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ABSTRACT

This workshop manual will help coordinatars train
secondary teachers to use "From Jumpstreet: A Story of Black Music,"
a series of 13 half-hour television programs. The colorful and
rhythmic series explores the black musical heritage from its African
roots to its wide influence in modern American music. Each program of
the series features performances and discussion by talented
contemporary entertainers, plus film clips and still photo sequernces
of famous black performers of the past. The program can be used in
language arts, history, and humanities courses. This manual is
designed to serve two purposes: (1) to provide teacher trainers with
a complete training manual; and (2) to provide workshop participants
with copies of all handouts that will be used at the workshop, as
well as with sufficient background information on worxshop planning
to encourage their implementation of additional workshops in their
local communities. There are three major sections. The first contains
hints for workshop faculty planning. The second contains workshop
agendas and activities. Information provided for each activity
includes an introduction, objectives, materials needed, time needed,
and procedures. The third section of the manual contains handouts,
the background readings, and worksheets that are used in various
activities. They may be used with wockshop participants directly or
by trainers as a means of preparing a short presentation. (RM)
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PREFACE |
|

oy Toby fd. Levine, Project Director, Jumpstreet Humanities Project

Th1s workshop marual 1s one part of the Jumpstreet Humanities Project, a
media-based curriculum deveiopment, 1mplementation and teacher training
project developed at WETA-TV, the public television station 1n Washington, D.C.,
with funding from the National Endowment for the Humanities, Elementary and
secondary Education Program.

This workshop manual 15 designed to serve two purposes:
1. to provide project faculty with a complete training manual; and

2. to provide workshop participants with copies of all handouts that will
be wused at the workshop, as well as with sufficient background
information on workshop planning to encourage their 1mplementation of
additional workshops in their local communities.

A companion volume--THE JUMPSTREET HUMANITIES PROJECT LEARNING PACKAGE--which
contains curriculum materials for use 1n secondary school classes 1n language
arts, history and humanities--1s 1ntended to be used with thi1s manual.

|
The workshop manual is organized 1nto three sections: |
|
SECTION 1. HINTS FOR WORKSHOP FACULTY PLANNING |
SECTION 2. WORKSHOP AGENDAS AND ACTIVITIES
As designed by the project staff, the workshop 1s i1ntended to be 1mplemented
'n three four-hour sessions. In most cases, these will be given on an
evening and the following full day; they may however be given over a
Ji1fferent time period. Where local needs dictate a different schedule or a
different *ime emphasis, these agendas may easily be altered.
“he workshop 1s divided 1nto a sertes of separate activities and these are
~ne meat of the worksnop from the 2oi1nt of view 2T the <*ra'ner. fach
i¢tivity ncludes the foilowing components:
J  1ntroduction

J objectives

(]

materials needed

J time neeced

J  orocedures




SECTION 3. HANDOUTS

Th1s section contains both background readings and worksheets that are
used in various activities. They may be used with workshop participants
directly or by trainers as a means of preparing a short presentation.

Evaluating the success of a workshop 1s a critical part of
implementation. The evaluation form usea by the project 15 included
here. However, this is only one measure of the success or lack of
cuccess of the workshop. [t 1s the feeling of the project staff that
the real measure of evaluation 11es in whether teachers use the
materials to which they have been introduced. To measure this, a sample
of workshop participants will be called approximately six weeks
following the workshop to determine 1f plans made during the workshop
are actually implemented in the classroom.

We at the project are most 1interesting in learning your reactions to this
workshop, to the use of the manual and to the use of the Learning Package.
Please keep us informed. Reactions and comments shouid be directed to: Ms.
Toby Levire, Director of Educational Activities, WETA-TV. Box 2626,
Washington, D.C. 20013.




PLANNING

PLANNING HINTS FOR WORKSHOP FACULTY

Detailed planning and foresight 1s the key to a successful workshop.
This section of the manual has been compiled to point out some areas in which
workshop faculty can plan ahead to maximize success. Lt 1s diviged 1nto four
sections:

A.  TWO WEEKS BEFORE THE WORKSHOP
B. DAY OF THE WORKSHOP
C. DURING THE WORKSHOP

D. THE BEST LAID PLANS...OR...THINGS THAT MIGHT GO WRONG
ANYWAY AND WHAT CAN BE DONE ABOUT THEM

In developing this section, we are indebted to the education staff of
WNET-NY for the excellent workshop planning advice given 1n Critical
Television Viewing Skills Training Manual for Community Leaders, from which

many 1deas included here are adapted.




A.  TWU WEEKS BEFORE THE WORKSHOP

MEET WITH YOUR CO-FACULTY MEMBER.

-

Because of the multitude of subject areas covered 1n this workshop, 1t 15
anticipated that 1t will be taught by at least two 1ndividuals. [t 1s
mmportant for these individuals to meet or talk together to determine who
w1ll coordinate with the local sponsor, who will open up the workshop, how
workshop tasks will be divided, and how transitions will be eftectea.

2. CONTACT THE LOCAL SPONSOR.

As soon as a workshop site and date 1s confirmed, you will be Sent the name,
address and phone number of the local sponsor. Much can be iearned through
an 1nformal telephone conversation with this 1ndividual, for example:

o The exact number and background of expected participants.

If the school district from which participants come 15 unfamiliar to
/Ou, this 1s an opportunity to find out what teachers are regquired to
teach and what in-service training programs they have attended 1n the
past.

o The exact start and end time of the workshop, when breaks are
anticipated, and exactly where the workshop w1l be held.

0o When FROM JUMPSTREET is broadcast on the local public television
station,

t will be helpful 1f the local coordinator can distribute *this
information 1n written form to the workshop participants.

o The type of room you will be teaching 1n.

If the group 15 small enough (up to 35), a media center or i1ibrary
1s the most effective room for the workshop. A large teacher's

room also can be used. [f this 1s not possible, your first

priority should be to avoid a4 large formal room with poor acoustics.
Jdften, school personnei, 1n an effort to be helpful, may offer %o
place your workshop 1n a cafeterra. Most school cafeterias have
hollow acoustics; 1n addition, they are usually too large for a
workshop. [f you are offered a cafeteria, expiain the nature >f the
~orkshop and request a more 1ntformal roam. [f one 1s not avaliabie,
you could use a classroom or conference room, or you might uyse an
juditorium. [f the auditorium has fixed seats, 1t may pose
d1fficulties for movement-oriented dctivities; however, 1tS acoustics
and sight lines for television viewIng are generaliy petter *han 1
cafeterma.



“he specific equipment you will need.

The videocassettes used by the project are 3/4" U-Matic cassettes.

An 1deal equipment setup for a group of about 35 15 to have two
teievisions each connected to a videocassette playback umit. in this
way, 1f one breaks, you still have a backup. Also, 1t will permit
spiitting a Targe group into two sections. The playback unit must
have a digital counter and be one on which you can set the audig monitor
to Channel 1, 2 or Mix. Explain that you have two sound tracks on one
of your tapes. It will also be helpful to have auxilliary stereo
Speakers attached to the television to use 1n place of the built-1n
television speaker. This is not a difficult set-up for an

experienced audiovisual technician. The television should be

placed on a high enough surface so that all participants can see. I[f
the local sponsor is unfamiliar with equipment, try to determine who
will actually be 1n charge of these arrangements and spoak directly

to that individual. You also will need an audiocassette tape recorder.
Ideally, this also should be hooked up to stereo speakers.

The specific seating arrangements.

An 1deal arrangement 1s to have participants seated 1nformily at
tables 1n a manner that leaves room for movement-oriented activities.
This can be 1n a U-shape or V-shape setup.

Where you should stay overnight.

The 1acal sponsors ana/or the project will know what hotel facilities are
near the workshop site, and will be abie to advise you on ground
transportation,

3. CONFIRM YOU TRAVEL ARRANGEMENTS.

{deally, you will have time to check n and arrive it tne workshop site at
least one nour prior to start time.

3. CZONFIRM ALL ARRANGEMENTS FOR MATERIALS YOU EITHER WILL 3RING WI7H
fOU OR HAVE SENT




B. OCAY UF THE WORKSHOP
L. WHEN TRAVELLING B8Y AIR ®ITH VIDEOTAPES, HAND CARRY THEM.

wshiie airlines maintain that security f-rayS do not damage videotapes,
television technicians advise otherwise. Have tapes hand-cnecked Dy airport
security personnel,

2. CONTACT THE _OCAL SPONSOR AS SOON AS YOU ARPIVE.

Jetermine 1f there have been any changes 1in pians since sour last
conversation.

3. ARRIVE AT THE WORKSHOP SITE AT LEAST ONE HOUR EARL Y.

Thances are that no matter how carefully you have planned and communicated,
there w1ill be something that reauires ycur attenticn before beginning the
workshop.

4. TEST RUN ALL AUDIOVISUAL EQUIPMENT.

Oetermine where you can reach an audiovisuai technician 1f you have an
equipment failure during the workshcp. Cue-up the tapes you wli@ Jse to the
beginning of the segment on which you will focus.

5. CHECK OVER PRE-REGISTRATION SLIPS.

Acquaint sourself with your audience before <hey arrive.




C. OJURING "HE WORKSHOP

STAND AS CLOSE TO THE GROUP AS POSSIBLE.

Jniess you are speaking to a very large group, try t0 aveid standing behind
podia, on high platforms or stages, all of whicn tend %o put psychological
distance between the presenter and the audience. whenever possible,
circuiate among the participants, especially 1f there 1s a very large group
'n a very large room. At regular intervais, make sure you are being heard 1n
all parts of the room.

¢. ENCOURAGE A PARTICIPATORY ATMOSPHERE.

“he activities 1n this manual have been designea to encourage active
participation and they have been sequenced to provide a balance between
activities that are very active and those that are more passive. Generally,
~he most effective learning cccurs when the group takes part in the session.
in thi1s way they are able to assimilate the 1nformation which 1s given and
sou are able to see if the members of the group have urderstood what you have
been saying. However, 1f an activity seems to get bogged down n highly
spec1fic questions of 1nterest and 1mportance to only a few peopie, try to
gently move things along, answering individual questions during breaks.

3. BE SENSITIVE TO TIME.

The workshop has been very carefuily planned and s quite fuli. When
individual activities go substan*tially ionger than anticipated, there may not
be time to achieve the objectives of the next activity.

4. ASSIST YOUR CO-FACULTY MEMBER WITH EQUIPMENT AND TAPE SET-JP.

STRESSING 175 OBJECTIVES TN RELATION "o HE OVERALL WURKSHOP
GOALS.

|
|
|
5. INTRODUCE AND SUMMARIZE EACH NEW ACTIVITY CLEARLY, PARTICULARLY ‘

Most activi.ies i1nclude a short introductory paragrapn which -an be used as a
transition from Jne part of the worksnop ‘o another. Provige ::me 31t the end
Ot each activity for questions.

5. _tAVE THE LIGHTS ON WHEN SCREENING A /.DEQTAPE.

"his w1ll enable participants to “ake notes, and wili. neip «eep =ncm a.ert,

T, SEWIND YOUR VIDEOTAPES 7O "HE BEGINNING AFTER ZACH ACTIVITY.

L
.

EINCOURAGE PARTICIPANTS 7O JSE "HE VIDEOTAPE CQUIPMENT JNDER
‘OUR SUPERVTSTION.

Jur'ng the early part of the workshop, -aik *“hrough wnhat ycu ire 101ng 3S sOu
iSe “he =2quipment. “o1nt Jut w~hiCh DutionS sOu ire 2ressing ina what *he




machine capabiiities are. Relate the most used buttons to those an an
augiccassette tape recorder with which participants may be more *“amii:ar.
Stress that no buttons should be pressea while the 'Stang By' lignt 1s on.
invite participants to take a closer look at the equipment during breaks.
Ask members of the audience to help you put tapes o and take them off. Give
them practice 'n finding tape segments using the segment breakdowns and the
“1ming guide 1n the appendices of the Learning Package.

9. ACKNOWLEDGE AND UTILIZE THE EXPERTISE OF THE PARTICIPANTS.

Most of your audience will be experienced teachers with deep knowledge of
their subject areas. Encourage participants to share their knowiedge.

). ACCEPT ALL COMMENTS DURING DISCUSSIONS AS APPROPRIATE UNLESS
"HEY ARE” FACTUALLY WRONG.

in order to encourage the audience to participate, nelp them to feel
comtortable about responding to questions or commenting on activities. I[f
someone gives an unusual answer, or ~ne that you did not expect, ask them to
amplify. [n many cases, you will discover that there was more to the comment
than you originally thought. [f someone launches 1nto a tangential 1ssue,
thank them for their comment and bring the group back to “he subject at hand.
:f a gquestion 15 asked that clearly will be covered 1n another part of the
workshop, suggest that the 1ndividual note down the question to be sure 1t is
inswered before the end of the workshop. Whenever possible, compliment
and/or thank 1ndividuals who have actively participated.

11. D0 NOT 8E CONCERNED IF YQU DO NOT HAVE ALL THE ANSWERS.

Jo not be embarrassed to say you don - know. Many times, 1f you open a
question up to the group, another participant or faculty member wiil have the
inswer or «now of an appropriate resource.

12 _EAVE TIME (APPROXIMATELY 15 MINUTES) AT THE CONCLUSION OF THE
AORKSHOP FOR PARTICIPANTS 7O COMPLETE "HE ZVALUATION FORMS.

“his 1s a very critical matter. Continuing Education Umits will only Se
jranted *o individuals whose evaluation rorms we have. Peopie wno take
‘orms nome <o complete rarely do so. Please return a registration 11st and
“he @evaiuation formms %0 <he Droject 3is soon ifter workshcp -ompietion as
J0sS b e,

2. INGCY YOURSELF.




J. THE BEST LAID PLANS...OR.. "HINGS THAT MIGHT GO WRONG ANYWAY AND whA~
CAN 3E DONE ABOUT Thie

1. THE ROOM IS NOT SET UP AS YOU REQUESTED.

if you arrive early enough, you will be able to change the seating yourseif.
Thank the on-site staff for their help, and explain that you'a like %o try a
di1fferent seating arrangement. In most cases they will very cooperative and
helpful. If the room 1s totally inappropriate, ask 1f there 1s anotner room
you can use. [f not, relax and make the best of what you've got.

2. THE EQUIPMENT HAS NOT ARRIVED OR IS THE WRONG EQUIPMENT.

contact the local sponsor immediately to determine now quickly new eguipment
can be brought 1n. Leave yourself time to think thrcugh alternatives ¢ ,cu
need to start the workshop without the things you neeg.

3. THE MACHINE DOESN'T WORK.

Spend no more than two minutes trying to find the prcblen. If you Zpend nore
t1me than that, you will lose the attention of your Jroup. I you can'<t ¢ ng
the problem after two minutes, proceed with an alternate workshop plan.

o Check to make sure all plugs are plugged 1nto thelr sockets.

0 Make sure that all electrical switches are on.

0 Make sure all on-off switches are turned on.

o Make sure all plugs are plugged 1nto thelr proper Jut.et:.

0 Try another videotape.

4. Y0U HAVE LESS TIME THAN YOU EXPECTED.

.t may happen that time 1s taken away from your worksncp by 3 engtny
introduction or late arrival. It my be that you discover wnen <he ‘eicner-
irrive that they nave another meeting to go to in an hour .ind sOu <hCuur”
/0u haa four nours,. Plan your worksnop <o last less %ime “han “ne *-me
Dianned and be prepared to delete one Or wo acIivities 31t ‘he ‘ast Tor,ce
ind yet maintain your objectives.

5. THE AUDIENCE IS DIFFERENT THAN YOU EXPECTED.

“rere may be times when you will be told that your par*icipar-s

are

cngiisn teachers, and you find out when you arrive zhat “hey iare 3 ' l(¢-:
ttudies Supervisors. Or, you may €ind that sou ind ‘they nave I ctterenc
expectations. The key 1s to remain flexible.




6. THE VIDEQTAPE BECOMES TANGLED IN THE MACHINE.

Jo not force the tape. Do not pull 1t out of the machine, or you may
1rrevocaby damage the machine and the tape. [f you are fortunate enougnh to
have a technician present, contirue with the workshop while that person tries
to rectify the problem. If a backup tape and/or eguipment 1s not available,
descrive the tape you planned to use and proceeu from there, 1f possible, or
base your activities upon participants' remembereu viewing.

7. ONE PARTICIPANT INSISTS ON BEING A "DEVIL'S ADVQCATE"

There are people who will disagree with you on principle, or out of habit.
These people begin their comments with apologies such as "I'd like to play
devil's advocate for a minute." Don't become too 1nvolved with these people,
or you wiil be distracted from the purposes and obJectives of your workshop.
Acknowledge their comment as valic or provide a brief explanation, 1f one 1s
required and move on. Or, offer to pursue the subject after the workshop.
Avoid being put 1n a position of defending yourseif.




3 CRITICAL VIEWING

A. IMPACT OF TtLE-
VISION ON
AMERICA

B. WARMUP

C. CONTENT
ANALYSTS

D. TECHNICAL
AHALYSTS

4 BLACK MUSTC AND
THE HUMANITIES

5 INTRODUCTION
T9 THE JUMP-

l STREET HUMANI -
TIES PROJECT

LEARNING PACKAGE
O

To intrcduce participants tc
the 1mpact of television on
America.

To sharpen skitls of visual
recall and aural analysis.

To engage participants in
the content analysis of a
television program segment.

To introduce participants to
sonie of the technical elements
of television that are observ-
able whe:n viewing,

To define the scope ot black
musi1¢ 4s 1t relates to the

television series, FROM JUMPSTREET. g,

To reldte the study of black
nus1¢c to the huignities.

To relate proyram content to
multicultural education and
selected aspects of black music
culture,

To 1ntroduce the overall structure
of the Jumpstreet Humanities Project

Learning Package.

Tu mntroduce participants to the
organizetion of the next several

activities.

Handouts

6. The Impact of Tele-
vision on America

7. Content Analysis
Worksheet

8. Technical Analysis
Wor ksheet

From Jumpstreet

#3, Blues: Country To
City (Segments 6-7)

4, The West Atrican
Heritage (Segment /)
Handout s

Black Music and
the Humanities

From Jumpstree t

2. Gospel and
Spirituals

The Junpstreet Humamities
Project Learning Package

55 minutes

10 minutes




6 INTRODUCLIION TO
THE HISTORICAL
PERSPECTIVE

/ INTRODUCTIUN TO
D IMENSIONS OF
LANGUAGE ARTS

Workshop participants wili be abie
to 1dentify and demonstrate
selected lessons in The Historical

Perspective.

Workshop participants will be able
to explain the format and scope and
sequence of The Historical
Perspective,

Workshop participants will be

able to apply specific lessons in
The Historical Perspective to the
teaching of social studies courses
at the secondary school ievel.

Workshop participants will be
able to 1dentify and demonstrate
selected lessons in Dimensions

ot Language Arts.

Workshop participants will be
able to explain the format and
scope and sequence of Dimensions
of Leiguage Arts. T

Workshop participants will be
able to apply specific lessons
1n Dimensions of Language

Arts to the teaching of Language
Arts at the secondary school
level.

The Jumpstreet Humanities

Learning Package

Handouts

10.

Legal Status of Blacks

11. Blues: Country To City
Viewing Guide

12. Realities of Reconstructicn

13. Gospel and Spirituals
Viewing Guide

14. Blues: Country To City
Thoughts for Review

15. Unit Quiz: Post-Civil
War Period

From Jumpstreet

#2. Gospel and Spirituals

#3. Blues: Country To City

The Jumpstreet Humanities

¢ hours

Project Learning Packaue

Handouts

16. Opening Montage Viewing
Guide

17. Background on "Pattin'
Jibba"

18, Nonverbal Exercise

19. Notes cn Human Communication

20. Lesson Quiz: Nonverbal
Communication

From Jumpstreet

#2. Gospel ard Spirituals

44, lhe West African Heritage
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INTRODUCTION T
IHE HUMANITIES
PERSPECTIVE

U Workshop participants wili be
able to 1dent1fy and demonstrate
lessons 1n The Humanities
Perspective: A Multicultural
Unit in Dance and Poetry.

Workshop participants will be
able to explain the format and
scope and sequence of the unit.

Workshop participants will be
able to apply specific lessons
1n The Humanities Perspective
to the teaching of humanities-
ortented courses at the
secondary school level.

NOTE: The foliowing additional

materials are needed:
a two-tone African bell

an audiotape of individuals
speaking the same phrase 1n
five or six different
Tanguages

“a second recorded example of
traditionail Astan dance or
tolksong

a teaching space that atlows
tor movenent-oriented
activities

lhe Jumpstreet Humanities 90 minutes

Project Learning Package

Handout s
21.7 Background Information on
“Pop! Goes The Weasal"
22. Listening Guide for
“"Pop! Goes The Weasal"
23. Rhythm Patterns for
Z24. Dance Instructions
for "Salamatu Bansa"
25. Historical Background
to "Tano Bush1"
26. Dance In.tructions for
"Tanko Bushi"

Recordings or Audiotapes

“Pop! Goes the Weasal"

by Lucien Callret (Sound,
Beat and Feeling, Record 7,
Anerican Book Campany or
RCA Adventures 1n Music,
Grade 4, Volume 1, Kecord
Le 1004)

"Tanko Bush1" (Nihon no
Minyo, Japanese Victor
MV 5585 (VEV-2991)

“On The Subway" (The
.ast Poets)

From Junpstreet

24,

The West African
Heritage
#6, Dance To The Music

e e e j— e ————— e e
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9 INTRODUCTION AN 1o provide participants with Handout s 45 minutes
PROGRAM SCREENING an overview ot Activities 9, 10, B
and 11, 2/7. 0Obyective Selection
Lists/Directions for
To assign participants to one for Media Professionals
ot the following curriculum
development teams: Social From Jumpstreet

Studies, Language Arts, Music.
#4. The West African
To ntroduce curriculum Heritage (with original
deve opment teams of Objective sound track).
Selection Forms.

To introduce participants to the

FROM JUMPSTREET program on which

curriculum developnent activities
will be based.

10 TEAM SELECTION To select up to two learning Handouts 60 ninutes
OF LEARNING objectives from a pre-determined
FOCUS l1st and determine a media resource 27, Objective Selection
that cdn be used to enrigh the Lists/Dirvections tor
teaching of these objectives. For Media Professionals
8. The West African
To antroduce participants to Heritage Second Sound
second sound track technigues. Sound Track Scrapt

9. Program Synopsis and
Content Breakduwn

From Jumpstreet
4,  The West African

Heritage (Second sound
track version)

[ e _— e e




11 TEACHING St-
QUENCE DEVEL -
OPMENT AND
CRITIQUE

12 WORKSHOP
EVALUAT ION

To involve participants in the
development of a teaching sequence
and materials that use selected
media to meet specific objectives.

To provide participants with
feedback on the teaching sequences
that developed.

To develop additional means of
using FROM JUMPSTREET programs 1n
the classroom.

To provide project staff with
feedback on the success of the
workshop.

Handout 1:15

30. Directions for
Development of
Teaching Sequence

Handout

31. Workshop tvaluation

15 minutes




1. INTRCLUCTION (25 minutes
OBJECTIVES

To 1ntroduce participants to the Jumpstreet humanities Project, to
workshop facuity, and to each other.

7o provide participants with an overview of workshop activities and
objectives.

MATERIALS NEEDED

Hendouts

1. Workshop Objectives ana Overview
2. Faculty Profiles

3. About The Project

PROCEDURES

1. Invite a member of the local Sponsoring organization to introduce the
workshop and the faculty.

2. As time and the size of the group permit, ask participants to
1ntroduce themselves. If the svze of the group prohibits asking
each individual to speak, ack five to ten individuals to 1ntroduce
themselves and state what they would like to accomplish in the
workshop. It is a good idea to determine at thi1s time what job
responsibilities are held by participants, e.g., how many language
arts teachers, how many music supervisors, etc. This will help you

Jdlor the workshop to the needs of those attending.

Lad
.

[f Workshop Manuals have not yet been distributed, this shculd be
done now. People's natural curiosity will be to leaf through 1t.
Confusion can be avoided by a short discussion of how the manuai 15
organized. Two points can be stressed:

--that the first two sections are 1nciuded so that
participants can train others at a later date.

--only Section III--Handouts will actively be useag during *he
workshop.

it you encourage people to turn directly to Section 1. ¢nd
concentrate on the first handout, you w111 have made an effective
transition,

I',‘
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However, it 1s 1mportant to Stress at this time what 1tems participants
w1ll receive trom the workshop: The Workshop Manual (which they should
now have) and two copiles of the Learning Package (whicn they will receive
at the erd of the first session.

. Jsinmg Handout | as & focus, acqualnt participants with the worishop
‘ thoectves and cverview. whernever possibie, make connections
betveer the workshnp objectives and things you have Tearned ahbout
the expectations of werkshop participants.
. Frovide participdnts with a general overview of the prcject, as described

11 Handout 3. 1t 1s not necessary to go 1nto great detail at this time;

this 1nformation can be referred to repeatedly throughout the workshop.
|
|
\
|
|



2. MULTICULTURAL ECUCATION {5 minutes
OBJECTIVES
To fresent an operational definition of multicultural education.
i0 1nvclve participants in the practice of principles of multicultural
education through participation 1n two multicultural musica’
experiences.
MATERTALS NEEDED
Handouts
4. "Multicultural Education 1n Action" by James A. Stand:fer
5. "Axis" by George Burt (Note: This handout should be projected

or reproduced on a large surface.)

Recording or Audiotape

“Ngiculela" by Stevie Wonder on Songs In The Key cof Life
(Tamla T13-340C2)

PROCEDURES

1. Make a short presentation based on James Standifer's paper,
"Multicultural Education In Action" (Handout 4). As Dr. Standifer
points out, a commitment to principles of multicultural education
"will 1nevitably affect one's understanding of the value and nature
of one's own personal life and deepen one's respect for the lives of
others." The tenets of thi1s philosophy have been at the core of all
phases of the Jumpstreet Project. In addition to presenting the
cencepts in this paper, point out to participants the bibliography
at the conclusion of the handout.

.. Direct participants' attention to the score for a musical composition
called "Ax1s" by George Burt (Handout 4 or reproduction on wall or
blackboard., The score 1s meant to be performed by tne participarts. It
does not 1ndicate any direction for instruments because participants nust
assume responsibility for deciding what sounds each number w1l
represent, The performance of this composition will require both
1ndividuality and cooperation.

a. With participants, examine the composition. D3iscuss the
ordering of events; for example, 15 4 always preceded by 3
and followed by 5 within each row? How does row 1 compare
w1th row 87 Dces the configuration vt the numbers g9ive
any hint as to why the title of the composition is "Axis"?

b. Explain to participants that each number 1< *u corresperd
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to a souns. 41l aspects of the sound--range, duration,

. attack, decay, color, etc.--are to be decided upcn ir
advarce. For examples, the loudness of the sound could
correspond to tne number. It 1s critical tha*t the souras
con‘rast with cne another. Ary <ounds are acceptabie 25
long as they are memorable and have some appea! to the
performers. Demonstrate by assigning yourselt cone rumber,
selecting a sound, and performing two or three lines vt the
composition.

c. Divide the group 1nto groups ot eight, assigning edch
person a number. Although this will necessitate
performing the composition several times, 1t wili give
each 1ndividual an opportunity to select and perform a
sounda.

d. Once decisions have been made, the leader should 1ndicate
when to begin the performance and at what tempo it will be
performed. The score 15 to be read by rows trom ieft to
right. [t wiil be wmportant for performers to constantly read
ahead. Participants will be helped to follow the score 1f you
tap out the rhythm and point to each number as 1t 1S to sound.

e. Following the performances, discuss whether a cultural
context for each sound 15 evident and whether this 1s
delineated or blurred through the performance. In most

. cases, the performance will prove to be acultural. This
1s a desirable goal as 1t permits us to progress to a
level of what makes each 1ndividual human rather than to
focus on any one specific culture.

3. Play the recording of Stevie Wonder's "Ngiculela" 1n which he
expresses the same sentiments ("I am singing") in three lanquaaes
(Zulu, Spanish and English). [f the lyrics to the song are with
your reccord, share these with participants.

After listening to the recording one or more times, i1nvite
participants to try to sing aleng, pronouncing the worads 2nd trying
tu get a teel for the flavor of the sentiment as expressed 1n the
lanquage of three different Zultures.

Relate participanrts' reactions to the prirciples of muiticuitural
education aiscussed earlier.
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5. CRITICAL VIEWING (1 hour, 15 minutes)

IMPACT OF TELEVISION CN AMERICA .
WARMU P

CONTENT ANALYSIS

TECHNICAL ANALYSIS

OO . >

OBJECTIVES
To i1ntroduce participants to the i1mpact of television on America.
to sharpen sk11ls of visual recall and aural awareness.

To engage participants 1n the content analysis of a television
program segment.

70 1ntroduce participants to some of the technical elements ot
television that are observable when viewing.

MATERIALS NEEDED

Handouts

6. The Impact of Television on America
7. Content Analysis Worksheet
8. Technical Analysis Worksheet

From Jumpstreet

3. Blues: Country To City (Segments 6 and 7)
=4, The West African Heritage (Segment 7)

PROCEDURES

ine next several activities in which participants will be engaged 1nvolve
critical viewing and listening skiils. Although, many things can be learned
from an unairected single screening of a television prngram, learning can be
taci’itated by providing viewers with a specitic focus--a reason for viewing
and l1stening.

The aadition of a worksheet that directs Students attention to predetermined
aspects of a program or segment not only directS the experience to specific
curriculum amms, but provides students with a means of actively responding to
“he viewing experience. This activity 1s designed to give workshop
»ur?1C1Da" experience 1n using such techniques and 1S adapted from the

-riticai 7V viewing Skills Manual For Teacher Trainers, developed by WNET-13
in New York.
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THE IMPACT OF TELEVISION ON AMERICA

L.

[f there 15 any doubt 1n participants' minds about the mpact
television has on the 1ives of their students and thenseives,
tne short quiz, The Impact of Television on America (Handcut ’
w1ll dispel these doubts. Direct participants attentior to
Handout 6 and provide about five minutes for them to corplete
this quiz.

Below are the answers to the quiz, along with some add:tiuns:
notes. The questions and answers can be run through fa'riy
quickly by polling the group for the most prevalent answer tu
each question.

Gl. By migh school graduation, how many hours nas an averdge
Student spent viewing television?

Al. - b. 18,000

(2. By high school graduation, how many hours has an sversue
student spent in schooi”

A2. - a. 12,000

Q3. The TV set 1s on for hours per week 1n an averaiv

American household?
A3. - b. 65

Q4. What 1s the average number of commercials seer by Inyidrer
under 18 each week?

Ad. - b. 350

/5. How many minutes per hour does the TV Code allow for
commercials during the Saturday and Sunday cniidren’'s “ire’

A5. - a. 9} minutes (1L used to be 16,

bl WA

(6. Who woula be the most likely to watch the most W\

A6. - c. A fifty-nine year-old wcman (who watches i1
average of 40 hours 28 minutes per weeb,
teenagers, 12-17 years old, watch an :verage
24 hetirs, 7 minutes per week)

There are more TV sets 1n the United States thdn:

]
~J

A7. All answers are correct.

Households with indocr plumbirc,
Households with teiephones.
Househoids with cars.

People.

Qo oo

(YA
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5. In concluding this brief activity ana making a transition tc the
. next, 1t shoula be evident that the degree c¢f 1mpact 1S enormcus
anc¢ that any skills that can assist viewers to be more
discriminating and intelligent viewers would be useful. Since
all television viewing invoives visual attentiveness, tne next
part of this activity focusses on that skill.

B. WARMUP.--VISUAL RECALL AND AURAL AWARENESS (15 minutes)

1. Ask all participants to stand and select a partner. Allow one
minute for the partners to study each other's clothing and
accessories.

2. Direct the partners to turn away from each other. With backs
turned, each partner should change three detail-« of his or her
own clothing or accessories (e.g., remove an &arring or tie
clasn, unbutton a shirt button or remove glasses).

3. When they have completed their alterations, instruct the
partners to face each other. Ask them to determine what their

partners changed.

4. Allow participants time to share their experience with the
group. How many changes were participants able to recognize?

’ 5. Ask group to be seated. Have them close their eyes and listen
to the sounds around them for 15 seconds.

6. Have participants identify the sounds they heard. Emphasize
those sounds that are not usually evident (e.g., hLuzzing,
1ights, breathing, background sounds ).

7. Briefly discuss what sounas people are awere of when they watch
television and what expectations sounas create ir television.
suggest participants concentrate particulariy on portions of
drama programs in which there 1s no dialogue.

(. CONTENT ANALYSIS (25 mirutes)

LUst about everything one hears and sees 1n a television program such as FROM
JUMPSTREET 1s pre-planned. Ccntent specialists outline what facts or
messages should be included according tc the cbjectives of the series and the
Interests and abilities of the viewer, much the same way a teacher plans a
lesson. A television program frequently presents ths informatidbn in a
hignly compressed tashion, requiring viewers to pay close attention to each
segment. A focussed discussion 1mmediately following viewing can assist both
recall and retention.

1. Direct participants to the Content Analysis Worksheet and reprocuce
a facsimle of the worksheet on an easel pad or blackbcard.

2. Play Segments 6 and 7 of Blues: Country To City. 1n whicn Brownie
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l.cGhee and Sonny Terry perform and are interviewed. Direct
participants to pay particular attentiun to content relateg te the
subjects they teach. Aliow two or three minutes tollowing screening
for the charts to be completed.

Using the worksheet questions as a guide, elicit through discussion
a content analysis of the segment screened. Keep track of the
discussion on the facsimile worksheet.

4. When at least part of the chart has been filled 1n, ask a sampling
of participants to suggest one objective that might be pursued 1n
their classrooms using this segment.

0. TECHNICAL ANALYSIS (20 minutes)

1.

Paraphrase the following: Imagine we are going to make a TV
program of this workshop. (Note: Any other situation could be
used as well.) What are some things we would have to decide?

a. First we would determine the set. Engage participants to
discuss where the scene would take place. Would 1t be 1n a
room l1ke this? Would 't be outdoors? What part of the
room would we use? Etc.

b. We would then determine what sounds would be heard. Will
you hear my voice, buzzing lights, music, the sound of
children playing the the background?

c. We would then have to cast the program. Who would be in
the TV program? Will the presenter be a man or woman?
W111 the participants be old, young, or balanced by age,
race or sex?

d. We would determine whit camera shots would be used and when
they would be used. Point out that seeing a scere through
a camera lens is much more limited than seeing 1t live.
Explain that the television camera has no peripheral
vision.

To give the group the 1mpression of what 1s seen through a
camera lens, suggest that participants roll a sheet of

paper into a tight tube. Ask participants to lonk through
the tupe et another person across the room and tell what they
see. (Responses should be the person's teeth, eyes, etc. but
not the whole person or background.) Point out that this 1s
representative of a camera shot, called a "close-up."

Instruct the group to open the tube a bit. They should see

more of the person, but not necessar:ly the background (a

medium shot). If the paper tube 1S opened even wider, the
participants should see what resembles a "long shot" which would
1rclude the whole person and the scenery around him/her. Allow
1-2 minutes for participants to experiment with this technique,

26



explaining that the camera, by its position, 1s always
determining the focus and intensity c¢f what you see.

This same kind of analysis can be used with an exi1sting program
segment. Direct participants to the Technical Elements
Worksheet and reproduce a facsimile of the worksheet on the
easel pad or blackboard.

Play Segment 7 of The West African Heritage in which Oscar
Brown, Jr. demonstrates "Pattin' Jibba" to a group of children.
Allow participants a minute or two to compiete the worksheet
following screening.

Using the worksheets as a guide, discuss the different technical
categories,

Provide a short break prior to the next activity.

f11)
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4. BLACK MUSIC AND THE HUMANITIES (55 minutes)
OBJECTIVES

To cefine the scope of black music as 1t relates to the television
series, FROM JUMPSTREET.

To relate the study of black music to the humanities.

To introduce participants to the FROM JUMPSTREET series through screening
a complete program.

To relate program content to multicultural education and selected aspects
of black music culture.

MATERIALS
Handout

9. "Black Music And The Humanities" by Vada E. Butcher

‘ From JumpStreet

#2. Gospel and Spirituals
PROCEDURES

1. Having established a working definition of multicultural education
1n a previous activity, begin this section with a short
(approximately ten minute) presentation based on Dr. Butcher's
paper, "Black Music and The Humanities" (Handout 6). This paper
defines the content framework of the From Jumpstreet series and
relates this content to the humanities.

2. Introduce participants to the Gospel and Spirituals program as an
example of how the From JumpStreet series treats a particular topic.
While this program would not necessarily be the first program
teachers would use with students, it is representative of the series
as a whole.

3. Screen the program.
4. Ask participants to relate what they see to the earlier discussions

of multicultura! education and black music and the humanities. For
example:

0 In what way does the program involve individuals in
. experiencing different cultural perspectives, techniques
and sensitivities?
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What values are implicit in the prcgram?

N

What situations or behaviors were seen that were famil:ar’
Unfamiliar?

What religious philosophies are expressed 1n the program?

What musical characteristics are evident 1n the
performance?

How does the program reflect humanistic education?

This discussion should be maintained for no more than 10-15 minutes.
[t can end with a summary of different aspects of the program that
participants observed.

This activity concludes Session One. Faculty should review for
participants the objectives and major content of this session and preview
the activities of the remaining two sessions. The Jumpstreet

Humanities Project Learning Package should be distributed to

participants at this time.




5. INTRODUCTION TO THE JUMPSTREET HUMANITIES PROJECT LEARNING PACKAGE
(10 minutes)
OBJECTIVES

To 1ntroduce participants to the overall structure of the
Jumpstreet Humanities Project Learning Package.

To 1ntroduce participants to the organization of the next several
activities.

MATERIALS NEEDED
The Jumpstreet Humanities Project Learning Package
PROCEDURES

1. Participants should be directed to refer to the Learning Package
during thi1s activity. Review the organization of the book into three
separate curricula areas and two appendices. A brief summary of this
can be found in Handout 2. This is a good opportunity to spend a minute
' focussing 1n particular on the functions and uses of the two Appendices.

During this activity, the following points can be stressed:

a. Each lTesson or unit has not only a procedural plan
for teaching toward specific learning objectives,
but anywhere between one and six handouts which are
meant to be duplicated by the teacher and used by
students. There are no copyright restrictions on
these handouts, as long as they are credited to the
project.

b. The lesson procedures are meant to be flexible
rather than prescriptive. Tedachers should feel free
to adapt them to the needs of their students and to
their own teaching style, as well as to the specific
requirements of their course curricula.

1n which these materials were developed, particularly
that each team included a number of secondary school
teachers.

‘ c. Participants might be interested to know the manner
i

2. Depending on the time schedule of a specific workshop and the
1nterests of a particular group, at least three alternatives can be
‘ considered for presenting activities 6, 7 and 8 1n one four-hour
period.

£
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Alternative 1. Divide workshop 1n two groups based on their primary
responsibilities falling within either social
studies or language arts. Have concurrent
sessions of approximately two hours 1n length
for Activities 6 and 7. Rejoin for Activity 8
with full group.

Alternative 2. Omit Activaty 8 (Introduction to The Humanities
Perspective) allowing all participants to be
introduced to both The Language Arts Dimension
and The Historical Perspective in two successive
two hour sessions.

Alternative 3. Omit Activity II (Teaching Sequence Development)
focussing Activities 9 and 10 specifically on
second sound track concepts,

Alternative 4. Have three successive sessions of approximately
1 hour and 15 minutes each. Activity procedures
will have to be abbreviated to accomplish this.

Note: This decision should be made by the faculty team 1n advance.

Q 31 )
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G.

INTRODUCTION TO THE HISTORICAL PERSPECTIVE {Z hours

CBJECTIVES

Workshop participants will be able tu 1dentify and demonstrate selected
lessons 1n The Historical Perspeciive as they relate to the FROM
JUMPSTREET television series.

Workshop participants will be able to explain the tformat and scope and
sequence of The Historical Perspective.

Workshop participants will be able to apply specific lesson 1n The
History Perspective to the teaching of social studies at the secondary
school Tevel.

MATERIALS NEEDED

The Jumpstreet Humanities Project Learning Package
Handouts

10. Legal Status of Blacks

11. Blues: Country To City Viewing Guide

12. Realities ¢f Reconstruction

13. Gospel and Spirituals Viewing Guide

14. Blues: Country To City--Thoughts For Review
15. Unit Quiz: Post-Civil War America

From Jumpstreet

2. Gospel and Spirituals
3. Blues: Country To City

PROCEDURES

1.

~o
.

(§S]
.

Direct participants to The Jumpstreet Humanities Project Learning Package
section entitled, The Historical Perspective. Review with p.orticipants
the manner 1n which 1t 1s organized 1nto six units. These 31x units
cover the full sweep of the Afro-American experience and correspond
roughly to the material covered 1n a full year's course 1n American

and Afro-American History.

Direct participants to Umit 3. Post-Civil War America 1n order to review
the organization of each unit.

Explain to participants that most of the remaining time will be devoted
to using this unit, 1n much the same way as teachers would do with their
ctudents. Because the unit would ordinariiy take at least ten class
periods to complete, and only two hours are planned for the workshcp,
some activities will be either omitted or shortened ccnsiderably. The

-
-
iy
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activities done 1n the workshop wili tocuS on those ‘edching stratecies
or materiais that may be less familiar to teacrers.

‘\ecap the history of this period, using the I1ntreguction t¢ the umit.
Jirect participants asitention to the goal anc nbjectives of this unit,
providing a brief summary ot how these are handled in the umt
crocedures,

For the rest of this activity, teachers wi1ll rot need their Learning
Packages as all hanaouts that will be used are included 1n the Workshop
Manual. wuirert participanrts to turn to Handout 12 Legal Status of
Blacks. Proceed with those parts of the unit that you have selected

to demonstrate,

Provide time for participants' questions aboul .ther units 1n the package
at the conclusion of this activity.




7. INTRODUCTION TO DIMENSIONS OF LANGUAGE ARTS (2 hours,

OBJECTIVES

Workshop participants will be able to 1dentify and demonstrate

selected lessons in Dimensions of Language Arts as they relate to

the FROM JUMPSTREET television series.
|
|

Workshop participants will be able to explain the format and scope
ana sequence of Dimensions of Language Arts.

Workshop participants will be able to apply specific lessons 1n
Dimensions of Language Arts to the teaching of language arts at the
secondary school Tevel.

MATERIALS NEEDED
The Jumpstreet Humanities Project Learning Package
Handouts
16. Opening Montage Viewing Guide
17. Background on "Pattin' Jibba"
18. Nonverbal Exercise
19. Notes on Human Communication
20. Lesson Quiz: Nonverbal Communication

From Jumpstreet

2. Gospel and Spirituals
23. The West African Heritage

PROCEDURES

1. Direct participants to The Jumpstreet Humanities Learning Package section
enti1tled Dimensions of Langquage Arts. Review with participants the
manner in which it organized, in particular drawing on information found
1n the Introduction, Scope and Sequence and Program Index. Direct
participants to Lesson 2. Symbolism 1n order to review the organization
of each lesson.

.. Explain to participants that most of the remaining time will be devoted
to using specific lessons in much the same way as teachers would do with |
their students. Ffor practical reasons, all the handouts that will be |
used 1n the demonstration lessons are included in the workshop manual so
that handouts 1n the Learning Package can remain intact for future
classroom use.

3. Lesson 2. Symbolism 1s a part of the Creative-Literary Dimension and
would be appropriate for use in both literature and writing classes. [t

g
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1s included 1n the Learning Package because black vocal music, black
lTiterature and the black Americar experience 1S particulariy rich 1n the
use of symbolism and because numerous segments 1n FROM JUMPSTREET can be
used as resources for terching this concept.

Introduce the main objective of this lesson, which 1s that students wil]
be able to define, 1dentify and analyze symbols as they are used 1n a
variety of situations. Proceed with the procedures identified 1n the
lesson itself. At those points 1n the lesson where students would
typically respond, provide sufficient time for workshop participants to

do so.

NOTE: To reduce the number of videocassettes needed at the workshop, ar
alternative to the use of Black Music 1n Theater and Film for t.e
evaluation portion of this lesson is Segment 2 of Gospel an<
Spirituals. In this segment, Oscar Brown, Jr. zcr2-mc "1n Da
Beqinning." Direct participants to select a word or phrase that
is used in the lyric and write one paragraph explaining 1ts
meaning and use as a symbol.

[f time permits, a contrasting lesson to which participants can be
introduced is Lesson 5. Nonverbal Communication 1n The Communications
Dimension. All information needed to teach this lesson is 1ncluded in
the Learning Package but it is recommended that a condensed form be
presented, focussing on types of activities that might be unfamiliar to

workshop participants.




z.  INTRODUCTION TO THE HUMANITIES PERSPECTIVE (% minutes,
OBJECTIVES
Workshop participants will be able to 1dentify and demcnstrate

selected lessons 1n The Humanities Perspective: A Multicultural Umt on
Dance and Poetry.

Aorkshop participants will be able to expiain the format and scope and
secquence of this unit.

Workshop participants wiil be abi- to apply specific lessons n The
Humanities Perspective to the teaching of Rumanities or
humanities-oriented courses at the Sccondary school level.

MATERIALS NEEDED
"he Jumpstreet Humanities Project Learning Package
Handouts

Z2l. Background Intormation on "Pop! Goes The Wedasal"
\‘ 22. Listening Gu:ide for "Pop! Goes The Weasal"

23. Rhythm Pattern< for "Salamaiu Bansa"

24. Dance Instructions for "Salamatu Bansa"

25. Historical Background to “Tanko Bush1"

26. Dance Instructions for "Tanko Bushi"

kecordings or audiotapes

“Pop! Goes The Weasel" by Lucien Calliet
(Sound Beat and Feeling, Record 7, American Book Company
or RCA Adventures in Music, Grade 4, Volume 1, Record LE 1004)

“Tarko Bush1" {Nihon no Minyo, Japanese Yictor MV 5535 (VEV-2991)

"On The Subway" (The Last Poets)

From Jumpstreet

4. The West African Heritage
s6. Dance To The Music

Other

A two-tone African bell

An aucgiotape of 1ndivrduals Speaking the scme phrase in j1ve or 51x
. different languages.
| A second example of traditional Asian dance or folk music.

A teaching space that allows for imovement-oriented activities.




‘ A OCEDURES
1. Direct participants to the sumpstreet Hunanities Learning Pachaye

>ection entitled The Humamities Perspective: A Muiticultural Unit
cn Dance and Poetry. Review with participants the manner 1n which
1t 1S organized, in particular drawing from information found in the
introduction, Scope and Sequence and Program Index. 1In contrastinrg
this umit to other parts of the Learning Package, the following
differences could be stressed:

a. this unmit can be completed 1n only tvo to three weeks
of class time rather than an entire semester;

b. this unmit 1s organized around concepts rather than the
sk11ls-based organization of Dimensions In Lanquage Arts,
for example;

C. this umt examineS concepts 1n the humanities from the
pomnt of view of several different cultures (American,
African, Afro-American, Korean, Japanese, French).

Tc 11lustrate this, you might begin by playing an audiotape
on which five or six i1rdividuals are speaking the same
phrase in different lanquages. Play the tape twc or

three times and ask participants if they can 1dentify

the different cultures represented or the message being

‘ given.

A second means of 11lustrating this point 15 to

demonstrate the dance of a culture that contrasts sharply

with that seen 1n From Jumpstreet. A traditional Asian

dance {(other than the "Tanko Bushi" used later 1n the
workshop ) woula be a good selection here. [f the workshop
leader can demonstrate the dance with participants

mirroring the movements they see, thi1s would be excellent. [f
not, see if the music can evoke a verbal description of the
type of movements that would be T1kely. Discussion can compare
the stylized nature of tne movements and can contrast

these with contemuorary youth dances, for exampie, with
respect to the culture from which each emanates. The

ma JOr point 1S that the dance of each culture reflects

the cuitures' customs, traditions, reli1gion, environment,

2tcC.

Explain to participants that most of the remaining time will be

devoted to usIng one of the two lessons 1n the unit in much the same
wdy as teachers would do with their students. For practical

reasons, all the handouts that are needed to 1mpiement Lesson 1. Music
and Dance, are 1ncluaged 1n the workshop manual so that handouts 1n *the
cearning Package can remain ntact for future ciassroom use.

~J

LD presenting this lesson to the workshop, severai suggest-cns 3re
made:
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The Background Information on "Pop! Goes The weasel" ccuiag
be read by the faculty member to the participants or
presented from memory. The 1nformation 1n the hardout,
however, 1s an 1mportant base for the listening activity
that fcilows it.

Prior to using the listening chart for "Pop! Goes The
Weasal" the faculty member should become very famiiiar
with the music so that call numbers can be called out in

a smooth manner as each event that is described on the
listening chart appears in the music. [t may be necessary
to put non-music readers at ease regarding the musical
notation on the call chart. [t is not necessary that an
1individual read or understand every symbol. The focus cf
the listening exercise is Calliet's presentation cf this
simple melody in different dance forms, each representative
of a different culture or time.

[t 1s important that participants feel comfortabie with
the rhythm patterns for “Salamatu Bansa" prior to applying
these to the music. If these patterns can be proyected on
a wall or written out on a blackboard 1t will free
participants hands to clap. A gnmal should be to achieve 4
clear simultaneous presentation of tne two line rhythm
pattern listed on the Handout as "Clapping Pattern."

Present each line separately and keen the tempo quite 510w
unt1l people have the pattern down. Some people are
heiped by counting out loud; others are hindered. Be
lavish with praise. The rhythmc accents in this pattern
may be unfamiliar to some of the participants. Get each
[tne set at a good tempo before trying to do them
simultaneously in two groups.

The pattern can be applied either to the Salamatu Jance or
to "On The Subway."

The lesson 1ncludes specific directions and pictures

for two dances. Time my not be available to teach botn 1n
which case "Tanko Bushi" should be stressed because of its
crultural contrast to material in FROM JUMPSTREET. It 1s
recommended that 1n teaching the dances that the faculty me~ter
become quite proficient at them privately ana have participantc
follow his or her movement examples, ore movement at a time.
Chanting the accompanying Engiish text will help mdaintain the
rhythm tut 1s equally 1mportant to give exposure to the
Japanese text, as this provides far more involvement with the
culture. Do not introduce the music until the movements are
set. While these are all described on paper in the handgut, -*
1S recommended that the handout be used for final review

rather than for teaching so that participants know 3t 1S

there for reference before they try to teach 1t

themselves. [t 1s ,imply easier and faster to learn by

rote.

- -
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e. [t wili be 1mportant to show at least porticns of the two tapes

. recommended for this lesson. The focus on the viewing
experience should be on participant's abilicy to notice aspects
of cultural adaptation, cultural continuity, etc., as <een 1n

the programs.

-
3
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9, INTRODUCTION AND PROGRAM SCREENING (45 minutes)

The activities i1n this session are carefully programmed to help participants
develop strategies that can result in new curriculum applications of FROM
JUMPSTREET in their local communities. The development process used is very
similar to that used by the teams that developed the activities presented in
session [I. Because this process would ordinarily take several weeks, this

session 1S more a simulation than a direct application. As in a simuiation,
some decision points are predetermined.

In school districts pilot testing these materials, Activity 11 should be
omitted and a discussion of the pilot test procedures substituted.

OBJECTIVES

To provide participants with an overview of Activities 9, 10 and
11.

To assign participants to one of the following curriculum development
teams: Socral Studies, Language Arts, Music.

To introduce curriculum development teams to Objective Selection Forms.

To ntroduce participants to the FROM JUMPSTREET program o¢n which
curriculum development activities will be based.

MATERIALS NEEDED
Handouts
27. Objective Selection Lists/Directions for Media Protessicnals

From JumpStreet

4, The West African Heritage (with original sound track;.
PROCECURES

Prior To The Session

1. Assign registrants to teams based on their subject matter responsibili-
ties. No team should have more than 10 members, but it is permissable to
have more than three separate groups. Swmilarly, two groups may be as-
signed the same subject area, 1f warranted by registrants' interests, but
would be expected to develop units with different foci. For example, the
the Ubjective Selection Lists group objectives into three social studies
areas: Black Studies, A&nthropology anrd History, each of which could be
assigned to a different group. The handout also 1ncludes Separate direc-
tions for media professiorals.




Ouring The Session

1.

Provide anr overview of the session. Briefly, during a tour-hcur
period, participants will screen a single program two times, will
select 1asson objectives from a predetermined 1ist, and will develop
teachir uctivities that use segments of the program, engage
students ‘ritical viewing, reflect a multicultural philosophy,
and indi. - ¢ how Student attainment of selected objectives will be
evaluated. These lessons will be presented to the group and
critiqued.

NOTE: In pilot test settings, participants will screen a single program
two times and will select appropriate teaching objectives (from a
predetermined list) that could be enriched by the classroom
utilization of a part or ali of the program they have viewed.
Approximately two hours will be devoted to this, following which
time willWe spent explaining and organizing for the pilot testing
experience.

Amounce team assigmments and provide time for participants to
regroup into teams. Unlike previous sessions, participants will be
working independently in groups for most of this session; faculty will
serve in a facilitating role.

Direct participants to Objective Selection Lists for their subject
area. In most cases, these objectives have been selected directly
from existing schnol curricula to emphasize that media can be used
to meet existing objectives rather than to create new teaching
requirements. While a few moments should be provided for
individuals to look over the lists, ample time for discussion will
be provided after program screening.

At sites where Activity 11 will be used, media professionals will
be asked to develop a critica’ viewing response sheet and activity
tmat will assist students to achieve the objective selected by the
team.

Screen FROM JUMPSTREET: West African Heritage using the original sound
track {found by setting the player to Audio Channel 2.) This particular
program has been selected for curricuium development for two

reasons: 1t would logically come first 1n a teaching sequence

and 1t contains content pertinent to a variety of disciplines.

Rewind the tape as 1t will be needed later 1n the session.



10.

TEAM SELECTION OF LEARNING ACTIVITY FOCUS
AND SECOND SOUND TRACK SCREENING (60 minutes)

first stage of curriculum development must naturally involve

determination of a learning focus. In this case, while the general content
area is establishea in the television programs, the use to which thi1s could
be put in an individual classroom has not. Once the objectives have been
selected, experience has indicated that most developers will want to see the
program a second time as well as have access to additional information.

OBJECTIVES

To select from a pre-determined 11st, up to two learning objectives
and determine a media resource that can be used to enrich the teaching of
these objectives.

To 1ntroduce participants to second sound track training techniques.

To provide additional background 1nformation on the focus of From
Jumpstreet: West African Heritage.

MATERIALS NEEDED

Handouts

2/. Objective Selection Lists/Directions For Medie Professionals
28. The West African Heritage Second Sound Track Script
29. Program Synopsis and Content Breakdown for The West

African Heritage

From Jumpstreet

#4. The West African Heritage
(Second sound track version)

PROCEDURES

1
ia

The
|
l

Following the first screening of The West African Heritage (with the
original sound track), provide about 30 minutes for groups to make
preliminary selection of up to two learning objectives and to select
those program segments on which they would like to focus attention.
Handout 30 (Program Synopsis and Content Breakdown) should assist
participants recall. Allow time within this for each group to
present their focus. It is acceptable for groups to reword
objectives to meet their needs.

Rescreen The West African Heritage, this time using the second sound
track version. Thi1s is on the same videocassette as the previous
version. You will need to move the audio monitor lever from Channel
2 to Channel 1. The second souna track has been preparea by the




Video Cue Project in the Philadelphia Puwiic Schools as part of an

. on-going project to aevelop models for utili1zing what 1s orainarily
an unused audio track. In this case, it is used to highlight
curriculum applications and provide additional content information.
Use of the second sound track in no way changes the original
production. The audio portion of the original is simply lowered to
accommodate a new voice-over. The original audio can be recalled
by switching back to Channel 2, a process that should be
demonstrated while the tape is running. This procedure can be used
repeatedly and is explained on the tape itself.

At the conclusion of this tape are directiuns for the next activity.
Thus, if the next activity will not be used, the tape can be turned
off as the credits begin to roll. To provide closure to this part
of the curriculum development process for groups that are stopping
here, provide a few minutes for each team to review their plans and
to change them if appropriate, based on the new information provided
on the second sound track.

Note: Additional information on second sound track techniques and on
distribution of FROM JUMPSTREET with a second sound track is
available from Ms. Krena Bricklin, Television Production
Coordinator, Philadelphia Public Schools, Room 902A, 2lst Street
South of Parkway, Philadelphia, PA 19103, 215-299-7992.
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11. TEACHING SEQUENCE DEVELGPMENT

AND CRITIQUE (% hour, 15 minutes)

This activity, which 1s introduced at the conclusion of the second sound
track in Activity 10, is the next to the last of the workshop and 1s 1ncluded
LG give participants practice in using television programs to meet their own
curriculum ideas.

OBJECTIVES

To involve participants in the development of a teaching sequence
and materials that use selected media to meet specific objectives.

To provide participants with feedback on the teaching seguences that are
developed.

To develop additional means of using FROM JUMPSTREET programs 1n the
classroom.

MATERIALS NEEDED

. Handout

30. Directions for Development of Teaching Sequence

PROCEDURES

1. The fist half of this activity 1s primarily self-directing and 1S
described on Handout 29. Faculty shoula be available to answer
questions as needed. Timing of the second half should be planned
to allow each group to make a presentation.

2. The objectives and activities of the workshop should be summarized
at the conclusion of the presentations and time given for
participants to react to their experiences.

B . »



12. WORKSHOP EVALUATION (15 minutes)
OBJECTIVES

To provide feedback to project staff on the success of workshop
activities.

MATERIALS NEEDED

Handout

31. Workshop Evaluation
PROCEDURES

1. It is essential that each participant complete and turn in a
workshop evaluation. Continuing Education Units will only be
recorded for individuals from whom we have a completed evaluation
form (the final Handout in the Manual). This is important not
only for the research part of our grant but to adapl workshops to
changing needs.

‘ 2. If you have been using xeroxed copies of the Learning Package, tell
participants that two copies of the printed version will be sent as
soon as it comes from the printer. [t is our hope that they wil]
share the second copy with a colleague.

3. In ciosing the workshop, review its Objectives and what has been
accomplished. The primary goal of these workshops 1s for teachers
to begin to use these materials with their students. A small
followup study will take place a few months after the workshop 1n
which a sample of teachers will be queried (probably by phone) to
determine 1f and how they are being used.




HANDOUTS

Hancout 1

WORKSHOP OBJECTIVES AND OVERVIEW

As a result of this workshop, participants should be able to:

1. use multicultural approaches 1n their daily teaching;

2. analyze television programs for their relationship to school
curricula;

5. become familiar with the content and approach of the television

series, From Jumpstreet--A Story ot Black Music;

4., select ang use curriculum material 1n the JumpsStreet Humanities
Project Learning Package in their classes; and

5. develop strategies for encouraging new curriculum avplications of From
Jumpstreet programs according to local needs.

The workshop 1s planned for three sessions, each running 34 to 4 hours.

SESSION 1.

SESSION 2.

SESSION 3.

Activities 1-4 will introduce participants to the project and 1ts
materials, will present an operational definition of
multicultural education and engage participants in putting this
definition into practice; will introduce participants to concepts
of critical television viewing; and will provide background on
the development of the From Jumpstreet television Series and
discuss its application to the humanities. Copies of the
Jumpstreet Humanities Project Learning Package will be
distributed at the conclusion of this session for review
overnight and will be actively used 1n Session 2.

Actitivies 5-7 will 1ntroduce participants to the Jumpstreet
Humanities Project Learning Package and engage participants

in 1ts use. In most cases, during the first half of the

session, participants will be asked to select an interest

group and will divide into two groups according to whether their
primary responsibilities are 1n social sciences or language arts.
During thc second half of the session, all participants will
regroup for an introduction to the humanities curriculum
materials.

Activities 8-12 are planned to 1ve participants time to plan for
1mplementation of the Jumpstreet Humanities Project in their own
schools. Time will be provided for participants to develop their
own lesson plans and for these to be critiqued, and project
evaluation plans will be discussed. Participants will alsc be
1ntroduced to the technique of second souna track television pro-
gramming as a means of providing additional content information.
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Handout

FACULTY PROFILES

VADA E. BUTCHER, musicologist, is nationally recognized as a pioneer 1n the
tield of ethnic music education. After receiving the Bachelcr of Arts degree
from Fisk University, she pursued graduate study at the Chicago Musical
College and Chicago University where she earned Master of Music and Doctor of
Fine Arts degrees. Her post-graduate work 1ncluded studies 1n musicology
(Ecole du Musique, Fontainblue, France), ethnomusicology (U.C.LA.) and higher
education (Catholic University). Dr. Butcher, former dean of the College of
Fine Arts at Howard University, and founder-director of 1ts Center for Ethnic
Music, has served as visiting lecturer and educational consultant at colleges
and universities throughout the country. Among her many publications, two
have become standard reference works in ethniCc music education: Materials
for Courses in African and Afro-American Music (1970); and Ethnic Music in
General Education (1977). With Toby H. Levine and James A. Standifer, she
prepared a music teacher's manual for the television series, FROM JUMPSTREET.
She continues to serve as music consultant for the Jumpstreet Projects. In
addition, Dr. Butcher has been apppointea Director of the Project in Ethnic
Music and Culture under a grant from the U.S. Department of Education, and
serves as Visiting Professor of Fine Arts at Spelman College, Atlanta,
Georgia.

LARRY GRANT COULEMAN holds a Master's degree in English Literature and
Language from Indiana University and a Ph.D. in Communications Studies trom
the University of Pittsburgh. A former professor of communications research
at the University of Texas at Austin and Morgan State University, he is
currently on the faculty of the School of Commmunications at Howard
University. DOr. Coleman 1s a mass media critic, a former newSpaper
columnist, and an author of articles on i1nterpersonal, nonverbal and mass
communications, and folklore. In addition, he was an educational consultant
for Radio Station KLRN, University of Texas at Austin, and for the Northern
Virginia Educational Film Center. He is presently serving as the humanist
consultant in language arts for the Jumpstreet Humanities Project.

TOBY H. LEVINE 1s the director of educational activities at WETA-TV where she
gevelops and evaluates children's, ycuth, and adult educational television
projects. Recent assignments include the role of curriculum director of FROM
JUMPSTREET: A STORY QF BLACK MUSIC ana of MUSIC..., and projJect director of
the JUMPSTREET HUMANITIES PROJECT. Prior to Joining WETA, Ms. Levine was
director of development for Levine Research Associates, Brookline,
Massachusetts, specializing 1n curriculum development, print materials for
educational television proJects ana preparation and publication of
educational communications, Ms. Levine holds the degree of B.S. from Cornel]
University, a Masters of tducation from Boston University and has done
additional graduate study in curriculum, music and music education. Ms.
Levine 1s known nationally 1n the fieid of educationa! telecommunications and
has published numerous teacher's Juides for television series 1ncluding those
for MUSIC..., WALSH'S ANIMALS, ALL ABOUT YQU, and FROM JUMPSTREET which she
co-authored with Vada E. Butcher and .James A. Standifer.
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JAMES A. STANDIFER has a B.A. and M.A. degrees from Fisk University ana a
Ph.D. 1n music from Case-Western Reserve University. Internationally known
for hi1s work 1n urban music education, multicultural music, curriculum
research and 1nstructional television, Dr. Standifer 1s currently professor
of music and director of the Eva Jessye Collection of Afro-American Music at
the University of Michigan, where he previousiy served as chairman of the
music education department. He has taught music 1n the Philadeiphia,
Pennsylvania and Cleveland, Ohio public schools and at Morristown College and
Temple University and he has held guest lectureships in universities in the
U.S., Canada, the Orient and North Africa. Among hi1s many publications are:
The Source Book of African and Afro-American Materials for the Music Educator
and the American Book Company's secondary Level New Dimensions In Music
Series. He also co-authored with Toby H. Levine and Vada E. Butcher the
music teacher's guide for the television series, FROM JUMPSTRLET.

OLIVE A. TAYLOR is Assistant Professor of American History at Howard
University and Senior Fellow 1n The Graduate School of Arts and Sciences,
where she earned both the Master's and Ph.D. degrees in American History.
Dr. Taylor has been a consultant to the Board of Education, Camden, New
Jersey, where she revised the K-12 curriculum to include the Afro-American
experience. She directed an experimental program 1n American History which
was approved by the American Historical Association and later used as a
required course for education and history majors at Howard University.
Recognized as a specialist 1n her field, Or. Taylor consults and lectures
throughout the country on American and black history and is the author of
several publications, 1ncluding, "The Thematic Approach to the Study and
Teaching of American History." Presently she is the consulting humanist in
history for the Jumpstreet Humanities Project.

(W R
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Handaou=:

Je s

ABOUT THE PRQJECT

The JUMPSTREET HUMANITIES PROJECT, drawing on the content, appeal and high
entertainment value of the television series FROM JUMPSTREET, has been
developed to encourage the integration of content relating to the black
experience in America in secondary school classrooms through the provision of
curriculum materials and teacher training.

The goals of the JUMPSTREET HUMANITIES PROJECT are:

1. To assist secondary school teachers to enrich their current courses with
multicultural content that draws on the social, historical and economic
conditions under which black American music culture developed.

2. To provide secondary school teachers and students with a flexible system
of resource materizi on the role of black music culture in America and
1ts connecu.. *o traditional content areas 1n social studies, language
arts and humanitic-,

3. To stimulate and evaluate broad and creative usage of FROM JUMPSTREET 1n
secondary school classrooms.

The project is innovative in several respects:

First, it has consistently asked the question "How can these programs be
uti1i{1zed to enrich an existing curriculum with content that reflects the
black American experience?" rather than "How can this series be utilized?" or
"Where does the curriculum cover black history?" Teachers are encouraged to
select those lessons that can supplement their reqular curriculum and to
design additional Jessons to achieve local objectives that may not be
addressed here.

Second, it has 1nvolved the participation of classroom teachers and school
administrators at every level of development. In particular, we would like
to thank the District of Columbia Public Schools; the Montgomery County,
Maryland Public Schools and the School District of Philadelphia, Pennsylvania
tor their contributions to this project.

Third, it approaches the programs as a compilation of segments, each ot which
may have value to enrich or enhance the teaching of a rarticular concept,
rather than as a series of television programs. While this anticipates a
greater utilization of the programs 3in a non-broadcast format, research
1ndicates that this is the typical manner ot utilization at the secondary
school level and both the series' rights and distribution mechnism similarly
encourage this type of utilization. Teachers are strongly encouraged to
preview all program segments prior to classrcom use. Fourth, 1t looks at the
/1ewing experience as an active trorm of learnming, providing specific
direction for each viewing activity and reguir'rc specific responses from
students reletive to each viewing activity.

.
-
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Fiftn, 1t speaks not only to teachers but elso directly to students through
the inclusion of a variety of readings, study guides arc evaluation
mecnanisms tiea to each lesson.

FROM JUMPSTREET

All Jumpstreet Humanities Project materials are designed to be used with FROM
vUMPSTREET-~-A STORY OF BLACK MSUIC, a series of 13 half-hour television
programs, produced by WETA-TV, Washington, D.C. with funding from the U.S.
Oepartment of Education, ESAA Broadcast Branch. Check your Tlocal public
televisicn station for broadcast times of these programs. The programs may
be taped off the air and used for educational purposes until 1992. The
programs also are distributed on videocassette for ron-broadc. ° use by:

GPN

Box 80669

Linccin, NE 68501
Phone: 402/472-2007

The per progran. cost of FROM JUMPSTREET videccassettes 1s:

3/4-1nch -- $55.25
1/2-1nch VHS -- $54.25
1/2-1nch Beta -- $50.25

This colorful and rhythmic series explores the black musical heritage from
1ts African roots to 1ts wide nfluence 1n modern American muSic.
Singer/songwriter Oscar Brown, Jr. 1s the on-camera host. Each program of
FROM CUMPSTREET features performances and discussion by talented ~ontemporary
entertainers (see program descriptions below), plus film clips and still
photo sequences of famous black performers of the past.

FROM JUMPSTREET 1s recommended by the National Education Associlation and the
Music Educators National Conference and endorsed by the National Dance
Assoclation.

A complete synopsis, broken into segments, can be founa 1n Appendix 1 0of the
Learning Package.

1. JAZZ VOCALISTS demonstrates the 1influerce of West African music and
language on Afro-American vocal jazz, highlighting particularly trhe jazz
vocalist's use of 1mprovisation and the relationship between jazz vocal
and 1nstrumental music. Guests: Al Jarreau, Carmen McRae.

7. GOSPEL  AND SPIRITUALS  examines the development and musical
characteristics of spirituals and gospel music ana relates the
contemporary expression of these styles to their original functions and
settings. Guests: The Reverend James Cleveland and the D.C. Mass Choir
of the Gospel Workshop of America, The Mighty (louds of Joy.

S, SLYES - COUNTRY TO CITY distinguishes between country and urban bluec.
demonstrating musical characteristics of each style anc shcwing the
settings 1n which they emerged. Guests: Wiilie Dixon ana m1s Cnicago
8lues All-Stars, Sonny Terry, Brownie McGhee.




10.

11.

Tht wEST AFRICAN HERTAGE compares the roie of music 1n traditional hest
African culture and 1n Afro-American culture, ungerscoring the many
parallel and sharea practices that link the cultures. Examples of
traditional dance, music and song of West Africa are demonstrated, as are
cuntemporary examples. Also 11lustrated is the on-going cross-cultural
interchange. Guests: Alhazy Bai Konte, Dembo Konte, Hugh Masekela, the
w0'se Dance Theater.

EARLY JAZ/ 11lustrates the musical characteristics of ragtime and early
;azz, their relationship, and the musi. cultures from which they evolved.
Guests: Alvin Alcorn and his Tuxedo Bind, Roy Eldridge.

DANCE TO THE MUSIC demonstrates the dyramic relationship between dance
and music 1n African ana Afro-American cultures. Retentions of African
movements 1n Afro-American dance forms are shown, as are 1mportant styles
and 1nnovators in the development of Afro-American dance. Guests: Hom
Coles, the Rod Rodgers Dance Troupe.

JAZZ PEOPLE surveys the modern forms of the uniquely American music known
as jazz. It explores the social ar ' onvironmental factors within the
Afro-American culture that contributea to 1ts development and identifies
key 1ndividuals and groups associated with 1ts growth and contemporary
styles. Guests: D0izzy Gillespie, Jackie McLean, James Moody.

BLACK MUSIC IN THEATER AND FILM explores the role of music 1n the
presentation and perception of blacks in theater and film and identifies
biack Americans who have been active 1n the growth of theater and film
music. Guests: Pearl Bailey, L. 0. Sloane's Black and White Refined
Jubilee Minstrels.

JAZZ GEIS BLUE 1dentifies the basic form and feeling of blues with
reference to the classic blues styte and demonstrates the application of
biues to jazz. Guests: Roy Eldridge, Jackie MclLean.

SOUL demonstrates musical characteristics of soul music and 1dentifies
social, political and economic tactors which nurtured 1ts development.
buest: Stevie Wonder.

BLACK INFLUENCE IN THE RECORDING INDUSTRY demonstrates the collaborative
effort required to produce a contemporary recorcing and reviews the
history of the black experience 1n the recording i1ndustry, 1dentifying
significant 11ndividuals and trends that have shaped that experience.
Guests. George Benson, Quincy Jones.

RHYTHM AND BLUES demonstrates the musical characterictics ot rhythm and
tiues and the relationship of rhythm ard blues tc the musical styles from
which 1t evolvea. The 1nfluence of rhythm anda blues on contemporary
American popular music 1s also 1llustrated. Guests: The Dells, 20
Jiddley.




13. THE SCULRCE OF SOUL 1s gesigned to demorstrate that Afro-American nus:c
retains elements of West African musical style despite the experierce .7
slavery, during which every effort was made to str'p Africars cf tnerr \
culture and systems of communication. Guests: Chuck 8rcwn and The Scui
Searchers, Michael Babatunde Olatungr.

THE JUMPSTREET HUMANITIES PROJECT LEARNING PACKAGE

Thic volume contains three curriculum gquides, each developed tc supplement
the curriculum 1n a different subject area:

DIMENSIONS OF LANGUAGE ARTS contains 21 lessors organizec 1n *foliowirg
manner:

——

Creative/Literary Dimension--Lessons on lyric poetry, symbclism,
characterization and point of view.

Communications Dimension--Lessons on nonverbal communication, ii1sternirq,
feedback, debate, Tntroduction to persuasion, speech delivery.
|

Composition Dimension--Lessons on titiing, vocabulary develiopment,
descriptive writing and structure.

Theatrical Dimension--Lessons on nonsense sSyllables, 1rterpretat-cr,
tcne, creation of a dramatic scene, elements of costume design.

TAE HISTORICAL PERSPECTIVE 1s organized chronologically into six units-

[

The Peopling of America (1607-1776)
Slavery (1783-1861)

Post-Civil War America (1865-1900)

The Turn of the 20th Century (1880-1614)
America and Two Worla Wars (1914-1945)
Contemporary America (1945-present)

3. THE HUMANITIES PERSPECTIVE--A MULTICULTURAL UNIT ON DANCE AND POETRY
consist of two lessons, each of which compares art forms that nave
evolved from three different cultures and examires the concepts of
cultural continuity, cultural adaptation, and cultural change as
evidenced 1n these art forms,

APPENDIX 1. PROGRAM SYNOPSES AND SEGMENT BREAKDOWN is desigrea tc prov-ge 2
concept breakdown of each program 1n the television series, to 1cent:ty al’
musical selections heard in the series, and to facilitate the use of speci-:
program segments rather than complete programs.

APPENDIY 2. HOW TO USE SONY 3/4" VIDEOCASSETTE EQUIPMELT -~
trouble-shooting guide designed tc assist teachers who may nct reguiari. .
such equiprent and to provide guidance 1n the technigue of ‘ocating Crgr
segments.
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handout 4

MULTICULTURAL EDUCATION IN ACTION
bty James A. Standifer

Multicultural education 1is the process of ncorporating into a
teaching/learning environment activities that 1nvolve ndividuals 1n
experiencing a variety of culturai perspectives and technigues. While a
strong philosophy of multicultural education 1s crucial to the success of
programs 1n any discipline, 1t is especially critical 1n the arts and
humanities, since these disciplines 1n particular seek to document and
intluence the individual's affective attitudes as well as the social
Interaction of groups.

Muiticultural education involves 1ndividuals 1n experiences that are
typical of selected culture(s) on the one hand and experiences that are
common among cultures on the other. It is a process that recognizes cultural
diversity and similarities as a fact of Tlife. It requires teaching
strategies that both intellectualize and humanize.

A major characteristic of muliticultural education is that 1t is
vaiue-laden. As H. Prentice Baptiste, chairperson of multicultural/bilingual
education at the University of Houston, points out, "it reflects a philosophy
that strongly recommends a particular set of beliefs, principles, and ideas
that should govern the relationship of people of diverse cultures." Thus, 1t
requires teachers to be commited to humanmistic principles such as equality
and mutual respect. [n fact, multicultural education, perhaps more than any
other form of education, depends greatly on the strength of the ccnvictions

of those who practice 1t. To be most effective, a teacher must have a sense
of moral commitment. This commitment--this philosophy--is essential because
1t has a highly important payload: 1t will inevitably afect cne's

understarding of the value and nature of one's own personal 1fe and deepen
one's respect for the lives of others.

For teachers to develop and constantly renew this philosophy, they must
trequently risk encounters that are new and different, gradually evolving
from those experiences a highly personalized multicultural perspective that
15 congruent with their unique school situation. They must constantly
practice this philosophy, for multicultural education 1s very practical; they
must embrace ard nternalize the pluralistic behaviors whicn comprise
multicultural education, for this philosophy 1s highly perscnal; they must be
desirous of seeking out and nurturing the distinctive and the different, tor
this humamistic phiiosophy values diversity and commitment based on openness
and trust. Moreover, they must be courageous and ready to investigate and
experience untamiliar 1deas and behaviors even though these cross-cultural
experiences are apt tc be quite different, and sometimes intimidating, from
what the teacher and student know and/or count among their store of knowledge
ind experienca.

Finally, most of us tend more to emphasize difterences 1n t.ings and
people tnan commonalities, and to evaluate those differences 1n terms of
ourselves and our own cultures. This may be i1nevitable. However, a strong




and -°nternalized philosophy of multicultural education can diminish the
erfects of such ethnocentricity and assist inaividuals to evaluate people,
things, and behaviors 1n terms of the cultures ana experiences that produced
them. Further, this philosophy helps us discover ways 1n which we and other
cultures are glike and to appreciate ana respect the ways 1n which we may be
i fferent.

If we, as teachers, can accomplish these aims, we have more than a
reasonable chance of helping our students deepen their appreciation for their
own cultures. That 1s, the learner can begin to see things which may have
been labelied distasteful 1n one culture that are perfectly acceptable 1n
others. This knowledge can lead to a better perspective from which to view
and understand the behavior in question. Further, the learner may truly
begin to see other cultures as complementary rather than contradictory ways
of organizing and dealing with the social world.

This global view 1s particularly necessary in a pluralistic society such
a> America where, perhaps more than ever before, we need to know that
cultural differences may be assets that simply involve alternative ways of
looking at and doing things; and that these differences are not absolute or
mutually exclusive. This view is the very essence of operationalizing
multicultural education.

We have a long way to go to actualize the vast number of definitions,
pronouncements, and the like on muiticultural education. We will continually
need updated quidelines and practical examples. More than that, we will need
experience 1n putting the guidelines and practices to work. Teachers and
administrators and parents must somehow capitalize on culturally relevant
pds L experience ana combine torces to develop appropriate frames of reference
tor constructing and putting ntc action approaches to multicultural
education 1n the r particular schooi and community.

[t seems appropriate tc end this discussion with what [ beileve is one of
the most mportant statements cn multicultural education 1ssuea during the
past decade. In part, it says:

. . . Multicultural educatiorn reccgnizes cultural diversity
as a fact of 11fe 1n American society, and 1t atfirms that this
cultural diversity 1s a valuanle resource that should strive tc
preserve and enhance cultural pluralism.

To endorse culturai pluralism 1s to endcrse the prinCipie that
there 1s no one model American. To endorse cultural pluralism
1s to understand and appreciate the differences that exist among
the nation's citizens. [t is to see these differences as a
positive force 1n the continuing development of a society which
professes a wholesome respect for the intrinsic worth of every
individual (American Assocration of Colleges for Teacher
tducation, 197:).




AODITIONAL READING ON MULTICULTURAL EDUCATION

American Assocration of Colleges for Teacher Eaucation. "No Ore Model
Anerican," Principle Statement on Multicultural Education, 19/C. Also in
Journal of Teacher Education, No. 4 (Winter 1973).

Baptiste, H.P., Jr. and M. Baptiste. "Multiculturaiizing Classroom
Instruction," Approaches for Achieving a Muliticultural Curriculum. Ann
Arbor: Program for Educational Opportunity, School of Education, The
University of Michigan, 1979.

Cardenas, R. and L. W. Filmore. "Toward a Multicultural Society,"
Today's Education (Sept.-Oct. 1973).

Citron, Abraham F, "Multiculturalism: An Education for Americans,"
Multicultural Education: Instruction and Curriculum. Ann Arbor:
Program for Education Opportunity, School of Education, The University of
Michigan, 1977.

Hunter, William (Ed.). Multicultural Education Through Campetency-based

|eacher Education. Washington, D.C.: American Association for Colleges
of Teacher Etducation, 1974.

Reimer, Bennett. A Philosophy of Music Education. Englewocd Claffs,
New Jersey: Prentice-Hall, 1970,

Stand:fer, James A. "Mainstreaming Multicultural Music 1n American
Schools," Approaches for Achieving a Multicultural Curriculum. Arnn
Arbor: Program for Educational Opportunity, Scnool of Eaucation, The

Hnivarcity nf M3
Vit v g L

%€d.). A Guide and Sourcebook of Student Activities:

Techniques for Improving Multicultural Music Education. Ann Arbor,

Michigan: Program for tducational Opportunmity, School of Eaucation, The
University of Michigan, 1981.
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. Hanaout 6

THE IMPACT OF TELEVISION ON AMERICA*

1. By high school graduation, how many hours has an average student
spent viewing TV?

a. 12,000.
b. 18,000.
c. 25,000.

2. By high school graduation, how many hours has an average student
spent 1n the classroom?

a. 12,000. .
b. 18,000.
c. 25,000.

3. The TV set 15 on for __ hours per week 1n an average American
househo1d.

a. 40 hours.
b. 65 hours.

c. 80 hours.

Py

What 15 the average number of commercials seer by children under 1§

each week?
a. 100.
b. 350.
c. 500.

Ty

5. How many minutes per hour does the TV Code allow for commercials
during the Saturday and Sunday cnildren's fare?

a. 9% minutes.
b. 15 minutes.
. 1#4 minutes.

*DQVQ]ODE‘G by Sheirla Mallo ) COnsultent, ANET, tlew York, Lsea witn
y Y
oermys<ion.

i
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|
' b. who would be the most likely to watch the most TV? ;
a. A five year old girl,
b. A sixteen-year oid boy.

c. A fifty-mine-year old woman.

7. There are more TV sets 1n the United States than:
a. Households with 1ndoor plumbing.
b. Househclds with telephones.

C. Households with cars.

d. People.




Handout 7

CONTENT ANALYSIS WORKSHEET

Directions: Camplete this chart either avter viewing or while viewing a
segment of a FROM JUMPSTREET program. Pay particular
attention to content related on the subject you teach.

PROGRAM:

SEGMENT :

wha* 15 the major theme of this segment?

Musical:

Historical:

Literary:

What facts dare presentec 1n this segment?

Musical:

Historical:

Literary:

anat are some other, more subtle themes of this segment:

Musical:

H1Storica. :

Sterdry!

e
[ )
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Ranaout &

TECHNICAL ELEMENTS WORKSHEET

Directicns: Camplete this chart either after viewiny cr while viewing a
program segment. Use short descriptive phrases to help you
recall what you notice,

1. SETS:
Describe the sets in detail. What clues tel! you when and where the
action takes place? What does the set tell you about the characters
who appear there? What does 1t tell you about the mood? How does
1t contribute to the program?

2. COSTUMES:
Describe them 1n detail. Are they appropriate to the character, the
t1me, the place, the scene? Why do you think they were selected?
What else might the characters have worn? How d0 the costurmes
contribute to your impression of the character?

3. CASTIMNG:
What do the actors look like? How does their appearance c¢tfect your
1mpression of the characters? <{(For instance, a4 viewer night be more
favorably 1mpressed by an attractive actor, while unattractive
actors are often used to play viliains.) How would your mpressicn
ot the scene or the characters change 1f the actor were a aifferent
sex, race, size, age, etc.?

4. PACING:
Pacing sets the mocd. s this secrent fast-paced or Siow-paced’

5. ACTING:
what does the actor do to make the character believable? How does
he use h1s voice? what tornes of voice ana 1ntiections does he use:
anat gestures does he use? Are they bel wvable?

ERIC W U




Hardout 9

BLACK MUSIC AND THE HUMANITIES
by Vada E. Butcher

Black music is that music which had 1ts genesis 1n Africa before our
ancestors were brought over into the Western Hemisphere. Africa 15 a huge
continent, bisected by the Sahara Desert which formS a natural barrier
between North Africa and Sub-Sahara Africa (often called Black Africa).

We are told that most of our ancestors came from West Africa--a

specific area of Sub-Sahara Africa. Thus, our focus is upon the traditional
music of West Africa--that music which we think our ancestors were creating
and performing when they were brought to the Western Hemisphere against their
w1ll. Research 1ndicates that this music was quite different from that which
1S heard in urban centers of West Africa today. Our ancestors were carried
to various parts of the Wwestern Hemisphere--to South America, to the
Caribbean, and, of course, to North America. Wherever they settled, they
were influenced by the music they heard around them. Nevertheless, the basic
elements of the traditional West African music which they brought with them
have endured until today, and they will continue to endure. Wherever you
find pecole of African descent, you will hear music which has characteristics
which are common to the music of black people all over the world, whether it
1s performed 1n Guyana, Trinidad, Jamaica, New York, or on JumpsStreet.

Musical Characteristics

One of the most sigmificant characteristics of traditional West African
mus1c that has been retained 1n the contemporary music of black people 1s
rnythmic complexity. The compiicated rhythmic patterns are difficult to
perform, but they lend unique vitality and excitement to Afro-American music.
Black people's fondness for percussion 1s reflected not only 1n their
performance on percussion instruments, but 1n foot-tapping ana hand-clapping
45 well.  Even 1n singing, we produce cur tones with a kind of percussive
atldCk, SO that sometimes the traditional black vocal timbre is characterized
4s abrasive, strident, or harsh. Personally, [ don't care for any of these
terms because they have negative connotations. However, 1t 1S very true the
traditional biack vocal tone quality 1s quite different from the Eurcpean
_oncert tone, or the bel cantn tone. VYou can tdentify 1t immedrately, and 1t
'S typical and characteristic of black singing throughout the worid.

There 15 alsg a certain structural pattern which seems to dominate
Atrican and Afro-American music no metter where 1t 1S performed. [t involves
*ne alternation of soio and group singing--a form that has been labeled
"call-and-response.” This pattern can be heard in dest Africar stcry songs,
1n Afro-American work sonds, in calypso, blues, gwe-awe, and many c.her types
2t biack music.

For 8lac , *the performarce of music ¢ 3 communal ac*-.ity, In
*raditiongl west Africa *there was no such thing ¢S buyirc @ <icket and
tting an tne audience waiting to be entertarneda. [f you cuwild 1ot play an

instrument, then you could sina. And 1f you couid not sSing, pernaps ,oOu

'
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would dance. And if you could not do any of these things, you could at least
clap your hands. Everycne was expected to participate. When we attend a
blues concert today, we respond to the performer. Similarly, when we are
listening to gospel music, we clap along, or encourage the singers with
"Amen" or "Praise the Lord." We become a part of the performance.

Another facet of traditional West African music culture was 1ts emphasis
on spontaneous creativity--creating music on the spot. We call this process
1mprovisation. It is important to point out that th1s does not mean that 1n
traditional West Africa everybody did his own musical thing whenever he felt
Ttke doing 1t. Actuaily, most of the musicians knew exactly what was
expected of them and played or sang their parts precisely, even though the
mus1C was not written down. However, the master musician was given the
privilege of improvising. It 1s this kind of spontaneous creativity--this
special skill at mprovisation--which has become very important 1n the
performance of Afro-American music, particularly jazz.

Music As A Part of Life

Another major characteristic of traditional West African music was its
functionalism. In other words, music was, and 1S, a very important part of
day-to-day living 1n the black world. Music accompanies work, play, and
rel1gious worship. It 1s a means ot communication, a means of education
(morals are often taught through story songs), and a means of social control.
Music 1s an 1ntegral part of the celebrations which mark the milestones of
Ihfe: birth, puberty, marriage, death, etc. It follows then, that
traditional African music and 1ts derivations are appropriate materials for
humanistic 1nvestigation. Through the study of music one may discover a good
deal about the lifestyle and the world view of the people who create and
perform this music. For instance, many black people have an unusual attitude
toward death. We do not see death as a final event, but rather as a transfer
from one level of existence to another. [f we examine the lyrics of our
spirituals, 1t 15 apparent that we are not afrard of death. In tact,
scmetimes we look forward to 1t:

"When | get to heaven, I'm gonna tc put on my shoes
Ang walk all over Goa's heaven."

Or,

"l got a hame up there 1n that kingdom,
Ain't-a that good news."

Also, we have a sense of survival. We are basically optimistic people.
Blues are otten defined as songs of dissatisfaction and di1s1liusionment--the
statements of the black man 1n h1s most desperate mood. However, the poetry
't *he blues often reveals our firm determination to survive in spite of our
problems:

“Im gonna lay my head right down on that railirnac ©rich.

S'voqonna lay my head ragh* down on the® ratirigd friace .
it a train comes along, i'm gonnd snatch =y nhead rign: back.

o

r-, s tne way black people feel. 7Things rnever ae* i DEd *has we ~"“rsiger

6 2 -{; 1




’ Qaving up cn iife.

Finally, [ would like to point to a work song calied "The Gray Goose."
The song 1tself 15 1interesting because 1t 1< 1n call-anc-response form. The
response 15 always the same: "“Lord, Lord, Lord." To black people, religion
15 a very vital part of everyday life, so 1n many work scngs there are
references to God, to heaven, etc. The song tells a story of a goose who was
shot by a hunter. Several weekS pass before the bird falls to the ground.
Jdespite six or seven weeks of parboiling, when the goose 15 served dinner,
the knife can't cut it, and the fork can't pierce 1t. The hog breaks his
teeth trying to eat 1t. The sawmill breaks trying to saw 1t. Finally, the

story relates, the goose is seen flying across the ocean with a string of
goslings behind ham. In this story song which dramatizes the
1ndestructabrlity of black people, the goose not only survived adversities
that would have destroyed a lesser bird, but multiplied h1s species 1n spite
nf them,

Clearly, much can be learned about Afro-American culture and history
through the examination of African and American derived music.

ADDITIONAL READING ON BLACK MUSIC AND THE HUMANITIES

Bebey, Francis. African Music, A People's Art. New York: Lawrence
. H111 and Campany, 1975. An ntroduction to traditional African music;
includes discography.

Lhernoff, uohn Miller. African Rhythm and African Sensibility.

Chicago: The University of Chicago Press, 1979. C{xamines the
relationship between African musics and their performance contexts;
contrasts African and Europear music cul tures.

Davidson, Basil. Africa: The History of a Continent. New York: The
Macmillan Company, 1972. Overview of African history; includes material
on ancient civilizations as well as on modern 1ndependence movements.

Fpstein, Dena J. Sinful Tunes and Spirituals: Black Folk Music to the
Civil War. Chicago: Umiversity of I1linois Press, 1977. Attempts to
reccnstruct and chart the transition from African to Atro-American music
prior to the Cival War.

Harris, Sheldon. Blues Who's Who. New Rcchelle, New York: Arlington
House, 1979. Comprehensive biographical dictionary  of blues
perscnalities; includes  bibliography, discography  and fist  of
periodicals.

_nres, Lers.. Blues People. New York: Wiiliam Morrow and Campany,
963, Socrolegical treatment of the origin and medning of the blues 1n
black culture.
weli, John Jr. Black Song: The Forge and The Flame. New York: The
Macmillan Company, 1972. Primarily & Titerary examination of the
gevelopment and 1ntfluence of spirituals in Afro-Americar 11fe; 1ncludes

rugraphies of key ndivigue!<s and an 1ndex ot more than 6,000 extant

creetnals

th [RRe] J .

‘ @ ocwer, Paul. The Story of the Blues. Radrer, Pennsylvania:  Chil
soek o Company, 1969, Covers  tne  adevelopment ot tne b

regroralization and urbanization.

“on
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southern, £
Norton,
work.,

1leer.
1971.

Stearns, Marsnall.

Press,

1956.

The Music of Black Americans. New York: W. W.
A compreiensive and well-documented history, reference

The Story of Jazz. New York: uUxford Unmiversity
A comprehensive history of jazz.
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3b. LEGAL STATUS OF BLACKS

I CONSTITUTIONAL AMENDMENTS \
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Handout 11

. ]
Je. BLUES: COUNTRY TO CITY
VIEWING QUIDE

. ]}
‘ Directions: You wil hear the songs listed below as you

watch Biues Country to City Listen to the lyncs and

Jecige it they refiect a sense of hope or disillusicnment

Jot down specitic lyncs 1o support your decision

HOPE ISI U NAIENT

1 Seventh Son
Wilhe Dixon

2 Hoolche Coochie Man ’
Withe [hxon i 1

3 Trne Sun s Gonng Shine In
My Back Door Someday
Sunny Terry & Brownie Mr{Gnee:

{

3 Llone Pony Siues I
? harie Pattun . ;

;

i

5 Mo JoAang
Lghtrin Hopkins:

O



e —
3d. REALITIES OF RECONSTRUCTION
e ————

. . g B TR Y

Y

Pkl A T e WER R THE R ROLX
Throughout Reconatruction masked groups such as the
AN Nad power which was gredter than therr numbers
~ould ndicate and . Meence that reached into every part
shocat and state government Colonel George W Kirk of
he: Narth C.aroling state roops gave this picture of Kian

fOWer N s stgte
thase spoken of their having the law and the courls
ihon therr ade The urnes, were made up of Ku Kiux
Ind 1 was impaossible 1or any of the loyal people o get
rustice betore the courts Not less than fifty or sixty per
“0Ns have dbeen killed by the Ku-Klux in the Slate be
sides some three or four hundred whippings and there
nas never been a mdan c.onvicted out of @' those that |
Nave Neqrd o Out ot all those thal | arrested agams!
whom there wds as good proot as could pos . v be
jven enoughto convict anybody Defore twelve riuiest
men 1donotthink one has ever been tned They know
«ery well when they commit these depredations that
"hey will De: Cledared and it just makes it that much worse
'or the 'oyat people it they prosecute them for debt or
‘or anygthing sise they tail Caolored men cannot get
Hlce cannotget therr nard edrned money They dagree
e thern part ot the crop ind about the tirne ot the
rveatthey c harge them with Something and run thern
MO Ty Jare N0 Say o WO

From 5oLt oen e MNesgr rodrer e
o, g Edion hy Wiliiam L oren Kaitz
oyttt Pl Paman Pobhshing or

T ARSI AR R FURY N SLI TS S

¢ ooermeasioan ot Pimoarn

Ut Py N Y (N
Teoaeecton b el R G GDE WaS The L et
| et o me s P ot ndd thenr whife frende,
‘ T e M NI bt L overnar Adelbert An e,
| e T N T gl were recewved dnd e
‘ S e e s B ector Day ipprodached Tre
| aries Cadwell q tegrien
Tes eln DI rar e ader NRG wWasS 1554580 dtet 1 tew

e glet Lyt Dot O enereies

PO e e e e iy

Tre nbmudaton ind threatening Lt Rolored voters,
SNt rterpted and wiih s mpeh system
ind combinagtion of etart 3o ot
I0vadL v the ot

' . ek ' R SR A B S 12 S NI P AT ol |

et Cedd Lt oL

e G e e et

ERIC

Aruitoxt provided by Eic:

Handout 12

Letter 1om 300 v s bard NECr Lolers we
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[Letter D H W Lews of Coumbia MIsSiSsp:
Dear Sir Everything in this and ad|oining counties is
up to fever heat The 24-pound cannon thunders
torth every night The brass band .ccompanies the
democratic speakers together with about 50 hot
headed young men dnd dssassinalion und blood-
shed are openly encouraged Qur voters, are very
much overawed and Iwe) fedr we cannot get uut
more than one -halt of them
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QUESTION Tell ali that they s

ANSWE T They auked Te whal wa . oy I toid
them Then some of thers said O yes ot are the
Thdii we dre Jooking tar - nd Satorth cing of them 1ol
me ey were Gong 1o kill me e ad g pastohn rus
nand  After they got me sut of doore, the o gptan
the organilali, v othey  aHedd fam lold me
that he wds gomneg 1o whip e A T waould give
metwenty hve Lishes that fhad bod the rmpodence 1o
Tun gyganstag white man tor othces g tieal bume that
they were not gomng to alow it that ! & i 40 OrQadMd
Hon nrgamzed Dy them t ) Slop neGroe s trom hotding
SMee and o put out of thce those tha! tuet Othce that
A they Qi Dot get Sut of othee by D Mok Gf noihied
O whipped they were going *o kal them

e e

ol
b

VH,A N

JUESTION They whipped you ot o0 sromised 1o
rewign youlr thee? .
ANSWE S res or

JUESTION State .
Cdan remember
they let you go

AMSWER When they were taking mie oul of the door
they sdid they had Nnothing parlicaiar 1gamst me that
they didnt dispute | wds 1 very good tellow s they
Ndd not heard anything wrong of me Dot e, did not
ntend any mgger to hold othce mtbe United Siales that
hey were qoing 10 S1op it and were guing o whip met.,
Show that 1 was not tu nave the impudenrce 1o run
AQdiNStany white mMan i an election as Fhad done and
thdt! might notity a couple of other coinred men thal we
dvemnour city . members of the City board  that they
were geinglogetthem The, soud turther that any white
Man who had anything 1o do with my ciection of they
aothoid of him they would treat him ust. s thery (hidf M

15 Much Gt "hie cnverahion as yOu

dlf S trom e e thes, gme gntil

FFrom The tlumar Suse F A% e, g0 M B
e rompiled and edited Dy Margaret Stmmann

[

Branson and Fowearnd f SR TOpyngny
TS Ny s and oo P N R BT R ST A
or e Wb L
0‘4’ ‘
2 [
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e ————
Je. GOSPHEL AND SIRITUALS VIEWING GUIDE
S —

‘ Directions: As you view Gospel and Spintuals you wil
hedr excerpls of the spintuals Yisted below Note the
Jeecihc theme of edach song 1o whatcondihonis) does
the song reflect”

TR

1 Soon | Will Be Done With
The Troubles of The World
"Howard Ruberts Chorale

< Lowdn !t Hear Nobody Pray
F ok Jutree Smagers,.

PN oty oo Hoom
Hulandg Hayes

LN I 2 T GTIAI

PAL L Sa b

b= ——

ERIC -
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e e )
J¢. BLURS: COUNTRY TO CITY ~

THOUQGMTS FOR REVIEW
——

~onsiger "ow peopie relate to popuiar musiC these days
‘s musiC only for when people are happy? Are there imes
~hen music can uphft ys if were feeling down?

in this segment of the From Jumpstreet series. Blues —
Sountry To City 1t 1s noted how popular musicians of
‘oday te g Roling Stones Enc Clapton Johnny Winters)
were \nfluenced by blues singer Muddy Waters whose
'00!s are 'n the biues of the reconstruction era and the
teld hollers of siavery days

For the slaves music was their only release Complaints
and protests though still voiced by many siaves. were not
permitted After the war the imied freedoms granted
were quickly usurped Once again song became the
Snly venicle of expression

MusiC was one thing that could not be taken away
Esen when certain instruments (e g, drums) were
nanned Or became 00 expensive o buy, people made
TusIC nNg trom everyday tools (washboards. etc ) Itwas
and s iteraily a case of cant stop the musiC '

As you walch this program consider how this musiC
relates 10 our modern pop rock country and biues music
For exampie when stars call for audience partcipation
the yeahs screams etc ) they are using a call and re-
sponse Dattern that began in Africa and was brought 1o
Amernca

-islen cdretully tor wnat eise 1oday S musSic may have
nrernted trom these earier 2xpressions of ife

kandout 14




3h. UNIT QUIZ: POST-CIVIL WAR PERIOD
R

' All ot the following except one were reasons for Blacks
*0 teel disilusioned with ite in the South atter the Civil
Nar Select the excephon

Klan violence

gisentranchisement ot biack voters

poverty

reunited famies

Black Codes

N I & IS

Q

T

ra

The following charactenstics are evident in some black
music Use the foliowing key 10 indicate the pernod in
which they are most! likely {0 be exident
A Before the ©.vil War
8 After the Civit War
”> Both pefore and atter the Civil War
1 Unaccompanied human voices
—_ 2 Use ot plano
. 3 Compiaints about the overseer
— 4 Money problems
5 Jse of many instruments
n Nork songs - Freld Hollers
_.__ 7 Bano
8 Nigntife

The tollowing reasons were given Dy immugrant groups
n American History for corming 1o the United States
Z.rcle the reasons which aiso would have been given
Dy black people leaving tne South after the Civii War

' '0 avoid religious persecution

D o2conomic prosperitty

=2ducational opportumly

*'0 gel away from social or pohtical persecution

'0r 3 pefrter future 'or 'ollowing generanons

‘0o geta new stan

(o

N b e

[}

TSI S o T

€ L5S 1R4SONS fnr Blacks Msdlusionment after the C v
Nar ,sing =2xampies t yncs from  The 3uns (Sonnd
“rine 'n My Back Door Someday "o lustrate the Daracox
;tnope and aisdiusicnmentin the music we cail Hiues

Fandout 15
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Handout- 16

2a. OPENING MONTAQE

VIEWING QUIDE

Directions: igentity the meaning represented by each ot
T viSudhiMagesin the opetng mwnlagt!uff romdump

street Each symbol - dentihed below

o

4

~

ERIC
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SHCKS

Opga arame,

hands Dedting drgme,

chamn

Nagnds, i Ghaine,

NANas Dredking Chams

Ndnds playing reyls ard

Piniey

edaring

—~d

L R

72 oo




Handout 17

2b. BACKGROUND ON “PATTIN’ JIBBA"
S e —

Pattin Jibba

hbba Jibbd

JIDha this n Jibbd that

n Jibba kill 4 yellow ¢t

N bend aver doubie roube Jibra

Hitt the meql!

faive me the nusk

ook the bread

Give me the crust

Eat the meat

Give me the skin

nthats where my mornmad s troul ies hegin
Jioba this o Jibba that

1 Jibbd kil 4 yellow gt

1 bend over double troubie Jibba

Jibbd up n Jibba down
n Jibba ai around the town
‘ Eend over Jouble troudle Jibba

Pathn Jibba 15 part of a nch and complex tolk tradiion
which focuses upon the trickster element of Atro-
Amercan tolklore and indicates that the black Amencan
~aptives did not passively accept therr fate Reverend John
Dixon Long wrote in 1857  Siaves have their code o/
"o and their tric ks of ade

Other exampies ot deception masking and sublle
rebethon against captvity include
* Paul Lawrence Cunbdr s poem  We Wear The Mask
* The Johncycle of trickster tales the Uncle Remus tales
iNd tales J4bout the signifying monkey one of which
nds neen recorded by Oscar Brown Jr on his album

IR TSI
Pamng songs tke Jibba and Hambone where vlaves
registered 4 sublle compiamnt about second rate iwving
sonaimons 4nd lettover tood The iines Hampone
Hambone where you been/around the world and back
igain  4re 4 poetc and ronic reference 1o the tact that
Slaves Nad 1o use the same ham bone 1o season dit
ferent foods in several households hence the bone
raveled aroundthe worla Inthisregard Hambone
“ sely sumilar to - Jibba
>intudls sunqg Jurnng slavery often contained code
~OTds which communicated a planned escape or 3
meretmeetng Exampies ofcode words or metaphors
| HLrtest et pde heaven Hreedom: the R ver Jordr

‘ . e arditresdomogngiragin the undergrouae
Sl

Q e
FRIC 73
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e ———
Sa. NONVERBAL EXERCISE
e —

Oiractions: Oevedipy s twey three mingle impromptu
speech on any one otthe tlopics below Write the outhine of
'he speech on note paper or Note cards Inciude anintro
Tuchon Lpechc exampie , Of HeNdvior aNd d L oNciusion
YOL WIENGVE ADOUTT Ve MINUTES TG DIEDATe yuul sPeeCn

4} How 10 shoot 4 Daske! .n the game of basketball
D+ How 10 apply makeup

C) How to chanrge 4 Hat tirg

d3 How to brush teeth

e How 10 serve in volleyball tenmis or raquetbail

ty How 10 braid hair

9} HOW d yO yO WOrks

74

Len o

»
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Handout 19

e —
Sb. NOTES ON HUMAN COMMUNICATION

e

Hum N communication reters to 1) the ways in which
humans send messages 10 other humans and 2) the
ways in which humans receive messages from other
numans The process is a complicated one For example,
ir individual may be both the sender and receiver of the
message (seit cymmunication) moreover messagesare
changed or modified by the receiver s responses Finally
~ontradiclory messages can be transmitted simutaneously

Two Major modes of human communication are recog-
niZzed nonverbal and verbal

- Nonverbal
Nonverbel messages are those messages transmitied
~ithout the aid of language or In conunchon with lan-
judage Nonverbal messages may be more direct than
verbal messages and may carry much information
4bout the ernolioral state o! the sender They are also
nchly endowed with the cultura!l attnbutes of the sender
Finally nonverbal cormmmunicalion 1S continuous — Non-
verpally you cannot nof communicate Some categories
‘ of nonverbdl communication are as tollows
toonarearic, reters to the effect of physical charac
‘© Lhao On communication particularty those physi-
i L haractenstics that are relatively unaiterabie eye
culor skin Colar Dody Jimensions etc
“mienc s refers o the eftects of phvsical aterations
apulicanve 1ng surgical) on ¢ ymmuyrication

3 sturt gy -efers 1o the way Qress attects communi
gdhon

4o e 1eleS G e wdy 50408 1S wsed INCommu
TeghGn b Concerns a1 persona: (henan) space

wPih S ke g space pubbie hat 1S & aacs wth g
SO W™D bred Spdce
Tl reygr b e gse of e an SO mun,
ation
N e L TRIRIS G IR USE OTE w8 N SO ALY
St ortachie commurieaton refers ju the use of
© o commurnicate feehngs ang emahans
Ao e o reters, 10 Dody Novements In ComatiuyniCd

vt e e reters to the yse of Clyects in communica

o0 eturgig tne gse of the voic e in communica

EIKTC 75 e O
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e ——————
Sc. LESSON QUIZ:

NONVERBAL COMMUNICA TION
D —————— L ——

Directions A< /0u vew J selecled seqgment Dday Particy

i aMen o fo e sk G difterent nongertg tapm 0
oMmmMamcaton Cote down gt @ast fen examples !
YLUPVEIDA DEeNAVIONS Bvents S tcior, gt Contnhgte L
e veragl MessaqQe Alter viewing  aleqorse thege
2vents jCuonding to the tolluwing st

(r5ansmcys physical charactensti
LUSIDENG L P e dn dlterahons
S o tuming e,

'

dOMrodentuc s pace
TIONSMy L Mg
nooarLeL (a2 0
AL L touen
A ST STITS AV SRR AN RT AL
1 Taee Moo, et
PR SIS TOrS LS TON 11 Y]

Handout

lr\)

AL SR R - ‘o
H
’ ;T
— | -
{
’ |
. i
b ¢
i !
. i
- \
o T
) + '
| |
| |
b 4
‘ !
|
- '
: |
l
i
T
RO e
— U . —_—




S —
18. BACKGROUND INFORMATION ON
‘“POP! QOES THE WEASEL"

FstoNCaty Jdnee ind dance muysic Nave been one of
'he MOs! populdr musiC orms in vanous world cuitures
specthc groups of people have created patterns of sound
rhythm and movement.n unique ways 10 exemphty char
wtenshies typical ot their group These characteristics
“ften drenfluenced Or caused by speech rehgion famuly
ind environment
The tamihiar children s tune  Pop' Goes The Weasel
5 in exampie of s Pop' Goes The Weasel s an
Enghsh tolk tune aithough during the coloniai penod
Amencans were very fond of singing and dancing to the
melody The term weasel 1S 4 name used by English
*aiGrs 'or one ot thesr mostimportant tools - the pressing
ron After having pdid 1or a spool of thread and needle
he tailor in this tune hnds he needs 10 pawn  his pressing
ron He thys says Pop! Goes The Weasel
rucien Calhet a naturahized Amaerican citizen who was
vorn and educated in France composed five vananons
SN this simpie tune using a danze reflective of a diferent
Lenod .n Nestern culture tor each vartation He says the
‘oltowing regarding his vdnations
Pap' Goes the Weasel was reminiscent of 4 dance
jigue,; and suggested {that | treat the vanations as 4n:
=vorution of the rtance thraugh the ages Hence dfter
10 ctroguchun and theme T wrote g attle tugue on it as
n Bdachs ime Then followed a minuet as in Mozart s
"me Thinking tedasingly of the 1930 pericd 4nd the
e L L ewishoviohnist Rupinoft ! wrote g vionn sotu
Sif o0 rang 0. Bsplay Luch 3 mood This was tol
Jwed Ly 3 mMusic LOox waltz 'mugtion and hndlly g 122
2SO0
teopgue astiet L et vdandhion s essentidily .y Lo
L Ce NPT IreagLenty ey IMidghve Melogies aig ot
vt ou, e 0as ptinpe reter The dgance torm developed
o e TP Centyry nsh g NPICT IS0 was very DuDi,
af st e tme n Englang Tre Jigue s an exampie ot
shcrule L on f\unCiiongd Mmusic in the “7th and '8th
rtury Lngerthe French ngrne  gigue  the music ot the
Wy N4y Nocorporated :nto concert music as one ot the
e yements St the Classical Suite
3 Lesk _ompound tnpie meter ot6/4 or 6,8 the 1y
S e was pertformed by comedians who ntroduced !
rArrernc 4n the 'Ath century Biacks imitaled the dace
17 3Cually franstorming :(1into the more grotesque mave
ety gng rryth e patterns freQuently seen i mingtren

te DTSN TR LA TS IFWY I BT ST LA T LA L P T R ST

ter SATT RN he gler

[Pt

Handout 21

diliel 5 5eCond vandbor S g minget nsaegd bt T Hih
century French dance with ¢ dignitied 3, 4 rhythiny (dwas
Quite popular at that tme and its slateliness wds dedlly
suited 1o the environment of the court and royalty exem-
phtying the elegant ambience of 18th century balls In
fact the minuet first appedred at the French count ot Lous
XIV around 1650 It was danced :n a courtly manner :n
which couples exchanged curtsies and bows The music
~as soon adopted as part i the classical symphony and
other instirumentd' forms ot the classical period it later
gave way o the waitz
The waltz Catliet s next vanahon 50 S exCewdindgly
successtui in reflecting the e and tirres ot 3 parhcalar
vernod The waltz s 4 populdr Ger'ban Jance 'n 3/4 or
6/8 meter that ongmated dunng the '8th century s
styhzed triple meter and dance Characlensncs had as thewr
mmediale ancestor the Germen tolk Jance called the
iangler The tempo s generally fast but some are mod
erate N tempqQ its rhythmhas an heavy accentonthe hirst
beat and ¢ has 4 «iting fow
'nthe wte '9th und earty J0th centunies world SoCiely
SOuN Jiscoverea the g versal vaiues 3 new vibrant
TILSIC ANG ddNCe whose uNQINSg were Alncan and Atro
Amencan They ncuded the mutpic ty Ot dances ac
O Ldaried Dy e raghire Degl o O the nely reated
rylhms, b gos T amel O poY L ooy, orought'o g e
our Jing St e Dy 100G the gmigue A enc g gng At
RYAATT SRR [T o Te DLt Sy ang atthe
SWING e g
AlL Ot iNe $a0Ce e des 1 Rop e the Nedse
netleet SN c unire gty AN Nange 9l j e e,
catlufar discontouty gnad ad-4ptaten Seme g irom
M Gy eNvironment b wegs anite Sl er Legadn as
Ny S0k, Do e tetle gy T e T TUNC ot
[EE PR TARETO IS 8 SETI N S VRS IOTUN SR S N PP LA A R LU T S S ST AT

1

AU T St LA A TR AT GLUE | ATo BN TN Vet pea ot
ey dre g0t e Teelo e 0t ol e A
s s

:

TN T A L N T AT L [EE A T B TR A I B L AN

TS IS I LR A S IR VI IOV
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16. LISTENING GUIDE FOR
“POP! GOSS THE WEASEL"

Pop! Goes the Weasel
cucien Canet

Handout 22

e —f—— sy T
#‘&—; D SR S W S S G G S S SR G S WD SN )
i A+ SO S . W 1 G S D SEr S S . W G S AR T
oK o d 4 Koo d 4 e— . W = —
(W) 3 & s - et
of
s0 do elc
" INTROBUCTION Many repetitions of the trst two
notes of theme maoves higher and higher in pitch
2 THEME aimost complete moving in twos extended
3 JARIATION | Fugue (ke 4 round) pop played in
VAl wdys
Vanous tone colors bring in tune hve tirnes
1 Clannet
2 French Horn
3 French Horns
4 vionn Flute Piccolo
5 Low Sirnngs Brasses Bassoons
4 Brioge materal iinleriude; pause chime
5 VARIATION Il New minget melody (3,4 tme)

T | : I | RN o | ]
i | | .
!%;;:#-#: 4 ;}:;:,::e}é-H#——Hﬁ—v——#—#ﬂL—o—H—
[ I i | ' !
i ! | :
LA pen W for 1 ! spool ot {thread a | pen n, . tor i ree " e |
| : !
| ! : :
'L%- — — N + —— —_ |
; |

Heats
g l |
rotw ot viv v wrvr—FF++o 4+ 4ot oot} .o o . .|
e S——
tat e Ny L] TN My 10, OIN18) 3w T2 Ay e
b e e e - —— - —— —
e, Taea AT er gy s oty
1972. Reprnduced by permission ot
J.0. Heath,
78




6 THEME entersiniower pitch and in lengthened notes
faugmentalion) as new melody continues 4bove it
Material extended

7 Partal repeat of (6) New tune presented 8nde and
nndegroom Mazol tov

poco atiargando

X0 T T 1 T
< \g g T -+

Vi

8 Soio vioiin 1N virtuoso passage (cadenza) ending
leading 10

9 VARIATION il Solo, other instruments aczompany
siow 4/8 ime, very expressive, note return of "Bride
dand bndegroom Mazoi tov meiody {(wa wa mute
used;) Violn ascends scale-wise in pilch

10 Muted trumpet on descending scale with wa wa mute
introducing
VARIATION IV Iight staccato jagged melody in waltz
time Compah pah accompaniment in high register
Brass in echo fashion leads 1o

11 VARIATION V Whole orchestra syncopated. swing
orjazz version of theme NOw mMoving 1N twOs iNncom-
plete repentious

r | !
T2 0 | M A ] aly N
- § ~— ~ g C~— i
! !
2 | 2 | 2 | 2 ‘ ole i
18 2 81 s 2 8 | 2 & | ec |
deals
!
T A \ NN | |
[F—————w- -- g - - — 4 +—4— ——
i S :
| |
; I !
f | ‘ elc
! +
| s |

AN AN o AN

' *C Big mard 4anG cymb.a crasht Successive irilis

'3 Summaglion on unginal theme

O
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e ——————————

1c. RHYTHM PATTERNS FOR |
“SALAMATU BANSA"

e S —

A APPIN PATTE RN O gy on aircied numuper

9 8 4 10 ' 12 Repeat

roup AT 6, 7
5 6.7 8 D 1 1D Repedat

34
ol ot 0 304
HOTWNG TOME BELL PATTERN
Ether 51 these patlerns may be used 10 accompany
Salarmatu Bansg  inthe absence of a gankoqui (an Afn

©4n two tone bell} two cow belis may be used a small
onetor atigh pitch i H)and atarqe one for low pitch (L

r ! ' ! 4 " [6) ’ 3 Repeat
TR 5 5 7 8  Repeat

oo

O N R B!
[ars t ! 2 4
! ! b 4
PETEEN ;4
! 4

vl e
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prST OOV I

Salamatu s the name of a pretty girl who was disobedient
and disrespectiul 10 her parents Her behavior earned
her another name Bansa which means "badgirl " When
she ceased her disobedience, the name Bansa was
dropped

The dance consists of two pnncipal movements, and
traditionally 1s done by four to six girls

MOVEMENT |

To begin. the dancers stand in a ine or a wide circle with
hodies bent in a downward curved positon and hands
crossed With bodies still bent dancers move forward,
coming down on the nght footon Beat 1, dragging the ieft
foot1o a position near the nght on Beat 2 Sim ultaneously
the nghthand s pushed forward, cupped with palm upas
it holding a banana and the left hand is gently pushed
4Cross the body with palm down Hands shouid criss
Cross daround the eibow

While counting { 2 1 2 continue these moverents
unhi set and natural remembering to bend while doing
he toot motuns

MOVEMENT ii
V/hile continuing the foot motion of Movement | ata pre-
determined point dancers gradually form a single hne
shoulder 10 shoulder When the ine is formed the move-
ment changes Dancers now jump up and down as
marching. moving forward gradually to the strong i 2 i
2 beat of the song

While moving forward, half the dancers do a pushing
motion as if sawing wood. keeping their arms taut bent at
the elbow. pushing straight out from the body The other
dancers beat up and down. with fists clenchad, alternat-
Ing arms

A nalural feet and appearance 1s imperative 1o capture
the essence of this and other Afncan dances Improwi-
sations may be added after the basic movements < re
learned
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1e. HISTORICAL BACKXGROUND TO

“TANKO BUS A"
S S

Tanko Busin 34 GO mMiner s dance and s une of the
mustlamous fotksongs in Japan There are many ditter
ent kinds ot coal miner < songs throughout the country
Jsuaily the name ot the place 1s added to the ttle of the
,ong This coal miner s song s called Kita Kyushu Tanko
Hushy 1tonginated trom northern Kyushu located in the
>outhern part of Japan The ongin of this work song is
behevert !0 Jate back many centunes However in 1515
4 teacher in an elementary school in Kyushu rearranged
the song to accommaodate young children and classroom
Japanese Music-learning During World War v tre coal
miner s scng was recorded tor commercial sales After
the War the s0ng began !0 gain natonal populanty

Tanki) Bushi

verse ! Tsu ki ga de-ta de-ta Tsu-ki ga de-ta
INow th« full moon now the full moon guiie
round as a balt}
s - AYO O YO
e O Micke tan ko no u e nide-te
Hds nsen bright out of the back of that yonder
hiil)
e TAN MG Nen 10 1Suga la ka | no de
(e the chimney of the Loal mine s, very tig
ind talh
© e dSa 20 yd o 150 KEsa Md ke M ta ka ro
Tre smoke mustbe awlulto her  She lbe taken
I

. cors g T (o Ay !

HUWlIiVWuw e &J

(e

Y
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11. DANCE INSTRUCTIONS FOR

“TANKO BUSHI"
e ———

The dance s very simple 1 consists of hve major move
ments edglch ol which « pictured  Fach movement inds
Cdles one motlion ypr gl O coal muner s work
N g ik
borm g crcie with il participants tacing insid> Clap
nands e e binskly i orhythm with the muosic, d4s
TOHOwe,

1, - 3 3 5 0
Tarr e the rught

A

arnatates, the chgaging cf codb with g shove

At o nant oot twee ¢ uoing chig@ng mohon Then stamp
SOt e e ang digging mohon Chant Dig Dig (g
S04 v b Ntk Throggh the movement

Handout 26

Vevernert Carmulates carryinegs w epotonward wt
yOur nGRtIoot 1 O NANAS Move 1basket L0 rom
e Hoor 1o Gver yonn cogit S hoaidder Saepe g0 a0 ol
NG et SiIe NGt L gy C Iy o ke
MOvemy !




Tl QOKING U ot the moon Step Ve b amaates pushing g it Slep ot adrg

oo N et et ot your rignt hand 1o gonar PR AN ATR LA TUT5) RS TO N G TOTN AN RS YA BVIT | SO NS | NE FIRT R T Hepeat
BRI STENTS VT TS SLA D ARANTATS RO R SN IO RIS DONING Lo k Jdeppevy withett to,or o hgnt ban gt
R L A A R S Y S TRUEN W IT SR Poant b ook g ook gy

AT TR Y S T AN

gl

PR S adtes the end of the day While,

el har Aaret vt your nighttoot ross both bands in

oanb ot g gt move therm apdn spread wide Chant

Tratog e vl the ddy 1, yOu Make the movement

. LetOrTng e lapinng pattern ot the introduction once

ERIC o
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OBJECTIVE SELECTION LISTS/DIRECTIONS FOR MED[A PROFESS IONALS

Directions: Choose one of the groupings below and select no more than
two objectives within it. These should be related to the
videotape you screen and should require no more than three
class periods to achieve, including screenirg and
evaluation.

Anthropology and Sociology

1. ldentify likenesses and differences which exi1st between West
African and Afro-American cultures.

2. Identify methods of cultural transmission in African and
Afro-Anerican Tife and the 1mpact on the society or individual.

3. Identify and determine behavioral elements of a culture through the
art, music or folklore of that culture.

4. Discuss the relationship between culture and reiigion 1n the
Afro-American tradition.

' Black Studies

1. identify major characteristics of traditional West African
culture, including art, music and religion,

2. ldenti1fy those characteristics of West African culture that have been
retained in Afro-American culture.

3. Describe contributions of black people to American social and
econom ¢ development.

4. Describe techniques used by black people to combat prejudice and
discrimination.

1. Discuss the contradictions 1n the 1deals of freedom and .he existence
of slavery during the coiunital period.

c. [Describe the character of and the response to slavery as expressed 1n
the music and dance of the slaves.

Explain the paradox of hope and despair as shown 1n the variety of
black music.

(S
.

. 4. Describe the sigrificant historical chanaes that began 1n the 1950's
and sncw their impact on the music and dance that emerged.
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. Languace Arts

1. Recognize anc describe nonverbal modes of communication.

¢. ldentify and describe uses of 1magery, figures of speech, symbolism
and other poetic devices 1n black music.

3. Describe the contributions made by African and Afro-American speech
patterns and expressions to the growth and development of modern
American English.

4. Identify and describe 1nstances when the manner of performance of a
song contributes to the meaning of the lyrics.

5. Discuss the oral tradition in West African culture and 1ts importance
in the persistence of aspects of African culture 1n the New World.

Music
1. Identi1fy and describe specific examples of traditional West
African musical practice which have been retained 1n Afro-American
music.
2. Identify motifs, symbols and themes common to black music of a
particular period and comment on the relationship of the music to the
‘ social and historical characteristics of the period.

3. Compare and contrast the role of music in West African, Afro-American
and European cultures.

4. Define functionalism and discuss 1ts 1mportance 1n West African and
Afro-American music, citing sgecific examples.

Directions for Media Professionals

You have been assigned to a content dcvelopment team to assist team members
to refate course objectives to the videotape they will screen. Your specific
d4ss1gnment during the development process 1s:

1. to assist team members to 1dentify prograr segments that are
reievant to their objectives; and

Z. to prepare a critical viewing activity for the unit “hat 1ncludes a
5tudent worksheet,




Harcout 28

THE WEST AFRICAN HERITAGE SECOND SOUND TRACK SCRIPT

Segment Counter
0 016
1 056
. 059

Please join us in a unique presentation. What you
are about to screen is a tape produced specifically to
assist you, as classroom teachers, in the development of
content and curriculum material for the television program
you have previously viewed -- The West African Heritaga.

A second sound track has been addec to the original
video tape. What you hear me saying is recorded on Channel
1. All video tapes 1ncorporate two discrete audio tracks,
and are pre-recorded on Channel 2. The audio monitor/
selector is located on the left side of your video
recorder. This selector enables you to play channels 1,

2 or Mix, by adjusting the lever position.

You will hear and view the same program you previously
have screened. The ori1gimal material is intact on audio
Channel 2 and can be played at any time by adjusting the
lever. We have, however, supplemented the original audio
track with additional information to assist you 1n the
development of content, relevant to your specific needs.

The drums are a symbol of the rhythmic heritage of
Africa--a means of communication and expression.

Chains symbclize the ageny of captives forciuly
removed from Africa and taken to e distant land. The
music of anguish.

In America, Black music culture continued to evolve,
adapting African songs and rhythms to new instruments and
new conditions, yet retaining a uniqueness that continues
to this day.

The focus of thi1s program--The West African Heritage--1s
the origin and nfluence of African music on American and
world culture,

By creating related classrocm activities 1n black
studies, language arts ana social studies, we will develop,
through a humanistic approach, a better understanding and
appreciation of the rich history and culture of black people.

Afro-8lue is an oriqinai composition by Oscar Brown,
Jr. It's theme 15 simiiar to the theme of poems by Countee
Cullen, Langston Hughes, and Claude McKay which 1dealize
and romanticize mother Africa and traditional African
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culture.

The song 1s about a mystical, spiritual, far away
place. It evokes a dreamlike mood 1n which the drearers
are overwhelmed by the beauty, power, and mystery of Africa
with 1ts "whispering trees" and "cocoa hues."

The theme of the song is that Africa 15 a fantasy,
and 1t one can get there, or 1f one can reflect on Africa,
he will discover joy and love. If we participate 1n the
fantasy of the song, we follow the two lovers as they
weave into and out of the magical African landscape.

The bond, between music and movement has always been
an undeniahly strong feature of African culture, and 1s a
11nk that has been retained in Afro-American culture and
diffused into American culture in general.

In West African dance, one of the dancers aims to make
every rhythmic subtlety of the music visible. Similar
retentions exist in Afro-American dance. It is important
to note that dance functions in such a way that the primary
e lements of music, namely rhythm, meiodic direction, melodic
motion and texture, all join in a tingible way to evoke
good and clear aesthetic perception of the part of its
viewers. There 15 little doubt that West Africans
have a special interest in their involvement in dance, and
that they relish the unique balance between black musical
and choreographic expression.

Black dance constantly mixes the sacred with
the profane. Dance is a part of certain
fundamentalist religions. Movement and
motions are also created by youngsters in
the playground. In addition movement and
motion are used by individuals to facilitate
and make time pass during tedious work.

A major difference between West African dance and
Afro-American dance lies in 1ts context and usage. in
west Africa, dances and the movements associated with them,
are strictiy defined by function, and taught in the context
nf the situation 1n wnich they are appropriate. Irn America,
the specificity and usage of these movements many of whica
are 1ndeed highly provacative and sexually oriented have
negative connotations when taken out of their original
context.

In the black community  persons are highly responsive
to each other 1n the dance, because, as 1n traditional
West African communities, the audience 15 an 1ntegral part
ol a given dance, or movement experience: that 1s, the
observers and participants are familiar with the social
and historical background of that dance and know what to
expect, The observers are alsc entertained by the
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experience, because of the exciting ana pleasurabie effects
of the movements. However, African dance and Afro-America

darce should never be thought of as "only entertainment”
since their roots are thrust deeply into the culture
and history of that group's evolution.

Pattin' Jibba is part of a rich and complex folk tra-
dition which focusses on the "Trickster" element 1n Afro-
American culture. Elements within this trickster tradition
of deception, masking and subtle rebellion against captivity
1nclude:

Paul Lawrence Dunbar's poem "We Wear the Mask," the
Jsohn cycle of trickster tales, Uncle Renus tales and
tales about the “Signifying Monkey" such as Oscar Brown,
Jr., recorded on his sin and soul album. Patting songs
Tike "Hambone" allcwed slaves to register a subtle
complaint about seccnd rate living conditions and
leftover food. The lines "Hambone, hambone where you
been/around the world and back again" are a poetic and
1ronic reference to the fact that slaves had to use the
same "“Hambone" to season different foods 1n several
households: Hence the "bone" traveled, 1f you will,
“around the world." In thi1s regard "Hambone" 1s very
similar to "Jibba."

In addition, spiritual songs sung during slavery con-
tained certain code words that told slaves of a planned
escape, or a secret meetirng. Such code words or
“metaphors of protest" were: "heaven" (which meant

t reedom); the river Jordan" (escape and freedom); the
“train" (which referred to the underground railroad.)

Clearly, the "tradition" of the trickster 1n folk music
and folklore, indicates that the black American captives did
not passively accept their fate. Reverend John Dixon Long
wrote 1n 1857, "Slaves have the'r code of honor and their
tricks of the trade.

The African griot, the tribal historian and story
teller, memorizes facts about the tribe, and passes them on
orally to a descendant, who wiii assume the role of ariot
upon the present "recorders" death.

In West African societies, both string and percussion
1nstruments were utilized by the “griot." The west African
griot was a troubadour, the forerunrer of the minstrel. Some
griots were attached to the courts of noblemen, others were
1ndependent and went from house to house, or from viliage
to village, peddling stories and adding new ones to tneir
collection. The griot knew everything that went on, and
he could recall events that were no longer within i1ving
memory .

(‘l)
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#h1le the Kora was a beauti1ful, functional, instrument
of west Africa, the drums were more widely used for drama,
dancing, and for religious and political ceremonies. They
were also used for sending messages. Every community had
1ts drummers. With their "talk“ng drums"” they coula copy
the sounds and rhythms of speech 1n a "drum-ianguage."
Sk1lied drumrfers could send and receilve messages over a
distance of several miles.

The griot was a 1iving archive of this people's traci-
tions. But he was, above all a musician, without whom no
celebration or ritual would be complete. When Africans came
to the New World their tradition of story telling survived.
However, the talking drums were banned by slave masters,
because they were used to communicate organization and
rebellion. The drumbeat now became the hands and feet of
the slaves through their "Jibba" dances.

As you watch this program, consider how this music
relates to our own modern pop, rock, country and blues
music. For example, when stars call for audience
participation (the yeahs, screams, etc.), they are using
a "call and response" pattern that began 1n Africa and was
brought to America.

Historically, for the slaves, music was their only
release. Complaints and protests, though still voices by
many slaves, were not permitted. After the civil war, the
itmited freedoms granted were quickly usurped. Once again,
song became the only vehicle of expression.

The heritage of biack Americans has 1ts roots 1n the
so1] of Africa. African history as a part o, worla his*or._
15 a very ancient and significant record cof man's existence
on earth.

Archeological findings, 1ndicate that ancestors of
Afro-Americans, not only produced great civilizations, but
also, the continent of Africa may weil be the location of
the origin of mankind.

keligion, dart, music and dancing were 1mportant aspects
% “he cuiture. Scrence. education, law, theolcgy and
medicine were nighly developed.

The forced migration of m1liions of Africans trom their
homeland during the 15th througr [Sth centuries, disrupted
their cuiture, and the 1nstitutions of thi1s great ceonptinent,

Although these Africans were taken 1n chainrs from the
5011 of Africa, deprived of and divorced from much of thesr
¢ulture, language, reiigion, highly developed art, literature
and social mares, th's program celebrates the reterticn of
that culture against all odds.




T1ke a thread through the fabric of Afro-American history,
15 the constant struggle for freedom, just.ce, equality of
opportunity, and a sense of dignity, 11 an often hostile and
oppressive society.

' The dominant theme of the black experience, which runs

Black heritage 15 a saga of blood, sweat and tears.
The work song, spirituals, blues and jazz, are forms of
music, created fron the experiences of black people, 1n their
odyssey, from the so1l of Africa, to the shores of a distant
land. The odyssey has been one of struggle...of survival...
of hope...of pride, long suffering and courageous...the saga
of a resolute people.

Cred1*s 519 You have now seen this program--The West African
Her1tage--two times--once as 1t 1s normally broadcast, and
once with the addition of a second sound track. The second
sound track may not be broadcast, but has been prepared
specifically for this workshop, to provide you with
addi1tional content and curriculum information.

During the next forty-five minutes, each development
aroup will be preparing a teaching sequence, and appropriate
subject material, designed to help students achieve the
objectives the group has already selected. In your workshop
manual, you will find an outline of those elements which

. should be considered 1n your teaching sequence, along with
a copy of the directions for the activity given on this tape.
Review these directions as needed.

After forty-five minutes, a faculty member will call
the group back together, and each group should be prepared,
to make a short presentation to the workshop. In preparing
thi1s presentation, one team member should take responsibility
tor presenting a synopsis of the sequence, 1ncluding 1ts
objectives, 1ts connection to The West African Heritage
television program, and the rationale an which selections
were made. A discussion of where such a sequence would *it

Credgits 537 1n your regular curriculum, would also be helpoful. Another
team member should take responsibility for teaching a short
portion of the sequence directly to the workshop. This
w1ll provide an opportunity, to test out new 1deas and
materials, as well as, to receive feedback from your peers.

While you are working with your groups, faculty members
w1ll be available, to lend assistance as needed. Your
presentations should be planned to run no longer thar
fifteen minutes. Since we have all seen the program twice,
we wi1ll not rescreen the portions thet you use 1n ycur

lessons.
screening activity, as wel!l as a worscheet for ¢'assronor

\ ' However, your teaching sequence, must include 3
|
|

use, that directs students viewing to tne specific aspect

f
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of the program, or segment that you wish to emphasize. While
the develcpment of thi1s worksheet 1s the priméry responsi-
b1lity of the media professional on your team, 1ts content
snould be acceptable to all team members.

Please refer to your workshop manual for activity
procedure.
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FROM JUMPSTREET 24 THE WEST AFRICAN HERITAGE

Handout 2°
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8 Oscar compares this orai tleaching
10 the Afncan tragdiion in which griots
transmit Afncan history and cuiture
through music. as demonstraied and
explained by Jumpstrae! guesis
Aiham Bai Konte and his son Dembo

Improvised demonstration of music 13 32

of the kora (Alham and Dembo Konte)

9 This segment concerns the reci-
procity between Alro-American and
Alncan cuitural radiions, including
references 1o the parailels between
the Afncan independunce struggles
and the American civil nghts
movement

16 41

54

10 The influence of black Amencan

'S demonstrated by Hugh Masekela
Oscar and Masekeia d&suss
Masekela s early ife \n South Alnca.
the influence of Amencan jazz and
popular music on his music. and the
media s roie in spreading Amerncan
music 10 West Afnca

Masekela and group perform agan

Segment and Content Synopsis

musiC on contemporary Afncan music

FROM JUMPSTREET 5. EARLY JAZZ

Afncan Convenuon 17 36

(Hugh Masekela)

Ashiko (all Afncan people reurie}’
(Hugh Masekela)

Approximate
Segment
Start Tune

Music (Performer)
Composer/Lyncist

Seyrment
Lefigh

1 Standard senes opening

Jumpsireet Theme Music 0

118

2 On Jumpstreet. hos! Oscar Brown,
Jr explains that blues. brass band
music Afncan ntuais and ragime are
dmong the sources 0! earty jazz The
roots of raghme which 1s idenufied as
the tirst compietely notated Afro-
Amencan music. are shown in a
montage that includes the banio and
hddle musc of slavery. pre-20th
century entertainment among Blacks
such as cakewalking and marching
Dands. and a companson batween
John Phiip Sousa s 'Stars and Stnpes
Forever ' and Eubie Blake s ragged
sersion of the same march This com-
panson dlustrates how the onginal
march rhythm was kept in the left
hang while the nght hand played a
Syncopated version of the meiody
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‘Ethciency Rag 119
(James Scott) .

Banio music

Cakewalking exampie
‘Stars and Stripes Forever
(Flonda A&M Univers;ty)
J P Sousa

Stars and Stripes Forever

{Eubse Blake)
J P Sousa
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Handout 30
DIRECTIONS FOR DEVELOPHMENT OF TEACHING SEQUENCE

You have now seen The West African Heritage twice--once as it is normally broadcast
and once with the addition of a second sound track. The second sound track may not
be broadcast, but has been prepared specifically for this workshop to provide you
with additional content and curriculum information.

Each development group should prepare a teaching sequence and appropriate support
material that is designed to help students achieve the objectives the group has
already selected. The teaching sequence should be planned to last no less than two
nor more than five class periods.

Each teaching sequence must include a screening activity as well as a worksheet for
classroom use that directs students viewing to the specific aspect of the program
or segmen* you wish to emphasize. Handout 29 is a program synopsis and content
breakdown tc nelp your planning process. While the develiopment of a critical
viewing worksheet is the primary responsibility of the media professional on your
team, its content should be acceptable to all team members.

The teaching sequence must also include a means of evaluating Student achievement
of the unit's objectives.

If there are items that you would like to be able to give to students, but do not
have the time to develop, you should clearly note the characteristics of the
material to be developed.

After forty-five minutes, a faculty member wiil call the group back together and
each group should be prepared to make a short presentation to the workshop. In
preparing this presentation, one team member should take responsibility for
presenting a synopsis of the sequence, including its oojectives, its connectizn to
The West African Heritage television program, and the rationale on which selections
were made. A discussion of where such a sequence would fit in your regular
curriculum would also be helpful. Another team member should take responsibil.ty
for teaching a short portion of the sequence directly to the workshop. This will
provide an opportunity to test out new ideas and materials as well as to receive
feedback from your peers.

While you are working with your groups, both faculty members will be available to
lend assistance as needed. Your presentations should be planned to run no longer
than fifteen minutes. Since we have all seen the program twice, we will not
rescreen the portions that you use in your lessons.
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PART 1. GENERAL

. General atmosphere of meeting

. Program content

. Print materials

. Audio/visual materials

. Opportunity for free exchange of ideas
. My objectives for attending the seminar met . ‘

. Leader's knowledge of subject

JUMPSTREET HUMANITIES PROJECT WORKSHOP EVALUATION Handout 31

" VERY 1 |
SATISFIED | SATISFIED NEUTRAL

DIS-
SATISFIED

t

VERY DIS-
SATISFIED

N VS VY .

—— e

|
8. Leader's ability to communicate l j
9. Leader's ability to direct discussions i i
10. The length of the seminar was:
____Too long ____ About right ____ Too short
11. The size of the group was:
____Too large _____ About right ___ Too small
12. Level of the program in terms of my experience and competence:
_____Over my head
____ Integrated with my experience and background
O

____Too easy

2J
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PART [1. CONTENT EVALUATION

[ :

t EXCELLENT GOOD ADEQUATE

1. Introduction

| DEFICIENT

POOR

[
1
!
!

2. Multicultural Education

3. Critical Viewing Skills

4., Humanities Education

5. Dimensions of Language Arts

D R e

6. The Historical Perspective

7. The Humanities Perspective

.4

PART I11. USING THE LEARNING PACKAGE

1. Were the objectives of the sample lessons relevant to the courses you teach?
____ Extremely Relevant _____ Somewhat Relevant ~__ Not Relevant

2. Level of the objectives and learning activities in relation to your students?
_____Too difficult ____ About right ___ Too easy

3. Are the learning activities interesting enough to involve your students?

~ Very Interesting Moderately Interesting ~  Not Interesting

1C.




4. Do the learning activities give students sufficient practice in attaining lesson objectives?
_____Too much ____About right ____ Not enough

5. Do you think the suggested evaluation methods adequately tested students' attainment of the objectives?
____ Yes, on target _____ Somewhat ___Not related to objectives

6. Do you find the lesson plan format easy to follow?

___VYes, I like tuis format 0K Difficult to follow
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PART 1V.

1.

Did the second sound track provide enough information to make it useful as an added learning resource?

Yes Somewhat Not at all

Do you feel that this type of instructional tape could eventually become an important teaching aid in teacher
training seminars, workshops and other teacher related learning experiences?

Yes Samewh¢t Not at all

[f this technique were developed as an additional resource-would you use it?

Yes Undec ided No

You are not expected to develop an actual second sound track. However, would ycu be motivated to return to
your schools and apply this method of curriculum development in your own classes.

Yes Undecided No

COMMENTS: Please feel free to nake any additional comments here and on the back of this page.
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