ng about mak1ng m1stakes Gooe]ad (1984) po1nts out that B

o even in art c]asses, the emphas1s seems to be on fo]]ow1ng the ru]es and v:‘

:f1nd1ng the one r1ght answer pract1c1ng the ]ower cogn1t1ve processes
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To show ch11dren that there are d1fferent ways of perform1ng the
same- song, p]ay the song by d1fferent record1ng art1sts _ W1th o]der
~ students, play recordtngs.of a Beethoven symphony be1ng performedvand»c‘
' conducted by d1fferent 1nd1v1duals ‘Professionat musicians'interpret“
works d1fferent]y, so why not encourage our ch11dren to do the same -and-
be creat1ve7 Dl d b“v o |

~Another: type of comprehens1on extens1on act1v1ty 1nvo]ves the use of
_vart. I]]ustrat1ng song books, pa1nt1ng or draw1ng a p1cture of the song
and creating puppets to dramat1ze the song are Just a few ways in wh1ch
~art can be used to extend the comprehens1on of a song Just as w1th the
aod1t1on of movement a ch1]d needs to rea11ze that there is not just one”
~right answer or way of represent1ng a song in art |
The f1na1 step 1n the program taught by She11a F1tzgera]d emphas1zes
' writtngv‘ Songs prov1de 1nformat1on wh1ch st1mu1ates a ch11d s 1mag1na-
tion. V1car1ous]y wh1]e s1ng1ng a song ch11dren may be taken to fore1gn
}* countr1es d1fferent t1me per1ods or dropped 1nto a wor]d of fantasy
- The ch1]dren can wr1te the1r own 1yr1cs to a fam1]1ar melody 'The
ex1st1ng 1yr1cs prov1de an examp]e which the ch11dren can follow or dis-
'regard depend1ng on the1r 1eve1 of exper1ence or‘conf1dence AWr1t1ng
.g1ves the ch11dren the chance to express themse]ves and. to 1nteract w1th
an aud1ence the1r peers and teachers | | | y |

When a ch11d is: wr1t1ng or1g1na1 ]yr1cs, s/he 1s a]so 1nvo]ved 1n the
'read1ng process As s/he wr1tes s/he reads and ed1ts what s/he has wr1tten.
'Ch1]dren learn to read and wr1te by 1nteract1ng w1th both processes |
:‘"People not on]y ]earn to read by read1ng and wr1te by wr1t1ng but they

a]so 1earn to read by wr1t1ng and wr1te by read1ng" (Goodman and Goodman,
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v1983)' The use of songs keeps the children 1nvo]ved in both processes
'"The songs are part of both the writing and reading processes
| Songs are on]y one way to 1nvo]ve children 1n both the reading and
writing process. The whoie ]anguage approach emphasizes,the 1mportance
and relationship betWeen'reading'and writing.V\Reading and writing both-
involve a chi]d's interaction with ideas Whiie reading, the ch11d is
1nteracting with an author whiie writing, a child is expressing 1deas
in a form with Wh1Ch others ‘can interact.
~ As has been stated eariier the skiiis approach uses singing and
songs to deve]op various skills which are deemed essential for a child to
1earn to read and write. Whichever theoreticalvview a teacher holds, the
use of songs prov1oe an enJoyable and meaningfui learning experience for
students of all ages.
Folk Music
Our'disCussion of the use-okaOngs and singing leads us directly
into the genre of. :oik music. . Before proceeding in this discussion, folk
music needs to be defined
"Fo]k music 1S‘theprOdUCt:0f a musical tradition that has evolved
through the process of oral transmission. :The factors that shape
the tradition are (i) continuity that Tinks the present with the
past; (i) variation which springs from-the creative impulses of: the -
~individual or the group, and (111 ) selection by the. community which
determines the form or forms in which the music survives... The term
does not cover composed popular music that has been taken over
" already made by a community and remains unchanged for it is the re-
fashioning and re-creation of the music by the community that gives
it its folk character" (Sadie, 1980).
. From the above definition, the dimenSion of oral transm1551on by a

community, which is a primary eiement of fo]k music, is 1arge1y unknown

in our present society; Thisrtypevof tradition will be lost forever if
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our children are not-exposed to this,unique'form_of'Storyteiltng‘and 8
h1stor1ca] commentary d‘ | | | _v ‘ | » |
Fo]k mus1c 1nvo]ves both 1nstruments and s1ng1ng The country from

fwh1ch the music or1g1nates w111 1nf]uence the type of 1nstruments wh1ch ,
l’may accompany the s1ng1ng Some of the-1nstruments used‘1n»Amer1can fo]ky
music are the acoust1c gu1tar, f1ve str1ng banJo mando]1n autoharp,
harmon1ca, and Appa]ach1an du1c1mer

- For most students Amer1can fo]k mus1c is not heard outs1de the
' schoo1 sett1ng Folk mus1c is rare]y heard on commerc1a1 rad1o and '
: te]evision stat1ons ‘ A student may be exposed to fo]k mus1c at home
depend1ng on the1r fam111es musical her1tage |

For many adm1n1strators and teachers fo]k music has been 11m1ted to

‘f;schoo]-w1de assemb11es However, accord1ng to Praver and Praver (1984)
"There are severa] add1t1ona1 benef1ts that can be ga1ned by br1ng1ng
fo]k mus1c 1nto the c]assroom " A c]assroom s atmosphere is d1fferent
-from that 1n»a schoo]-w1de assemb]y There 1s an. 1nt1macy in the class-
’room wh1ch 1s 1mposs1b1e to ach1eve 1n an aud1tor1um The smaI]er,group
‘mlends 1tse]f read11y'to~d1scuss1on and'act1v1t1es d1rectTy inspired by a
:foTk song‘ If someone performs in the c]assroom, the ch1]d can see and
~hear the subt]e nuances wh1ch make the performance of folk- mus1c un1que
| . Fo]k songs can become the basis of 1anguage exper1ence stor1es a]so,t“
”i'The on]y d1fference 11es 1n the subJect of the 1yr1cs Due to-thewr con-

| tent fo]k songs can be used in many. subJect areas h1story?'English;:

,soc1a1 stud1es, mus1c and creat1ve wr1t1ng Th1s versatdlity‘enhances ‘7’

. the wide range of top1cs and wr1t1ng sty]es ut111zed in fo]k mus1c
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Folk music can be used with any age student. "Very young children
“are best captivated by songs in which they become involved by singing
along with simple choruses clapping or performing other hand and body
movements. In contrast, high school students are more interested in
po]itica] and topical songs that are not easily understood by younger
students" (Praver and Praver, 1984).

Folk music can be used readily within a whole language or skills
approach. A teacher will use the music different1y depending on his
theoretical baékground.

"The learning outcomes of using folk music experiences as a
vehicle for addressing curricular objectives range from the
development of receptive and expressive language, vocabulary,
creative writing skills, word analysis, inquiry process, and
Tibrary research techniques to the development of questioning
strategies. Folk songs provide a way for meeting cognitive,
affective and psychomotor objectives" (Martin, 1981).

Folk music is a valuable resource which needs to be used and not
forgotten. Folk music is not only part of our musical heritage but also
our oral tradition. V

Rhythm

When discussing the use of music in the classroom, the element of
rhythm cannot be overlooked. The meaning of rhythm and its re1aff0nship
to both music and language is a question which must be answered.

"Rhythm is the all encompassing word we use to describe the time
based components of music. Synonyms for rhythm are beat, meter,
duration of sounds, rhythmic patterns, and tempo. Rhythm exists
in much of daily life, such as in a heartbeat, in breathing, and
in speech sounds, especially in reading" (McCarthy, 1985).

For many teachers, rhythm is a term which has been reserved for the

bandroom or the district music specialist. This should not be the case,-

as rhythm surrounds us. From the time a newborn baby begins to breathe
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and muscles to move, rhythm is a part of our being. "The voice of the
child and the beginhings of the child's sense of rhythm have as their
genesis‘the first cfy of the baby" (Fridman, 1973).

Fridman (1973) aiso suggests the following, "The cry of the newborn
consists of apbroximate]y twelve different sounds accompanied by sbecific
rhythms; for example, sucking involves a fast rhythm, snéezing a
spasmodic rhythm and babbling an intonated sequential rhythm."

Even though rhythm is a part of our daily 1ives, we are largely
unaware of its presence. The ticking of a clock or metronome, pounding
of a hammer and ringing of a telephone all have their own unique rhythm.
The pace we walk or run and how we breathe also possess rhythm.

Language has its own uniqde rhythm. Children are introduced to the
rhythm of Tanguage as they begin to say nursery rhymes. "In a nursery
rhyme or chant, the common elements of both music and written speech can
be observed. Unlimited potential exists for language and speech develop-
ment because of pitch awareness, dynamics, rhythm or tempo and feeling
for different meters" (McCarthy, 1985).

Each nursery rhyme has its own rhythm. For example, "Hickoryb
Dickory Dock" has a rhythmic fee] totally different from the rhythm of
"One Potato, Two Potato." The use of nursery rhymes emphasizes the ideas
ekpressed by NadonfGabrioh (1984), "Language can serve as the basis for
developing‘rhythmic concepts that, in time, support the development of
language skills. Words and phrases have natural accent and rhythmic
flow."

The concept of rhythm has been used by teachers to develop various

skills. Auditory discrimination is just one of these skills. Both
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language and music require a child to be able to discriminate between
various aural cues. "Aural discrimination is essential for the deve]op-
| ment of musical literacy, as it is the key tb'decoding the written
symbols of both language and music" (Nadon-Gabrion, 1984).

There are various ways rhythm can be used to develop aural discrimi-
nation. Rhythm games are jus% one way to develop both listening and
discrimination skills. The game can be played with the teacher clapping
a rhythm and having the chi]dken clap back the same rhythm. Depending on
the age and experience level of the Chi]dken, the rhythms can move from
~the very Sfmp]e to the more complex. |

-Another variation is to clap two rhythms which can be the same or
different and have the student§ determine if you have repeated the same
rhythm or two different rhythms; At first the difference needs to be
obvious to that students can easily determine that they ake‘hearing
different rhythms. As they become proficient at determining obvious
differences, more subtle changes can be used;

| Rhythmband movement work very wé]] fogether. Children respond
positively to the opportunity to move to rhythm patterns in music. By
adding movement to a rhythm activity, the children are responding kines-
thetically to an aural cue.

Various movements can be designated fér different note values. "The
quarter note is called a 'walk' note...the eighth are 'running' notes and
‘the "skip! beat, which consists of a dotted eighth note and a sixteenth
note joined together" (L]oyd, 1978). To have the students move. to rhythm
does not necessarily mean that the children have to be taught to read

musical notation. A teacher canvdesign a system of indicting when s/he

wants the children to clap or move to a specific rhythmic pattern.
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The above movements for a g1ven rhythm are just suggest1ons A
teacher can adapt. or1g1na1 movements, or children can create movements to
a given rhythm1c pattern As discussed ear]1er with add1ng movement to
songs, the child needs to rea11ze that there is no one correct answer or

movement, but rea]]y unlimited possibilities.

) The use of words and rhythm also easi]y‘fit together. Each word we
~ speak has its own unique rhythm. Different peop]e even produce a dif-
ferent rhythmic flow when speaking the same word depending on from which
part of the country they have come. This is obvious by the way in which
We_accent'each’word-me speak.  To emphasiie_this word rhythm; children
can clap or move as they say a specifdc word.

By clapping or using as an ostinato, a rhythm played on a single
‘pitch or a given'instrument, a teacher can emphasize phonics, syllabica-
tion, aural discrimination skills, and visUa] discrimination skills.

The previously discussed uses of rhythm can be adapted to words and
c]apping or words accompanied by rhythm instruments. There are a number
of rhythm instruments which are ideal for classroom use: triangles,
claves hand drums, rhythm sticks, maracas, cymbals, tambourines, wood-
blocks, sandpaper blocks and bells. The instruments can be of the
homemade variety if there are a Jtmited number of available instruments.
There are a number of books available with suggestions on making instru-
ments using various‘househ01d 1tems. Children enjoy the opportunity to
create their own instruments. |

d' By using various rhythm patterns and instruments a band of sorts can
be created to accompany nursery rhymes, poems, songs, dramas and move-

ment. "Mus1c, after a]], originated as express1ve voca] and percussive



19

sounds made by prfmitive people with their bodies and homemade instru-
ments that served as extensiqns of rhythmic body movements" (Kaplan,
1985).

Language, music, and movement revolve around the element of time or
rhythm. When these ére used together, students can learn through aural,
visual, and kinesthic experiences. This gives all chi]dken a chance to
- succeed through acfive participation in a learning process while having a
fund and.motivating ]éarning experience.

Thus far in the discussidn of how music has been used in the class-
room, there have been several Eeferences to the importance of having
children be creative. ‘Within this emphasis on creativity, there is a
de-emphasis on the idea of thebe being only one correct answer. The
fostering of creativity and motivating children to learn relate directly
to the whole language approach. The child who is encouraged to be
creative and use the imagination wants to learn and to participate in
what is happening in the classroom. The success s/he experiences in

;creating original songs, rhythms and movements will Tead directly to
a positive view of themselves as a Tearner.

Reading Music and Reading Lanquage

The Tast portion of this discussion will deal with the simi]arities.
and differences in the reading of music and language. Both music and the
English language are written and read from top to bottom and left to |
right.

"Music teachers have often puzzled over the fact that so many
children who are slow readers, but who lTove music, can learn to
read music. At the same time, the difficulties in learning to
read music - the need for concentrated attention and memory, the
understanding of abstract concepts, the fact that although it is
nonverbal, music has form, structure, and Togic - suggests that
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the amount of intelligence requ1red to read music is at least as
much as that requ1red to read language" (Z1nar 1976).

| Mus1c is wr1tten on a staff wh1ch consists of f1ve ]1nes and four
' spaces. Each note is ass1gned a spec1f1c 1ocat1on in re]at1on to the
staff. The note pos1t1ons on the staff do not change but remain.
constant. For our purposes, there are two clef s1gns under wh1ch music
can be nritten, treb1e‘and bass. The bass c]ef is used for the Tower
'toned 1nstruments of a band, Trombone Bar1tone B.C., and Tuba or the
p1en1st s~1eft-hand. Tneb]e c]efv1s for the middle and:h1gher sound1ng ‘
'instrqment of a band; Flute, C]arinet, Saxophone, Trumpet,‘Frencthorn,
“and Baritone T.C. or the pianist'bs right-hand. Hopefully this brief
.overview of the way in,whtch musfc is nritten in regard to the staff will
c1artfy the foilowing‘discuseionQ |

Both music and 1anguage‘are’symbo1Vsystems. The symbol system used
.in music relies on notes and'rests.' Notes indicate a spectftc pitch
which is to be p1ayedior sung;h The muSicaT alphabet consistsyof » '
basica]]yvseven note names;_A-B;CQD-E—F-G, with flets,and sharps which
can 1ower‘or raiSe a given pitch by a half-step or half-tone. In thef
ascending musical a]phabet the note fo]]ow1ng G is A aga1n one octave
hjgher ‘than the prev1ous A. The rema1nder of the mus1ca1 a]phabet then
fo]]ows with phocess repeat1ng 1tse1f each time a new octave-1s reached.

Notes can be. p]ayed for spec1f1c durat1ons of t1me whole note for
, four counts, half note for two counts, quarter note for one count, and
'e1ghth-note‘tor half a count. There are smaller note values than the
eighth'note which,wit]lnot'be referred_to 1n,th1sroverv1ew. The notes

'have parallels in the form of rests which denote silence of a specific
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]ength‘bf,time: whofe:résté‘aré>f0ur'codﬁts;ha]f rests are two counts,
quartek‘rests are bhé’coﬁnf,fand eighth rests are half a count. Count
vand‘beét’are'éynohymbus forfour ﬁukposes‘ »‘ |

Thé-symbo] systém‘in the Eng]ish lahguage'keTies on Tetters»ofAthe
anhébet.' Each ]etfeb is a written représentation of an oral sound; -
however, this'preséntﬁ‘a dilemma. There are twenty-sixbfetters in the
alphabet repréﬁentihg mohe'than twenty-six sounds. Some 1ettefs repre-
Sént more than one sound depending on'the letters which surround them.
This is confusing atktimes for the young reader. » |

Both music and 1angUage'use a statemeht—]ike structure. By.this it -
is meant that-they utilize sentences in a given form. The musfca]
sentence fs cai]ed a phrase. According to the Harvard Dictionary of
" Music, a phrase is "a division of the musical line, somewhat comparable
to a clause or a sentence in prose. Other terms used for such divisions
- are period, ha1f—phrase,.doub]e phrase, etc. Thefe is no consistency}in
applying these terms nor can there be, in view of the infinfte variety of
situations and conditions found in music." A given melody can contain a
number of phrases. The melodic Tine 1skseparated into smaller units
varying‘in length from a grbupvof measures to singje notes. The phraée
can be indicated by a ‘breath mark or a lTine connecting thé notes which is
often associated with thé typé of articulation to be Used whi]e’playing a
given phrase. A sentence in the English language states a fact or idea
band‘ends with a period.

Finally, the'readﬁng of music and language involve many of the
skills one of which 15'the visual recdgnition of a given symbol. The

child kecognizes a given note‘on the staff or a specific word or‘1etter
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of the a]phabét. With this visual recognition is an aural verification
of what the child sees. For éxampfe if the child plays a B-flat insfead
of a B-natural, the eér should 1ndicaté that s/he has played a wrong note.
An example using language would be a child's substituting the word Mat
for Man. A sentence would not make sense when this substitution is made.

One obvious skill involves tracking. Tracking meané the ability to
move the eyes f]ueht]y from one note 6r word to the next. A child who
has problems tracking may stop for various 1éngths of time between notes
or words. This Wi]] resu]t‘inkprob1ems in comprehension in both areas.

Research

There is really Tlittle research showing the correlation between
reading language and reading mQSic. The research which has been done
points out the positive effect of learning to read music on a child's
reading ability.

Wincie Lowe Blaton, 1962, found through research that music
instruction helped children modify speech behavior and show improvement
in emotional adjustment. Blanton saw music "as being a constructive
force in the development of adequate Tanguage behavior" (Zinar, 1976).

In 1963 Edwin Movesian tried to evaluate the relationship between music
reading skills to reading vocabulary and reading comprehension of chil-
dren in first through third grade. He found that the treatment group
which Tearned to read music made larger gains thah the control group.

Harold Pelletier in 1963 taught his third grade students to play the
ukulele to see the effect of studying instrumental music on Tanguage
growth. His class was divided into experimental and contro]»groups with

the control group receiving no music instruction. The experimental group



23

made ga1ns of 1 9 months over vhe contro] group at the end of one year u
However the 1ower ha]f of the c]ass 1n read1ng comprehens1on in the
_exper1menta1 group showed an average ga1n of a]most three and a ha]f _’f
months greater than the contro] group The ga1ns of the contro] group
were not reported nor were the mus1ca1 ab111t1es cons1dered in the

- gains made by e1ther group (Z1nar 1976)

In 1967 Esther Se1des 1ooked at the effect of mus1c 1nstruct1on on ,'*
seventh graders c]ass1f1ed as s]ow 1earners : “Her hypotheses - that s]ow
ado]escent ]earners, ta]ented in mus1c w111 d1sp]ay greater ach1evement |
in read1ng and ar1thmet1c exh1b1t more pos1t1ve persona] soc1a1 adJust- 2
ment, and receive. h1gher scores in creat1v1ty when g1ven music 1essons -
were proven to be correct“ (Z1nar, 1976) | |

Eighty- four students were selected in a Spec1a1 Services Junior- H1gh
School in Brook]yns.New York9 to show the effect‘of mus1c Jnstructjon,on
students with IQ;s’rangihg from seventy4ffvevto ninety‘and who were,at:
1east two years beh1nd Jn read1ng These studentsvwere}diyfded into
three groups a mus1ca1]y ta]ented group wh1ch Were p]aced in a mus1c
c]ass, a talented group p]aced in a regu]ar c]ass, and a nonta]ented

group also p]aced in.a regu]ar class The fo]]ow1ng chart shows the

ga1ns made by the var1ous groups after one year of 1nstruct1on (Z1nar

1976). | ‘ ’
“ 7 Group I‘: Group‘II o ~  Group ITI‘“
- Talented .- - . Talented - - Nontalented.
.. Taking . Not Taking . - Not Taking

Test = . Musi¢ Lessons - Music Lessons’ ~ Music Lessons

~ Word Knowledge 5.7 R a7
Reading Scores = = 5.6 - 4.8 ‘ 4.7



From th1s chart 1t can be c]early seen that the mus1ca]1y ta]ented
| group wh1ch was g1ven mus1c lessons showed cons1derab1y greater -
ach1evement than the other two groups R | |
In 1972 D1ana N1cho]son, us1ng s]ow 1earners at e1ght years of age,ht
_conc]uded that the use of music resu]ted 1n the exper1menta] group s -
mak1ng more-gains than the contro] group | The contro] group were
-'1nv01ved in a genera] mus1c program wh1ch 1nc1uded s1ng1ng, mov1ng, -
']1sten1ng to music, creat1ng and p]ay1ng rhythm 1nstruments They were £
: not taught to read music. : The exper1menta] group were taught mus1c v
‘through»avspec1a] program that 1nc]uded»contro11ed body movementsﬂto b
music, bodyvresponses,to the conceptsxof ?highflon and "fasteslow,"d
Zhvdr111s tn‘reading‘music;”singing a}phabetica],tones, the'use ot:mUSic to
control responses'in‘rhythmic'activity and’mood, and 1isten1ng fo records .
‘w1th a gradua] 1ncrease in length from one to f1ve m1nutes I"At the‘end
of the year the exper1menta] group showed cons1derab1e 1mprovement in
certa1n read1ng read1ness sk1115, such as 1ncreased attent1on span and
d1scr1m1nat1on for pa1r groups of 1etters" (Z1nar, 1976). These‘gains |
can be seen in the fo]]ow1ng chart |

. Test . o; ) Exper1menta] © . Control h

 Achievement -~ Group © o -Group
Pre-test . 1.22. . 1.22
Post—test - Ry 3 L "'1.38

| As can be seen, the ava11ab]e research po1nts to a pos1t1ve cor-
relation between ]earn1ng to read mus1c and read1ng ]anguage Through‘my'
experience as a m1do1e schoo] bano d1rector, it is readily apparent

through the d1vers1ty of $0 called academ1c ab111ty that the maJor1ty of

students can learn to reao music qu1te prof1c1ent]y, regard]ess of their
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o academic standﬁng Students that are unab]e to succeed anywhere can '

'succeed 1n the wor]d of mus1c Th1s success is 1arge1y due to the pos1— o

: t1ve fee11ngs exper1enced wh1]e part1c1pat1ng 1n an organ1zat1on IA ,
student S se]f esteem 1s d1rect]y affected by th1s pos1t1ve exper1ence
Throughout th1s d1scuss1on, the var1ous ways mus1c has been used 1n’
the'c]assroom have<been shown  The accompany1ng summary chart beg1nn1ngu
"on the next page, shows the various ways. in wh1ch mus1c can be used
w1th1n the sk11ls and who]e ]anguage approaches AIthough many of the
e act1v1t1es seem to be d1rected toward pre sch001 and pr1mary age :
ch1]dren, most of thejact1v1t1es can_be_adapted for o]der students, |
Music is a feéaukee Whibn‘heedsito be utiTiZéd aaa not re]egated~so1e1yf.
to the schoo] band d1rector or the d1str1ct mus1c spec1a11st Mus1c is a _

part of our ]1ves and needs to be part of the educat1ona] process - -
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SUMMARY CHART OF MUSIC USES f

’Ls;'sk111sf

Pract1ce in var1ous sk111
-areas: : :

vocabu]ary _ o
‘word recogn1t1on o
phonics - .
comprehension
pronunciation -
sy]]ab1cat1on

Visual sk111s

recognition of letters
differentiation of
1etters

Auditory. d1scr1m1nat1on v
skills:
~vowel sound
letter groups
initial or final con-
sonants

| Oral sk1]]s

oral "introduction of new
vocabulary

Occasional alternative to -
basal, however, treated in
the same manner:.

Wr1tten 1anguage as an ex=

tension of oral language -

with reading and writing
as a series of mastered
sk11ls

Way of meet1ng cogn1t1ve,

affective and psychomotor‘
. obJect1ves <

Vocabulary ~

Creative’ wr1t1ng skills

WOrd Ana]ys1s ,

Aud1tory d1scr1m1nat1on
Aural’ Cues - the key to.
‘decoding the written
~ symbols of Tanguage

Whole Language o

- Extends the ch11d s ora]
language '

 Provides written TanguageM
- the ch11d is familiar w1th"‘
,a_orally : o

Part- of a child's environ-

- ment, experience or own

creat1on :

Interaction with print

~ Interaction with fée]ings

and emotions expressed

. Written 1anQUage as an ex-~

tension of oral language -
interaction with both
processes in a mean1ngfu]

) way

| Language experiencé’stdries
~~ Development of receptive

-and expressive language

“Development of question-

ings strategies

o Inqu1ry process
_ Research techniques

Language has 1ts own ‘unique

- rhythm which can be used .
“to enhance children's
~writing, reading and

speak1ng



songs  Skills

Discrimination between
rhythm which will carry
over into Tetter-sound
recognition and ‘
‘discrimination

Visual Discrimination

~ Phonics o
- Syllabication.
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Whole LanQQagé

.*StfeSses'thefidea of un-
- Timited possibilities to
- succeed s



1.

28
GOALS

To design a language arts program integrating music and lTiterature.
Provide teachers with a variety of activities which integrate the
Language Arts and music.

Provide students with the opportunity to see the connection betweeh

the creative processes of language and music.

OBJECTIVES

Students will be exposed to and jnteract with classical music and
contemporary literature through a variety of activities, discussion
and hands-on. |

Students will gain insight into the relationship between music and
Titerature through the study of a novel in conjunction with music.
Students will be exposed to and ihteract with culturally diverse
Titerature and music. a

Students will gain an understanding of the writing and composing

processes.

LIMITATIONS
The author is a full-time Band Director. Having never taught the
Language Arts, even though‘credent1a1ed to do so, may adversely
influence some curriculum,
The availability of resources will be limited by the district:
records, rhythm instruments, and music specialist to facilitate the

teacher as needed.
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Students and teachers familiarity with musical elements: music
history, composers, composition process, instruments, singing,
rhythm, harmony and melody.

Curriculum is designed specially for the sixth grade using just two

novels, A Wrinkle in Time by Madeleine L'Engle and Where the Fern

Grows by Wilson Rawls.



PROJECT

Curricu]um
Developed

for

A Wrinkle in Time

Where the Red Fern Grows

30
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 AMrinkle in Time

The novel ‘A Wr1nk1e in T1me by Made1e1ne L Eng]e 15 a un1que and .-

wonderfu] work of ch11dren s 11terature Th1s nove] 1s current]y on the l

Desert Sands Unified School D1str1ct S extended reading Tlist for the

| ts1xth grade. In the fo]]ow1ng curriculum, "A Wr1nk]e in T1me" w1]] be

;re]ated to the mus1c and life of WOlfgang Amadeus Mozart. There are

?tweTve chapters in the-nOVel‘ The study of Mozart will also be divided

1nto twelve sect1ons Each sect1on will prov1de gu1de11nes to expose

i
i

manner

s1xth grade students to the wor]d of mus1c in an engoyab]e and mot1vat1ng

o 3; When us1ng this curr1cu1um, a few suggest1ons are necessary before

ﬁbeg1nn1ng.

1.

A chapter,of.the novel wt]] not be oompleted on a daily basis.

Depending on the chapter and act1v1t1es, a week or more m1ght be

spent on each chapter and accompany1ng act1v1ty re]at1ng the

“novel to Mozart.

After the completion of the first chapter and introduction to

Mozart, the,construction of a Mozart corner in your classroom is -

strong]y recommended. The corner'cou1d contain the fo110wing

items: a bu]]et1n board w1th cop1es of Mozart S mus1c and

’ pitturcs of Mo7drt book( about Mozart ava1]ab]e from the schoo]

and 1oca1 pub]1c 11brary,.and cassette record1ngs of Mozart s
music with a re11ab1e cassette p]ayer
Students need to wr1te in journals da11y Some- journal topics

will be suggested ‘Students a]so_need to be encouraged‘to write
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about wﬁataihterests‘them. These‘jdurhals should not be, 
correéted but responded to. Ahf work can also be'part_of'thé
vjourna1’entriés.‘ An example would be a portrait of Mozart,or'
drawing whatevef;comes to mind while ]istening to a composition.
SuggestionS'wiIT,be made regardiné how to deal with‘the novel. :
If the studénts find sometﬁing-eiée in a chapter which interests
them, let them exp]ofe‘their ideas or interests.

Page refereﬁtes»refer to the Dej] Yearling Pub]icétidn,

April 1973.
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 Aurinkle in Tine (Continved)

M Whats1t

vComp]ete read1ng of Chapter 1 . Th1s nove] may be read ora]]y toflf"
hthe c]ass or the students can read chapters 1nd1v1dua11y

.“Bra1nstorm on the cha]kboard what has been ]earned about the

3%fo]10w1ng characters

~Example:

'Margaret (Meg) Murry :;1:1;5;ﬂ~1 o
,Char]es Wa11ace M“Vry;'ﬂ'
.’ihM Murry fh

ﬂMrs; whats1t

rTh1s bra1nstorm1ng of 1deas can be recorded in any type of

conf1gurat1on you fee] comfortab1e us1ng

MEQE/ o 7:fM Mur;x Char]es f,fd”ef*"} Mrs Whats1t g

B H1gh Schoo] o o fMother S '5 yrs.. o]d ' _Looks 11ke a tramp
v‘,Doesn t fit in w1th “Scientist * Knows what Meg - Stole Mrs. '

others -

‘:Beaut]ful_ - and Mother SR Buncombe S sheets

*Has braces . ;v_j-V S think “'»',Wears a lot of =

Wears g]asses .,
'“vF1ghts over: Char]es -

’“nfMozart S ch1 dhood

‘}'At the conc;

.]QUpon compTet

v‘D1fferent from ~ clothes: : '
- other kids. Lives in ‘the Haunted :
fWOn t talk to “House. R
peop]e outs1de
of fam11y

.QfReadiAppendj lnto the students - Mozart s ch11dhood

on and d1scuss1on of Append1x 1; bra1nstorm about o

Once aga1n record the students responses,;..

SJOH of th1s bra1nstorm1ng, 1t is 1mportant to 3

‘~2d1scuss w1t’ the students what are the character1st1cs of a

1 ch1]d prodjgy\’ Do they th1nk Mozart was a ch11d prod1gy
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Starteo harpsichord 1e$sonsvatbthe age of 4;vhy
Sensitiye ear -’cou1d hear:thers1ightest mistake.
Inde11b1e memory S ;
Wrote first: harps1chord m1nuet at the age of 5
Wrote f1rst sonata when he was 7;"
Wrote a symphony when hevmas 8.
hPerformed before large groups of peop1e
iTh1s is JUSt a start - your students m1ght recall d1fferent
1nformat1on wh1ch is fantast1c They may a]so see Mozart as a
person who was only 1nterested 1n mus1c | | |
5. Re]ate Mozart to Meg and Charles Wa]1ace
| a. None of them f1t 1nto the soc1ety in wh1ch they live - they
| are. a]] un1que peop]e
b. Why are they unxque? | ,
o Mozart -‘1nnate mus1ca] ab111t1es to‘perform and ‘compose at
~ such a‘young age | |

‘ Char]es Wallace - very different from the average f1ve-year‘

old. He can read certa1n peop]es thoughts H1gh]y
",1nte111gent but refuses to ta]k in front of people
Mgg eiun1que_1n that she doesn't fit in with other peOp]e,

~ but she has a special relationship to Charles Wa11ace;

Chapter 2 Mrs. Who :
1. Th1s chapter is. actua]]y)d1v1ded 1nto three smaller sect1ons,

separated by aster1sks in. the pr1nted novel. The following
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quest1ons can be used with the students re]at1ng to the various
'sect1ons in th1s‘chapter Encourage the students to express
their ideas - all answers are correct - answers have been g1ven .
Section 1 - Tesseract ‘What is 1t? | ’ ‘
’Sectton 2 - Meg S father Mr Murry° What does he have to do ,’
» w1th the terreract and where 1s he?
Sect1on 3 - What does Calvin have to do with Charles Wallace?
skWhat is Mrs.'Who cooking in the pot? Where aret :
‘iChar]es Wallace, Calvin, Meg, Mrs. Whatsit and
‘:HMrs; Who going? | " |
dTo bring éverything'together, ask‘the‘students.how each‘sectiOn"
re]ates.to the other‘sections. |
Review ditferent types ot music Mozart composed. Try to obtain
cop1es of the 1nstrumenta1 score if poss1b1e to any of Mozart's
- sonatas, symphontes, operas and concertos. Use the-score to
explain the fol]ow1ng: |
a. How a\musicaj score works. .
(1) ‘Each‘instrument or voice part is placed on specific
| | staft or'1dne of music. | | |
(2) The score is read by the conductor from left to right.
(3) Thévscore’teils the conductor how each‘instrument or
| ’vo1ce is to. sound | |
b. The score te]]s what k1nd of 1nstruments Mozart used for
that_part1cu1ar compos1t1on.’ If possible, show the students ’
ptctureSJOf_the'modern versiOn of’thelinstruments.used by

Mozartr
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5

Refer to Append1x 2 on. types of mus1c Mozart composed

3

'Re1ate the nove] to Mozart by hav1ng the students create the1r .

own un1que 1nstruments There are numerous books on how to
create ‘your own 1nstruments
An examp]e wou]d be to have severa] of the same size and shape

g]ass bott]es- Fill each bott]e to a d1fferent 1eve1 w1th

water. By gent]y h1tt1ng the s1de of each bott]e with a spoon '

different p1tches or notes will be produced.

‘The fo]]ow1nglare some_of the mater1a15'wh1ch can be used in the

construction of instruments:

String . . Scissors Hammer
Fishing Line GTue Nails

Shoe Boxes Construction Paper . Screws
Empty Cans Beans , Screwdriver

Upon the comp]et1on of the 1nstruments, there needs to be a time
of sharing and exper1ment1ng with the 1nstruments Changes in
design and construct1on may be needed after the 1nstruments have_

been used.

. ~The final step involves having the students compose and write

their ownvmusical pieces; Encourage the students to be

creative.

a. Options

(1) Students work a]ong

(é) Sma]] groups of three to four;
b. Mus1c‘Wr1t1ng

(1) ShOWVSymbo1s-used in standard music notation.
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(2) Bra1nstorm d1fferent symbols wh1ch can be used in

. wr1t1ng mus1c | - |

'(3) ;Students can adhere to standard symbo]s or 1nvent the1r '

. own symbo]s A var1ety of d]fferent co]ored markers
fand paper needs to be ava11ab]e for the creative
students in the c]assroom |

c.. Performance | »
(1) Exp1a1n what the symbo1s:mean in their compositions
(2) Perform with audience adhering to good concert manners.

Concert Manners

(a)‘_Be on. t1me for the performance 1f late, do not
.vh‘take your seat unt11 the musical selection has
;_been comp]eted.
(b) sit quietly in yourvseat_during}the performance.
(c)_‘Remain in yourrseat for the entire performance.
(d) prp1aud when the’piece‘fs compTeted,.not'between

movements. No whist]ing or booing.

Chapter 3: Mrs. Which |
1. This chapter is d1v1ded 1nto two sections again separated by
asterwsks |
Sect1on 1 - Journa] Top1c Ideas -
a.‘ What 's spec1alvabout you?
,b‘ What makes your home a home and not ‘just the p]ace you Tive? -

Sect1on 2 - Ideas to use in c]ass d1scuss1on
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. a. Brainstorm how Charles Wallace and Mozart are a]ike and
different;v,This 1ist will be different from the one
constructed earlier.

b. What does a‘physicistydo?

c. What haS»been Tearned about Mr. Murry in this section?

d. What do you think it is Tike to work for the government?
Relate thiS»questibn to the jobs held by the parents of the
students. Have them find out what their parents do at work
and then report their findings to the class.

2. Discuss how Mozart earned a living.

a. Explain how composers were commissioned to write specific
pieces usually for a given occasion: Masses; Litanies,
Canons, Suites, Divertimenti and Concerti.

b. Mozart's father, Leopold, was a court composer for the
Archbishop‘Sigismund‘ﬁn Salzburg, Austria. As a court
composer he received a salary and was expected to compose
music for various events and occasions.

The following quote, from Mozart by Marcia Davenport, gives a
summary of how the patronége system dealt with the fine arts.

"Painting; sculpture, poetry, drama, and music flowered under

_the benevolence of kings and princes. For all their condemnation of
these magnificent 1ittle courts, modern proletarians cannot point to
- anything so deliciously democratic as the friendly intercourse of
the great aristocrats with the artists who surrounded them by :
invitation. Of course, there was a black side to this picture, that.
the artist who had neither the luck, the charm, nor the influence to
be recognized by a royal patron was in danger of starving to death.

While Haydn Tived a happy sheltered 1ife at Prince Esterhazy's

court, Mozart died thirty years too soon, the victim of the vicious
side of patronage. There is much to be said for modern democracy,

~in which the writer or composer can take his works to a publisher
stand an even chance of being well and fairly paid, and perhaps



become a popular idol overnight: but it often seems that great
plays and great. music were written in the days when royalty _
commanded them, and that they were offered to cultivated audiences
~who were more concerned with the graces of life than with the. '
profits of trade. Be that as it may, e1ghteenth century Europe
swarmed with small courts whose rulers, partly in genuine devotion
to beauty, and partly in rivalry with their contemporaries were
“magnificent patrons of all the arts. Music flourished as never
. before. An. 1ntroduct1on to a pr1nce was a]most as good as a command
- to play for h1m " C

c. Mozart d1d not f1t 1nto th1s system even though he was a master .
of compos1t1on o | | .
"'The fo]]ow1ng quote proc]a1ms Mozart S p]ace in mus1c h1story and is
:a1so taken from Mozart by Marc1a Davenport | |
_' "W1th Bach and Haydn, w1th Beethoven, Brahms Wagner and Verd1
‘he holds up ‘the main arch; others and great others cluster at its
sides. Each of the members of the hierarchy made a supreme contri-
bution. Mozart's was unique in the infinite number of facets. His
talent was absolute; his workmansh1p perfect his product1veness
fabulous; his. 1nsp1rat1on divine.
- There was 11tera]1y no form of mus1c that he d1d not write supreme]y
- well, no instrument whose library he d1d not enrich; and in that
iﬁrespect he stands alone. Given the necessary stimulus, a def1n1te
~ commission, he was galvanized into unfaltering creation of a sound
. masterly, yet incredibly inspired p1ece of music.. And it was
“immaterial to him whether. the commission was an opera, a trio, a
symphony, a w1nd serenade, a set of dances, a concerto, p1ano
sonata, 1yr1c songs, a mass, or any-music."
) d}‘ Mozart could not ho]d down a permanent appo1ntment
ef Mozart d1ed and was bur1ed as a pauper
3. Journa] or D1sCuss1on TOD]C’ Which system do you prefer

democracy or.a patronage system? j-i

Chapter- 4: The Black Thing
1. There are a number of ways in wh1ch th1s chapter can be dea]t
w1th outs1de 1ts re]at1onsh1p to the mus1c of Mozart |

o Group Act1v1t1es
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What ié a Greek Centaur?  What was its role in mythology?
Page 66, the second and third paragraphs describe an ideal
world. Students can create their own ideal world using
writing and art work to portray or describe their ideal

world or location.

. There are several references to communicating without words,

which are shown from the following quotes:

Pages 60-61: "Mrs. Whatsit adjusted her stole. 'But she
finds it so difficult to verbalize, Charles
dear. It helps her if she can quote instead
of working out words of her own.'"

Page 62: "But she has to use words for Meg and Calvin,"
Charles reminded Mrs. Who. "If you brought them
along, they have a right to know what's going on."

Page 65: "'Oh, my dears,' came the new voice, a rich voice
with the warmth of a woodwind, the clarity of a
trumpet, the mystery of an English horn.'"

Page 66: "Mrs. Whatsit shook her beautiful head. 'It won't
go into your words. I can't possibly transfer it
to your words.'"

Page 67: "Mrs. Whatsit seemed to be Tistening to Charles's
thoughts."

A unique classroom experiment would be to have the students
and teachers communicate for a given period of time without
using words. This could readily lead into an introduction

of sign language.

2. This chapter readily ties in with how music conveys

feelings/emotions without using words.

a.

To prepare students, have them say a given sentence individ-
ually, in small groups, or the entire class. Have them
brainstorm how each person or group sounds different. Use

their words to record brainstorming on the chalkboard.
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Play a recording of Mozart's music for the students.

(1) A movement from a symphony |

(2) Violin concerto

(3) Piano concerto

" (4) Overture from an.opera, i.e., "The Marriage of Figaro.

These are suggestions. Each school will haQe access to

different recordings. If you are unable to obtain record-

ings through the school district, the local public 1ibrary
may have recordings available.

How do they feel while Tistening to a given selection?

Record these feelings in a listening journal. Each selec-

tion needs to be played at least several times. The first

time have students close their eyes and stay very still -
hopefully e]iminating distractions.

Terms which can be introduced.

(1) Timbre - Tone Color: How does one instrument or}yoice
sound different from another? If you have band members
in your class, have them play their instruments to
demonstrate how they sound different.

(2) Dynamics - Loud or Soft:

(a) pp - pianissimo - very soft
(b) p - piéno - soft

(c) mp - mezzo piano - medium soft
(d) mf - mezzo forte - medium Toud
(e) f - forte - loud

(f) ff - fortissimo - very loud
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(3) Rhythm - movement in, t1me How fast or slow is the
| .;beat 1n a g1ven p1ece of mus1c and what happens o
betweenveach beat. »
- (4) MeTody - a successdon'of‘musicaT°tones One note'i
di‘vp]ayed after the other forms a me]od1c 11ne |
'(5) _Harmony - two or more notes or mus1ca1 tones p]ayed athh

' the same t1me

The TesseraCt‘

,The sect1on on: the tesseract prov1des a great opportun1ty for
. the students to create the1r own mode]s of a tesseract, a

: wr1nk]e 1n t1me Rem1nder Each student w111 v1sua11ze a

V tesseract d1fferent1y $0 there are 1nnumerab]e ways 1n wh1ch a.

'tesseract can be formed

h _Suggested Mater1als

a. Strtng_ ’

ﬁ:'»b. Glue

’ T’cl Bu11d1ng st1cks - pops1c1e var1ety
“QOUrnal/Dnscuss1on T0p1C' What has the B]ack Th1ng, wh1ch 1s ::‘
: evil done - to the p]anet Earth? How,has_the_B]ack.Th1ng
j-affected peop]es 11ves? d’ | | o R |
vRe]ate the Tesseract a wrinkle 1n t1me to the 1ast1ng qua11ty';;il”h

of Mozart's mus1c Mus1c from the past 1s st1]1 performed as L

",‘enJoyed The mov1e "Amadeus" is an 1dea1 1nstrument for show1ng

' th1s 1ast1ng qua]1ty Before ‘showing " the mov1e, 1t shou]d be

"v1ewed and censored as deemed appropr1ate
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Chapter 6
1.

The movie "Amadeus" can prov1de the background for a number of } o

a.

a.

' act1v1t1e

L1sten to compTete record1ngs of some of the p1eces of mus1chf
used in the mov1e Students then wr1te about these p1eces
of music. | y |

(l)v Symphontes o

(2) Concertos

h‘(3) -Operas'

. Read the T1bretto or story of one of Mozart S operas, i. e s

"The Marr1age of F1garo'"
(1». Easy to adapt,to readers' theater’scripts
‘ (2)' Perform a readers theater production of the T1bretto
(3) After cTass performance try to obtain a video
record1ng of the opera. |
Study arch1tecture of the time of Mozart
Research the cTothes and wigs wornat the time of Mozart
(1) Groupvor‘1nd1v1dua1 research. -
(2) vPresentation to the class. It possible, have a costume

from that era to show the students.

The Happy Med1um

The use. of rhythm 1n this chapter is an 1mportant element,
espec1aTTy when study1ng music in conJunct1on with the noveT

The foTTow1ng are references to rhythm in th1s chapter

p. 103 - Everyth1ng is done in rhythm
(1) Skipping rope.



‘ (2)' Bouncing"hath
- (') Shutt1ng doors | | |
‘b.} p. 107 - Paperboy throw1ng papers
c. p. 109 -'People wa1k1ng around 1n bus1ness area, nevervv
]ook1ng at Meg, Ca]v1n or Char]es Wallace |
'Reterences‘to rhythm;1n the'novel can be used‘1n'vartous“uays;'
' ca: Have students ]ocate references to rhythm in th1s nove] and
in any other nove] or story w1th wh1ch they are fam111ar
b; D1scuss what it 1mp11es if everyth1ng is done in the same p,;
b'rhythm | | | | | o
'(1) Bra1nstorm
(2) Write in journals i |
(3) ‘DO‘cTass experiment with groups'of students'doiné
d1fferent actions but in the same rhythm, i.e., bounc-
ing a ba]1, sk1pp1ng rope , | | |
At the end of Chapter 6 1s a perfect p]ace to have students
‘ pred1ct what is go1ng to happen next
a. Wr1te in Journals - do not 11m1t the‘amount they can write,
| let them express themse]ves | |
b. Share pred1ct1ons w1th small groups aEachAQroup'then
chooses the best pred1ct1on to be shared w1th the class.
Carry. the ‘idea and use of rhythm over into the use of rhythm in
music. | | ‘y | ‘ | | |
a;‘ P]ay short excerpts from each movement of a Mozart symphony.
| ‘ (1) After ]1sten1ng, have students compare and contrast the '
| d1fferent movements in re]at1on to the fo]]ow1ng |

: (a)_‘Tempo - . Speed 1n wh1chvthe music is p]ayed.



- (b) Does the rhythm1c fee] of the music change dur1ng

@

an excerpt or between movements?

'Students can create movements wh1ch w1]1 f1t 1nto the fﬂ :

'rhythmlc fee] of a g1ven movement

,:(a) Four movement symphony - four groups work1ng w1th .

b. Have

).

(2)

1 mus1c from d1fferent movements

H(b) Share and teach movements to the class.’

c1ass exper1ment w1th d1fferent rhythms

These rhythms can be c]apped tapped on desks or p]ayed:" .

on students created 1nstruments

Use one rhythm at a t1me to-start'wtth‘ As students }

- become more prof1c1ent have more than one rhythm go1ngv

| at a t1me

®

.Have.studentsecreateia-rhythmic composition using their

' °Wh'¢keatéd‘fhythmic'notationaand;conducttng'style;‘

‘Chapter 7 The Man w1th the Red Eyes o

1. Tdeas for us1ng Chapter 7.

Quest1ons for discussion and/or wr1t1ng

(\1)

Why wou]d everyone on Camozotz be a11ke?
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'(25 VWhat do you th1nk IT 1s ‘and what does 1T 1ook 11ke?
(3) Who is contro]11ng the man W1th the red eyes? |
(4) Why can Char]es Wallace be the on]y one to 1et hlmse]f ,
1ook at the man w1th the red eyes? |
‘ (5)’vau1d you want someone e]se to contro] you?
b. Pred1ct1on - What is go1ng to happen to Char]es Wallace,‘ E
Ca]v1n Meg, and Mr. Murry? . |
C. Construct a mode] of Centra] Centra1 Inte111gence
| (1) Draw1ngs by 1nd1v1dua] students
(é) Group draw1ng
2. Chapter 7 emphas1zes the 11keness of everyone.as a so]ut1on
R Mus1ca11y each composer is unique in their own way
a. Obta1n and‘11sten to record1ngs of: h
(1) Ludmig von Beethoven _’
- (2) ;JOhéh” Sebastion Bach-
,(3) Petér“TchafkovSky
(4) Richard Wagner
" Each ot'these‘composersvcou1dfbe introduced by a short group -
: research progect | M |
b.‘ Have students compare these composers to Mozart
Th1ngs to Tisten for
(1) Instrumentat1on - do you: hear 1nstruments Mozart d1o
not use? ‘ N | _
(2) Rhythm - are the rhythms more comp]ex‘or s1mp1er‘than

’ Mozart s?
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1.

c.

e

If students are unab]e to voca11ze d1fferences or. s1m11ar1-1e;v

' ’t1es, have them d1scuss and wr1te on:

»(1) iHow the mus1c makes them fee] o |
'(Zj_ Do they 11ke'the mus1c? Is there someth1ng about the
| :g‘mus1c that- they espec1a]1y 11ked? v’ .
(3)1 What do they see when they c]ose the1r eyes and Just

o ]1sten to the mus1c7 f‘

The Transparent Co1umn '

‘The fo]]ow1ng excerpts from th1s chapter sum up the d1fferent

‘between Earth and Camazotz, and w111 prov1de the bas1s for 1ater

c]assroom act1v1t1es

_ Pages 140 141

"0n Camazotz we are a]] happy because we are a]] alike.
- Differences create prob]ems You know that, don' t_youvdear

“sister?
"No," Meg said. o ' ' P
"0Oh, yes, you do. You ve seen at home how true it:is.  You -

know that's the reason you re not happy at schoo] BecauSe"

~ you're different." ' :
- "I'm d1fferent and I'm happy," Calvin said.
- "But you pretend that you aren't different."

~"I'm different and I Like be1ng d1fferent " Ca1v1n s vo1cev'
was unnatura1]y Toud.

:'f"Maybe I don't Tike be1ng different," Meg said, "but I don t,‘_ |

want to be 11ke everybody e1se e1ther "

Th1s 1dea 1s cont1nued on Page 142

:_ICharIes Wallace s strange monotonous vo1ce ground aga1nst o
~her ears.
~ "Meg, 'you're supposed to have some m1nd Why do you th1nk

we have wars at home? Why do you think people get confused

dﬂand”unhappy? Because they all live their own separate,-
- individual lives. I've been trying to ‘explain to you in the

_s1mp1est possible way that on Camazotz individuals have been

- done away with. Camazotz is One mind. I'ts It. And that's

why everybody's so happy and efficient. - That's what old
witches 11ke Mrs ‘Whatsit don't want to have happen at

' :home Mo
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DiscuSsion/Writtng Ideas using‘aboVé passages

What wou]d the wor]d be 11ke 1f everyone were a]1ke7

What 1f everyone ]1ked to do the same th1ngs7
. What wou]d happen 1f one person were different from everyone

else?

At schoo] does everyone try to be a]1ke or fit 1nto a’

certa1n 1mage7 :_*'

What happens to the k1d at schoo1 who isn t 11ke everyone T

e]se?:
Is Ttpfajr7to judge someone“because he/she 1s_different?

WOuld you want”to Tive in aﬂworld where everyone is a]ike?‘n

Carry th1s d1scuss1on of 1nd1v1dua]1ty on 1nto mus1c

2’“.a;

Why does one composer wr1te mus1c wh1ch sounds d1fferent1y ,:

from another composer? .

' ”_Inf]uences %ujf o

(1) Teachers

u(2)f Instruments ava11ab1e at a g1ven po1nt 1n t1me

(3) Popu]ar compos1ng style or techn1ques in a g1ven era.
(4)» Instrument the composer p]ayed or felt the most '

vcomfortab1e w1th

(5) 1What k1nd of mus1c “and sound the composer ]1ked to

hear

' (6)"T1mel1n history when music was Written
Do you want composers to wr1te mus1c on]y in one sty]e or ’,"

 type of.compos1t1on? Wny?



.49

ExampIes that . the students are fam111ar w1th through the1r

- own experwences or through the study of Mozart.

(1) ‘M1nuets '

(2)"P1ano Concertos

"“,(3)'.Symphon1es :

(4) Opera

.(5)"EIevator Mus1c .

o (6) Rap
(7) Disco
S IT

Chapter 9:

1. - D1scuss1on/Wr1t1ng Ideas

a.

b.

.c,

Can one person f1x everyth1ng?‘ SoIVe'aII our problems?

'ExampIe from the. noveI ‘ 153:;’Meg's thinking onceVShe

. found her father Mpr. Murry9 everyth1ng wouId be back to

normaI

s IT what you thought 1t wouId be?

How wouId you react 1f you were brought before IT as Meg was?

2. Sc1ence extens1on act1v1ty

a.

Introduce students to the makeup of the human bra1n, wh1ch

: reIates to IT

(I) D1fferent parts

"'a,(é) How 1t works

.7'Introduce or refresh students understand1ng of - atoms wh1ch

reIates to Meg and Mr Murry mov1ng through a waII on pages

. 151 and 152
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(1) Different parts.

(2) How atoms connect and stay together.

3. Relate music to atoms. For this section, a piece of music
preferably Mozart's can be used on an 6verhead projector.
a. Composition of music.

(1) Staff

(2) Treble Clef/Bass Clef
(a) Treble Clef used for woodwinds, French horns and

trumpets: piano right hand. |
(b) Bass Clef used for low brass instruments:
trombone, baritone, tuba, piano left hand.

(3) Key Signature
(a) # - Sharps: F,C,G,D,A,E,B.

(b) b - Flats: .B,E,A,D,G,C,F.

(4) Time Signature: The top number tells how many beats
are in a measure. The bottom number tells which note
value gets one beat.

i.e.: 4 - 4 beats in a measure 6 - 6 beats in a measure

4 - quarter noté receives 8 - eﬁghth note receives
one beat one beat

(5) Note Names
(a) Treble Clef

(1) Spaces - Bottom to Top: F,A,C,E.

(2) Lines

Bottom to Top: E,G,B,D,F.
(b) Bass Clef

(1) Spaces - Bottom to Top: A,C,E,G.

(2) Lines

!

Bottom to Top: G,B,D,F,A.



‘51{
(6) :NOté Va]ueste o
) Whole Note: = ; 4.beats3
"Half'Note: B Z‘beats“w

)
)
(C)L»QuarterfNote: ';'labeat_. o
) Eighth Note: 3 & beat

) _

~ Sixteenth Note: %'beat )

;'(a)‘fWhote Rést{ ‘-b;i4;beats;
(b) Half Rest: ;.2'beats~'
‘ (e)“Quarter‘Rest:-.‘ R l beat
(d) Eighth Rest: beat
| (e) %Siwteenth Rest: d. s 4 beat .
| If you have band members in your c]ass, theva111 be ab]e to e
lend a he1p1ng hand in th1s lesson | _
; bf .Try to find a record1ng of whatever mus1c you have used w1th
~ the students in (a). | o ‘;_ B
'Opt1on: Start off‘USing the music ot a:song thevfatready
| vknow, i. e » Row Row- Row Your Boat then progress
a'*.v_] to a’ more d1ff1cu1t se]ect1on The goa] s to

”“have the students ga1n an understand1ng of how

e mu51c is wr1tten and then read by the performer

Chapter 10 Abso]ute Lero
1. D1scuss1on/Wr1t1ng prie Ideas

"a. If you cou]d tesser where wou]d you want ‘to go7

h. Do you 1h|nP tes serr1nq can be actua]]y done in the future7 f'_“:"
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c. If you were Mr. Murry, would you have gone tesserring
without knowing where you were going or if’you would even
survive?

d. Has anger ever made you think things you know aren't true?
i.e., Meg's anger at her father and Calvin.

Have students draw the creatures which have coméﬂto help Mr.

Murry, Meg and Calvin. |

a. Individual drawings.

b. Small group drawings.

Tesser Mozart to the present time.

a. Would Mozart fit in our time better than his own?

b. Would the‘music of Mozart be different if he had lived today
instead of in the Tate 18th century? The influences on a
composer, given in the Chapter 8 section, will help to
determine if the music of Mozart would sound the same or
different if it was written at the present time.

Obtain recordings of: Aaron Copland

Paul Hindemith
Arnold Schoenberg

a. P]ay’recordings of the above composers.

(1) First time students Tisten quietly doing nothing else.
(2) Second time answer questions.
(a

(

(c

(d) Comments.

How does the music make you feel?

o

)
) Do you Tike this music?
)

Do you prefer Mozart?
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b. Group discussion: Would the above composers’fit into

| Mozart's time if they were suddenly tesserred back?

5. Concluding activity: Read a portion of H. G. Wells, The Time

Machine.

Chapter 11: Aunt Beast

1.

2.

Use the following excerpts from this chapter as the basis for

discussion and writing.

a. Page 179: "The movement of the tentacles was as rhythmic and
flowing as the dance of an undersea plant."

b. Page 181: "They have told us that our atmosphere is what
they call opaque, so that the stars are not
visible, and then they were surprised that we know
stars, that we know their music and the movements
of their dance far better than beings 1like you who
spend hours studying them through what you call
telescopes."

c. Page 183: "The tentacles musical words were soft against

her."

‘d. Pages 184-185:

"If it was impossible to describe sight to
Aunt Beast, it would be even more impossible
to describe the singing of Aunt Beast to a
human being. It was a music even more
glorious than the music of the singing
creatures of Uriel. It was a music more
tangible than form or sight. It had essence
and structure. It supported Meg more firmly
than the arms of Aunt Beast. It seemed to
travel with her to sweep her aloft in the
power of song, so that she was moving in
glory among the stars, and for a moment, she
too felt that the words Darkness and Light
had no meaning, and only this melody was
real."

Possible questions for use with the above quotes.

Quote 1

a. How can tentacles move rhythmically?
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. Quote 2 |
i'h,"What does opaoue mean?
c. What kind of mus1c cou]d come from the stars? :
'd;”‘How wou'ld the stars dance? |
e. How would the beast know about the stars music and dance 1f
, .they cou]d not see them?
Quote 3 |
-fl: What do you th1nk 1s meant by the tentac]es muSioalswords?‘bn
M'Quote 4 s e |
_‘g Why do you th1nk Meg was unab]e to put 1nto words how
:hv” beaut1fu1 the s1ng1ng of Aunt Beast was to her? ;.‘ |
These are not the on]y poss1b1e quest1ons wh1ch can be generated
~from these quotes It~1s 1mportant to remember that w1th the-
’hvlexcept1on of one quest1on the quest1ons are bas1ca1]y open o
~ ended. There is not. one correct answer _ , ‘v
bPred1ct1on What are Mrs Who , Mrs Whats1t and Mrs Whichi
‘go1ng to do to he]p Mr. Murry, Ca]v1n Meg and Char]es Wallace?
. Have students f1na and share other mus1c references in. the
__nove] - : |
,Sc1ence Connectlon : Students may want to 1earn‘more_aboutjstars
.and/or the d1fferent plants of our so]ar system EnCOUrége,”
t1nd1v1dua1 orpsma]] group researoh w1th a conc]uding’presenta;
,1tion to the otass ' | ._ |
In the wor]d of the novel, musichts’everywhere.'Musio_isaTso a
'ilpart of our everyday Tives. To enhanoe the students':awareness

. of music andgits integral position in ourfdaily 11ves;_have the‘p
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: stUdents recbhd where’theyshearimusic‘for a'given»length;of

t1me, i.e. 5 one week

- a.,

| Chapter 12:

Da11y record on the cha]kboard or. ta]ly sheet where the
students hear mus1c and how the mus1c sounded |
At the end of the week, categor1ze the d1fferent types of -

p]aces they heard music and the d1fferent types of mus1c

they heard.
. Find outsWhat their favorite p]ace was to hear music. Also

- why theygpreferione type of muSic over another. B

The‘FooTish and’the'Weak.

D1scuss1on/Journa] Wr1t1ng Ideas .

a..

b.

Why d1d Meg s Tove for Char]es Wa]]aCe save him from IT?"‘

If you were Meg, wou]d you, go back to Camazotz to save

{Char]es Wa11ace?

How wou}d you describe Mrs. Who;‘Mrs. Wh1¢h; and Mrs.
Whatsit? Reminder: ,Ca]Vin;descnibes them as guardian
angels, p. 191. o

Do you 1ike_the'nay the noveT ends? Couid you'nrite a
better”oh different ending? Start nriting. |
'qushthis nove].hemind ydu of anything else you've heard or
read? | | |

Would you Tike to read another novel by thts anthor?’
Would yonnlikebto know what happens to Meg,‘Ca1vin and

Charles Wa]]ate in the future? What would you like to knOW?

Their future adventures are in A Wind in the Door, A Swiftly

Tilting Planet and Many‘Waters.
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Composer or Author

After comp]éting this novel, and with the information given

regarding Mozart and music, ask the students to choose which

they would rather be and why.

a. Have the future composers work together or individually

considering the fo]]owing issues.

(1)
(2)
(3)
(4)
(5)
(6)

What kind of Music would they compose? i

Would they perform their music or just compose?

Would they conduct their works?

Would they want to Tive in this time period or in another?
What would they call their first musical composifion?

What kind of impact would they want to make on the

people that heard or performed their works? Would

people be changed after hearing or. performing these

works?

b. Have future authors work together or individually consider-

ing the following issues.

(1)

(2)

(3)

(4)

What kind of material would they write?

(a) vPoems

(b). Short storiesv-

(c) Childrens' stories

(d) Novels

What kind of characters would they write about?

Would their writings take place now or in a different
time period? |

Would they want to Tive in this time period or another?
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"577}(5)‘jWhat wou]d they ca]] the1r f1rst work7 )

(6)F What kind of 1mpact wou]d they want to make on the 'f”

’*peop]e that read the1r works? WOuld they want to
"ﬂghange the way pcop]e th1nk about certa1n things? e

Cooperat1ve 1earn1ng w1th composers and authors B

'(1) Co]]ect1ve]y, authors work together to wr1te a story or ;

poem | o
o ,(a) Students choose the type of story or poem they
i5ewant to write. '!:'
i(bi"Students can wr1te g1ven sect1ons of the story or:
'vﬁ[spoem, or work as a group dur1ng the wr1t1ng
n?kprocess | - |
‘e(ciTFStory or poem needs to»be written for c]ass
| mfé;hpresentat1on or d1sp1ay This work can a]so bev'fk"

"ipbound for the c]assroom 11brary

ﬁf(?)'eCollecttvely, composers wr1te a mus1ca] compos1t1on

\;(aX‘fInstrumentat1on can be chosen 1n regard to the
k’.fjf1nstruments created in c]ass
(b}g Students can compose g1ven sect1ons of ‘the p1ece,'5*lr
fﬁ"or work as a group 1n the compos1ng process .
.ﬂi;:(cj?fMus1c must be notated us1ng an agreed upon symbo]b1: '
' Vlkfsystem : | Lo
‘ukdjl_Mus1c is conducted and performed for the c1ass

If the above groups, composers and authors, work we]] you

- m1ght cons1der do1ng a c]ass prOJect of an or1g1na1 story

: accompan1ed by or1g1na] mus1c



* Where fhe-Red.FernsGrbwsv

‘The novel Where’thedRed Fern Grows,,bQIWi1son Rawls;;provides:
students with many opportunities to 1nteract'with:aVWOrk of Iiterature. .
Within'the story, thedstudents wi11 eXherience, along with the'CharQ'_
acters, a var1ety of emot1ona] reactions: happiness, sadness, 1anghter,
and tears. They w1]1 a]so learn the meaning of 1ove and devot1on through-
the re]ationsh1p of B111y, 01d Dan, and L1tt]e Ann. |

In the fo]]ow1ng sect1on, a var1ety of activities w11] be. g1ven for
use in the c1assroom 1n conJunct1on with the novel. The nove] w111 a]so -
prov1de the background from which the genre of Fo]k Music w111 be
introduced and deve]oped v |

“To present th1s nove], c]assroom and teacher preparat1on are
necessary.

1. Map of the Un1ted States and/or the Ozark Mounta1ns

2. A 1earn1ng center conta1n1ng the fo]]ow1ng materials.

a. Books and pictures of the various types of hunting dogs.
b.  Books on'Fo1k Music, preferably‘not Timited to American Fo]h
Music,bbut other codntries as well.
c. A .cassette p]ayer with recordings of a wide var1ety of Folk
‘ Mus1c

3. Bulletin boards'which‘reflect the‘ndvel and mdsic being used.

4. Other books Wifh the same theme as Where the Red Fern Grows.

The edition of Where the Red Fern Grows is the Bantam Starfire,

published by Bantam Books, copyright 1961.
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There are~a.number ot'actiVities which'can be used while reading Where

the Red'Fern Grows. One act1v1ty which can be carried out through the

entire nove] is the entitiing of each chapter The chapters 1n the nove]

‘ are untitled oniy numbered | | _ _ !

If this kind of act1v1ty 1s done, it 1sl1mportant to remember that -
~each student w111 v1ew a chapter differentiy - Each student needs to be

. abie ‘to share his chapter tit]es without fear of ridicuie Th1S act1v1ty
. can also be carried over Jinto Journai writing Why_did you choose that
particular tit]e? | | |

| :Thisbnovei prouidesystudents‘mithan exciting adventure and wiii

hopefui]y motivate them to participate in theivarious activities 'tThev

act1v1t1es are de51gned to be used upon the comp]etion of a given‘

chapter

Chapter’I'}\
1[‘ Describe the‘appearance:of a redbone hound.v‘Was this dog bred
. for a speciai purpose? | B | |
| a. ‘Ask the ciass these questions. A studentvmight-haVe‘this
| type of. dog at home | o
b,‘»Use a book on hunting dogs to suppiement the students
5 knowiedge |
,g,p:Have the studentshshare an”adventure they have hadbwith an‘
- animal, their own or'anfriend's. This can be done in various.
ways. |
‘f,_‘_a. Write theradVenture in his joUrnai.
‘b; Shareranbadventure oraiiy‘or‘inkwriting with'another'

student.
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Share en adVentukeewithsthe entire class.

3. Introduce Fo]k Mus1c

a.

b.

Bra1nstorm the term Fo]k Mus1c

kR
(2)

Play

(1)

Twou]d be a great 1ntroduct1on to have. h1m play for the»b

Wr1te 1deas on the cha]kboard

Wr1te down t1t]es of songs they th1nk f1t the1r

_def1n1t1ons of Folk Music.

a se]ect1on wh1ch f1ts 1nto the Fo]k Mus1c 1d1om

If'you know someone who 1s an expert 1n th1s area,’1t

“ students to 1ntroduce fo]k music.

(2)

If you need to use record1ngs, here are a few ,I“ N

(a)

'suggest1ons

_"Antho]ogy of Amer1can Fo]k Mus1c ", This~is A'f

»l,three record set volg 1 -ABallads, Vo] 2 -

f{ Soc1a] Mus1c Vol. 3 - Songs

jf "Fo]k Fest1va1 of the Smok1es," Vo] 1-2,’
-ﬂr“Fo]k Music U.S.A. " i

1VWOody Guthr1e record1ngs

1 - "Songs to Grow On". (Fo]kways 31502)

2 - "Songs to Grow On For Mother and Ch1]d“ .

(Fo]kways 7015)

f,; f‘3_-T"WOody Guthrie's Ch11dren 3 Songs"'(Fo1kways7

'e'7503)

Check your d1str1ct and 1oca1 pub]1c libraries. for

"ava11ab1e‘record1ngs.' 
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Chapter 11

| 1. Small group research projects on the various animals mentioned
in this chapfer. This could be an enlightening experience for
students, especially if they are urban chi]dren.

a. Coon Hound

b. Skunk

c. Opossum

d.. Rabbit

e.‘ Squirrel

f. iTimbor Wolf

g. Raccooﬁ

2. Relate Billy's "puppy love" for two hounds to something thatb
your students might want, i.e., Nientendo video games.

3. Locate the Ozarks on a map for your students.

4. Discussion/Writing/Journal Ideas

a. How could Billy use the traps given to him by his father?

b. Do you think Billy's Mama and Papa want him to have the
hound dogs?

c. What is a Cherokee?

5. Define "Folk Music." 1In doing this, be aware that people will
define folk music differently. The elements Tisted below are
elements present in most definitions of folk music.

a. Process of oral transmission. The lyrics and music have not
been systematically written down for future generations,
bbut have been passed on from one generation to another.

b. Storytelling - relates to people's hopes, dreams and

experiences.
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~¢. Links the present with the“bestf:uFe]k songs refleetfhow
Tife was onee Tived, outsidefof‘high1y meehaniied wor]d,
i;e,,‘sengé eboutvthe'railroads and,the great’seiling shipét-

d. NaturalthUstchtn the}Sense,that it”is not tormally étudied -
not memdrtzed'by‘rete. The opposjte‘of this is the preser-‘
vationvef mhsie*from'the e]assical era Which_hare,been |
reprodueed as'accUrately'és pessible. o

e, Inetrumehtaiist learns by‘piayinngith fahi]y and friends -
vno formaj musical trathing or study. Children learned to:
sing the songsrby hearihg them sung. They learned to play
jnstruments by obserV1ng and 1m1tating

f. Var1at1on which spr1ngs from the creative 1mpulse of the

1nd1v1dua] or group - 1mprov1sat1on

g. Community determines the form or forms 1h which the music

surviveSt Sinte these sengs originated in a given cemmu-
nity, the community would determthe'which sohgs;wou1d be
‘pessed oh to future oenerétions or other communities.

The above e]ements cannot be JUSt read to the class but need to
“be: exp]a1ned and examp]es g1ven An examp]e 1nvo]v1ng the
vstoryte111ng e]ement wou]d be to give the students the 1yrics to

severa] songs and have them retell the story be1ng to]d in each ’

song. Under the var1at1on element obta1n record1ngs of the
same: t1t]e be1ng done by d1fferent performers and have the
students 11sten for var1at1ons 1n the presentat1on of the song.

In ]ook1ng»at folk music, we are faced'w1th a dilemma. To

obtain ﬁnforhation about the fo]kvtraditTOns and actual music we
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have to rely on published music and lyrics. The folk tradition
emphasizes oral transmission and community variations. The
songs presented in this section originated in folk tradition and
have been published to allow us to learn from and enjoy the folk

music from our historic past.

Chapter III

1.

Discussion/Writiné/Journa]‘Ideas

a. How would you describe Billy's character after he had worked
for two years to save fifty doi]ars to buy two redbone coon
hound pups? |

b. Have you ever workéd hard for something you wanted?

c. What kind of things could you do to earn money for something
you wanted? |

d. Why would Billy's Grandfather be surprised at Tearning that
Billy had worked and saved his money for two years?

e. Would you want to have a Grandfather 1ike Billy's? Why?

f. What kind of relationship do you have with your Grandfather
or Grandmother?

Art Activity: Have tHe students draw Billy, Grandfather, and the

store. Allow the students to use a variety of materials and

encourage them to use their imaginations.

Introduction to the instruments used in American Folk Music.

Before proceeding, it is important to make the connection

between the novel Where the Red Fern Grows and Folk Music. Folk

Music did not originate in the big cities but in the homes of
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people living outside the cities who had worked very hard to-

make a 1iving, just as Billy and his fémi]y worked on the farm

to survive.

This introduction to folk instruments has been divided into

two sections, the second section being done after the next

chapter's activities. This first section deals with the

stringed instruments used in American Folk Music.

a. Guitar - there are a number of different types of guitars.

(1)
(2)

(6)

b. Banjo

(1)
(2)
(3)

Folk guitar

Classical guitar

Electric guijtar

Four, six and twelve string guitars
Single neck

Double neck

Circular shaped body with a neck.
Played much Tike a guitar.

Usually has five strings.

c. Mandolin

Pear-shaped instrument related to the lutes of early

England.

‘It has eight strings.

Best known for p1éying of the tremolo which is a rapid
down and up picking of the strings which creates a

quaver.
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Ukulele | |
(1) Resembles a very sma]l'gujtar}with’four strings.
(2) Usually assOciated.uith the Hawaiian Is]ands:and hula
dancers. R : . | | |
(3) fPopu]ar in the United States is the ear]y 1900's.

. AppaTach1an or mounta1n du]c1mer

| .,(1); He]d on the lap

(2) 'Me]ody str1ng is plucked with one f1nger - d1fferent
o -p1tches are produced by stopp1ng the str1ngs w1th a
'small st1ck he]d 1n the ]eft hand.

The above 1nstruments are p]ayed by rest1ng the body of the‘v
1nstrument on.the performer S 1ap or by a strap on the
,‘shou]der Sound is produced by p]uck1ng or strumm1ng the.
: str1ngs with the f1ngers of the r1ght hand or a plastic
t‘p1ck The neck is d1v1ded4by frets. A fret is a meta] _
’str1p set into the f1ngerboard of the gu1tar f1dd1e banJo, '
| mando]1n uku]e]e and dulcimer. | |
F1dd]e - the same 1nstrument as a v1o11n but p]ayed in a

popular or fo]k sty]e

.'jAutoharp - used -in many pr1mary c]assrooms

d(l) Str1ngs are pressed down by dampers attached to
'dampers. | o

(2) The‘buttons are:]abe]ed“with chord,names which a]1ow“
for ease in p]ay1ng | |

(3)'3Str1ngs are strummed with e1ther a f1nger or fe]t p1ck;
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h. Zither |
- (1) There are th1rty to forty str1ngs stretched across a
ho]]ow sound box. |
(2) The me]ody is p]ayed by the top four str1ngs
(3) Accompan1ment is p]ayed by the remaining str1ngs
. (4) Right hand p]ucks and strums
| (5) Left hand stops the me]ody str1ngs aga1nst the frets offv
the f1ngerboard o |
T0’enhance the presentatjon and 1ntr0duction of the above
instruments, records and pictures are essential. 'Atter:an
instrumentkis introduced by pictures and discussion with
students, reCordings shou1d be played. To enhance this 1isten-
ing experience‘ have students 1dent1fy the 1nstruments they are
hearing. Recordings of a g1ven 1nstrument should exhibit
various styles ofkperformance on the instrument. If possible,
live demonstrations on any of these instruments will give your
, students the opportun1ty to see and hear a performance and hope- '
fully ask questlons Give your students as much hands -on |
exper1ence w1th the 1nstruments as. poss1b]e Most schools have .
access to an autoharp and w1th some. pers1stence possibly some

other 1nstruments

Chapter IV/V
1. Compare and contrast city folks and country fo]ks
a. Bra1nstorm with class.

b. Record responses on the chalkboard.
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Discuss why there are differences in people who Tive and
have been raised in the country and the city.

What would Happen if people suddenly switched where they
Tived?

(1) City to country.

(2) Country to city.

Discussion/Writing/Journal Ideas

a.

What is a hillbilly? Why did the boy call Billy a
hillbilly?

What did the two women mean when they said Billy was "wild?"
Why would Billy be scared to go into the depot office to get

his pups?

Describe the personalities of the two pups? What do you think

Billy will name them?

Art Activity: There are several scenes which come to mind in

these two chapters which could be illustrated by the students.

a.

b.

Billy's coming out of the hollow pipe. (p. 33)

Billy's walking through town with the pups' heads above the
gunny sack. (p. 38)

Drinking pop with the marshall. (p. 42)

Spending the night in the cave with a mountain lion prowling

around outside. (pp. 44-46)

Introduction to instruments used in American Folk Music will be

continued from the previous chapter in this section.

a.

Combination wind-and-reed instruments.

(1) Concertina/Accordion
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(a) Each has bellows that produce a flow of air as
they are pumped in and out by the motion of the
player's arms. This air flow passes across a
series of reeds. Each reed is housed in cases at
the end of the bellows which vibrate to make the
sound. |

(b) Concertina is played by pressing buttons with both
hands.

(c) Concertina was popular with men.working on the
sai]jng ships in the 1800's.

(d) Concertina became the accordion when the buttons
were replaced by a keyboard in the 1850's.

(e) These instruments have been given the nicknames of
"squeeze box" and "Belly pincher"

(2) Harmonica - pocket accordion

(a) Made up of a series of reeds like those used in
the concertina and accordion.

(b) The reeds vibrate when air passes through the
small openings.

(c) Harmonica was developed in 1829.

(d) Also called a mouth organ - similar in tone
quality to the accordion and concertina.

b. Sound Makers
(1) Kazoo - alters the sound of a player's voice as he hums
into the mouth hole.
(a) Same sound can be produced by putting tissue paper

around a comb and humming.
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(2) Jew's ﬁarp - v 
(a) Made of a'sma]]Ameta1 fkamé around a thih metal
 tongue. "v - S
'(b)-‘The frame‘ﬁs'he]d in front of the p]ayér‘s open
| mouth;‘és he plucks the metal tongue with his
fingers. | |
(3)“JQg - blowing acrosé the~top‘produce5'a deep sounding :
hoomph which is used to produée»actompanying rhythms.
(4) Gutbuckef‘é inverted washtub with a pole on top. -
. (a) A rope or‘ﬁfring is attached to the pole énd,to'a
hole in the middle of the tub.
(b) The string is'he1d tight and plucked 1fke‘a string
bass. A
(c) The sound can be changed by tightening and
| loosening the string. "
(5) Washboard - played by’strumming the corrugated surface.
(6) Spoons - the pair fs heid between the fingers so the
| bowls of the spoons clack together.
As was mentioned at the end of the previous chapter, record-
1ngs and pictures will great]y enhahce this 1ntroductionwto
thesé‘fo1k instruments. | -
EXtensfonuActivity - create own folk instruments; From the
~introduction to folk instruments, fhé;students‘have a good idea
of how comp]ex or simple an 1nstrdmenttcan be. Students can
easily create gutbuckets, washboard and kazoo type instruments

out of materials they have at homé wifh just a little
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imaginationfandfingenuity. Thisnactivity can be extended

.Furthervhyhhaving the students create their own fo]k,music
'grouos“for'examole a jug band made of various size bottles and
‘Jugs being p]ayed - Your studentS'will enjoy this aCtivity

‘espec1a1]y after 11sten1ng to other- peop]e perform on the1r

1nstruments.
Chapter Vi chh | ) ‘
1. Discusston/Writing/Joorna1'Ideas B
| a; Why were Billy's parents not angry when he arr1ved home w1th
'; his pups? ‘ ' _ v o
"b. mHow does B1]]y s father v1ew B111y after B11]y has gone and
| then- come back" w1th h1s pups?
c. What do you ‘think B11]y S father meant 1n the fo]]ow1ng quote_
“ from p 52: Papa-sa1d "BT]]y I don t want you to feel bad]y _
about the peop]e 1n town 1 don t th1nk they were pok1ng
‘fun at you anyway not 11ke you th1nk they were."
| ‘d. What do B11]y s parents mean when they say "There s ‘more to
an educat1on than Just read1ng and wr1t1ng "
. D1fferent types of Fo]k Mus1c - This sectlon is go1ng to 1nvo]ve '

qu1te a b1t of teacher preparat1on ) Due to the.lack of material

1n the schoo] 11brary on Fo]k Mus1c the 10ca1 pub11c 11brary

bcan become a va]uable source of 1nformat1on and ass1stance
3A]so, don t forget the d1str1ct mus1c spec1a11st

. 1a.> Sma]] group research on the d1fferent types of Fo]k Music.

}(1) Ba]]ads _
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- (2) -Spjritualé :
(3) FChahteyé |
- -’(4) }wcrk,Songs-_l
o ‘(5),:Ree1s
‘=_aeb. _Research should dea] with not on]y the type of Folk Mus1c
~ :‘ but also‘prov1de examp]es that canvbe presented»to the

“class.

'Chapter VIIY
1. Research prdJect
h a. How people tra1n dogs to-do spec1ftc JObS
| (1) Po]1ce ' |
_h‘(Z)‘ See1ng eye
| e(3)’:Guard B ‘_
(4) Obedience ;,
(5) Circds:
al (6) Hunt1ng e o
c.‘b..jHow is the tra1n1ng and ra1s1ng of dogs- d1fferent depend1ngl
o on what they are go1ng to do? ?
c; What k1nd of dogs are used in the above categor1es? o
f 2v Share a persona] exper1ence tra1n1ng a pet / : L
3. | D1scuss1on/Wr1t1ng/Journa] Ideas | |
| Does B111y s mother understand him? \i‘d
b. Why d1d B1]1y have to have a coon sk1n to tra1n h1s pups?
Why wou]d B1l]y th1nk h1s Grandfather had 11ed to h1m about'

“how to catch a coon?



72

4. Continue the small groups of the previous chapter by ]oqking at
the various instrument combinations used in the performance of:
a. Ba]]ads
b. Spirituals
c. Chanteys
d. Work Songs
e. Reels
After the various groupé have shared what they have learned, it
bis the perfect time to see how they would classify various songs
they have never heard. Choose at Teast one song from the above
categories to play for the students. Have them determine what
type they are hearing by listening for characteristics of each
type of song. This activity should Tead to some lively debate
among students.

Extend this further by having the students accompany
examples of each type of song using their original instruments.
Appendix III contains the words to one of each type of song.
The class can be divided into groups for this extension

activity.

Chapter VIII/IX
1. Discussion/Writing/Journa] Ideas
a. Have you ever talked to something which could not talk or
answer back?
b. Why does Billy talk to his dogs as if they could understand

what he is saying?
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c. Do you'think dOQS:uhderStand whén something’diffefent is
o go1ng to happen? i e'”bh page 71. | |
| "The who]e fam11y followed me out to the porch. There
we all got a surprise. My dogs were s1tt1ng on thev
steps, waiting for me." :
- I heard Papa laugh. "Why, they know you're go1ng
hunting," he said, "know it as well as anything."
- "Well I never," sa1d Mama. Do you really think they
do? It does look like they ‘do. Why Jjust Tlook at
~ them.™
Little Ann started wiggling and twisting. 01d Dan
trotted out to the gate, stopped turned around, and
11ooked at me. : .
Another examp]e occurs on page 72.
Just before I reached the timber, I ca]]ed my dogs to
me. "Now the trail will be a Tittle different '
tonight," I whispered. "It won't be a hide dragged on
> the ground. It'l11 be the real thing, so remember
everything I taught you and I'm depending on you. Just
put one up a tree and I'11'do the rest." |
d. Why does Billy feel so strongly about cutting down "the'bjg
tree," where the dogs tree their fikst coon? Is it strange
that Bi]]y feels so Strong1y about keeping é.promise:to his
dogs, L1tt1e Ann and O]d Dan? |
Bra1nstorm to answer the following question: Why does Mama view
B1]1y,d1fferent1y than Papa? Descr1be the characteristics of
Mama and Papa.
Art Activityf Create "the big tree." .
a. 'Allow studénts to dse‘a-vakiety of'matehials
b. Sma]] groups or entire c]ass work1ng on "the b1g tree."
The use of 1yr1cs in Folk Mus1c and Songs
a. Lyr1cs can dea] w1th many different issues.
- (1) Tell about the lTand in which the artist Tives.
(2) Tell about the Tives of everyday people as well as the

leaders of a country.
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(3) Dea1 w1th ]ove found and then 103t
- (4) Hardsh1ps of ]1fe and death
(5) Po]1t1ca1 statement.

' (6), Top1ca] in nature.

(7) Adventures wh1ch have. occurred or have been 1mag1ned

]An example of avp011t1ca1 message occurs‘1n the fam111ar song

"Yankee,Doodle." According to Downes and Siegmeister (1943);

nthjs‘song.waS1sung~by both sides of the revolutionary war.

S "This 1ns01ent‘andvsatir1ca1.tune played a conspicuous part -

"in the American. Revo]ut1on "It was sung derisively by the

English at the Yankees. They, in turn, struck up the tune as

they marched the defeated British soldiers to prison. "They

even enticed away the British band," says Marjorie Barstow

3Greenb1e,'"h1red it themselves and had it playing the obnoxious -

song." The Minute Men of Concord adopted it-as their own, and
when Cornwallis surrendered at Yorktown,,1t was to the
accompaniment of "Yankee Doodle.'

"Yankee Dood]e"

. Fath'r and I went down to camp,

Along with Captain Good'in,.

~ And there we saw the men and boys -

As thick as- hasty pudd1n

Chorus:

Yankee Dood]e keep 1t up.

Yankee Doodle dandy, S
Mind the music and the step,
And w1th the g1r]s be handy

And there we saw a thousand men,
- As rich as Squire David; f
- And what they wasted ev'ry day,

T wish it cou]d be saved

Chorus

And there was Captain Wash1ngton
Upon a slapping stallion,

* Agiving orders to his men;
T guess there was a m1]11on
:Chorus .
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. And then the feathers on his hat,
They looked so 'tarnal fine, ah!

I wanted peskily to get

To give to my Jem1ma
Chorus:

And'there they d fife away like fun,
And play on cornstalk fiddles,

And some had ribbons red as b]ood
A1l bound about the1r m1dd1es .
Chorus: .

Uncle Sam came there to change

Some pancakes and some onions,

For 'lasses cake to carry home

To give his wife and young ones.
Chorus .

But I can't tell half I see,
They kept up such a smother;
-So I took my hat off, made a bow,
And scampered home to mother.

Popular Verse

Yankee Doodle went to town,
Riding on a pony. —
Stuck a feather in his hat
And called it macaroni.

Yankee Doodle, doodle doo
Yankee Doodle Dandy, '
A1l the lads and.lassies are
Sweet as sugar candy.

An examp]e of a topical message occurs in the songv"She'1] be
Comin' Around the Mountain." Lomax (1960) sums up the meaning
of this song.

"This early western railroad ditty, anonymously composed,
put the original hymn tune (The 01d Ship of Zion) out of the
minds of most of us; it catches the jubilation of the halcyon
day when the first steam engine came wb1st11ng and snort1ng 1nto
a horse and-buggy townon the prairies.” ‘

" "She'11 be Comin' Around the Mountain"
She'11 be comin' around the mountain when she comes, (2)

She'11l be comin' around the mountain, (2)
. She'1l be comin' around the mountain when she comes.
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,2."$he'1]:he dhi?in' étx White horses;uete.’
3. we»wt]] a]]fgo eut to ﬁeet her,. etch
4. We w111 have ch1cken an' dump11n s, etc.
| S-ifWe ]1 be ree11n ah' a- rock1n , etc. |
6. We'll shout g]ory ha]]e]uaah, etc.
These are two examp]es of how 1yr1cs can dea] w1th var1ous
'th1ngs. _Now it is time to get the gtudents involved in writing
their own lyrics. Since the students.have created "the big
tree;“_tt is‘only‘appropriate that a sbng shoutd»be whitten
| about Bi]ty cutting down "the big tree" out of love .and devotion
for his dogs, ‘Little Ann ahd O]d Dan-. |
The students ~in this f1rst attempt at writing song lyrics
may use the tune from a folk song they a]ready know and add

their own wr1tten lyrics.

Chapter X/XI
1. Discussion/Whiting/Journa] Ideas

[

‘a. h"The‘mohey earned from my furs was turned over to my father.
I didn't care about it. I had what I wanted - my dogs. I
supposed Papa was saving it for something because I never
saw anything new turn up around our home, but, Tike any

~young boy, I wasn't bothered by and I asked no questions."
(p. 100) - P ‘
(1) .what,is Billy's father going to buy with the money
Billy earns from selling coon hides?
(2) . If you earned money 1ike Billy, what would you do with
'it?f’~t o |
b. How could Billy elaborate his hunting tales? Quote from

page 101 deals with Billy and hunting tales.
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: "I didn't have to tell any whoppers for some of the

. things my dogs did were almost unbelievable anyhow. Oh,

~guess I 'did make things a Tittle bigger than they actuaTTy .

were but I never did figure a coon hunter told honest-to-
,goodness T1es He JUSt k1nd of stretched th1ngs a 11tt1e "o

c.- Descr1be ‘the d1fferences between OTd Dan and L1tt1e Ann

How are they T1ke human be1ngs?

Turn your cTassroom 1nto the forest and r1ver bottoms where

:vB1TTy OTd Dan, and L1tt1e Ann hunt coons ,Have‘your students

- Create:

“a. Trees
b. Bushes ..
c. Cane -

d. ‘Sky/Stars/Moon

e. River:

f. Coons.

The students w1]] enJoy turn1ng the1r cTassroom into a scene S

from the noveT  They can even create the farm house and

'characters Th1s can be extended 1nto smaTT groups act1ng out :

"adventures of B111y and his docs R

Storyte111ng in Folk Songs
a. To beg1n this sect1on share w1th the cTass the Tyr1cs to
"The Deer Chase " arranged by ATan Lomax
| | "The Deer Chase"

We heed not the tempest the to1T nor the danger, _

- As over the mountain away goes Ranger, . -

ATT night Tong, till the break of dawn,, ,*;:,
Merrily the chase goes on; -

Over the mountains. the hills and the founta1ns,
- Away to the’ cnase, away, away (Chorus).u

T Choruc
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Away and away, we're bound for the mountain
Bound for the mountain, bound for the mountain,

Over the mountains, the hills and ‘the" founta1ns,
Pway to the chase, away, away

2. Now we're set just r1ght for the race, R
The old hound dogs.are ready for the chase,
The deer is a- bound1ng and the hounds are a- sound1ng,<
"Right on the trail that leads o'er the mountain.
- Over the mountains, the hills and the fountains,
 Away to the chase, away, away. (Chorus) )

3. Listen to the hound bells, sweet1ybh1ng1ng,‘.
Over the mountain the wild deer! s springing,
A11 night Tong till the break of dawn
Merrily the chase goes on.
Over the mountains, the hills and the founta1ns,‘
- Away to the chase. away, away. (Chorus)
‘4,' See Lhere hes wild deer, lnemhllnq pnnl1ng
Iremb11ng pant1ng,,tremb11ng, panting,
~ Only for a moment for hunger standing,
'~ Then away on the chase away., away.
Over the mountains, the hills and the fountains,
Away to the chase, away, away. (Chorus)
b. _Breinstorm‘the‘sequence of events in "The Deer Chase."
c. Brainstorm about»whatjhéppens when Billy, 01d Dan. and
Little Ann hunt coons. ‘ o
d. Write the Tyrics to a song about Billy, O1d Dan, and Little
bAnn hunt1ng coons |
(1) Entire c]ass nork1ng together on the lyrics.
| (2)‘ Sma]] groups writing a verse or a complete song. If
’th1s opt1on is used there w11] be var1ety of 1yr1cs

the students will write. -

‘Chapter-XII/XIII‘
1.7 D1scuss1on/Wr1t1ng/Journa] Ideas
~Why do words sa1d 1n d1fferent contexts cause peop]e tO‘

' react d1fferent1y?
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"(1)'7"Raine butted in again," "What's the mattef? You

'i'yeIIOW'?“' (p. 127)
(2)  "As they tdfned to leave Raine smirked. 1'Suckér’lihe
said." (p. 128) o
How do péopTe ébqﬁire repUtations good or bad? What kind of
reputationvdo you Wantkto'have?"' |

What kind of things might‘havé the Pritchards done to

“acquire their reputation? Could part of fheir‘réputation:be

due to\the‘imagination of their neighbors?

Describe the "ghost coon."“Accompahy this>desériptioanTth
a sketch. " |
Why would Billy decide to not ki1l the "ghost coon?"  (p.

141) Do you think the "ghoSt coon" had a right to go on

Tiving and prowling‘thé forest after’Bi]Ty's 01d Dan and

Little Ann had treed him?

Do you}thfhk therevwas a reason for:Rubih tp die ' while
trying ﬁo save his dbg, 01d Blue, from 01d Dan and Little
Ann? | | |

WOﬁld Rubin have killed 01d Dan and Little Ann if he had not

faTlen while running?

C]aés Prbject and‘Debate

a.

‘Research the‘profsland con's of hUnting.

(1) Animal rights and protection.
(2) Hunters' rights.
(3) Dangers involved in hunting - safety precautions used

by hUnteks.
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would show the students hunting dogsfénd also demonstrate some

of the commands and training techniques used.in’hunting;

. The music of the hunt.

‘Page 130: "A bird in a- canebrake on our r1ght started ch1rp1ng.
A big swamp rabbit came running down the riverbank as if all

" hell was close to his heels. A bunch of mallards, feeding in
the shallows across the river, took flight with fr1ghtened
quacks. A feeling that only a hunter knows ‘sTowly crept over my

. body. 1 whooped to my dogs, urging them on.

Little Ann cefie in. Her bell-like tones blended with O]d
Dan's, in perfect rhythm. We stood and listened to the
beautiful music, the deep-throated notes of huntlng hounds on
the hot-scented trail of a river coon. \

w1lson Raw]s v1v1d1y descr1bes the sounds - a55001ated w1th a |
coon hunt.v.Bes1des the regu]ar nomses connected w1th.n1ght,
tnere_are,also the;30unds'bf the hounds-and the scampering of
an{ma1sc | » | | | o |
a. Brainsﬁqu on thevsounds_Which_won1d ee neard when Bfl}&‘fi

goes’hunting.' Students,may Took at_previouszsectipns of the

“novel to help them.  You could also have'the.stddents-record
| alf the7soundsdthey hear while sitting'on their‘backsporches _
| 'at n1ght - th1s probab]y w111 not be he]pfu] if they Tive in
the middle of a city.
b. Using the 1yr1cs about 01d Dan, L1tt1e Ann and B1]]y
| > hunt1ng, wr1tten in: the prev1ous sect1on, add music. This;
“music should not on]y ut111ze the sounds. nroduced by the
“student s created 1nstruments but should a]so 1ncorporate
Mthe sounds of night 11fe and hunt1ng hounds
v,Through th1s process_the students have created a folk -

'song, which can be presented to parents,andtpeers. |
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D1scuss1on/Wr1t1ng/Journa1 Ideas o

a.

'"Yes Itknow,.he satd ”"but st1]1 T acted 11ke a foo]

| . Bi]ly;ilfhad nd.ideauth1ngs were_go1ng to turn out like‘they

'did, or I wou]dn t have called that bet." (p. 155)
'(1)' Do th1ngs a]ways turn out the way we think they will?
(2) Why wou]d Grandpa fee] 11ke a foo] over bett1ng w1th

'Rub1n and Raine Pr1tchard?
(3) Do certa1n peop]e push you to act d1fferent]y than you

‘norma]]y would?

:'(4) Should peop]e bet w1th each other? If yes,bwhatjtype o

'lof things?

. What kind of relationship do Billy and Grandpa have?

Describe th1s re]at1onsh1p in oeta11

Descr1be the re]at1onsh1p you have w1th your Grandpa or

| Grandma

How does B111y view h1s dogs? Are they friends or are they

a master and his dogs?

What does a buggy lTook T1ike? Showvstudents iTlustrations‘

| and p1ctures of var1ous types of bugg1es They'might,enjoy
| draw1ng the1r own buggy U g B
.f Pned1ct1on What 1s go1ng to happen at the Champ1onsh1p Coon
. Hunt? Th1s can be done in the students Journals or-on the
_ehalkboard; ‘Remember, each prediction represents a students'

beliefs.
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Song Lyrﬁcs and Storytelling. The lyrics of the following songs
‘w111 prepare the students fof the "Championship Coon Hunt."
Fach of these songs tell a story about a dog and or hunting.
These lyrics provide the basis from which the students can write
fheir own stories or huhting song using these songs as an
exampTe. Ifbthe students becbme involved and excited about this
activity, they can also add musical accompaniment using

available instruments.

"The Hound Dawg Song"

Ev'ry time I come to town,

The boys keep kickin' my dog aroun',
Makes no difference if he is a houn',
They gotta quit kickin' my dawg aroun'.

Me an' Lem Briggs an' old Bill Brown
Took a load of corn to town,

My old Jim dawg, ornery old cuss,

He just naturally follered us.

As we driv past Johnston's store

A passel of yaps come out the door,
Jim he scooted behind a box,

With all them fellers a-throwin' rocks.

They tied a can to old Jim's tail
An' run hom a-past the county jail,
That just naturally made us sore,
Lem, he cussed and Bill, he swore.

Me an' Lem Briggs an' 01d Bill Brown
Lost no time a-gittin' down,

We wiped them fellers on the ground
For kickin' my old dawg, Jim, around.

Jim seen his duty there an' then,

He Tit into them gentlemen,

He shore mussed up the courthouse square
With rags an' meat an' hide an' hair.

Every time I come to town ‘

The boys keep kickin' my dawg aroun',
Makes no difference if he is a houn',
They gotta quit kickin' my dawg aroun'.
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"Let's Go A-Huntin'"

'Let's go a-huntin',' says Risky Rob. ‘
'Let's go a-huntin',' says Robin to Bob.
'Let's go a-huntin',' says Dan'l and Joe.
'Let's go a-huntin',' says Billy Barlow.

'What shall we hunt?' says Risky Rob.

'What shall we hunt?' says Robin to Bob.
'"What shall we hunt?' says Dan'l and dJoe.
'"What shall we hunt?' says Billy Barlow.

'Let's hunt coons' says Risky Rob.

'"Possum for me,' says Robin to Bob.

'Let's catch rabbits,' says Dan'l and Joe.
"I'm huntin rats,' says Billy Barlow.

'"How shall we divide him?' says Risky Rob.

'"How shall we divide him?' says Robin to Bob.
'"How shall we divide him?' says Dan'l to Joe.
"How shall we divide him?' says Billy Barlow.

'I'11 take shoulder,' says Risky Rob.
'1'11 take thigh,' says Robin to Bob.
'I'11 take back,' says Dan'l and Joe.
'Tail bone mine,' says Billy Barlow.

"How shall we cook him?' says Risky Rob.

'"How shall we cook him?' says Robin to Bob.
'How shall we cook him?' says Dan'l to Joe.
'"How shall we cook him?' says Billy Barlow.

'1'11 fry mine,' says Risky Rob.

'1'11 broil thigh,' says Robin to Bob.
'I'11 bake back,' says Dan'l and Joe.
'Tail bone raw,' says Billy Barlow.

"Blue"

Had a dog and his name was Blue

Bet you five bucks he's a rounder, too.
Chorus:

0 Blue, Blue, Blue, O Blue

Every night just about good dark,
Blue goes out and begins to bark.
Chorus:

Blue treed a possum in a 'simmon tree,
Blue looks at possum, possum looks at me.
Chorus: ‘ :

83
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.V_Chased that possum out on a limb,
Blue set down and ta]k to h1m
Chorus:

‘Blue got sick and very sick,
Called for the doctor to come r1ght qu1ck
Chorus: .

Called for the doctor and the dootorgcome,
He says, 'Blue your huntin' days are done.'

- Chorus

0ld B]ue died and he d1ed so hard
Scratched Tittle ho]es in my back yard
Chorus: -

. 'Dug his grave w1th a s11ver spade, -

Let him down with a go]den cha1n
Chorus: .

When 1 get to heaven f1rst th1ng I ]] do,

Take my horn and blow for Blue,

Chorus

Come on, B]ue come on Blue.

There's a possum 1n Heaven for me and you.

Chorus: ‘

‘A11 of. the above songs. were taken from Fo]k Songs of North

America by A]an Lomax. |

a. gRead and discuss each song Some of the words may not be
clear to the’ students | |

b. Students dec1de wh1ch song they want to work w1th They.can
work w1th_more than one song ‘but 1t‘m1ght be confusing for
them. |
(l)u'wr1te a stor/ based on one of the above songs
(2) Write a song us1ng one of the above songs as an

‘examp1e | |

‘(3) Small groups can be used as we]] as 1nd1v1dua1 students

workwng by themse]ves,
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Perform songs and read stor1es for the class. These>songs

IVe_ and stor1es can a]so be shared w1th other c1asses and

parents,

Chapter XV/XVI

1. Research PrOJects

a.

Research the various typeslof contests whtch involve trained

dogsd

(1) Hunting

(2) Obed1ence .

What is the d1fference between a - "hoot" ow] and a "screech”
owl?
Where do'snperstitions;originate?‘ What are common superé'

stitions you know about? ‘

d2. Art Activity " Draw a p1cture of the Coon Hunt Camp descr1bed on

page‘174.' Th1s activity cou]dvbe done,1n‘the form of a mural as

‘a class project.

3. Dichssion/Wkiting/JoUrna1 Ideas

a.

Why wou]d Billy be reluctant to enter Little Ann 1nto the
best 1ook1ng dog compet1t1on? |
How on]d you feel'waiting»to get your chance to participate

in a b1g event like B111y at the Championship Coon Hunt?

IWhy was Billy accepted as an equa] by the other hunters?
. Are 01d Dan and L1tt]e,Ann un1que dogs? Do they have a

“special‘relationship toward each other?
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thoop1ng Contest When B11]y goes hunt1ng he whoops to his. dogs o -

‘to encourage them and to let them know that he's comlng to he]p

"_ them.. It w111 be fun for the students to make up the1r own

unidue "Whoop " A father of one of the students may hunt and be~"

—

‘ab]e to. aemonstrate how to whoop
Fo]k Nus1c from other cu]tures and countr1es
hhSo far 1n our 1ook at Fo]k Mus1c the Un1ted States is the
’ on]y country_wevhaye,touchedbupon;‘ Folk" Mus1c 1s an 1mportant
‘mUSicalugenre'in many.different countr1es and cu]tures.‘vIn.th1s
section the omphas1s w111 be on Jew1sh Folk Mus1c | o
Before beg1nn1ng th1s sect1on, check w1th your stuoents to‘
,seé if the1r‘fam111es are,know]edgeable about the Folk Mus1c of‘
a particu1ardcountry or‘cuiture. An‘example could be an o
Armenian’student who'sbfamiTy stilt canries'on’that musical
tnadition,'_This particular student‘may be able to share a
wea]th of\information with his peers and teachers.
'aﬁ,*Research‘Projects ; |
(1) What type of instruments are used in Jewish Fo]k Music?
- (2) What countries and cu1tures have influenced Jew1sh Folk
- Mus1cr o
Cb. Obtain r((ord1nqﬂ'and books on Jew1 h Folk Music. These
‘mater1als can be used w1th the ent1re c]ass or sma]] groups‘
It is 1mportant to have ‘the students hear Jewish Fo]k Mu31c
as. 1t w1]1 be d1fferent from what they have prev1ous]y

: heard
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(1) Ruth Rubin, "European Jewish village songs and
expressions of the immigrant generations." (Folkways
FS3801)

(2) Rubin, R. (1950). A Treasury of Jewish Folksong, New

York, NY:. Schocken.

(3) Rubin, R. (1965). Jewish Folk Songs in Yiddish and

English. New York, NY: Oak Publications.

c. Students create their own Jewish Folk Songs using the words
of an already existing Jewish Folk Song. The following are
the lyrics of two songs which can be used. Students cén
adapt the instruments they created earlier for the
accompaniment.

The following song is considered a work song by Ruth Rubin in Jewish
Folk Songs in Yiddish and English.

"Eyder Ich Leyg Mich Shlorn"
"No Sooner to Bed"

1. No sooner to bed ' 3. The needles are old
My bones full of pain, They constantly break.

Then I must rise
To work again.

Refrain:
To the Lord I will weep
To the Lord I will cry,
Why was I born .
A seamstress, why?

Should I come Tate
I Tive so far away,
I am docked

For a full half-day's pay.

Refrain:

Yiddish and English.

My fingers, they bleed,
My God, how they ache.
Refrain:

The boss makes me wait
When I ask for my pay.
I've nothing to eat,
I'm hungry all day.
Refrain:

The following is a children's song also from Jewish Folk Songs in
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"Bay Dem Shtet] Shteyt a Shtibl"
"We Live at the Edge of Town"

1. We live at the edge of town
In a house so small,
The roof 1is green and all around the
Little trees grow tall.

2. Mother, father and my sister
Chanele and me.
We've been living here a 1ong time,
A11 so happily.

3. Father works and works and works
© But I can c]ear]y see,
He buys focd and pretty toys
For Chane]e and me.

4. He brouoht a puppy. bark1ng, bark1ng,
So we called him Tsutsik.
He brought a pony, neighing, ne1gh1ng.
So we called him Mutsik..

5. He brought a 1ong—neck goosey, loosey

Her feathers were soft and white,

~ And a hen that cackled, cackled
And laid an egg that night.
6. _Mother'took the neW‘laid eggs and
- She did such a trick!

She put them under a setting-hen.

And we had baby chicks. ‘

d. To cu1m1nate th1s 1ntroduct1on to Jew1sh Folk Mus1c teach
the students a Jew1sh Fo]k Dance If you are not familiar
with thjs_bype of dancing, contact someone in the community
to come and teach the students. Once they start dancing

- theyew51] have a great time.

o Chapter XVII/XVIII

1. D1scuss1on/Wr1t1rg/Journa1 Ideas
a. Have any 01 you ever been caught in a bad storm? What would

you do if you were caught outside in a snow storm?



'Prediction4* What“dotyou'think‘wiIT:be‘done with-the'money won

at the Champ1onsh1p Coon Hunt? .

o Art Act1v1t1es

s,a. Create’ rep11cas of the Go]d and S1]ver Cups won at the
Champ1onsh1p Coon Hunt

b. Recreate L1tt1e Ann and 01d Dan c1rc11ng the treed coon
dur1ng the storm |

Continue 1ook1ng at the Fo]k Mus1c of other countries and

- _cu]tures Th1s sect1on dea]s w1th the Fo]k Mus1c of France

a,b Brief UVCIVILW of lrancc
| e(l) vwhat are the d1fferent reg1ons in France and how do
"they d1ffer? |
(2) Look at the French culture - does mus1c p]ay’an :
"‘1mportant part in the ]1ves of the French peop1e
(3)d Is French the on1y language spoken in France or are.
‘ _ there other 1anguages a]so spoken? - |
- b.- Research PrOJects |
'(1)J1What 1nstruments are common]y used 1n French Fo]k
o Mus1c? v | S | o |
(2)'that are the 1nf1uences wh1ch shaped French Folk Mus1c?
f'(3) "What types of songs are sung 1n the genre of French _”
“Folk Mus1c7‘f1’ | - o |

CIt s 1mportant to po1nt out that French Fo]k Mus1c character1s-

»t1ca]1/ ut1]1zes exc1t1ng rhythms wh1ch express the emot1ons of o

the song. These songs a]so rare]y dea] w1th the Dev11 ghosts

and the supernatura] as 1s done in the songs of other countr1es
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c. Books and recordings on French Folk Music need to be
available for the students. Here are ‘ust a few
suggestions.

(1) 01d Time Fidd]e*Tunes,'p1ayed by (=an Carignan.

(Folkways FG3531)
(2) Cass-Beggs, M., & Cass-Beggs, B. (1969). Folk
Lullabies. New York, NY: Oak Purlications.

(3) Challis, E. (1974). Fun Sings, Rounds, and Harmony.

New York, NY: Oak Publications.

(4) Scott, B. (1966). Folk Songs of France. New York, NY:

Oak Publications.

d. Write the Tyrics to a French Folk Song. In this section,
the students are to write their own lyrics for an original
song. Instead of Tater having the students add a musical
accompaniment, have a se]ection or two of exclusively French
instrumental music. The students can then put their own
words to the music. There may be some difficulty in finding
instfumental recordings without words. If you are unable to
find recordings, have a pianist record the music.

Here are the lyrics to two different types of Frenchv

Folk Songs which can be used as eXamp]es for your students.
These songs ére taken from Folk Songs of France by B. Scott.
This first song is a shanty.which was sung by sailors on a long

voyage.
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1. Many's the man we'll Tose below,
Goodbye fare ye well,
Goodbye fare ye well, :
Gone where the deep sea sa1]ors go,
Hurrah for Mexico, yo ho ho,
A1l sails set, on to Valparaiso, hau] away,
Shipmates we 11 leave there, bones lying ]ow,
Heave bu]]y boysg hey ho, heave hey ho ‘

2. Those who get back to see Bordeaux, o
‘Goodbye fare ye well,
Goodbye fare ye well,

~ Pick of the bunch as “well they knows

,'Hurrah ‘for Mexico, yo ho ho, - ‘ o

Boats away! Pull for the shore they re rarin' to go, ..
Way, Charlie, away. B
Liquor and f1ght1ng and women in tow,
_Heave bully boys, he ho, heave hey ho.

Th1s 'song is one of “the best known French Folk Songs outs1de of -

France and 1s cons1dered a ronde wh1ch is a type of dance

"Aupres de Ma B]onde"
»"C1ose Up to My Darlin"

1. The quail, the grey woodp1geon,
And Speck]ed partridge come,
The quail, the grey woodpigeon.
- And speckled partridge come,

- My little dove, my dearest,
‘That night and day doth croon
" Chorus: ‘

Now in my father's garden
- The Tilac bushes:b]oom, ‘

Now in my father's garden,

The 1ilac bushes bloom,

A hundred thousand song birds
‘Are building round my home,
Close up to my darlin'

How I love, I Tove, I Tlove,
Close up to my. darlin'
How I 1ove to be.

2. It's comfort1ng tne ma1dens
Unmarried and alone,
It's comforting the maidens,
~ Unmarried and alone.
- Sweet dove don't sing for me then,
A man, I have my own :
Chorus: '
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3. 0 tell us, tell us lady, -~
Where is your husband gone?
0 tell us, tell us Tady,
Where'is1yourzhusband“gone?
.. In Holland he's a prisoner,
- The Dutch have takenihim.g
”Chorus -
4. . What wou]d you g1ve my beauty,,
~To have your husband home?
What would you give, my beauty, .
Versailles I'd gladly; give them, oo
‘And Paris and Notre Dame.
Chorus: ‘
5. vVersa1]1es I d g]ad]y g1ve them,
- And Paris and Notre Dame; )
Versailles I'd gladly give them,
~And Paris and Notre Dame, -
Saint Denis's Cathedral,

And our church =spire at home
Chorus

e, uSharersoncs with the c]ass
'nf:i As a f1na1 act1v1ty in aea11ng w1th the fo]k mus1c of Francefﬁ
:and ‘the Jen1sh cu]ture “have the students compare and _t g
| contrast the d1fferences they hear and observe 1n the mus1c “

Jof these two groups of peop]e

Chapter XIX .
1. D1scuss1on/Wr1t1ng/Journa1 Ideas
| a; "My numb brain- started work1ng I thought of another t1me theL‘
| ax had been covered w1th b]ood I don t know what I thought’;
'ﬁ‘sof Rub1n Pr1tchard at that t1me or why I thought of these ‘
‘words I had often heard 'There is. a little good in a]]
evil'." (p. 228) "

(1) Whatbis meant by "There’is a Tittle good in ai]-eui]?““;
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v(2)f Do you th1nk the mounta1n 11on and Rub1n Pr1tchard are

~in any way a11ke?
i;,."They were so c1ose together : I sa1d "when they came up

vaoff the ground they ]ooked JUSt 11ke one. n (p 232)

o - (1)1 Do you th1nk L1tt1e Ann and 01d Dan are rea11y one?

Why? B _ ,
"(2) Why cou]dn t L1tt1e Ann go on ]1v1ng without 01d Dan?
.”_"Long after my mother and father had ret1red I satvby the |
vf1re try1ng to th1nk and cou]dn "t 1 fe]t numb a]]vover. I |
':knew my dog was dead but I cou]dn t be]1eve it. I:didn't:'h
v;want:to - One. day they-were both alive and happy. jThenEthat
night JUSt Tike that ‘one of them was dead." (p. 234) S
- {i) What does ‘this quote te]] us about ]1fe? | |
(2) - Have you ever 1ost someone or someth1ng ‘that was very o

1mportant to you7 How d1d you fee]7

.':Fo]k Mus1c and the Orcnestra

‘]Folk Mus1c has prov1ded the bas1s for melod1es, rhythms and the

'"1aorchestrat1on of the symphony orchestra and other 1nstruments

vphCerta1r composers have ut111zed Amer1can Folk Music qu1te

” pextens1ve1y In. th1s sect1on, the mus1c of Char]es Ives and

Anton1n Dvorak w111 be stud1ed

Char]es Iyes: = absorbed the music of the New Eng]and v1]1age' '
: 1n wh1ch he grew up concerts by the v1]1age band, the
| s1ng1ng of the v111age cho1r, barn dances, camp meet1ncs and

c1rcus parades
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(1) bSeCond symphonvv(IQOl) 3 The’ttrst movement is
rem1n1scent of farmers f1dd]1ng at a barn dance w1th
it's 31959 ga]]ops and ree]s In the 1ast movement
snatches of fam111ar Amer1can songs can be heard
o :"Camptown Races,"}"Turkey 1n the Straw," "Co]omb1a the
iv'Gem of the Ocean " ‘ J‘ ‘ _
(2)‘ "Var1at1ons on a Nat1ona1'Hymn"‘(Amer1ca) (1894) - This
| p1ece has been arranged for Bands o |
'Anton1n Dvorak - A Bohem1an composer who v1s1ted the Un1ted )
States from 1892 to 1895. »V |
| (1) New World Symphony (1893) , The-Lando or Slow Movement
| is based on the me]ody of the sp1r1tua1 "Go1n Home'"l} ”
(2) He did not advocate the 11tera] use of folk 1deas but
E th¢'5P1f1t~°f American melodies. |
. To'bningumeantng'to this section,ﬁrecordings-of‘theiabove;
vmenttoneddpiecesvis essentia1;, Yon may not be able to find;
reoondings of'these‘exact works but try‘to find another: '
p1ece by the above ment1oned composers, Ives and Dvorak
Students w111 enJoy ]1sten1ng to these compos1t1ons and
'shou1d be able to d1st1ngu1sh var1ous fo]k e]ements |
.Bela Bartok" has composed extens1ve]y us1ng Hungar1an Folk
‘fMus1c as a bas1s for h1s works Students tak1ng p1ano
“_]1essons may have even p]ayed a Few of h1s eas1er

'compos1t1ons

CIf you are fam111ar W1th and have access to record1ngs of B
anothen_composer saworks that ut1]1zes folk music e]ements,

"share this know1edge and'mustc‘with the students.
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1. D1scuss1on/Wr1t1ng/Journa1 Ideas

a.

"I had heard the old Ind1an 1eoend about the red fern How -

a Tittle boy and g1r1 were Tost in a blizzard and frozen to

_deathﬂkrIn'the spring; when they were'found a beautifuT red

fern had grown up between their two bod1es The story Went
on to say that on]y an ange] cou]d p1ant the seeds of a red

fern and that they never died; where one grew, that spot

was sacred " (p 246)

(1) What is a- ]egend? | ”
(2) Do you th1nk the legend of. the red fern 1s true?
(3) Do you th1nk seeing the red fern growing between the
- graues ova]d Dan and Litt]e Ann was a'comfort to Billy?
:Whyﬁ | |

Have you ever exper1enced someth1ng wh1ch you will never ’

forget, Tike B11]y and the memor1es of Old Dan and L1tt1e

Ann? .

2. Fo]k'Festtval - During'the musical portton of Where the Red’Fern

Grows students have been exposed to and 1nteracted with Fo]k

Music. In this f1na1 act1v1ty ‘the songs and 1nstruments the

students have created will prov1de the music for a fo]k fest1va]

’wh1ch can be performed for parents and peers

Cad.

Put together a program us1ng or1gnna]~songs, songs with

 new 1nstrumenta1 accompan1ments and original songs with _

- recorded accompan1ment.
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Dancing can be added if students are enthusiastic and
motivated in this direction. |

Costumes which reflect the charécter of the songs and music
being performed wi]] add an authentic touch.

Rehearse and perform the folk festiVa].
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E Appendtx I

Excerpt taken from The M11ton Cross New Encyc]oped1a of the Great

Composers and The1r Music. Vd]b I1 by M11ton:Cross and Dav1d Ewen o
,“WOnganngmadeusaMOZard‘(1756e1791)

The miracles of Mozart‘s chi]dhood read 1ike:1egends, yetvthey have,v
a]] been substantiated. He was the son of Leopo]d Mozart, a performer in-
the court orchestra at Sa]zburg who, a year after WOlfgang s birth, was
,e]evated to the post of court composer Herr Mozart was a respectab]e
v1o]1n1st the author of one of the ear]1est pub11shed texts on violin
| p]ay1ng (1756), and a pro]1f1c composer “But he was: no genius, and he
knew it. As soon as he perceived signs of except1ona1 musical g1fts in
his son he was movod by the: des1re to create the boy in the “image of
himself as he wou]d have 11ked to be.

At the age of three WOlfgang started to show more than passing
_1nterest in the harps1chord lessons g1ven h1s o]der sister (by some f1ve
years), Maria Anna (affect1onate1y cal]ed‘Nanner1). He started exper1-
menting at the‘keyboard; expressing de]ight.Whenever he arrived at a ..
pleasing progre3310n;‘bBefore.long his tatherkstarted teachtng him the v
harpsichord: he was on1y four at the time. He learned his41essons moreh
by instinct than by rote; he never seemed tovhave‘to be told what»was )
right, but sensed'it immediately. His ear was so sensitive that it COqu
perceive when a v1o]1n was tuned an: eighth of a note too Tow; and 1t

cou]d react so pos1t1ve1y to unp]easant sounds that once, at the b]ast of



98

.a trumpet he fa1nted w1th pa1n He had an inde]fhle memory and -

>'1nfa111b1e instinct. Hear1ng a me]ody once he cou]d reproduce it
without error. He cou]d identify toneS'and chords b1indfolded. G1ven a .
theme he cou]d improvise for ha]f an hour without repeat1ng h1mse]f He
‘read a p1ece at s1ght the way others p]ayed it after hours of pract1ce

On one occasnon a second v1o]1n1st fa1]ed to report to Mozart S
father's house to part1c1pate in a session of quartet music. The child
took the place. of the absent musician. Although he had never seen the
music, he Filled in without apparent difficulty. To his father's
amazement‘at this feat, he mere1y said "Sure]y you don' t have to study
~and pract1ce to play second violin, do you?"

He started writing music as easily as he learned to play it. When
he was five years old he wrote-for the harpsichord two minuets, which
have . been pIQbLIVLd He forthwith became ambitious While still five,-he
filled his music paper with smudges, notes, and o]ots in an attempt to
produce a concerto. It proved to be on]y an attempt but he did complete
a fuT]-f]edged sonata when he'was seven and a symphony when he was,e1ght.

Herr”Leopo1d dtd not haveato be told that a:mirac1e was taking place
in his household. fThenceforth‘ his own mUsicaI ehdeavbrs-were pushed to
an 1ns1gn1f1cant background, as he concentrateo exc]us1ve1y on his son's
‘deve]opment’and career. When WO1fgang was s1x hears o]d Herr Leopold
decidedato exhibit_him."The whole Mozart family, set forth on a tour.“
WOngané played for'the'ETeCtorvof Bavaria in Munﬁch‘ where his
performance was regarded as so extraord1nary that word of his success.
reached Vienna. When the Mozarts arrived there, they were 1mmed1ate1y,

ordered to appear before the Empress Mar1a Theresa in Schonbrunn



99

Dressed in silk hose and tight fitting velvet jacket with puffed sleeves,
with his-hair caréfu]]y groomed, he sat at the harpsichord in Schonbrunn
and p]ayéd a concerto by Georg Christoph Wagenseil (1715-77). Wagenseil
was presént; At the child's request he turned.tﬁe pages of the music; he
cou1dvscarce1y contain his tears. _Then,'at a dare, the miracle boy
performed His tricks, feats of ear and memory. I-:'You are a little
sorcerer;" said the émperor, while the empress kissed and fondled him.
Little Mozart was showered with §1fts.

The triumphs of Vienna whetted Herr Leopold's dppetite. For the
next three years, he kept his wonder.child traveling and performing. In
Frankfurt on the Main, in‘1763, his concert was adQertised in the manner
| of a one-man circus show: "He will play a concerto for the violin, and
.Wi]] accompany symphonies on the harpsithord, thé manual or keyboard
being covered with a cloth, with as much facility as if he could see the
“keys: he wi]] instantly name all- the notes p]ayéd at a distance, whether

singly or 1in chordé on the harpsichord or any other fnstrument, bé]],
glass, or clock, He will finally improviSe'as Tong asvmay be desired,
and in any key, on the hérpSichofd’and organ;" Onevqf those who heard

_ him at this time was Goethe. "I was only fourtéen years old," he wrote
to Eckermann many years later, "bui I see, as if I were still there, the
Tittle man with his:ch11d's sword and curly hair....A phenomenon Tlike
that of Mozart remains an inexplicable thing."

The next majorvstop was Paris. In thé'pa1ace of Versailles, as in
Schonbfunn, the boy Mozart was irresistfb1e. To Baron voh Grimm he was
"so extraofdinaryva-phenomenon that one finds it difficult to be]ieve it

unless one has seéen him with one's own eyes and heard him with one's own
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ears." Only Madane Pompadour appeared'éloof;t'When she torned'her?face
away at his effort to kiss her, he_exc]atmed,:“Whoiis_this that will not
kiss me, when even my empress kisees'me?"_ e h“

After haVing‘fouh of hiS’tto]in‘sonatas poblished in Paris, Mozart
proceeded tthondon.and}the,court of George IIIt The royal Kapellmeister
wa§ Johann Chhistién Bach son of the great Johann Sebastian, but at that
t1me ‘more famous than his late father. Bach fe]] in Tove with the ch1]d
(as, indeed, did the who1e court) and never tired of testing h1s powers
and p]aying musical gameskwith him. Mozart also gave‘several 1mmense1y
successful concerts at the popular Vauxha11 Gardens, usua]]yvin pnograms'
devoted entire]y to his own’works: here Mozart's first symphonies were
played. | .

They were back in Salzburg in 1766, after an;absence'of more than
three years. Mozart's ‘genius had been acknow]edged throughout a]] of
Europe. On]y,the Archb1shop of Salzburg remained skeptical. To test the
boy's much-pub]icized genius, he had the boy locked in a room in the
paleoe with the assignment to write an oratorio on a given text.
Apparently the Archbishop was fully satisfied. ‘He had the work’performed

-and pub11shed When one year'later Herr Leopo]d:applied for enothen
Teave of absence to. embark on a new extended tour, the Archb1shop did not
withhold his b]ess1ngs.

The Mozarts‘returnedbto Vienna in 1768 for what they hoped would be
a repet1t1on of the1r one-time successes there " The 1mpending marriage
of the Archduchess Maria Josepha held prom1se of a profitable v1s1t

~ Before they reached Vienna; however, a sma]]pox epidemic o]a1med.the.

bride as a victim (WO]fgang himself was sticken and for nine terrible
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days was blind). When they f1na]1y arr1ved in. V1enna the nob1]1ty was
) in mourning and in no mood to we]come them. Moreover an e1even-year o]d
boy was not as prod1g1ous seem1ng1y as a f1ve year o]d ch1]d ,The: :
emperor d1d use . h1s powerfu] off1ce to get the boy a comm1ss1on to wrlte
an'opera : WOlfgang comp]eted La F1nta semp11ce w1th breathtak1ng speed |
_But the art1sts of the. opera house (supported by G]uck) resented
‘perform1ng in an opera by a boy and saw to 1t that it never reached the
stage. WO1fgang had to sat1sfy h1mse1f w1th a performance of another de'
fIttt]e comic opera, Bast1en and Bast1enne at the home of Dr Franz Anton
Mesmer, a hypnotist whose name has been 1mmorta11zed 1n_the word
' mesmerizet' | yiﬂ e o y o -
v‘They‘stayed 1n»5alzburg a'year'before'the on wanderlust'returnedg
'vTh1s t1me, Herr Leopold and WO]fgang set out for Ita]y After the. :
v d1sappo1ntments of V1enna, Ita]y was comfort1ng balm. Everywhere he o
went WO]fgang was put to severe test and everywhere he came through
tr1umphant1y In Bo]gna they gave'h1m a contrapunta]lexerc1se that would
ltake a master severa] hours to comp]ete He findshed in han an'hour.
‘ The venerable Padre Mart1n1 (1706 84), one of Ita]y s most Iearned |
mus1c1ans, accepted»h1m-as an equa] In Nap]es, WOlfgang S exh1b1t1ons
'lproved so start11ng that the superst1t1ous were conv1nced that he derived

~h1s powers from the mag1c r1ng he wore on h1s f1nger But h1s greatest

*n,tr1umph took p1ace 1n Rome dur1ng Ho]y Week Each year the M1serere of

. .Gregor1o Al]egr1 (1582 1652) was performed by the papa] choir. A»papa1
'decree forbade 1ts performance anywhere e]se, and the on]y ex1st1ng copy

ltof the work was“Jealoust-guarded. Any attempt to'reproduce the work‘1n
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any form was‘punishabTe by eXcOmmuniCation' Moiart heard'the perfor#
mance then in the pr1vacy of h1s rooms, he wrote down the ent1re comp]ex
contrapunta1 score from memory _ WOrd of th1s 1ncred1b1e ach1evement |
reached the Pope who, 1nstead of excommun1cat1ng the boy gave h1m the

| Cross of the Order of the Go]den Spur

Th1s excerpt g1ves an exce]]ent summary of what occurred dur1ng
. Mozartvsrch1]dhood Th1s was “taken from Just one source, however there‘:”

‘,_are manyhgood_thgraph]es of Mozart ava1]ab1e;. -

Summary'of'Major Works:

Chamber Music E ',ev : Operas

42 violin sonatas =~ Idomeneo : ‘
26 string quartets -~ The abduction from the Seraglio
7 str1ng qu1ntets o ~ The: Marriage of F1garo
7 piano trios. -~ Don Giovanni
2 piano quartets -~ - - Cosi fan tutte
Clarinet Quintet L The Magic Flute
Quintet for Horn, ~ .~ La C]amanza d1 T1to
“Violin, Violas, and
Cello L , Orchestra] Mus1c
_ ' ... .49 symphonies - C
Choral Music - 31 divertimentos, 'cassations,i
Ave Verum TR . and serenades
.cantatas .~ ... .25 m1nuets, German - dances and
~litanies ... " " country dances - :
Kyries . - oo :7Concertos for solo instrument
‘Masses - " or instruments and orchestra
motets =~ - -~ . Sinfonia concertante for V1o]a
~Psalms ~ -~ o and Orchestra
‘Requiem . IR '*“i-Var1ous arias for voice and

: orchestra

Voca] Mus1c f-Var1ous songs for voice and p1ano 1nc1ud1ng
' "Abendempfindung,” "Als Luise," "An Ch]oe "
‘"Das Ve11chen," and "W1egen11ed " .
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~Appendix II
Types of Musical Pieces

Canon:
A contrapuntal devise where a melody stated in one‘part, is imitated
strictly and in it's entirety in one or more other parts.

Concerto:
Solo instrument with a full orchestré accompaniment.

Divertimenti:
A suite of movements for a chamber ensemble or orchestra, designed
primarily for entertainment.

Litanies:
A series of invocation to God, the Blessed Virgin and the Saints
sung by the priest and responded to by the people with Kyrie elesion
(Lord have mercy) or a similar response.

Masses:
A setting of the Ordinary or unchanging parts of the Mass: Kyrie,
Gloria, Credo, Sanctus Benedictus and Agus Dei.

Minuet:
A dance popular during the baroque period, which is in 3/4 meter.
Within the symphony, the third movement is the Minuet and Trio:
Minuet-Trio-Minuet.

Opera:
A dramatic work in which the whole, or the greater part of the text

is sung with instrumental accompaniment.
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Sonata: |
A composition for piano, or for violin, cello, flute, etc., usually
with piano accompaniment. The sonata usually consists of four
movements. :
1st Allegro - fast
2nd Adagio - slow
3rd Scherzo (or Minuet) - rapid in 3/4 meter.
4th Allegro - fast
Suite: | |
An instrumental form of barbque music, consisting of a number of
moveménts, each 1ike a dance and all in the_same key.
Symphony:
In the broadest sense is a sonata for orchestra. The symphony
usually cohsists of four movements.
1st Opening Allegro, sometimes wifh a slow introduction
2nd Lyrical slow movement
3rd Minuet and Trio, sometimes omitted
4th Brisk finale |
Symphony Orchestra Instrumentation:
Strings - violin, viola, cello, and double bass.
‘Woodwinds - 1 dr 2 flutes, 2 oboes, 2 bassoons, 2 clarinets
Brass - 2 trumpets; 2 horns

Drums
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Appendix 111

The words of these songs are taken from The Folk Songs of North

America by Alan Lomax.

Lady Gay - Ballad

1. There was a lady and a Tady gay
0f children she had three.
She sent them away to the North countree
For to learn their grammaree.

2. They had not been there very long,
Scarcely six months and a day.
Ti1l death, cold death, come hasting along,
And stole those babes away.

o

[t was just about old Christmas time,

The nights being cold and clear,

She looked and she saw her three Tittle babes
Come running home to her.

4. She set a table both Tong and wide,
And on it, she put bread and wine.
"Come eat, come drink, my three Tittle babes,
Come eat, come drink of mine."

5. "We want none of your bread, mother,
Neither do we want your wine;
For yonder stands our Savior dear,
And to him we must resign.

6. "Green grass grows over our heads, mother
Cold clay is under our feet,
And every tear you shed for us,
It wets our winding sheet."

When The Saints Go Marchin' In - Spiritual

1. 0 when the saints go marchin' in, (2)
Lord, I want to be in that number
When the saints go marchin' in.

2. 0 when the sun refuses to shine, etc.

3. 0 when the moon goes down in blood, etc.
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'4; O when the stars have d1sappeared etc;b;‘
5. 0 when they crown H1m Lord of a]], etc.

6. O when the day of Judgement comes, etc}

John G11bert Is De Boat = WOrk Song

Chorus John G11bert is de boat
,‘Dy ~de-0, dy-de-0," :
.. John G11bert 1s de boat
d‘-Dy -de- o ' ' "
“ 'Runnin' 1in:de C1nc1nnat1 trade

1. You see .dat boat a—com1n_,
“She's comin' roun' de ben',
~ An' when she gits in,
- She'1l be ]oaded down again.
Chorus

2. She hauled. peanuts an' cotton
An' she hauled so min' (many)
When she to Johnsonvi]]e
Her wuk would jus' begin.
Chorus:

3. She hau]ed‘so many peanuts k
' Her men would run out on 'o (her),
. Dey done run out in de w11derness
- An' neber come back no mo'
Chorus:

4. Lee P. Kahn wuz de head clerk,

' Cap'n Duncan wuz de cap'n,
Billy Evitt wuz de head mate,
Runnin' in de Cincinnati trade.
Chorus:. ' g :

5.  See that boat a—cominf,
" She comin'-rou' de ben',
Loaded to the bottom,. Lawd
" Wid Lou'siana men. :
'Chorus

6.  Hear her bells a-ringin',
 Hear her old whistle blow,
She's Toaded down with peanuts, man,
An' she's comin' back for mo'
Chorus: C
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The Blue- Ta11 F1y - Ree]

;Chorus B J1mmy, crack corn and I don't cane, - (3)
. 01d massa'a gone away. ‘

1. When I was young, T used to wait

: On master and give him the p]atea )
~And pass the bottle when he got dry,
~ And- brush away the b]ue tail" f]y
‘]Chorus i _

- 2. And when he d ride in the arternoon,
- I'd follow after with a h1ckory broom,
~ The pony being very shy, ‘
- When b1tten by the b]ue tail fly.

* Chorus::
3. One day when- r1d1n “round the farm,
: The (1ien w0 nu'rous. Lhey did swarm,

“v:_ One chanced to bite him on the th1oh
"The Dev11 ‘take the blue- ta11 fly!"
Chorus:

~ 4.  The pony jumpe he run, he pitch,
o ,He_threwvmy.master in the ditch,
-~ He died and the jury wondered why,
The verdict was the b]ue tail f]y
Chorus:

5. We laid h1m”unaer a 'simmon tree,
 His epltaph was there to see,
‘"Beneath this stone I'm forced to lie,
Victim of a blue- ta11 f]y neo o
Chorus: _

6. 0le massa a dead and gone to rest _
~ ' They say all things is for the best
: I never shall forget till the day I d1e
~ 0le massa and the blue- ta11 f]y -
- Chorus: ‘

7. The hornet oets in eyes and nose, ‘
" The skeeter bites you through your c]othes
‘The gallinipper flies up high,
 But wusser yet, the blue- ta11 f]y
’ Chorus '
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The Fish Of The Sea - Chantey

1.

Come all ye young sa110rmen, 11sten to me,

I'11 sing you a 'song of the fish of the sea.

Chorus:

Then blow, ye winds, wester]y wester]y b]ow,

We re bound to the south— ard, so steady she goes.

 First come the whale, the biggest of a]]

He clumb up aloft and let every sail fa11
Chorus:

And next come the mackerek with h1sstr1ped back,
“ He hauled aft the sheets and boarded each tack

Chorus:

‘Theh'COmosethe DorDOise'with his 1ittle blue snout,

He went to the wheel, calling "Ready about."

Chorus:

Then eomes the smelt, the smallest of all,
He jumped to the poop, “Lower topsails," he baw]ed

- Chorus:

Next come the cod with his old chucklehead,
Swung by the forechains, a- -heavin' the ]ead

vChorus

~ Then comes the f]ounder, as flat as the ground,

"Damn your eyes, chucklehead, mind how you sound R

'Chorus

The herr1ng called out, "I'm the king of the seas;'

“If you want any w1nd whys I'17 blow you a breeze

Chorus:
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