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Creative methods of communicating with young children

are discussed. In order to communicate through talk, adults must
realize that children have a "secret world" with their own language
and reasoning and must respect it. Self awareness, patience,
understanding, and consistency are necessary for adults to truly
communicate with children through talk. "Toy talk" is useful for

reducing adult dominance and approaching the child on his own level.
Sociodramatic play gives children practice in interacting with other
children and thus improves his ability to communicate verbally.
Children often respond more willingly and communicate more easily
through singing instead of talking, but adults should not attempt to
change songs children create. The Mutual Storytelling Technique is an
effective projective method of communication, enabling children to
use one of their favorite modes of communication and adults to
introduce new ideas without being coercive. Non-verbal
communication--through movement and music-- is also effective with
young children. Communication through reading books can be
effective--if the appropriate books are chosen, if they ‘are read as
though the thing is happening, and if adult dominance is reduced.
Children must be free to ask questions. Communicating with the silent
child is especially difficult but can be accomplished, perhaps with a
non-verbal method. (KM)
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CREATIVITY IN COMMULICATION WITH YOUNG CUHILDPEN

E. Paul Torrance

In many vays, gréativity and communication are very much alile --
especially if you are‘thinking of children under six. During the first
six years of a child's life much of his creative energy is devoted to
communication -- making sense out of vhat others say and do and making
what he does and says nale sense to them. The remailnder of his creative
energy is devoted mainly to trying to find out things. And even then,

vhen he finds out something he wants to communicate it to somebody.

that Is Creativity?

. A quick look at some of the best definitions of creativity nakes

obvious the simiiarity between creativity and communication.

l'ost definitions of creativity emnhasize the discgvery of new
relationships, nev meanings, new connections. For example, Kubie
defines the creative process as follcws:

...by the creative process we mean the capacity to

find new and unexpected connections, to voyage freely

over the seas, to happen on America as we seek new routes

to India, to find new relationships in time and space,

and thus new meanings” (19058, p. 141).

Aren't these also important characteristics of genuine communication?

Moat definitions of creativity emphasize the importance of aware-

. ness. Rollo May defines the creative act as "encounter characterized

by a high degree of awareness” (19252, p. 61). It is the suddenness of
this awareness that burats upon one that causes -the surprise assoclated

both with ereativitj and cormunication, Jerome Bruner defines creativity



as "an act that produces effective surprise” (1962, p. 3) and that
effective surprise is the hallmark of creative behavior.

Hans Selye's défiﬁitian also emphasizes the element of surprisec.
Ee maintains that creative discoveries possess, to a high degree and
sinultancously, the following three qualities: '"they are true not
merely as facts but also in the way they are interpreted, they are
generalizable and they are surprisiﬁg in the light of what was knoum
at the time of the disegvggy“ (1969, p. 14%). Cat you aceept these
three criteria as necessary in genuine communication? Think about it
for a moment! UDoes the zpplication of these three criteria —- true,
generalizable, and surprising —- cause you to think of genuine communi-
cation in a different way, a deeper way?

How, let us see vhat these dafinitions of creativity can help us

find out about creative ways of communicating with children.

i

When Toes Talk Cormunicate?

Ve usually assume tﬁag wa comrunicate vhenever we talk, This is
far from the truth, especially if you are tallking about children under
six. Thate»arelmaﬂy reasons why talk so frequently.fails to communicate.
Hany chiléren do not do vwhat they are iﬂsﬁructed to do becausc they do
not understand the basic concepts used in the instructions -- concepts
lile "under, " "thréugh,“ "longest," and the like. There ave, of course,
many Gthér reasons viay childran de not fslléﬁ instructiops. There ére
also reasons vhy they do not ecmmﬁnicate tkéir faeiings, questions, and
ideasij Thé entertalner, 2Art iinkletter (1353), hasvmaﬁe us avvare of the

“"secret world of kids."




Perhaps we might learn something about communicating with children
from Linkletter. He meintalns that children really do live in a secret
world and that if we are going to communicate tvrith them about their
world we must respact that worldi. Ve describes 1t és a world of half
fantasy and half reality. There is more imzgination In this world than
Jules Verne or Vizlt Disney e*fer:éreamed of and there is more humor
writers. !'e likens this secret world to a faui—year old being given é
lime lollipop and putting it aside after a thoughtful lick with the

‘comment, "It'll be all right when it gets ripéi"

Linkletter thinks adﬁltsscan enter this éecret wcrldfgnd that
children will communicate about it. The kéy; he says, 1ls a genulue love
of kids and a li%zfe patienéa and understanding. With these comes a
realization that there are two worlds. Children are not miniature
adults, They think, feel, talk, and act in their own way. They have
their own language and their own reasons for behaving as they do.

. These are seldom grovn—-up reasons. Children will give you their reasoms
and‘éhare their secret world, only if yéu are w7illing tn'réspect thése
reasons and that world. |

In his interview programs, Linkletter demonstrated that children’s
way of comsunicating can be very powerful if ysu‘take it just like it
comes out and don't "'morkey" with it. Who should correct the-ihrEanaarﬁ

,éld who said, iniéeécribing:her aéhie%ameats; "I can put the breaﬁ iﬂ

Vége toaster, but I can't flush 1t!"? Who vould vant to change this des-
cription of a five-year-old looking at a vond ruffled by s breeze, "Look,

' Mommy, éhe lake's getting a permanent!"?

Linkletter's program frequently showed h@ﬁ,puzgled’children are by




the secret worlds of the sdults around them -— puzzling, sccret worlds
not communicated., For example; look what h;ééenaéuwhEﬁ he interviered
a five-year-old girl about vhat her Egﬁhéf.ﬂiﬂ for fun.

"She plays golf,"” the five-year-old said. "Wich_a straage man."

'p. gtrange man?" Linkletter echoed. ''Don't you know vho he

She shook her head. "ilobody knows who he 1s," she sald darkiy.

At this point Linkletter thought he had better change the subject
and asked briskly, "Any other news?”
vhy."

The ansver to these mysteries are doubtless quite simple. ‘The
child's mother was taking golf lessons from the club pro and her parégts
had been so evasive about the mother's pregnancy that she thought “no
one knew why,"

Linkletter offers the following sensiblie guidelines for adults
who would like to enter the secret world of kids and communicate through
f:_,alk,ingé

1., Take a good 1@ck at ycursslf -- share your watiﬂi

2. Be relaxed,

3. Assert your aﬂthaiity ~-= don't be terrified by children.

4. Don't expect miracles -- §r§ to remember hiow the world looks

to a child.

5. Don't change signals in mid-stream —- it's too confusing to

children.
6. Give children the right amount of love ~ love is not

domineering and possessive. .




Another approach to comnuaicating with children ;feaﬁively is
"toy talk' developed by Bob Strom (197G),

Strom's invention of “toy talk” was inspirad by his otservations that
adults frequently estsblish conditions that make dialogue with children
improbable. e cbserved that acdults in trying to talk tith children

in their relationships. aid failed to make use of the children’s imagina-,
tion. Gradually Strom and his associctes have developed "toy talk' into
a powerful tool for creativa teaching and communicating for both parents
and teachers. In developing the;r methods they sought to: - |

minimize adult dominance and yet increase teaching output

generate 2urfigulﬁm relevant fér.b@th the child and the adult

encourage desired affective Eehéviats |

quickly asseés comprehension gainsg

-sustaiﬂ adult motivation.

The use of toys seems ideal in achieving these goals. Even in the
early days of 3trom's experimental work 1t Lecame clear that toy talk
engenders respect for creativity, provides immediate feedback, and cor-
rects without embarrassment. '

Joth teachers and parents experienced :é;tain rather common dif-
iicul;ias in developing skills of coumunicating through toy talk. They
found it difficult to give up their low evaluation of the imééfﬁaﬂca of
plaj and had Eféuble defining égrds by toy acting. They lacked ability
to pretend and fefuseé to accept the imagimaﬁivé pover of the children.
For example, five-year old Greg wanted to drive his toy truck to Africa

to join a safarl and his.adult partner dismissed the adventure by saying .

R, A e T el . - .




that Africa is éergss the ocean and trucks cenuot travel by water.
Stephen explained that a man in a crash between téﬁ toy tfucka was
not hurt because he wore a brick coat, but his adult partner insisted
on urging the value of safety belts. ifaria’s creativity was cut off
when her adult partner compelled her to remove the toy poiiceman from
a group of tég ﬁawbcgs because "he's sort of a miéfiti”

Strom and his aggaciazas, however, have found that these skills
can be learned by parents and teachers with practice.

A small group method similar to “toy talk” is Sara Smilansky's
(1968) "Sociodramatic Play" teébniqug. This method involves children
in play.with one another aﬂdrwiéh an adult as a éind of facilitator
of communication. In sagi@éfsmatig play, a child dra%s from his knoy-
laége of situations and people, and plays a role with his peers.  His
sceial experienees and observations afe combined in an interaction ﬁitﬁ

. other children. Smilansky and others have found that disadvantaged
children under six do not engage in socilodramatic play on their own but
that they can be tgught to do so. In doing so, they immrove their
abilities to communicate verbally.

In saeiadramétig play, through talldng, gesture, and movemeut the -
nuscles of -the child's whole systemmaféiinvaived in a common enterprise.
A part of the improvement in varbal cammunizaﬁiﬂnrresults from the chilé?s
-culling of new words and concepts from the vocabularies and experieaceé
of the other partigipants; - 8milansky afgﬁés that the role- aﬁd~thémef. .
telaééd speech during éagiadramatic,play enriches the play itself and

adds sources of satisfaction absent. in action-oriented play.




Is Singing Petter Thon Talling?

Many mothars have disegvgred independently and quite by accident
that “singing 1is better than talking” for communication with children
under six. The children t7ill obey instructions that are sung hetter
than they>will inasfructions that nre spoken. In turn, the children
will tell more about their feelinpgs and idaas thfaggh singing than they
will by speach. On éunday méfnings i fird that the four- and five—yéar
~olds that nmy wife and I work with vlll leave their individual pames
and playing more willingly aﬁé come to vefrashments or wershilp, if I
sing (as bad as that ig) than if f;try to persuade them by talking or
even yelling,

I became interested in the possibility that “'singing might be
better than talking' through Kathleen Wrenn back fn 1958. When her san{
Pobert was about two-years—old, Mrs. Wrenn discovered that he trould res-
pond much more readily to suggestions and instructions thét were sung
to him.thaﬁ he did vhern the same requests were spoken. Soon, he began
to respond by siagiug himséif and he rapidly developed a sense of
rhythmn and a singing scale. When Robert was about faur;yearsﬁald; the
idea of making a book éf songs began taking shape. These wers simple
songs about zveryday happenings ;_ songs about the fireman, the millman,
the zoo, valloons, traffic signals, and the church bell (B. & K. Vreun,
. 1949). |

~VWith new e:;periences, Sahby,wéuld thiﬁk of ideas for séﬁgs and vork
them out and éeepgr ccﬁmﬁnicsting would take piacé. Cn aﬁg acﬁasioﬁi

his mother asked him tc put leaves over the tulips planted in the yard




so that they would not freaze. He cama tack vith the following idea
for a song:

Here come the flowers out of the grouud.

Spreading happiness all around,

Laffodils, hyacinths, tulips gay,

bhg how I wish you were here to stay!
lirs. Urenn suggested that “hyacinth" vas a very difficult word ch.littlg
children to sing and why not say “daisies" instead. He replied, "I'm a
little child aren't I and it's my word.” (Yes, c¢hildren dislike for
others to tamper with their compositions, works of art, and the like.
Fhen adults tampaf with children's creations, they don't say what thé
child wants to cemméﬁicata and frequently the éémmunigatian is spoiled.)
song making. I have exgarimeﬁfed vith a number of techniques bgtﬁ for
malking up éangs=aut of the ongoing experiences of children aand extending
songs that they already know (1262ab). ' '

The cinquain provides a good format for getting groups of children to
communicate their concepts and feelings vemarding sagathing;'>Fﬁr example, -
if T vanted a gfgup of four- or five-year olds to communicate their
feelings and concepts about fog, Drrbrgakfast,‘ar books, I might have
them make up a fi?&ﬁliﬁé poenm abaut the topic, 1 %auid have them brain=
stgrm_therwardsrfgr the péem first. Let's say therpaemrwill be about
"fog. " The first line will be tﬁartitig,; Tor the second line, ve would
brainstorm all of the vords that deseribe “fog" ~- words that tell vhat

a fog 1s. Then ve would choose the two words that describe “fog"” hest,

£

Next, ve vould brainstorm words that tell vhat fog dges ~= action words.




For the third lire ve would select the three words that tell test vhat

fog does. TFor the fourth line, we would brainstoim all of the words we

can think of that express feeling about fog -- the adverbs. Then we I
vould select the four vords that best describe our féélings'abaut the |
fog. Finally, for the last line we would try to find one word that

"adds it 21l up.” Usually, this procedure brings»aut the children's

I

concepts of fog and also their emotional reactions to it.

Is Projection Commmnication?

In working with adults, psychaiagigts bave long relied upon ‘pro-
Jective methods” to help them to communicate theit feelingss’ideés, and
thoughts. Adults who aré unable to tell the psyzﬁolagi&t or psychiatrist
about their feelings, experiences, and thoughts are asied to ma e up
stories abaﬁﬁ pilctures, draw éicturés, tell what they see in' ink blots,
and tie like., In daiﬁg this, they communicate to the psychologist or
paychlatrist things that they aras unable to tell him. Similarly, child-
rgn'cgmmuniéaﬁe a grgét-deairﬁhfeﬁgh their'f§aative productions -
stories, drawings, dramatics, novement, dance, and the like.

Frequently, teachers and pa*ents do not like vhat 18 communicated

when young children begin expressing their feelings QIQLgh these media. |
Fér example, one of my atudenhs who 1is now tpagh ng young black dig=

advautagen ch*ldran has been Jurk;ng hard Lo get these hnildren to tell

atorles. She has su;ceadea but their stnrjés are so fi$lad with killing, o

vialenge and hostility that she is disturted. I suggested that she try

Richard A. Eardne:‘s "ifutual Stgrytelligg Techniqu (;971) This is a
'therapeutic technique tuat Gardner has devﬁ sed to help 1ildren aammunicate e

their feelings and»ideagjané to find better al ernatives an viale1ce
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and hostile behavior.

In the "Egtual Storytelling Technique' Gardner uses a tape recorder
and haa the child tell & story to an imapinary television audience and
then lets him enjoy listening to the playback. The procedure is intro-
duced to the child as a make-believe "Malke-up-a-Story Tilev*sicn Program.'
The child is told that he must tell the story that he is making up right
there at that moment and that after the story is told he rust tell what
lesson the story teaches. The child is also tald that his story will be

Almost any teacher Qf children under six gﬁssesses most of the skills
required for using the "Mutual Stﬂfy-telling Technique’ and can learn
fairly easily the others. As master of cerenonles, the téééher builds
up.the program by introducing the child to his audience as though an
active audience were present. This gives the.téache?~a chance to
acknawlédge the child's creative paéentialities and strengthen his self
caﬁcepti The reacﬁar has to be réady to pzavide help when there is a
lag in the child's stary. He must have a good memcry for the details
of the story as it was told and be able to impravise a new story based
on iﬁmeﬂiate interpretation of the child's story.

Gardner has found thaﬁ most childfgn respond to this technilques
they enjoy both telling and listening to the stories. He believes that-
storyt2lling is one of the éki;égéJfavnrite madéa of communication and
that adults can communicaie to children in the S%mé mode, The adult's
story contains the same ghafsgtérs in a simiiar setting, but he introduces
héaLthiﬂr solutions anl rasolutions of the conflicts contained in the
child's story.  Sdince ;be adult speaks in the c¢hild’s owm lahguageg he

has a gund chancé of 'béing-heard" -= of gammun¢éating.
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In creating his story, the adult attempts to provide the child
with a larger ngmbér of alternatives. Fe tries to communicate to the
child that he need not be enslaved by his unhealthy belavior. Ie tries
to open to the @Eild ngw-aVEﬂuas not considered in the child’s scheme
of things;_ In similar vays, thz visual arts, creative dramatics,
creative movement, and the likg can be used to help children find

healthier al.ernatives in copine with life.

Can Communication Be Hon-Verbal?

Although I have referrad rather vaguely to non—-verbal communicatien
as in the visual arts, creative movement, and the like, I have ot
answered the question, “Can ‘communication be non-verbal?”. My answver is
a definite "Yes!". However, I must admit that Eﬁer; are times when I
fail to acknowledge non~verbal cormunication and tend not to recognize
it as legitimate cémmuﬁiéatiani Iu a #erballysariéntéd saciaﬁy, it is
difficult :to do. |

In ona of our creativity workshops for disadvantaged children, one
- of the leaders a@mpiaingd to my wife on the last day gfithe ryorkshop,
“One thing that bothers me most about these ehilﬁr%ﬂ is téat they never
say; "Thank you!'V. iy vife irmediately gai;ed.ane of tha boys to
her and gave him a balloon. Tue boy took the ballaén;éggezly; with a
big grin and went glesefully away ta'play with the balloon. i@'wife
then esked the ieader? "pid he say, 5Thank5yau'"? ‘Ihe lea@er‘than'said;r s e
"Now, I see @hét'ycu nmean.” . e are 30 accustomed to saying the ”fight? |
words vhether they mean anytiing —- fesg cormunicate anything -- that

‘we forget what honest communication is,
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In introcducing creative movement to children and getting them to
“read" one another’s non-verbal communication, I say something like the
f*llawing (Torrance, 1566¢c):

Many of the things you tell others, you say with tlie
movements of your body. The movements you make with your
. hands, fingers, arms, head, eyes, lips feet, toes, and
" legs expreas your feelings wants, fears, and hopes. Some-
" times you do not know yau are telliﬂg 511 théEE things '
1but you are,

Before. ynu could Ealk, you dependad almost completely
on these vways of expressing your feelings and telling people
_vhat you wanted. Now that you can talk, yau use words that
say what you want to' tell ﬂtﬁEfE-;;

Aftgf this the children maks movements to show hov their pets and

other animals feel and how they tell atﬁers what they want. 1 also let

| them practice movements as I' read books 1like If You Were An Eel, How

Wbuld You ‘Feel? (Siman & Simom, 1963). 'i alsa hsve them listen to muEie

and try ta say with bodily movement what they think the music is saying.
, Fiﬂallys they E:y,theif haﬂés at communicating with one another thraugh

movement.

Can_ Adults and Ghildren Gammunicase,Tﬁhnu h Buaks?

_ The reading af baakg pravides an Excellent medium for ccmmunicatiﬂg

- with children, if the books are chasen'with care and are ‘read as though

the - thing is happaning and if the adujt is willing to relinquiah some

of his rule af ﬂaminanee. It has :aken me gome time to learn hnw to read

’a begk ﬁi;h'pféprimary,ehildeﬁ;, Far axample, when I first began reading
‘books to four- and five-year olds, they would demand that a hook be read
‘a second of & third tlne. At Flest, T tlought thut the second or third
'fea&ing'éhauld Ea fagt or else the? wnulé Eeeame bored. Eﬂgn,ribleérned :

”»"that thg oppasite vas trua, They wanted the first raading to be fast, '
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_What they vanted the secornd time- was to tall about the boak, relate it
to their éxperiencés; an& ask questions about thé things not answvered by
" the story or the pictures. .
Certain books seem to cgmmunicaéé especially well at éertaiﬂ develop-

mental stages. For éxampieg the need for cooperation and teamwork can be

communicated to three-year olds through How Joe the Bear a@ﬂfSem-;B%

louse Got Together by de Regniers (1965). Perhaps it is the level of

cooperation of Joe the Bear and Sam the lMouse that seem reasonable to
three-year olds -~ that of getting together at three o'clock to eat ice

cream. At age four, most children get the message of ;méatiéntijanaghgg

.by Smaridge (1964). Hawevergzit is not until about égevfive that Pals
b? Héliésa Dow Funk communicates very well, -

Genuine communication with childrég is difficuit:unless the children
are free to ask questions about the things that puzzle them == and there
are plenty @fithings about thé'baaks ve. féad tQ them that do puzzle them.
In my Qnrk7ﬁitﬁ children, I havértriéd to iavent a variety of methods for

—énéﬂufaging and facilitaéingdéues;inn askingi One éf'ﬁy fsva:ité tech~
ﬁiquEQ'iﬁvGLvasrthe use of abéﬁppét représenting one of ﬁhérmaiﬁ charac-
~ters in a story. One that I enjoy a gfe&t deal ileisthfs ;istégﬁéébhig

'(1954).7 it,is abcﬁt a Eéﬁ wha waﬁﬁs,to make friends wiéﬁra'fahﬁiéé
Althéugh%he canﬁét ﬁéka frieﬁds Withrthé rabbit; he’keéps wondering what
the rabbit is doing ﬁhéﬂ thgfé_is a full moon at night, when ic;rainsg
"ﬁhen it snovs, and vhen the hun;ers with their dogs go through the woods.
Fiﬁally5 hé7mak§s friends with ﬁhé’rghbit when he findsg her néwbarn baﬁies
‘in a fur-lined nest in cheré?ring;'”Af;er reading the Eaak5 I use a rabbit

| _puppet and'pése as the rsbbitrwhngill7answervtheif questions. . They méy




14

start with the questions gﬁéﬁ the boy in Ehérstarﬁ asked and this is all
right. It satisfies cutiasity\ébat.has been aroused already. Soon, .
hgwéVEE, they get into deeper questions involving Ehéifiﬁﬁn experiences,
fears, and worries.

How Do You Communicate with the Silent Child?

Alm@st anyikind of creative experience offers ngéfsunitieé for
genuine gemhunigaéiﬁn with children under six. Before closing, however, -
I mﬁét say something about the_ghild who has stopped communicating. He.
tefu;es to talk and communicates very litﬁlé:thfgugh any means.  How do
yau‘cammuniéate with such a child? I must ansver that I do not kﬂcwgr
but I believe ﬁhat there 1s a vay to communicate with any chilé¥v If
every child has some degree of creativity, gemmﬁnicatian is possible
wvith every child, IE takes lcve, patience, and even respect for the
child's right not to caﬁmunigaga.. You have, to kéev trying to find the
situétian,!the time, the way to free him to cammgﬁi;age;

It may not happen until’aftgr ha'is six. This was the case with

. Scotty. Scotty would never talk in Sunday School. Vhen he started to

school at age six, he still refused to talk and he "flunked fifét grade."
His Sunday Séhéal teacher at this time was alféry’sensizive and'aléftréan
with a 1arga_rePertDifeiaf cfeative.ﬁeéghiﬁg métﬁads. The key with'Scﬂtty'
proved to be clay. In using the elay Scotty showed an aliveness that he
had neﬁerisﬁaﬁn before. ﬁe liked ﬁhe clay. He liled wﬁat.ﬁe made with

the élay. He talked ahout what he made. He was eaper to see that the clay

-was stored away safely for next Sunday. Once he had become “uniocked" and

began communicating, Scotty began learning to read and;ptcgressed through

school with no mcféidiffieulty;

e
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