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Abstract
~ The focus of this project was on the use of creative dramatics as a teaching tool in
core academic subject classrqoms. Research has shown that student-centered
instructional activities, such as the use of creative dramatics, allow students to
construct knowledge and make meaningful the new concepts being learned. This
project describes the classfoom experiences of two teachers who use creative
. dramatics as a teaching tool. As-a result of using creative dramatics in teaching
subjects such as language arts and social studies, both teachers have witnessed gains

in the cognitive and social development of their students.
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Creative Dramatics as-an Effective Teaching Strategy
Numerous research findings and countless observations have been made
which suggest that students frequently are not actively engaged in their learning. All
too often, one can look into any classroom and see that there are students seated in
their desks arranged in rows, twiddling their thumbs or passing notes, while the
teacher is at the front of the class lecturing for extended periods of time. As research
has shown, (Resnick and Klopfer, 1989) learners actively construct links between
information that they already know and new information they are trying to learn.
Non-engaging teaching strategies do not readily provide an avenue for learners to be
active. Consequently, students and teachers suffer in a classroom environment that is
void of excitement, activity, discourse, and learning. As a result of such learning
environments, we deal with student failure to pass from one grade level to the next,
- high drop out rates, and overall poor achievement.
There is also an increasing need for teachers to use different strategies because -
the learners of today are more diverse culturally, economically, as well as
-academically (Villegas, 1991). In addition, because of the wealth of entertaining
stimuli that exists outside the classroom, it has become increasingly difficult for
educators to maintain students’ interest in subject matter. Children have grown up
with television, movies, and more recently video games, that compete with a teacher’s
. ability to capture their interest. However, it is not hopeless. Certain teaching prac.tices

have been shown to captivate, motivate, and engage students in learning.

(1]
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The teaching practices that have been successful at engaging students in
learning, more often tend to be student-centered rather than teacher-directed.
Cooperative-learning, discussion, dialogues, hands-on activities, and the use of
dramatic arts in the classroom are a few examples of such non-directive teaching
strategies. The previously mentioned practices are all grounded in the research-based
- foundation of the Cognitive Learning Theory.

Cognitive Learning Theory essentially states that learners actively construct
‘knowledge and are not passive recipients of information. In order for learning to be
meaningful, connections are made between information that learners already know
and new information that they are trying to learn. Students are aided in making these
connections by-a teacher who is also active in the learning process. The teacher
facilitates learning by creating a stimulating learning environment for students, asking
the students questions. that require them to think critically, and allowing students to
investigate, explore, and question the concepts they are trying to learn. The use of
student-centered instructional methods allow students to construct knowledge and
‘make meaningful the new concepts being learned. While a variety of instructional
practices have been shown to engage students in learning, the remainder of this paper
will focus on one such strategy: the use of dramatic arts.
Literature Review
Dramatic arts as defined by Gretta Berghammer is “a process of social,
.intellectual and creative exploration. It develops from the human need to

communicate and is one of many processes by which humans learn about themselves



Creative Dramatics 6

and their world. Through the language of drama, individuals interact with each other,
sharing thoughts, feelings, and experiences” (1995, p.1). The definition of creative
dramatics that has been accepted by The Children’s Theatre Association of America
- is “creative drama is an improvisational, non-exhibition, process centered form of
drama in which the participants are guided by a leader to imagine, enact, and reflect
“upon human experiences” (Davis-and Behm, 1978 p. 10). Proponents of the use of
creative dramatics in the classroom argue that when participants, or learners, are
guided by a leader, or teacher, on this journey of the human experience, the learners
- begin to construct meaningful knowledge for themselves.
Drama is a way of knowing, a way of collecting primary and secondary
evidence which contributes to individual knowledge. Knowledge, therefore, is
- the result of the choices of evidence each individual makes, a continuing,
- -dynamic-process. By:improvising drama, students acquire primary knowledge.
(Kase-Polisini, 1985 p.xv)
- It is my opinion that a teacher’s job is to facilitate -leame.rs’ acquisition of
. knowledge by providing lessons and experiences in which learners can make those
important links between past knowledge and new information. Creative dramatics is a
tool that can be used to facilitate the construction of knowledge in most subjects,
especially the humanities. Role-play, discovery games, puppet theatre, miming, etc.,
are options that are provided to the teacher that can help students relate to historical,

literary and scientific information being taught. -

!
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The use of creative dramatics is not limited to those subjects of the academic
arena. Creative dramatics also fosters social growth which is another important
component to healthy human development. “When children are engaged in pretend
play they are likely to be more cooperative, more communicative, and are willing to
. .accept reinforcement from their peers” (Charlesworth and Hartup, 1967 p.993). Social
growth is not only facilitated by the peer interaction a student has when working
cooperatively during a.dramatic activity, but can also be encouraged when a teacher
uses creative dramatics to-explore various social issues that students might not
. experience first hand but have read about or heard about outside of the classroom.

J.P. Guilford is one of the most prominent theorists in the field of cognition
- and an expert in the role that creativity plays in cognitive development. His three
" dimensional . model of the Structure of Intellect isolates “Divergent Production”‘

abilities as those most important for creative thinking. Divergent production refers to
one’s ability to produce a variety of responses to any given stimulus. “In order to be
able to produce divergent responses, the individual must possess fluency and
flexibility. of thought so that elaboration can occur” (Bailey, 1987 p 13). In his paper,
Bailey also proposes that some of the implications this theory has on education are as
follows:

...enough variety in instructional approaches should provide opportunities for

‘such [creative personality] characteristics to blossom. Creativity in the

. ~cognitive domain need to be fostered, both, via curriculum content and
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instructional strategies... Awareness of developmental stages in creative
growth should guide both content of instruction and teacher expectations.
(Bailey, 1987 p.14)

Studies have also shown that creative thinking spans over an entire lifetime.

- . Earlier research focused on the measurable creative products of famous individuals

" such as Charles Darwin, Wolfgang Mozart, and Mahatma Ghandi. These studies
concluded that “creative production peaks around the age of 30 and then invariably
declines” (Bailey, 1987 p.14). However, there have been newer studies done that
focus on the development of creativity. These studies focus on the process of creative
behavior rather than on the final product: Taylor (1959) developed a model of creative
development that progresses over five .stages. “These stages, tﬁen, point to
qualitatively different stages of creativity with differing goals and typical
activities”(Bailey, 1987 p.14). Taylor’s Stage Model of Creativity divides the stages
of creativity over an individual’s entire life span.

- . The first stage of Taylor’s model, Expressive Spontaneity, takes place from
.~ birth until about the age of six. During this stage learners engage in spontaneous art,
dance, expressive games, and impromptu language. The second stage, Technical
Proficiency, takes place between the ages of seven and 12. During this time the
* learner is interested in refinement. They produce detailed drawings, they replicate
intricate movements, and they develop various skills. Inventive Ingenuity, Taylor’s
third stage, takes place from the age of 13 to the mid-twenties. During this time a

learner’s isolated skills are combined creatively, and various areas of interest are
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associated inventively. The fourth stage, Innovative Flexibility, occurs between the
late twenties and the late thirties. The learners basic ideas are modified creatively for
one’s own purpose during this stage. His model contradicts earlier studies which
indicate that creative development declines after the age of 30. Taylor’s fifth stage,
Emergentive Originality, takes place around the age of 40-and beyond and signifies

- that if learners receive the proper stimulation in the earlier stages of cognitive and
creative development, they go on to “synthesize all of previously acquired skills and
insights to create new and original breakthroughs” (Baldwin, Colangelo, and
Dettmann, 1984 p.l9). '

Gestalt psychology is also a school of psychology from which basic theories
of cognition have risen. Gestalt psychologists such as Max Wertheimer and his
associates, grounded most of their research in the role that perception has on
cognition.-“[They] were interested in the fact thdt perception tends to be organized
into meaningful patterns that include relationships between elements in addition to the
- - elements themselves” (Good and Brophy, 1990, p..188). The basic idea behind gestalt
theories is based on two factors; gestalt and insight.

Gestalt is a term that means configuration or pattern.

A gestalt is an integrated whole that has identity and meaning in its own right,

not merely as the sum of it’s parts. Individual parts can be defined as

elements, but they are.resulted in Gestalten, or configurational patterns, to

form larger parts and ultimately the whole. (Good and Brophy, 1990 p. 188)

10
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Although Gestalt psychologists used and developed visual illusions to gather a large
part of their research, gestalt theories are not limited to visual perception. “Gestalt
integrates visual components, movement, sound, as well as units of thought” (Bailey,
© 1987). So the Gestalt psychologists-are also interested in how the artist perceives and
applies color, how the dancer perceives.and performs the dance step, as well as how
the learner perceives and constructs knowledge from various facts. Gestaltists also

- agree that in order for genuine learning to occur learners also have to have a genuine
understanding or insight of the problem they are tryiné to solve.

“Insight involves an understanding of the inherent structure of the i)roblem
situation and results in the finding of a solution of the problem” (Bailey, 1987). In
other words, a learner.cannot follow a given formula to solve problems if meaningful
- learning is to occur. It is when a learner gains insight toa proposed problem--
constructing meaning. by-linking previous knowledge with new information-- that
educators begin to see “the light bulb go on” in a student’s mind. This type of
learning is so meaningful that students retain this lmo@ledge far longer than that

acquired through traditional methods of instruction, including rote memorization.

- Michael Wertheimer formulated some implications that classical gestalt theory has for

education that are summarized by Bailey as follows:
-~ Learning depends on perception. Since learning is the process of discovery of
 the environment, how we perceive what is crucial about a particular situation
is of prime importance. Learning involves reorganization. Since learners are

not generally able to instantly and correctly understand every situation, a need



Creative Dramatics 11

for a conceptual reorganization of most problem situations exists. Instruction
has to aid this reorganization by aiding the student in recognizing the structure
and essential components of a problem. Learning is about what leads to what.
Since much of learning is concerned with consequences, instruction should be
aimed at having the student discover the laws of cause and effect in the ‘real
world’. (Bailey, 1987 pp.41-42) -

- As has been discussed, creative learning in the cognitive domain, is very
important in the development of any learner. The use of creative dramatics in the
classroom creates the conditions necessary for learning to occur on all of the levels
stated above. The ages during which a child attends school are the most formative
years as far as creative and cognitive development is concerned. Creative dramatics

allows learners to.synthesize all of the bits and pieces of information that they acquire

- : throughout-a unit into.meaningful information for themselves (McCaslin, 1996).

Why Creative D ics?: Social Devel
Erik Erikson developed his psychosocial theory of life-stages around healthy

- 'personality development. His theory, The Eight Stages of Man, is largely based on

how one is affected by social influence. “Erikson’s théory centers around the
acquisition of identity which is seen as the self in relationship to one’s society. He
- -sees this identity as being redefined in each stage -with each successive stage being

influenced by earlier stages” (Bailey, 1987 p 3). -

12
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- Three of Erikson’s.stages occur during the years while one is attending school.
The relationships one acquires and activities that are done in those years at school can
result in a positive self image.
...as children begin school they are starting to enter the ‘industrious age’
meaning that they come with a desire to explore the large_r world of
knowledge at work. If the child is supplied with many opportunities to
exercise this urge to do and learn, the sense of industry, a feeling of mastery
and competence, which is gained in that period will result in a healthy self
image. This positive self concept will help to reduce the stress of the
subsequent stage of ‘identity crisis’, a term Erikson coined to describe the
period of adolescent struggle with the question of ‘Who Am 1?’. (Bailey,
1987 p.4)
: Creative:dramatics provides the way for children to exercise the urge to do
and to learn. Freud viewed creative play as the projection of wishes and the
.. reenactment of conflicts in orde_r to master them. Erikson concurred with his theory
- arguing that by externalizing problems and pressures a player is able to cont_rol them.
. Thus, an.unpleasant experience can be resolved and put to rest (McCaslin, 1996, 45).
- Lawrence Kohlberg is another theorist in the area of social and emotional
' development, but his focus is on the issue of moral development. “Kohlberg defined
moral reasoning in terms of jUdgﬁlent about justice, viewing the child as a
- philosopher in the process of constructing meaning around universal questions and

- fairness” (Bailey, 1987 p. 6). Kohlberg’s theory progresses over six universal stages
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of moral development. These stages are considered universal because they do not
focus on specific values, which can differ according to one’s culture. Rather,
Kohlberg focuses on the underlying modes of reasoning to determine his stages
.. (Bailey; 1987).

- In‘order to graduate from one of Kohlberg’s stages to another, the learners
sense of right and wrong needs to be challenged through various interactions.

-These interactions are what provokes the child to develop more

comprehensive positions on-questions of moral reasoning. Although these

interactions may arise spontaneously, some research has shown that moral

- . development can be advanced if the school provides opportunities for thinking

.. about and for discussing moral issues. (Bailey, 1987 p 6)

. Through the use of creative dramatics a teacher can provide a learner with the
opportunity to think ‘about, discuss, as well as engage in a fictional activity that might
challenge their moral reasoning in a controlled environment. Through activities such
as these a learner can seriously question how they would handle themselves in certain
-+ situations without actually being in danger of compromising their morals.

Birth was given to the concept of “creative dramatics” in the 1930’s by a
teacher named Winifred Ward. Winifred Ward began to experiment in her classroom
with dramatic activities that took what was known as drama beyond the memorized
- play script and into the classroom learning activities. Her work is the beginning of

what is now known as creative dramatics or creative drama.

14
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In Creative Dramatics by Winifred Ward an outline is provided of the
successful exercises which she had developed and implemented in the classroom as
well as, a systematic approach to using creative dramatics in the classroom. The basic
principles of Ward’s approach are as follows:

The major goals are the individual and social development of the

participants... the five major objectives and categories of activities are

' . movement/pantomime, sensitivity, characterization, dialogue, and story

.drama... the activities move from simple to more complex skill acquisition...

characterization is the main key to drama’s value for children... literature is

the main stimulus for drama... the actiﬁg out of stories is the culmination of
. dramatic learning... performance is a vital aspect of the approach... the leader
- is a guide. (Rosenberg, 1987 p.29) - -

-Bﬁaﬂ Way .is another theorist in the field of creative dramatics. He began his
career as an actor, and then went on to become a director and a playwright.
Throughout his studies, he began to see the connection between various dramatic
- techniques and children’s play. From his past experiences and observations, he
developed a theory which provided the basis for his book Development Through

Drama written in 1967. This book was considered very insightful and was used to

" *-teach educational drama in many universities throughout Europe and the United

States.
The basic premise behind his theory is that “dramatic learning occurs in seven

areas:.concentration, the senses, imagination, physical self, speech, emotion, and

15
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intellect” (Rosenberg, 1987 p.31). Way believes that a final “polished” production is

not what is important. Rather, the dramatic process as well as the reflection of one’s
process are the most meaningful to a student using creative dramatics. The principles
that provide the structure of Way’s approach are as follows:
Major goal is the development of the human being... the structure is the circle
. model of human development, from self discovery to interaction of self with
environment... activities stress drama process, not theatre product... the
‘environment is noncompetitive, it has an atmosphere of trust and
. cooperation... there is simultaneous individual and pair work, with few
petformances and little leader evaluation... leader is also learner... life events
are the stimuli for drama... five minute segments of drama performed
~_..» consistently are preferable to-longer chunks of drama performed on an
-+ irregular-basis. (Rosenberg-1987, p.33)
Another dynamic person in the field of educational drama is Dorothy

Heathcote. Heathcote was the subject of a book titled Dorothy Heathcote: Drama as a

- Learning Medium written by Betty Jane Wagner in 1976. Wagner served as an

unbiased observer who recorded the activities and theories Dorothy Heathcote

-~ practiced.:

- Most of Heathcote’s theories were developed throughout her experiences as a
teacher in England. Her approach “...utilizes philosophies and theories from
sociology, anthropology, and religion as a way to help participants view the human

condition” (Rosenberg, 1987 p. 35). The principles behind Dorothy Heathcote’s

16
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theory are: “Drama itself is learning; and the leader is the essential catalyst of the
drama” (Rosenberg, 1987 p. 36). Heathcote also believes that dramatic improvisation
is one of the best tools one can use to achieve the goal of understanding the human

- condition. A basic sketch of her approach is as follows:

To provide the focus for reflecting on and analyzing life’s experiences and

also the place to test them in action... the leader is a participant in and has

great responsibility for the drama... leader-in-training must master a variety of
specific techniques... the material for drama focuses on the human condition...
the style of the approach is flamboyant, possibly because it mirrors the
personal teaching style of Dorothy Heathcote herself... drama is valued for its
own cognitive and affective components... appropriately chosen and structured

activities achieve almost immediate results. (Rosenberg, 1987 p.38)

Viola Spolin is another educator and theorist who believes in the use of
creative dramatics in the classroom. Unlike the theories and approaches that have
already been discussed, Spolin’s approach is centered around theatre games. In 1963,
she wrote Improvisation for the Theatre. She later-developed the Theatre Game File
“-which resembled a recipe file of theatre games classified by age and theme. Viola

Spolin’s interest in theatre goes back to her memory of playing childhood games such

~ - as charades and dress-up. Spolin experimented with theatrical games when she

+ - directed improvisational theatre troupes in the 1930’s. Out of this excursion as well as

many others as a director, Spolin refined her approach. To ensure that her actors

17
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maintained the feeling of playing a game, she began to call them ‘players’ instead of
actors.
The Spolin approach is based on the assumption that players will make
‘educational, psychological, and social gains as they participate in theatre
games. The major premise is that dramatic learning can happen only when the
- individual drops the self conscious inhibitions and spontaneously reacts to the
here-and-now situation. (Rosenberg, 1987 p. 40)
By'pé.rticipating in these theatre games, one is able to drop their inhibitions and open
- themselves up to receive knowledge as they are forced to confront themselves, others,
and their environment.
Geraldine Siks offers yet aniother approach to using creative dramatics with
- 'young people. Everl since her book Creative Drama: An Art for Children was
- published in 1958, Siks has been a well known figure in the field of creative drama.
Research has been the basis for Siks’ approach. With the help of a colleague,
Geraldine Siks developed the child drama program at the University of Washington at
Seattle. The research gained through this experience, as well as that gained while
- working on the research task force of the Central Atlantic Regional Laboratory,
provided her.with material in which to ground her theories. -
Siks defines drama as “a multifaceted subject that is both an art form firmly
rooted in theatre and a language art basic to education” (Rosenberg, 1987 p 44).
- Recognizing the power of drama in the.arts as well as the language arts, Siks believed

that drama deserved a place in the educational curriculum. Much of drama exists in
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- the written as well as the spoken word. In order for one to fully appreciate theatre they
- must be able to interpret a written play. Once a learner or player can interpret a play
and convey the playwright’s messages through their speech and actions they can get
to the heart of theatre. Being able to interpret the written word is also at the heart of
the language arts curriculum.

. The three basic components to Siks’ theory are; drama as an art, drama as a
language art, and the Process-Concept approach. Both drama as an art and drama as a
language art are concepts that have been accepted by many over the past centuries.
The most original component of Geraldine Siks’ theory is that of the Process-Concept
Approach.

- Siks offers the process-concept approach as a. way to present drama in a way
that makes it basic to education. As students go through the process of interpreting or
writing a play they are also learning the dramatic concepts behind that play. “She
believes that leaders and participants must understand the nature of drama, so that
both become conscious of the learning experiénce. The process-concept theory helps
leaders to understand that participants are involved in the process of doing drama
while they explore drama concepts” (Rosenberg, 1987 pp. 45 and 46).

* Winifred Ward, Brian Way, Dorothy Heathcote, Viola Spolin, and Geraldine
. Siks are not alone in their recognition of creative dramatics as a powerful educational
tool. Many other theorists would concur with their reasoning and approaches to using

- drama in the classroom. Children have been learning from each other through the

13
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power of play for a long time. It:is only logical that teachers harness this power to
teach those objectives outlined in the curriculum as well.
Play is an important aspect of the learning process. A child enjoys play and
takes it seriously, a process through which learning takes place. Perhaps it is
the word serious that gives us trouble. Although play is serious to children,
they know they are playing and enjoy it; therein lies their freedom. (McCaslin,
- 1996 p. 45)

Drama is perceived by most children as play. Consequently, as they are involved in

- dramatic arts to learn content, they are engaged and enjoying their learning.

Methods -

" To develop my case study, I used a method called purposeful sampling

'(Patton, 1990). Patton describes purposeful sampling-as “‘information-rich cases for

study-in:depth” (Patton, 1990, p. 169). “Information-rich cases are those from which

one can learn a great deal about issues of central importance to the purpose of

- "research, thus the terms purposeful sampling” (Patton, 1990, p.169). There are a

number of ways in which a researcher can choose his/her purposeful sample. For my

- purposes I used two: one based on convenience and the other based on criterion.

Two teachers, described later in more detail, participated in my study. Both

- subjects provided rich sources of information for my study on the use of creative

dramatics in the classroom. In choosing the subjects, convenience sampling was used

~ in light of time constraints as well as subject availability. Both subjects also met the

basic criterion I established. The two subjects studied are experienced teachers, they

20
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- are reflective about the approaches they use to teach subject matter, they have taught

classes in either social studies, language arts, math, or science, and they frequently
implement creative dramatics in their classrooms. The two participants in this study
proved to be rich.sources of information.

1. Chris- A male teacher in his thirties has been teaching for at least 12 years. During

this 1996-1997 academic year he is teaching 6th grade math and remedial reading at

.the middle school level. He has an acting background and believes in using creative

dramatics with his class.

2. Janet- A female teacher in her twenties completed her student teaching during the

- 1996-1997 academic year. She will be graduating and receiving her Master of

Teaching in Elementary Education and her Bachelor’s degree in drama in August of

1997.-Janet student taught.in a sixth grade language arts and social studies classroom,

as well as a self-contained third grade classroom. She has a dramatic background and

strongly believes in the use of creative dramatics in her classroom.

Question 1: What subjects and skills do you believe can be taught using dramatic

arts?

- Chris: Most of the dramatic things that I have done have come through reading and

language arts. Literature is such a natural bridge. .

Janet: The dramatic arts also incorporate a lot of skills that should be mastered by a

student before they graduate. Skills such as-public speaking, working cooperatively in

21
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* groups, researching and appreciating literature. Naturally, language arts lends itself;

but I also feel that dramatics can be used in history, science, and possibly even math.

Question 2: What dramatic activities have you done while teaching these subjects?

. Chris: The first play I did with some sixth grade kids was when we were doing

mysteries so, I found a play that went with that unit. I have done puppet theatre with

kids. That came out of a writing class where we were studying different formats in

| writing. We were reading plays and we were talking about that kind of format so the
- puppet theatre was a culminating activity. The students had to write their own scripts
- .. using the different formats we were studying and make puppets, and we built the

- puppet stage and so forth..

Janet: Well, I recently did something I called and Archaeological Discoveries Forum
with my sixth graders. The forum was designed in order for them to share the
mummy projects-] had assigned earlier in the year with them. Also, in order to
introduce this new historical figure into our Egyptian civilization unit and also to add

a little more cultural perspective to our unit I' decided to come to class dressed as the

+ . queen Nefertiti. I also accepted the challenge of teaching twenty-five third graders as

much as [ 'could about Egypt in 35 minutes. In order to do this, I solicited help from a

colleague to perform a skit set in an ancient Egyptian pyramid. I also made magazines

- complete 'with pictures of the Great Pyramids in Giza, treasure found in King

Tutankhamen’s.tomb, mummification tools, and activities based on Egyptian
numbers, hieroglyphics, etc., to help with this task.

Question 3: Describe the racial and academic diversity of the students in your classes.

22
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- . Chris: ...my first teaching job I taught at a rural, economically disadvantaged
elementary school. We did a lot of dramatic things with those kids because we wanted
to expose them to things that they had never seen and probably would never see it was
also a good way to.get them involved in their education. I've always worked in
schools that were disadvantaged. The kids were what we now call at-risk and

-dramatic arts is especially effective with at risk kids be‘cause‘ it excites them toward
learning; and when they ére excited about learning, they want to come to school. I had
- a class of multi-categorical handicapped kids about eight or nine years ago. We did a
fairy tale, The Three I;ittle Pigs, and it was great because these kids were able to do
things that many thought they could not do. I could definitely see a change in their
attitude from day to day.. .
- Japet: The middle school I'taught.in would be considered. a rural school. The students
~ came from varied socio-economic backgrounds, but I would say that Seventy-ﬁve
percent of my students were lower to middle class and about fwenty-ﬁve percent of
my students were middle to upper-middle class. I had eight students with learning
- disabilities, and about four of those students also had behavior problems. The
. elementary school where I taught at was considered an inner-city school. A lot of the
-kids in the school population were on free and reduced lunch. I would say that out of
the twenty students I had in that third grade classroom about fourteen were African-
American and out of those approximately five were ADD or ADHD.

‘Question 4: Did your students vary in their learning styles and abilities? '

23
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. Chris: I had a class of multi-categorical handicapped kids. Two or three of them had

cerebral palsy. Three or four of them were emotionally disturbed and one student was
a pre-verbal Downs Syndrome child. There were lots of things they couldn’t do but
- . we managed it. I had one student who today would definitely be classified ADD or

ADHD or something. He couldn’t learn anything in class. He had all the symptoms of

- . kids we know with learning disabilities today. This kid had no self esteem. He had

- come from a.tough background at home and having the lead in a play gave him an

_ opportunity to just get up front of his classmates and shine. Right now I have the at-

- . risk reading group. I’ve got kids reading on a first and second grade reading level and

some on a third/fourth grade level. This is a diverse group. I think that the reason
- dramatic arts has-been able to affect all of my kids is because it requires the use of
-many skills such as, listening skills, kinesthetic skills, visual skills and performing
_skills. Everyone’s learning style can be accommodated using the dramatic arts,

therefore the kids are not only engaged in learning but also are not continually

.+ - struggling to learn.

- Janet: T had a few students with ADHD who would have their bad days and would

- not want to cooperate at all with my lessons. It was a rare occurrence that they would

~.- sitstill and pay attention while'I gave a lecture. I guess you could consider me

- dressing up like Nefertiti and talking to the kids like that, a lecture, but I did not have

. one behavior problem out of my students the entire time. I had one little boy who was

very shy about getting in front of the class to act so I asked him to be the stage
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manager. He really took charge of his job and maintaining control of his classmates...
his classmates listened to him and respected him. He really came out of his shell.
Question 5: How do your colleagues react to your use of creative dramatics?

Chris: They are very supportive. They. realize that it is not an easy thing to do because
many of them have done it or attempted to implement in the past. They support it by
being flexible with schedule changes: They support it by giving me suggestions or
coming up with set and costume materials; Or even by putting in a little labor of their
-own. They support it by-having their students attend a performance as well as
providing some feedback. Um, those are some biggies there. You don’t interact with
all teachers at all schools and everybody has got different personalities, but you work
with people close enough to know how much can I ask of this person. Diplomacy is a
wonderful thing. Everybody has got there limits, because they got things they have to
do too; but:it is amazing how much-people will help you.

Janet: Well, the support has been great. Or at least no one has discouraged me. The
principals have seen the things that I'have done and told me what a great job I am

- doing. The cooperating teachers have been great, and encouraging. Sometimes they

- are surprised at how well the students learn the information afterwards and want to

get some helpful hints about how to'do a-lesson using some creative dramatics. At the
- middle school, all of the teachers let their students come to see my students’ play.
They pat me on the back all of the time. So.anyway, everyone has been very

© supportive. .
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Question 6: What difficulties have you faced while using creative dramatics in the
classroom?
Chris: Well depending on your school and the area you live in it may be hard to find

supplies such as; lighting equipment and materials to.build scenery if you are doing a

" big show and you are in a school that does not have such amenities. Producing a play

and rehearsals can be very time consuming especially if you are not organized.

. Sometimes rehearsal can be maddening. The kids are at a stage in the sixth grade
‘where they want to socialize and such, sometimes you have to get at them in so that

- they will cooperate with me and stay on task.

- Janet: There are.not very many difficulties that I have faced. One may perceive all of

- the time Lput into a project a difficulty, but I guess that depends on the project and

the teacher. Many:of teachers put a lot.of time into their lessons which do not involve
creative dramatics. Great lessons have:a lot invested in them, including preparation
time.

Question 7: Do you have any helpful hints for teachers who might want to try to use

-creative dramatics in their classrooms?

Chris; I know from experience, first you’ve got to have the will and the desire. You
have to believe that this is important; That this is something we ought to do. That’s
first, and go through with it. But I think anybody who wants tb do a good job, I think
anybody who’s-a smart enough teacher to know that this is important, will certainly

seek out some advice or seek out somebody who’s had some experience. I mean

" .nobody’s-going to want to do this cold-- nobody with any common sense. But just
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- because you are not trained, and haven’t done performances, shouldn’t inhibit you
from trying new things.
Janet: I have seen teachers use different techniques that could be considered dramatic
. activities in their rooms and they probably did not even know it. Most teachers use
simulations of some sort, or something. I. don’t think that you need formal training.
As far a staging a play, some experience would be helpful, but that experience could
come from being in a school play when you were a child. You could also find a book
. at the library that could help you form a checklist of things that you need to do in
order to get a play off the ground. I would suggest that you not bite off more than you
can chew at first. Start simple but definitely use it; try to observe how your students
think and what they enjoy doing and build from that. You could even get ideas from
the students by asking them what would they like to.do and try toc make it happen.
Give them a lot of responsibility for.the acti\.'ities_ you choose, they will take it more
seriously and will be more proud of it when it is over, and you will not have to run
around like a chicken with your head cut off trying to do everything. I am sure that
‘people could also get some ideas and pointers from newsgroup or a book or

- something. -

Janet can be considered a creative individual, as is reflected by her fifteen year
of study.in music and more recently her studies in drama. She, like all adults, has
- experienced “playing” in her childhood, and the recognition she received in high

school theatre productions prompted her to take the study of theatre more seriously.
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When asked about how she became inspired to use creative dramatics as a teaching
tool in the classroom, she began to reflect on her education and how much confidence
she had gained because of her creative talents. She spoke about the different types of
- learners and ‘where she felt she fit. .
_There.are four categories, I'can’t think of them all right now, but they
generally say that some people excel creatively, some academically and some
kinesthetically. I have always been one of the ‘creative’ people and I strongly
. believe that had I not been given the proper vehicle to excel creatively I would
. not-have been as successful as I have been academically. I would not have had
- the confidence. Confidence is something nota lot of children have, and that
. - might be what made the difference between me and some of my classmates
", “who had: th.established.themselves.academicglly and did not have the
. opportunity to excel creatively; for whatever reasons.

Janet’s own educational experiences seem like they should have been enough
to.encourage her to use these techniques in the classroom, but it was not until she
heard of an experienced gifted-education teacher talk about using creative dramatics

* as an instructional tool that she thought this was a viable technique.
- But the kicker happened at a seminar that took place during my teaching
* associateship. An experienced gifted-education teacher talked about going into
- classes, at the classroom teacher’s request, dressed as a character in order to
help the teéchg:r introduce a unit. For example, she would dress as Mrs. Frizzle

and become Mrs. Frizzle in order to talk about the water cycle to a bunch of
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third graders. I remember thinking what a great idea that was. Not only have
the students been captivated, but a teacher can dress up and act in the
classroom too. That was right up my alley!
.. Janet’s decisions about using creative dramatics in the classroom are not based
-on her desire to act, but rather stem from a desire to captivate and engage her students
- in learning and more importantly to foster retention of the learned information.
Throughout the interview, Janet made comments that revealed her passion about
creative dramatics and the benefits of using this technique.

- .1 think that it is a fun, engaging, in-depth, creative, way to get students to learn
information. I think that using dramatic arts is a nice way to tie all of the
different concepts a student has learned in a unit together. Think about relating

... to children on their level and making learning meaningful to them. When I
--implemented creative dramatics during my student tegching the responses I
got from the students and the looks on their faces made all of the work I did
very worth it. I did not lose them one time during any of the activities using
dramatic arts nor did I have any behavior problems! I love to make those
connections for my students, I like to give them something that they can relate
. to, not just abstract ideas floating all over the place.
Janet’s comments reflect that she believes that using creative dramatics will engage
students in what they are learning. She also believes that using creative dramatics is
an effective way: of helping students make links between the concepts she is trying to

teach and the information they already know. -
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While teaching a unit on Egypt, Janet Qrgssed and played the role of Nefertiti.
She develpped the activity in order to “introduce this new historical figure into our
Egypt unit and #lso to add a little more cultural perspective to the unit.” In order to
~achieve these goals as well as the goals of cngaging the students and helping them
make links Ywith p:eviously learned content on Egypt, Janet came to class dressed as
the Egyptian queen, Nefertiti. She chose this method of teaching the information
because she felt that it was an effect_.ilve way to.teac.h alot of information in a short
period pf time. She also felt that speaking tq them in first person and in costume, was
~amore tangible and powerfgl way to teaqh th¢ iqfonnation when compared with
' _’;radit_iqnal techniques.
I decided that a more effec;ive gnd ilntergsting.way to have them understand
how and lwhy,theseb thipgs.cqu_ld.have becn usgd was to say that I, as Nefertiti,
puton my?ma_lke up us_ing these to.ol's, thep show them ;a picture of actual
artifacts found by archaeologists in one of the books I checked out from the
libpary, Then they could the_g look up at me and see the make up around my
eyes. The Xcroxed pictures of gnqienF Egyptlan pyramids, actual Egyptian
toys children played vvi;h,.mc?dels of what grchaeologists believe ancient
| Egyptian homes loqkeq like, statues and .hiproglyphs of Nefertiti, Akhenaten,
and their fgmily, etc., became personal photographs family albums.
Janet prepared quite extensively for thls activity. So much so, that when asked
whether or not she felt she learned and retained any information about Nefertiti she

replied, “Let me tell you that I could probably write my own book on Nefertiti! When
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I realized how powerful a learning strategy researching and playing a historical
cfxaracter was, I decided that my future students will also research and take on the
identifies of historical figures.” |

In order to accurately portray Nefertiti, Janet had to go in-depth into
Nefertiti’s history and the culture in which she lived.

"I prepared quite‘extenSivély for my role of Nefertiti. I used a lot of the
information that I had already shared with the students, but I had to go beyond
that in order to really prepare for my character. I had to figure out exactly
what clothes Nefertiti wore-as the queen in the 18th dynasty, and why the
culture dictated that these clothes be worn, how did the women of the time do
their hair, and why did they do their hair this Way, etc. While doing the

* research’ I also found out that some archaeologists suspect that Nefertiti was
" not always rich, that she was the daughter of a peasant. This gave me the
opportunity to introduce the lifestyle of the common people of that time into
" 'the mix. I found out what the commoners of the time wore, ate, drank, and
‘why they did these things. How did the environment contribute to their
- choices? How many children did Nefertiti have? What kinds of toys did the
children of the time play with? What did Nefertiti’s and Akhenaten’s, and
others’ houses look like? I also had to find out who Akhenaten was. What
“~were his policies as a Pharaoh in Egypt? As Nefertiti’s spouse, what were their
" contributions as a ruling couple?, How-did the people feel about them? Why

did Akhenaten make Nefertiti change her name? Why did Akhenaten change
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. the name of the capital of Egypt? etc. I wanted and needed to know all of this
information so that I would not break character. I tried to anticipate every
question the students would ask by asking myself ‘if Nefertiti came over for

. coffee what would I want to know about her and her lifestyle?” More
questions kept surfacing because the more information I found out the more I
wanted to know about the new information. It-was a continuous circle of
discovery.

- After learning all of this information Janet was able to assume the character of
Nefertiti. The day before Janet role-played Nefertiti, the students were told by Mrs.
Westbank, Janet’s clinical instructor, that a special guest would be coming to class the
next day. to tell them more-about Egypt. On the day that Nefertiti came to class, Janet
- pretended to leave the class at Mrs. Westbank’s request in order to make copies of a

test. During that time Janet got into her costume and make up, and went to a nearby
teacher’s classroom to ask her to announce the arrival of their anticipated guest. After
she was announced, Janet walked into the classroom in the character of Nefertiti. She
admits that there were some initial snickers and that there were two boys who did not
.initially fully cooperate, but after the-fﬁst five minutes, everyone was listening and

- asking thoughtful questions. Questions included, ‘Nefertiti, if you and your husband
did so many good things then why did everyone destroy monuments they made for

- you? Why did Egyptian women of that time wear. so much make up?’ The students

also got into a debate about why and how Akhenaten could make Nefertiti change her
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name and a debate over why girls were not allowed to go to school but boys were
allowed to go to school.
The “Conversation with Nefertiti” went on for about an hour. Before ending,
o J anét,las Nefertiti, announced that she would have to return to Egypt and was sorry to
" have to leave so abruptly. The children were disappoihted to see her go and asked her
~ to stop in again sometime. Janet, out of costume, returned to an excited class with an
arm full of papers that she ran off for Mrs. Westbank. The students told her what an
exciting visitor she had missed.
‘I came into the classroom with my papers and Mrs. Westbank was up in front
* of the class reviewing all of the things Nefertiti had talked to them about.
- They looked over at me, some of them were giggling, and Mrs. Westbank
“asked me what took me so long. I told her that there was a problem with the
copying machine. She said ‘Oh, no that’s too bad. You missed a very
interesting guest, right class?’ All of them shouted ‘Yes you did! Where were
you?’, etc. I acted really sorry to miss the guest and I asked them to tell me
who came to visit and what this visitor had to say.' This discussion went on for
longer than I anticipafed and it cut into the students’ recess time. I told them
* that we could stop talking about it but the majority of them did not want to
" stop. We lined up and went outside and those students who wanted to continue
talking sat with me in a circle outside and we talked about Nefertiti the entire

recess.’
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+'Janet found this activity to be very beneficial. Not only was she able to expose
the students to new information, but she was also able to assess the students’
background knowledge about Egyptian culture by the questions they asked and how
they were able to respond to their classmates’ questions.
The responses I got from the students and the looks on their faces made all of
the work I did very worth it. I did not lose them one time during the entire
- hour, and I did not have one behavior problem or anything! They seemed to
really enjoy the Nefertiti project. Even if they did not really enjoy it, I think
- that all of them asked me, Nefertiti, insightful questions and I did not have one
behavior problem during the entire hour I was talking to all 23 of them.
Janet’s belief that the use of creative dramatics helps students retain the
‘information being taught was confirmed when she gave them a test at the end of the
unit. Student performance on oral and written assessments indicated mastery of
" information by the majority of the students.
In addition to assessing their background knowledge during the question and
answer session on the day of my performance, I also gave them a test at the
end of the entire unit: I gave them a choice of two essays. One of the essays
“ was to describe the mummification process and the other was to recount and
describe the effect Akhenaten and Nefertiti had on Egyptian Civilization
during their reign. Most of the students got very close to full credit on their
essay respénses. Another question on the test was to tell me something new

and interesting they had learned about ancient Egyptian culture and whether or

34




Creative Dramatics 34

not they were going to try and find out more ancient Egypt and how the
people of the time lived. A lot of the girls wrote that they were surprised that
girls could not be educated but boys could. They told me how much they did
not like that and that they were going to try to learn more about it. This let me
know that my portrayal of Nefertiti left a lasting effect on my class.
The response Janet got from her students seems to reaffirm her belief that relating to
students on their level, through the use creative dramatics, is-an effective teaching
strategy.

- During her student teaching experience Janet did numerous other activities
using creative dramatics. One such activity known as the “Archaeological Discoveries
Forum” was used in prder\ to make sharing the students’ individual projects on
muminies more interesting. Janet revealed that this activity came to her “off the top of
[her] head.” -

I knew that I wanted the students to share their projects with one another,
because they had worked so hard-on them and they were, for the most part,

. very well thought out, and that I wanted them to pay attention to one another. I

-also knew that this would be a good opportunity to work on public speaking

 skills so that’s where the idea came from. The Archaeological Discoveries

.Forum made the sharing of the students’ projects more official, more

important.
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Student input played an important role in this activity. Janet felt that the more
input a student had in an activity, the more engaged they would be and the more pride
they would have in their product.

[The students] came up with guidelines about how they thought professional

a;chaeologists 'would act and how théy would present their discoveries. They

decided that an archaeologist would be professional and articulate. That they
would tell their audience about the important information in a concise manner.

The students also argued that they audience would also be professional, would

ask pertinent questions, and would not giggle at their colleagues on stage.

They came up with some good guidelines to follow. This gave me criteria to

- grade them on when they made their presentations.

- .Janet felt that.constructing the projéct presentations in-this manner made the
students more conscious of the way they. spoke in front of the classroom, which was
one of her goals.

They did a remarkable job on their presentations. My clinical instruc;or was

‘even blown away. Most of them came in with note cards, or noted on paper, to

make sure that they shared all of the important points. Most of the students

- made a conscious effort-not to laugh or shift from foot to foot. The non-

presenting students that made up the audience were-also great. They asked

- questions that pertained to the presenter’s presentation and there were no
‘negative comments or-behaviors. They tried to be really courteous and

-professional.
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Time was the defining factor of the next project Janet did using creative
dramatics. She was asked by her third grade clinical instructor to teach her sister’s
third grade class at another local area school about Egypt. Because Janet had only
thirty-five minutes to share with the students as much as possible aboui Egypt, she

* saw it as a challenge and one that she believed she could accomplish through the use
of creative dramatics.

. I did not want to just stand there and talk or lecture to the children about
[Egypt] and I did not have the time to really get involved with “hands-on”
activities. My solution was to solicit the help of a colleague and do a skit of
sorts. I decided to use the pyramids-as the theme of the entire skit. My

-rationale was that The Great Pyramids are located in Giza, with a map of

-.EgyptI can get in a little geography. Inside the pyramids there are usually

- -hieroglyphics, artifacts, mummies, canopic jars, treasure (or lack there of), and
Pharaohs are also buried inside. These are some of the major topics in ancient
Egyptian culture. Based on the old Standards of Learning for third grade

- social studies.I decided that I would introduce all of these subjects to them and
leave some activities behind for them to explore the information further...

'In addition to the time constraint challenges Janet overcame, she also
effectively dealt with other challenges classroom teachers face on a daily basis such
as, capturing students’ attention, addressing the different learning styles of students
effectively, and making sure that students retain the information presented. Unlike

other lessons téught, Janet was not building on previously taught information. This

?. 37




Creative Dramatics 37

lesson was supplemental because the state of Virginia’s Standards Of Learning had
changed so that Egypt would not be covered in third grade it would be taught in
second grade. So the third grade classes of 1997 would not have learned about Egypt
because they were the class that would miss Egypt in the transition, but they would be
tested on it in the standardized tests given by the state.
In order to perform this skit, Janet solicited the help of a colleague and created
a magazine “complete with pictures of the great pyramids in Giza, treasure found on
King Tutankhamen’s tomb, mummification tools, and activities based on Egyptian
numbers, hieroglyphics, etc., to help with this task.”
[I had to] solicit the help of a colleague. I was only given a few days notice by
my clinical instructor to teach her sister’s third grade class about Egypt. The
" preparation of the magazine was not time consuming, taking only a few hours
' to create. Thé magazine was created to follow along in the same order of the
skit, with only a flip of the page to get to a new topic. Susan, the colleague
. who I asked to help with this project, was a great help with the creation of the
-magazine and in the performance of the skit. The pictures, for the magazine,
~were photocopied from the personal collection of Susan (she had 'gone to
Egypt as a youngster). I had accumulated the activities from teaching an
-Egyptian unit two other times before. It was only a matter of choosing, the
activities I thought would be pertinent and fun. The skit came to me off of the
top of my head after I knew that I would have help, and that pyramids would

be the unifying theme. Nothing was written. It was very helpful that Susan
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also had a great deal of background knowledge of Egypt, and an Egyptian

costume, this is why she got the part of Neffie. It was only a matter of

knowing what our characters were, what topics we were going to discuss, and
when we would discuss them. We only collaborated for a maximum of two
- hours total.

Again, the time Janet put. into her skit seemed to be well worth it. She later
received notice from the teacher of that class that the students enjoyed the
presentation. The students constantly came to her to talk about facts they had learned
during the presentation as well as after the presentation on their own time.

We got a very positive response from the students. We allowed them time to

ask questions at the:end.of the performance and they asked thoughtful

. questions about Egypt. They .also gave us.a lot of positive feedback. I talked to
- their regular classroom teacher some time later and she said that they really
enjoyed the lesson, they remembered what we talked about, and wanted to
learn more about the culture. They even sent me a little thank you card.

The last creative dramatics project of Janet’s that will be discussed was not
directly related to the curriculum, but rather it was an extra-curricular drama activity
for her sixth grade students.

[There was an] eighth period which was designed as a time to do preparatory

. work at the end of the day for the Literacy Passport Tests (LPT). At the
beginning of the year there was a five week lag time until the LPT prep was to

- start up.. The teachers, at a team meeting, were struggling to figure out what
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structured activities they could provide to fill that gap, so I piped up and said
‘I will teach a drama class at the end of the day.’ Before I could finish my
sentence they said ‘OKAY!’ Surprisingly, my students did not want to
_perform, but they did want to learn more about acting. The class proceeded as
1 héd planned; I taught them a lot of acting techniques, that is, everything was
going fine until the last week. In the last week of the five week period of time
my students sprang the news on me. They wanted to do a play. After I picked
my chin up off of the floor I began to prepare for the students to perform a
. play. I could not deny them the chance to perform if that was what they really

‘wanted to do.

Janet and the students decided that they would keep the play as simple as
possible. They also-decided that they would choose a subject that they were all
familiar with. They decided to do a play based on the fairy tale_ Snow White and the
Seven Dwarfs. This projéct was a definite challenge for Janet because it came as a last
minute surprise. It required her to spend time after school to write a script because

- there was not an existing script that would accommodate her class of nineteen
students. The forty-five page script was titled Snow White and the Ten Dwarfs. An
adaptation of the original Snow White and the Seven Dwarfs.

After we decided that [Snow White] would be the play, we had to brainstorm

... all of the characters we could possibly think of. The students had to decide
- which char;clcters they would audition for. On Monday (day 2), the students

auditioned and that afternoon after school was out my clinical instructor and I
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-casted the play. On Tuesday (day 3), one half of the cast got their scripts and
began working on them and the other half worked on character development.
Wednesday (day 4), the second half of the class got their scripts and we

- . worked on the play scene by scene. Thursday (day 5), we rehearsed the entire
. play from start to finish. Friday (performance day) came and the students had
memorized their lines and ready to go.

Janet was not the-only one responsible for this production. The students also
thad a lot of responsibility for this play. She appointed a student stage manager,
because he did not want to act.

: _I‘ had one student who was very shy about getting in front of the class to act so

I asked him to be the stage manager. He really took his job seriously. Every.

.-.day,.at the end of rehearsal,.he reported.to.me with notes of things to work on
during the next rehearsal. He would often take-a group of actors to another
room and work with them on lines and blocking which are choreographed

. movements around the stage. The stage manager was not abusing his role, and
his classmates listened to him and respected-him. His parents later came to me
.and told me how excited they were to hear him talk about being involved with
something because he normally keeps to himself. He really came out of his

‘shell. .-

The students were also respoﬁsible for their own costumes and props and also had a

say.in how the script was written.
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- I wrote the script because I wanted to save time, I knew that I would do it
* before the next rehearsal came. I felt a little bad about that so, I gave the
students editing power over the script. If they wanted to make changes they
could, as long as the people sharing the scene agreed with the changes.
Although this project was not directly related to the curriculum, the students
- had a powerful reaction to participating in this play. Janet and her clinical instructor
-~ saw many of the students grow as individuals and as a group.
“They worked really hard to get everything done. They also had to work
together in groups a lot because I would not work with all of them at the same
‘time. I was so incredibly proud, of them."After the Snow White play
something really nice happened. The same week we decided to put on the play
- -we also got-a.new. student, she auditioned forthe lead, and got the role. After
~the play, she was a very.confident young lady and began making friends.
When she first arrived, she did not want to be at school and was even crying.
This was quite a change from her first day with us. I think that this was a very
positive change. I also noticed that when students were working together in
groups, they really cooperated with each other, and they became very
supportive of one another. They built on each others strengths and I like that.
Janet provides an example of teachers who implement creative dramatics as a
highly effective teaching strategy. Janet informed me that creative dramatics was not
her only method of teaching, but that it was one that she, as well as her students really

enjoyed. Based on Janet’s experience, as well as the experience of other teachers who

ERIC 42




Creative Dramatics 42

use creative dramatics, students indeed do experience cognitive as well as social

* gains. Other studies, in addition to my own, continue to support that engaging
students through the use of creative dramatics will foster cognitive as well as social
. growth in learners.

Both Chris and Janet have used creative dramatic in the classroom and have
seéen positive results in their students’ behavior and achievement. Although the
teachers did not state the specific cognitive and social gains their students have made,
~ it can be gathered from their comments that these gains are taking place. I would
-propose for future study that students’ cognitive and social gains be measured when
-creative dramatics is used. I would also propose that case studies which chronicle the

specific use of creative dramatics.in classrooms be written. The activities that are
done by the participating teachers could eventually be catalogued into a book of

suggested creative dramatic activities to be used in the classroom.

43



Creative Dramatics 43

- References -

Bailey, B. (1987). Developmental theories and instructional strategies: A
Summary paper (SIDRU Research Report No. 5). Saskatchewan, Canada:
Saskatchewan Instructional Deve'lopment and Research Unit. (ERIC Document
Reproduction Service No. ED319482)

Baldwin, C. B, quangelo, M., & Dettmann (1984). Perspectives of creativity
throughout thg life span. The Creative Child and Adult Quarterly,9, 9-17.

Berghammer, G. (1991) Deve

prekindergarten-grade 6 (Report No.17). Des Moines, IA: Iowa Alliance for Arts
Education. (ERIC Document Reproduction Service No. ED343680)

Charlesworth, R.,& Hartup, WW (1967). Positive so.cial reinforcement in the
nursery school peer.group. Child Development. 38, 993-1002.

Davis, J. H., & Behm, T. (1978). Terminology of drama/ theatre with and for
children: A Redefinition. Children’s Theatre Review, 27, 10-11.

Good, T. L., & Brophy, J. E. (1990). Educational psychology: A Realistic
approach (4th ed.). New York: Longman.

Kase-Polisini, J. (1985). Introduction. In J. Kase-Polisini (Ed.), Creative
drama in a developmental context (p.xv). Lanham, MD: Univ¢rsity Press of America,
Incorporated.

McCaslin, N. (1985). Creative drama in the classroom and beyond (6th ed.).

New York: Longman Publishers USA.

44



Creative Dramatics 44

Patton, M. Q. (1993). Qualijtative evaluation and research methods. Newbury

Park, MD: Sage Publications.

Resnick, L. & Klopfer, L. (1989). Toward the thinking curriculum: An |

Overview. In L. Resnick & L. Klopfer (Eds.), Toward a thinking curriculum: Current

cognitive research (1-18). Alexandria, VA: The Association for Supervision and

Curriculum Development.

Rosenberg, H. S. (1987).
into action. New York: Holt, Rinehart, and Winston.
Taylor, I. A. (1959). The nature of the creative process. In P. Smith (Ed.),

Creativity, New York: Hastings House.
Villegas, A. (1991). Culturally responsive pedagogy for the 1990’s and

beyond. Princeton, NJ: Educational Testing Service.

45



clso5707

U.S. DEPARTMENT OF EDUCATION

Office of Educational Research and Improvement (OERI)
Educational Resources information Center (ERIC)

REPRODUCTION RELEASE

(Specific Document)

ERIC

L DOCUMENT IDENTIFICATION:

Te: C R_EATINE DR AW M-I S A4S AN
E e TINeE  TEACHYI NG STRATESY

Author(s): . H | . ( é,/q, /. TH—C K SON

Corporate Source: Publication Date:

UL ls '7-; s :. S Mﬁl\/ /??7

. REPRODUCTION RELEASE:

In order to disseminate as widely as possible timely gnd significant materials of interest to the educational community, documents

- announced in the monthly abstract journal of the ERIC system, Resources in Education (RIE), are usually made available to users

in microfiche, reproduced paper copy, and electronic/optical media, and sold through the ERIC Document Reproduction Service

(EDRS) or other ERIC vendors, Credit is given to the source of each document, and, it reproduction release 1s granted, one of
the following notices is alfixed to the document.

If parmission is granted to reproduce the identified document, please CHECK ONE of the following options and sign the release
below.

7\ - Sample sticker to be alfixed to document  Sample sticksr to be affixed to document .

14
Check here | peamission To REPRODUCE THIS “PERMISSION TO REPRODUCE THIS or here
Permitting MATERIAL HAS BEEN GRANTED BY MATERIAL IN OTHER THAN PAPER '
microfiche COPY HAS BEEN GRANTED BY Permitting
(4""x 6" tiim), reproduction
paper copy, Sompw “\'p\'@ - in other than
electronic, SO paper copy.
and optical media |  TO THE EDUCATIONAL RESOURCES TO THE EDUCATIONAL RESOURCES
reproduction INFORMATION CENTER (ERIC)." INFORMATION CENTER (ERIC)."

Sign Here, Please C’

Lovel 1

Level 2

Oaefoorr

Documents wili be processed as indicated provided reproduction quality permits. If permission to reproduce is granted, but
neither box is checked, documents will be processed at Lavel 1.

| hereby grant to the Educational Resources Information Center (ERIC) nonexclusive permission to reproduce this document as
indicated above. Reproduction from the ERIC microfiche or electronic/optical media by persons cther than ERIC employees and its

system contractors requires permission from the copyright holder. Exception is made for non-profit reproduction by libraries and other
service agencies to satisfy information needs of educators in response to discrete inquiries.”

SIQnature(;%M gD Qa/./){m Position: <;l , N "_

: v 4 ization: NS '
Ch/7rged Jackson e Unwersiky of Vieginao

Agdress: Telephone Number: Y

Y4222 Arrowohead R, (804 5'30—;5‘34

RtC/')monf/,u/ﬂ 23238~ e Ma,u’ Iqqu

£




. DOCUMENT AVAILABILITY INFORMATION (FROM NON-ERIC SOURCE):

It permission to reproduce Is not granted to ERIC , or, If you wish ERIC to cite the avaliability of this document from another
source, please provide the following information regarding the availability of the document. (ERIC will not announce a document
unless It is publicly available, and a dependable source can be specilied. Contributors should also be aware that ERIC selection
criteria are significantly more stringent for documents which cannot be made availabie through EDRS).

Pubiisher/Distributor:

Address:

Price Per Copy: Quantity Price:

IV. REFERRAL OF ERIC TO COPYRIGHT/REPRODUCTION RIGHTS HOI;DERé

it the right to grant reproduction release is held by someone other than the addressee, please provide the appropriate
name and address:

Name and address of current copyright/reproduction rights holder:

Name:

Address:

V. WHERE TO SEND THIS FORM:

Send this form to the foliowing ERIC Cleafinghouse:

ERIC Clea ouse on Teaching and Teacher Education
One Dupont Kircle, Suite 610
washingtoy{ QC 20036-1186

H'you are making an unsolicited contribution to ERIC, you may return this form (and the document being contributed) to:

Q .
E MC ‘ev. 9/91) v

Aruitoxt provided by Eic:



