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There are so many reasons why dance is important to the health and development of our young
people. Above all, children need to move! Any way to get kids moving on their feet is a must
(especially in a digital era). Dance burns calories, strengthens muscles, improves balance, increases
flexibility, and gives the heart a good workout. Dance has also been proven to increase cognitive
development. Current research documents the importance of exercise on the brain and supports what
dancers have always known - the body and mind are connected in vital ways.

Utilizing dance in academics also helps children develop skills that are necessary for learning such
as creativity, communication, critical thinking, and collaboration. Through the creative process,
students are encouraged to use their imagination, collaborate with their peers to solve problems, and

discover multiple solutions to challenges.
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The Paris Opera has for years been seen as having much work to do on race. It has only a few
Black dancers in the ranks of its ballet company and few people of color in its orchestra or chorus.

As recently as 2015, audiences regularly saw dancers in blackface performing on its stages.

At a news conference, its artistic director, Alexander Neef, said he would take action to deal with
racist caricatures in classic ballet productions, some of which have been in the repertoire for

decades.

“There will be no blackface, or yellowface*,” Neef told reporters, but works like “La Bayadére” and
“The Nutcracker” would remain, with possible further changes in choreography and costumes. Behind
the scenes, there will be efforts to increase the number of dancers of color who enter the ballet’s

ranks, he said.
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The Paris Opera is not the only ballet company in Europe to find itself caught up in debates about
race. Last year, Chloé Lopes Gomes, the only Black dancer at the Staatsballett Berlin, made global
headlines when she complained about racism at the company. In 2019, Misty Copeland, an
African—American principal at American Ballet Theater, complained about the use of blackface at
the Bolshoi in Moscow, although many in Russia defended its use, arguing that it was not racist

because it was how classical ballets have always been performed in the country.

— extracted from Marshall, Alex (Feb. &8, 2021). “Paris Opera to Act on Racist Stereotypes in
Ballet”, The New York Times.
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The story of the origins of Casa Verdi is documented in the fine book edited by Guido Lopez
that the Giuseppe Verdi Foundation published in 1988: it provided an occasion to delve into
documents and images. The tale of the construction is an interesting one; it bears witness to
the sort of deed that people — or at least talented, generous people — can carry out even
before they have a determined goal, though they have already worked out the meaning of that
goal. “It's true,” Verdi wrote to Giulio Ricordi in October 1889, “I've bought three thousand
[square] meters of land, not beyond Porta Vittoria but beyond Porta Garibaldi. As at other
times, since I had a certain sum at my disposal I bought annuities, and so now, when the
opportunity was offered to me, I've bought this land, but without any certain idea of what I'll
do, or will be able to do, with it. It's money that's been used — well or badly, I don't know —
but without a plan.” What sort of important use this purchase might have had began to make
itself clear in the following years.

Verdi was uncomfortable giving small loans or other forms of short—term assistance. Instead,
he began to feel a need to help those whom he called his less fortunate colleagues. He wished,
however, to plan this assistance, not only on a large scale, but also with absolute precision;
thus he asked to be informed as to what he could count on as income, to the last penny. In
any case, in 1895 Verdi and his wife went to Milan to meet Camillo Boito, the architect who
would be entrusted with the project for the Home; the building contract went to the Noseda
Brothers' construction business and was dated 16 April of that year. The contract displays, for
the last time, the words “Shelter for Musicians”. Immediately afterward, Verdi's precise
instructions began to be followed. He never spoke of a shelter, but rather of a rest home; not
of homeless people, but of Guests — “My Guests,” he said. Exactly: the Guests of Casa Verdi,
as we continue to call them.

The costs went beyond the estimate, and the value of the land plus the building was declared
at 412,369 liras. But this was the figure connected to the Registry tax, thus it is probable that
it represents less than the real value. It is very difficult to calculate the monetary value in
today's terms, because money's buying power varies so greatly from one century to the next
and even from one year to the next. Still, to have an idea: in Casa Verdi's oldest document,
dated 8 June 1892, we read that one Giovanni Riccardi undertook to clear the entire area and
mow the grass for fifty liras a year.

In the beginning, Casa Verdi was meant to house a hundred Guests, equally divided between
men and women (not to exceed sixty to forty). There were rooms, not dormitories, and at
first they were supposed to be for two people, not single rooms, so that the Guests could help

each other. No uniforms were allowed, although at first there was an attempt to have one
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style, by dressing all the men as Verdi dressed in his last years.

The situation changed over the years, with respect to both the Home's structure, which was
enlarged, and the new possibilities for living in decorous privacy, given the need for medical
and general assistance. Kitchens and bathrooms were of course modernized. In short, Casa
Verdi is one of the few places in which, if one reads the documents, studies the building, and
gets to know the people, one has the impression of something honest and coherent — an idea
that was well formulated and that proceeds naturally, without illusions but also without
weaknesses.

As everyone knows, this home was built to house retired musicians — a place “where those
who have lived in the world of music, in the theater, can find peace, comfort, proper
well—being for extreme old age, without prejudices, in a true concert of equality, in sovereign
respect for human dignity,” as the conductor Gianandrea Gavazzeni wrote in the book edited by
Guido Lopez fourteen years ago.

Who are these musicians? Gavazzeni explained: “Anyone who has lived in the theater and in
the world of music well knows how varied are the fates and fortunes, the ascents to success
and fame and the descents to decline and sunset. Some artists are successful for a long time,
others are not; some have solid marriages or family situations, others live in solitude; some
safeguard and save their earnings, others spend everything, deluding themselves that fortune
will always smile on them; and still others see the results of their parsimonious caution
demolished by the general financial situation.”

For the sociologist, this is a matter for documentation and inquiry, and a psychologist could
study various extreme ways of thinking and feeling. But for Verdi and for all those who share
his way of thinking, it's not a matter of cases but of individuals. And not of everyday
individuals, but of artists: people who have nurtured in their hearts the promise of secrets to
be revealed, the bold acts and solitary gestures to be carried out in the hope of making a gift
of them to everyone;, people who have had the courage to choose to conquer a utopia; people
who, for the most part, are musicians accustomed to the hard work of matching theory to
practice, sublime mathematics to quick understanding, professional weariness to the tiny flame
that continues to remind them of their reasons for doing what they're doing.

Verdi knew these people well, and he didn't want to organize, re—order, and assimilate them
according to some model; nor did he want to put them somewhere that would imply that they
were no longer what they had been. This is why it feels as if he were living among them, as
if he were the guest in their homes.

All who arrive at the Rest Home can bring their own things with them, furnishing their own
rooms or filling them with whatever is dearest to them. They can dress as they like and as
they have always done. It used to be the case — and I fear that it still is — in many of these
places, that the residents had to wear uniforms. There were practical reasons, of course, for
this somewhat military requirement, but there was also a subtle ideological substratum. Verdi
decisively and harshly prohibited it. This was so natural, so logical; yet in looking at the oldest
photos of Casa Verdi, those dear artist—Guests seem to be wearing something that resembles a
uniform; it may be only an impression or a suspicion. Everything is slow and difficult when
one sets out to rediscover the most natural freedom.

In any case, upon entering Casa Verdi one notices immediately that the people there are
people and that life is life. There is no basic model, no pretense about the goodness and
wisdom of senior citizens. But if life is life, there are bound to be tensions and solitude, little

problems and hitches, and even arguments and nastiness. I don't think there is any age — not

even childhood — that is free from such things. But what Verdi sensed and offered from the
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start, without having explained it, is that the overall situation changes if you offer an artist the
nobility of a place, the ease connected with not feeling that one is a prisoner, the lack of
oppressiveness when one has neighborly relations. There is no place within the home where
those who receive visits from friends or relatives have to excuse themselves or look like sad
cases. You notice in everything the extraordinary, concrete reality of the sophisticated peasant
— a reality that was present in every one of Verdi's initiatives.

When he donated the hospital at Villanova[near Busseto], for instance, and insisted that nuns
be there to care for the patients, he had to renege his anticlerical comments: it was sufficient
for him, however, to compare the gentle, expert, or at least hygienic and well—organized way
in which the nuns cared for the sick with the way in which the local peasant girls would have
had to improvise. Verdi's careful and demanding exactitude was in keeping with his logical
concept of theater, of putting works on the stage: don't think about good intentions or about
superficial appearance, but work to achieve concrete results, step by step. Casa Verdi isn't
perfect, but it has developed thanks to the habit of discussing concrete problems, not by
celebrating the goodness of its donors — which is nevertheless taken to heart by the Guests
and by all decent people — or by vaunting itself as an exemplary institution. Casa Verdi is

everyday life, and it has judged itself on that basis since the days of Verdi's earliest heirs.

-
AN
2
X
of

1-3. 2ref 2Qlo] o|& FRO| Alds A|0lM 2Fsi= ¢
Al

2.

0

: Al
2S MEM AAZL JA=AE HOMM MaofA|2(158).

mjo

I
N
mjo
-
>

oFA| 2(15%).

ohe M

mjo

YL HE0| EorAL.

"How to Do Nothing: Resisting the Attention Economy' by Jenny Odellis a
thought-provoking and insightful book that challenges the prevailing culture of constant
productivity, distraction, and the relentless pursuit of attention in our modern lives.

The central premise of the book revolves around the idea that the attention economy,
driven by social media, advertising, and technology, constantly vies for our time and
focus, leaving us feeling depleted and disconnected. In response to this, Jenny Odell
proposes a different approach - the practice of doing nothing, not in the sense of being
unproductive, but rather in reclaiming our attention, focus, and mental space to foster a
deeper connection with ourselves and the world around us.

Throughout the book, Odell draws from various disciplines, including philosophy, art,
ecology, and technology, to present a compelling argument for slowing down, observing
our surroundings, and engaging in meaningful activities that contribute to our well-being
and the well-being of our communities. She encourages readers to resist the pressures of
the attention economy and to redefine the value of their time and attention.

Key themes explored in the book include:
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- Attention and Distraction: Odell delves into the ways in which technology and social
media platforms have engineered distractions and monopolized our attention, often at the

expense of more meaningful experiences and connections.

- Nature and Environment: The book also emphasizes the importance of connecting with
the natural world and how it can provide a reprieve from the constant bombardment of

digital information.

- Creativity and Community: Odell advocates for the cultivation of creativity and the
importance of building meaningful relationships with others in local communities. She

explores the potential for activism and positive change through collective action.

- Resistance and Introspection: "How to Do Nothing" encourages readers to resist the
pressures of hyper-productivity and to engage in introspection to discover what truly
matters to them.

Overall, "How to Do Nothing" provides readers with a fresh perspective on reclaiming their
time, attention, and agency in an age dominated by digital distractions. By urging us to
embrace the art of slowing down, paying attention, and reconnecting with the world, Jenny

Odell offers a compelling manifesto for finding meaning and purpose in an attention-driven

society.
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