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Foreword

N

REATIVE DRAMA, as & language art, has been a part of the -

. elementary school curriculum for a number of years. Community

organizations also have long been concerned with offering children
rewarding experiences in creative dramatics, and many have pioneered
 the establishment of children's theaters. Because of the relatively
small percentage of trained personnel in the field, advance has been
slow. This bulletin is the result of a Joint concern. fel¢ by the Office
bf Education and the Children's Theatre, Conference for the apparent
lack of easily available material in creative dramatics. ‘

There are two underlying purposes in this publication : first, to offer
guidance in the art of creative drama irith children; and second, to
Rive some assistance to enterprising organizations that wish to give
plays for children. It presents both creative drama and children’s
theater as an art form and is dedicated to the idea that these forms,
when properly implemented in school and community, can bfing
beauty and richness into the lives of boys and girls. The builetin
does not encompass the therapeutic aspects of creative drama.

Part 1 is an interpretation of the place of creative dramatics rith
and for children. Part II describes ways and means of guiding -
children in creative dramatics, and Part III is devoted entirely to
children’s theater—how to establish one in a commun:ty and provide
details pertinent to theater production. ‘-

The Office of Education and the Children's Theatre Conference
are fortunate to have been able to engage the cooperation of Miss
Winifred Ward to write the bulletin. Miss Ward's years of experi-
ence in working with children and. directing them in plays, together
with her own inimitable talents as author, teacher, and lecturer,

. made her the logical choice to write the manuscript. For 25 years she

served as Supervisor of Drumatics in the elementary schools of Evans-

. ton, Illinois, and as Director of the Children’s Thentre in the same

- city.- The author’s knowledge of and enthusiasm for her subjects can
be felt throughout the'pages of the publication.

In an effort to present her material in accurate form, Miss Ward

rolicited the help and advice of many leaders in the field of Drama,
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Creative Dramatics, and Children’s Theatre. Among the many who
gave assistance were Eleangr Chase York, of Western Michigan -
State College; Kenneth L. Graham, of the University of Minnesota ;

" Agnes Haaga and Geraldine Siks, of the University of Washington:
Rita Criste, of Northwestern University; and Wilma McNess, of the
Keith Country Day School of Rockford (Ill.) College. Clarence T. -
Simon of Northwestern University offered great help and encourage-
ment.

The photographs in the bulletin are from Vern Adix, Ute Theatre -
for Young People, University of Utah; Gladys Andrews, New York
University School of Education; Frances Carey Bowen, Chl}drens
Educational Theatre of Maryland; Rita Criste, Children’s Theatre
of Evanston, Ill.; Agnes Haaga, University of Washington; Ella
Heimbrodt, Chl]drel\ s Theatre of Western Springs, Ill.; Catherine
Hollingworth, Children's Theatre of Aberdeen, bcot]and George
Latshaw, Cleveland, Ohio; Ann Pirtle, Seattle public schools; Ger-
aldine Siks, University of Washington; Grace Stanistreet, Adelphl‘
College, Garden City, N.Y.; Virginia Tanner, (onservatory of Crea
tive Dance, Sal Lake (‘lty, U tah, Margaret Woods, Seattle Pacnhc
College, Washington.

vi- FOREWORD

J. Dan HuwL, ‘ E. GLENN FEATHERSTON.
Director, Instryction. Assistant Commissioner,
Organization\and - Division of State and

Services Brangh. ' Local School Systems.




Introduction |

PREMISE OF AMERICAN EDUCATION is to offer
opportunities for every child to reach the utmost of his
individual capabilities in cooperation with his peers. Edu-
cation of this kind was indicated in the theme of the 1960
White House Conference, the purpose of which was “to
promote opportunities for children and youth to realize
their full potential for a creative life in freedom and dignity.”
It is the belief of the majority of those who work with
children that in order to help them realize their full potential
for a creative life in freedom and dignity, all children should
have daily experiences in the arts. Since drama is a fusion
of all the arts and deals with the actions and motives of
" man, it can perhaps be more closely integrated with the
child’s everyday living than many others. Creative dra-
matics encourages freedom and dignifies dreams; it helps to
cultivate imaginative thinking. - _
As never before, the United States needs an original
approach to the problems confronting her within the com-
munity of nations. Drama with and for children compounds
the creative dynamics which contribute to the ingenuity
characteristic of America.




An Interpretation
&

‘RAMA COMES IN THE DOOR of the school with every
ild.
Almost from the day he is born, the baby begins using drama as
his way of learning. His parents are always surprised and amused at
¢ the first signs of his intuitive response to drama. Even before he can
\va}k, he shows his enjoyment of make-believe by his delighted par-
‘ticipation in the dramatic game of peek-a-boo, with its simulated
gsyspense and relief; his early imitation of the “bow-wow”; his hilar-
‘ious pretend-riding on a pony as he bounces up and down on daddy's
foot to the rhythm of “Ride a Cock Horse.” | o
The amazing amount of knowledge a little child accumulates by his
dramatic interpretation of the people around him often goes unob-
served. “The child of three, four, or five cannot discover what it feels &

. like to be a mother except by going through the motions of mothering,

and the son of a truck driver feels closer to his father by pretending’
to drive a truck.”' Those who have studied children know-that this
is nature’s way of helping a child to interpret the world and himself
in iterms he can understand so that he will be fitted to live in the
society in which he finds himself.

*{The following incident relates to what happened in a family that
h?ard groans and moans of agonizing pain coming from the back of
the house one evening. On rushing out to see what was the matter,
4hey discovered 4-year-old Marjorie slowly and apparently painfully
¢limbing up the back stairs.

P “Aunt Jessie goes upstairs just this way,” she announced, “and
now I/know how she feels.” Aunt Jessie, it seems, suffered from

— e
}'h.'lhrtley.;' Ruth K., Frank, lawrence K. and Goldenwon. Robert M. Underatasding
'Children’s Play. New York, Columbia University I'ress, 1052, p. 28,

2 Merrill, John, and Fleming, Martha. Play-Making and Plays. New York, The Mue-
willan Co.,, 1980. p. 0, ‘

[ . 0631934 O—wr——32 1




2 DRAMA WITH AND FOR CHILDREN

rheumatism, and her little niece, by assuming the physical actions
of her aunt, was experiencing to a degree her inner state.

During the first 4 years of his life, the child is constantly inter-
preting his little werld and experimenting with new ideas of his
own. He plays train and plane; he becomes first the milkman, then
n whole fire department. He plays out countless parent activities.
If he has no friends to play with, he often conjures up an imaginary
playmate with whom he plays happily (with no fights whatever)
for days on end. Often he works hard at his play, thinking up the
most ingenious devices for boats and trucks and many other things.
He explores widely and puts new information to use at once.

Then comes school, which in former days brought an abrupt end
to this wonderful source of fun and learning. IDrama came in the
door with the child, but it was not allowed to Stay. Here was a kind
of play which was the prelude to a great art—the child's first art—
and it was ignored in school.

The difficulty was that the only drama the teachers knew was the -
formal play, and that did not fit into the school curriculum. When-
ever a play was being rehearsed for a special occasion, it so disrupted -
the school program that most teachers regarded it as an ordeal. It -
never seemed to occur to them to take their cue from the child’'s own
way in drama—the spontaneous, uninhibited way. Instead, the ongs
drama to be found in most elementary schools (there were a few ex-
ceptions) was the exhibitional type of memorized plays belonging to
special occasions such as Christmas and “last day” exercises.

At one period, when the catchword in education began to be moti-
zation. all kinds of plays were written to motivate the learning of
facts: Arithmetic plays, geography plays, health plays, and history
plays. Dramatics was welcomed as a “cart-horse,” as someone ex-
pressed it, to carry every other subject in the curriculum. It would
have been bad enough if the children had been given the experience
of making up the plays themselves. But they had to memorize lines
which were not at all a natural expression for them, and the mult
was that the children simply recited.

Al too familiar are the artificial ways in which children give their
speeches when they are “drilled” by parents and teachers to repeat
lines they only half understand, or move through pageants with never.
a Hicker of feeling on their impassive faces. Even when the children,
with their teacher, write the plays themselves, they find it a strain to
make up dialog which remotely resembles natural conversation if the
objective of the play is instruction. The pictures of one play on soil .
conservation show a row of the children standing stiff and’ straight,
representing the stumps of trees that have been burned by a forest




AN INTERPRETATION 3 ‘
fire, while others are lying flat on the ground as “eroded topsoil.” One

. A « (2 o
wonders in how many children’s lives the love of drama was snuffed !
out forever by such experiences as these.

Drama With Children

With the increasing emphasis in education on creative thinking and
the development of individual powers, a way of using the child’s natu-
ral love for.the dramatic has developed which is not only suited to
the classroom but has remarkable potentialities for his personal de-
velopment. It is based on his own free, informal play, but guided into
an orderly creative process by an imaginative teacher.

-

Courtesy, Sehool of Drame, Uniserarty of Weshington, Scatile, Wesh.

"‘Who' trip-tropping over bridge?'’ Drama created by children from
$ oo the Billy Goats Grutf.

This is drama with children. Because it is original, it has come to
be known as creative drama, creative dramatics, or playmaking. In ‘
place of a written script, with lines to be memorized, such drama is
crented by a group of children, guided, but not directed by a teacher
or leader. It is always played with spontaneous dialog and action,
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and is never written down l)ecnuse written plays become formal scripts
to.be memorized.

Informal drama may he eréated from a story, a poem, an experl-
ence, a historical event, or ant idea. The Western Movement in the
United States, for instance, has been the inspiration for many a drama
by fourth- or fifth-grade children. .\ trip to the zoo nay motivate
a second or third grade to play The Peddler and His (' apa ® with its
delightfully comic monkey episode. .\ splash of beautiful colors in
the room may bring about a discussion of how colors nimke one feel,
and by playing out such feeling in terms of nction.

Unlike children’s theater which is designed for an andience and
played upon a stage with costumes and scenery, this informal drama
needs merely space, with imagination suppl\mg the scenery and cox-
tumes. The only audience, as a rule, is the part of the group not
playing at the moment. This nudlence, however, is very important,
especially with the older children, since it affords the needed oppor-
tunity for communication, builds appreciation for drama in thase who
watch, and makes evaluation more objective,

If the creative thinking of the children results in an exceptionally
good play, it is sometimes shared with another group of children or
with their parents Such a sharing is not considered a performance
but rather an informal demonstration, incidental to the really crentive
experience.

Creative dramatics is not for ¢y talented few nor is its purpose
to entertain an audience. Participation is all-important, and the
experience of the child who lacks talent is often ns fruitful and as
enjoyable as that of the child with marked drnmatic ability.

,

Creative Drama in the Language Arts '

“What comes to your mind when 1 say the word *Ireland’?" asked
a fifth-grade teacher in a language arts session.

Faces brightened as they soniehow always do at the mention of
Treland. Many hands shot up.

“Shillelaghs,” “wee people,” “wakes,” “shamrocks,” “leprechanns.”
were the first suggestions. '

During a brief discussion of the meaning of the things which had
come to their minds, they talked about the leprechauns and other wee
folk in so many of the Irish talex.

Now the mood was right for the teacher's reading of Ruth Sawyer's

P 3 As told by Geraldine 8ikx In Rtories te Dramatize. by Winifred Ward. Children's
Theatre Press, Anchorage, Ky, 1932, p. 85.
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charming version of Wee Veg Barnileg and the Fairiex? the story of
the spoiled child of easygoing parents who is spirited away by the
wee folk. In the fairy rath to which they take her. all she has to eat
is the food she has willfully thrown away : she has to wash and mend
all the clothes she has ever torn or soiled : and., finnlly, pick out of all
her ugly, sharp words, which are growing like a great field of nettles,
the few kind words she has ever uttered.

When the teacher arrived at this point in the story. she pansed to
ask. “Why do you think Meg was such a disagreenble child?  Her
parents were very kind. Why should they have such a child?"

“Maybe they were old and always let her have her own avay,” sug-
wested one child. _ }

“She did as she pleased, but it didn't make her happy,” volunteered
another. :

“Her parents let her get nway with things,” said the next.

But the prize answer summed up all the rest. “She wasn't raised
up right!” A

“How do you think the story will end?" asked the teacher. Then.
after the pupils had used their imaginations to work out possible out-
comes, she read the rest of the story, which showed how each experi-
ence made Meg see herself and her parents a little more clearly ; and
when she found a shamrock with four leaves and wished herself home,
she was so happy that she was a different child from that time on.

Now the children “tried on™ the characters of Meg, her parents, and
the leprechauns in pantomime; planned a play based on the story ;
and in several class sessions developed a play. There was nothing
passive about this experience. Kvery child was absorbed in spite of
the fact that the story was so strongly didactic. It gave them a won-

~derful outlet for their emotions, patterns of behavior which caused
them to do some thinking, a fine Irish humor. and a variety of inter-
esting characters to study. :

Speaking and Listening.—('reative thinking is new to the thinker.
It breaks fresh ground, makes new trails in the mind, and must be
expressed in order to be recognized. A new idea is vague and nebulous
in u thinker's mind until he has expressed it in words either to himself |
or others. No school experience gives a child a better opportunity to
be creative than does playmaking.®

A\ group of sixth-grade children were exploring the meaning of
time, thinking aloud as they tried to put into words what time meant
to them. Creative thinking requires effort—real effort—and the in-

——
‘Rawyer. Ruth. The Wey of the Storyteller. New York, Viking Presw. 1042, * p. 165.

YRtrickinnd, Ruth. The Langusge Arts in the Elementary School. D. C. Hegth & Co.
C 1Nt o1, .
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salways been trying to find out better ways of measuring time.”

6 DRAMA WITH AND FOR CHILDREN

centive needs to be strong. They were considering ideas for the play
they were to develop in the spring. They found out what they were
thinking at the same time they were expressing it.
One child said, “Time is everything that has been and will be.™
Others: “Nothing can stop time. It goes on and on.” *Men have

A little girl went home and wrote a poem which she read the next
(Iu\ :

Time to me I8 a great white bird
Spreading its wings through the sky :
Eager hands reach up to grasp it,
As it flles relentlessly by,

The motive for listening is strong. too. in a creative drama group.
Children will always listen to anything dramatic. But there is also
n good reason to listen to a story or idea when it has something in it
that they need to know in order to participate, and when others are
playing a scene they know that they will have a chance to evaluate
and then play it themselves

Courtosy. Children's Center for Creative Arte, Adeiph. College

Listening in order to evaluate. The audience in this creative drama class will
soon hawve its chanoe to play.

V
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& ourteqy in listening is instilled both by the example of the teachel

who gives respectful attention to whatever is said or done. and by her
isistence on constructive evaluation : not “what is w rong " but “how
cun we make it better?™ This requires really careful listening.

Reading and Writing.—The other two Innguage arts, rending and
writing, enter into creative drmma in a less direct way. When chil-
dren are working on a dramatization, and if they expect to share their
play and make specinl properties, they often need to rend extensiv ely
about a country, the period, customs, coins, or names. (‘lassroom
tenchérs say that the best incentive for research is a creative play.

Some crentive writing is necessary for almost every shared play.
It may be a bit of verse such as the one cited from the play about
time. It may be a prayer, or a spell, or a song.

Thus, all the language arts play an important part in creative drama.
This art, in turn, has a rich potential in providing a child with vicari-
ous life experiences from which he learns much—experiences which
he could never hope to have firsthand. It gives him a strong incentive
for forming the habit of creative or independent thinking, and for
organizing and expressing his ideas s he builds with others toward
n common objective. Creative drama helps him to grow toward emo-
tional maturit y because the strong emotions he expresses are controlled
by his study of the characters he is playing. Along with the develop-

- ment of the play and the discussion it entails, there are many oppor-
tunities for helping the child build attitudes and appreciations which
lead toward a worthy life philosophy.

To realize these potentials, the child must have the guidance of an
ndult who is understanding and creative. His own playing is usually
unselective and formless until he has acquired some skill, and it will
seldom develop into an art form without guidance. He needs a dis-

» criminating teacher or leader who recognizes his best efforts, encour-
- ages him in his unique contribution, and by a skillful use of questions
to stir thinking, fielps him to see the possibilities in a sitnation. As
in every other kind of teaching, the role of the teacher is a vital one.

Developments in Creative Drama With Children

Supervisors or consultants in drama, comparable to supervisors
of music and art; are needed in the elementary schools to teach tech-
niques to the elementary teachers who have had no special training,
to help them in their more ambitious projects, and to give real status :
¢ to this art. Some public elementary schools have had specialists in .
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drama for many years. But in most schools,.it has been left to the
individual teacher as to whether or not drima had any place in the
school program. The result has been an uneven and haphazard use
of drama, not to be compared with the superior pragrams in other
arts.  As a springboard for the introduction of such a program, a
teacher skilled in creative dramatics might well be brought in for
inservice workshops with teachers.

There are two reasons why it is difficult to convince school authori-

" ties of the need for a specialist in creative drama. The first is the
present trend away from specialization toward the self-contained class-
room. The second is the great emphasis now being placed on science
and mathematics education stemming from the public's demand for
more and stronger courses in these subjects.

However, it is gratifying'to note the number of educators who see
clearly that we must have perspective in our education; who realize
that if we are to produce people who have imagination enough to do
scientific research, as well as to work with others to maintain n self-
governing sigte, emphasis on science must be balanced by a correspond-
ing emphasis on the arts, the humanities, and the socinl sciences.

If an impressive number of parents, teachers, and school adminis-
trators become convinced that creative drama is as vital a part of the
education of children as music and the graphic arts, it will be given
a comparable place in the curriculum.

Recreation Programs.—Both formal and informal drama are in-
cluded in recreational programs. Creative drama has been found to
be especially suitable in children's sctivities because the playing of a
story follows naturally the hour in which a story has been told or read
to the group ; it requires no equipment, can be used indoors or out, and
it does not depend on the same children from day to day.

Many programs are handicapped by the lack of trained leadership,
but as the recognition of its value and appeal to the children grows,
many recreation departments are bringing in skilled teachers of cre-
ative drama to give lectures and demonstrations to their workers.

Parents in many cities have arranged for extracurricular classes in
creative drama for their children, but these classes reach only a frac-
tion of the children who would most profit by them. Furthermore,
so much of the value of creative drama comes from its use in a unified
study program that it needs to be in the curriculum rather than out-
side of school.

Religious Education.—Many religious education programs have
revealed a strong trend toward the use of creative drama. Although
vacation church schools have greater opportunity for such experiences
than Sunday schools because of the time element, church school classes
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in rather large numbers nre being given experiences. in dramatizing
Bible stories, using puppets, originating worship services, nnd par- ‘
ticipating in role-playing. !
Recognition of the need for training leaders is evidenced in work-
« shops offered in various parts of the country under the auspices of
many churches. The Interdenominational Religious Drama Work-
shop sponsored by the Nationnl Council of Churches, offers sessions
for a week each summer at Lake Forest (I11.) College. Other work-
~hops for training leaders are sponsored locally by city councils of
churches. '

Drama foi Children: Children's Theater

The child nudience, pictured on the cover of this bulletin, is utterly
entranced with what is happening on the stage. Observe that in some
instances even the hands of the children are reacting to what is going
on in the play. . .

This is drama for children. Here, it is the audience which is of first
consideration, not the players. Regardless of whether the play is
being acted by children or adults or both, or whether the players are
amateur or professional, the value of the experience to the actors must
be secondary to what the experience means to the boys and girls who
see the play. The success of the project is judged by the joy and the
cultural value it affords the child audience. ‘

What a magic experience it can be to a child to see several live plays
each year instead of having to rely solely on pictures! To go to plays
written and acted by people who know and respect boys and girls,
who do not distort their favorite stories by changing the character of
the people in them, or add satirical and love elements which have no
appeal to children.

To be able, instead, to see, nt a real theater, truly childlike versions
of The Emperor's New Clothes, A Christmas Carol, The Snow Queen
and the Goblin; puppet shows of Ali Baba, Winnie-the-Pooh, Paul
Bunyan,; and, for older children, perhaps, the Tempest and A Midsum-
mer Night's Dream. Annis Duff writes of this kind of theater, “The
three dimensional vision of folk and fairy tales, all alive with sound
and color and movement, is of the very essence of enchantment, quick-
ening the liveliest imagination, and leaving an ineffable impression of
beauty and wonder.” ¢

¢ Duff. Anola. " Life In a Looking-lass. TAe Hotw Mook, February 1954, . 24.
551934 0—60——3
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Why a Children’s Theater?

The beliefs and objectives of present day children’s theater sponsors
may well be studied by any group proposing to establish a theater for
children.’

Firat,and most important, the theater gives boys and girls the joy of
seeing good stories come alive upon a stage. Beautiful experiences
are not for one day or one year, but for a lifetime; and, although very
few children will ever havefreally great opportunities, even lesser ex-
periences in the theater can bring a joy that ix lasting.

Necond. a higher standard of taste can be developed in children,
since taste always improves “with true art experience. The cul-
ture of tomorrow begins with today’s children; and children who .
are steadily exposed to good theater care less and less for cheap
and inferior plays. Hughes Mearns writes: “Nothing so surely dis-
gusts one with poor work as a goodish experience with something
better.” ®

A newspaper editor in a small city which had had a childrens theater
for twenty years wrote of it, “The Children's Theatre here through
the years has unquestionably played a leading part in influencing the
tastes and the thoughts of the younger generation.” ®

Third. the sponsors of children’s theater believe that from the human
experiences a child sees on the tage he will grow in the understanding
and appreciation of life values. His own experience is necessarily
limited, and he may have to wait for years to know the result of any
given action. In plays he sees the outcome almost at once, and from
these vicarious experiences he learns much about life. ‘

The following summarizes this belief: “The material with which
the dramatist works consists qf conflict situations in which human
beings face emergencies, become emotionally involved, . . . and literally
do not know what to do. In their attack on the problem, they run

.~ through their repertoire of behavior techniques, some amusing, some .
unprincipled, others admirable. A direct outcome of the presentation
of such behavior techniques is a substantial-amount of learning on the
part of the audience.” '° :

" The late Charlotte Chorpenning, director for 21 years of the Good-
man Children's Theatre in Chicago, wrote, “My purpose is that the

T Adapted frgm An laterpretation of Terms. Kducstions! Theatre Journal, May 1958.
: * Mearns, Hughes, Creatire Power. New York, Dover Publication, 108R. . 238,
i . * Lovelace, Walter, in the Evenston Review, August 3, 1944.

; * Anderson, John, in the Kducetionsl Theatre Journal, December 1930, . 2K,
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ioodman plays shall give to tire audience in entertaining form help-
. ful experience trué to life values.” ! ‘ '
Fourth. a good theater will build in children a basis for:becoming
a discriminating adult audience of the future. One play a year will
not do this; but three or four each season, if they are well done, will
. be a strong cultural influence, especially if an educational program
goes on as an integral part of the theater. .

Any Community Can Have a Children's Theater.—Hundreds of
cities and towns over the country. have found ways of satisfying their
children’s insistent lové for drama by providing good plays suited to
their age and interests,. Communities lacking trained leadership will
.inevitably meet certain problems, bat there are many ways to solve
them. Every year there is an increasifpnumber of theatérs for young
people both in the United States and in other countries. Many parents :
believe that a good children's theater helps to make a community a
‘better place for boys and girls. g

In towns where there is no theater for children, an organization
such as the Junior League, the American Association of University
Women, a parent-teacher group, a high school or college drama depart-
ment sometimes produces one play a season or imports a touring com-
pany so that the children may at least have a taste of children’s
theater. Along with the growing awareness of the importance of
the arts in our country's culture is more leisure time and the means
to*fill it with something constructive.

Any community can have such a theater where live performances
of good plays, dance dramas, and puppet shows are presented for child
sudiences, and where the charm of fantasy alternates with the thrill
of adventure tales and the Tealism of modern stories.

Is entertainment in the typical American community contributing
to the enjoyment and cultural development of children! Do parents
feel as comfartable when their children see “Morton of the Homicide
Squad™ as when they attend a play based on Stevenson's great adven-
ture ‘tale T'reasure /sland? ‘1s there genuine concern with the way
human life is cheapened in many movies in which the hero picks
off one character after another with his ever-present gun ?

Dissatisfaction with the kind of entertainment now provided for
boys and girls can unquestionably lead to the establishment of a chil-
dren's theater in any community. Here children may see the best
available dramatizations of favorite classics, historical events, folk
tales, and modern books, played by live actors.

'! Chorpenning, Charlotte. 81 Yeers With Children's Theatre. Anchoruge, Ky.. The _
Children‘s Theatre Press, 1954. p. 53. 2 '
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Caurtray, Conservatory of Croclise Dence, Salt Lake City, Utah

Opportunities in dcbl.neo drama both for the ﬁudiono; and players. The children
are wishing to something else—an ant, a bu y. or a grasshopper.
From the Italian folk tale, #Mh Patch. £

Opportunities in the Arts.—Many cit y and suburban c¢hildren hear
great music played by symphony orchestras in an annual concert
series for young people. Television and radio hive contributed imn-
measurably to their education in music. Children are taken to visit
art galleries and museums. But where can comparable dramatic op-
portunities for child audiences be found in this country ?

v -
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There are many adults who still look back with & warm feeling of
happiness at that memorable occasion when as a child they saw Maude
Adams in Peter Pan, Many of today’s children will grow up to tell
that one of the most thrilling experiences of their childhood was see-
ing Margot Fontaine in the Sadler's Wells Ballet of The Sleeping
Beauty. Theater of this caliber is rare in America, nearly nonexistent.

Children who live in England, however, have professional theater.
at Christmas time at least, in the “Pantomime,” that glorified vaude-
ville tied together with 5 fairytale, which the whole family attends,
Professional companies in other European countries present plays for
children gither at holiday time or for a longer season. Russia has one
of the finest professional children’s theaters in the world, with com-
panies that play during the winter in the cities, and far in the hinter-
land during the summer months. Believing in “education through
art,” the government subsidizes these theaters, and sees to it that
standards are kept high.

Most of the children’s theaters in America are amateur, sponsored
chiefly by parents who fee] a responsibility for providing entertain-
ment of good quality for their children. Several hundred communi-
ties produce from one to five or six plays for young people each season.
These productions are supplemented by plays from touring companies,
most of which have their headquarters on the east or west coast,!?

“Developments in Children’s Theater

" The Children’s Theatre Co ference.—The nationa] organization
for the children’s theater movement in the United States ig the Chil-
dren’s T heatre Conference, founded at Northwestern University in
1944 as a Division of the Amerjcan Educational Theatre Association
(AETA).» ;

The membership of the assbeiatian (1,500 in January 1960) is
drawn from all types of childrén’s theater groups, both amateur and
professional. The Purposes of the conference are to promote the
establishment of children’s theai activities in all communities ; en-
courage the raising and maintain ng of high standards in children’s
theaters; provide a meeting-ground for children’s theater workers

12 For information concernling thene comp#nles. write Jobn C. Walker, Executive Secre-
tary, American Educational Thcatre A asociation, Department of Speech, Michigan State
University, East Lansing, Mich. |

13 A brochure explaining mempership anq activities In the Children's Theatre Confer-
“nee may be secured from' the Executive Secretary of the American Educational Theatre
Assoclation, Johm C. Walker, Speech Dept*‘ Michigan State University, East Lansing,
Mich. ’

——p

VAR Y IS o BN e

2 G SRRYE S e



14 DRAMA WITH AND FOR CHILDREN

through sponsorship of an annual national meeting, and of regional
meetings and conference committees throughout the year.!

The Annual Meeting, in late August, is a time when the members
gather to exchange ideas, to hear distinguished speakers, to attend
children’s theater productions, and to see demonstrations of creative
drama techniques and technical skills.

The Children’s Theatre (Conference (known as CTC) has a strong
regional organization, the country being divided into 16 regions, each
of which holds an gnnual conference in addition to the national meet-
ing. Interest in children’s theater is by this means carried far and
wide, along with a greater understandmg of what both formal and
informal drama can mean to a commumty

In the years since it was organized, the CTC has carried on many
needed projects, such as formulating standards for evaluating plays,
compiling children’s theater directories, interpreting the terms used
in drama with and for children; making a survey of colleges and uni-
versities offering courses in children’s theater and creative dramatics;
writing a monograph on Basic Principles and Practices tn Children’s
Theatre and Creative Dramatics in the U/nited States.

Something Wonderful Could Happen if people in every com-
munity would come to realize that children have a hunger for things
of the spirit as well as of the body and mind; if they realized that
present entertainment leaves much to be desxred that even if the mass
media were all that the most discriminating parent could hope, pic-
tures can never be more than shadows on a screen.

If parents care enough to take the responsibility for a children’s
theater, yet fear so big an undertaking as an organized theater with
several productions each season, one step may be taken by providing
a single play each year. This is not difficult for any community that
has one good trained director. The high school drama teacher might
be this individual. :

A person who has had good training in drama but is doing some-
thing quite different for a living might also qualify. :This might be -
an avocation, as it is with many people in eommumty theaters—a
“live option,” as 1t were. If no such person is available, it is often
possible to secure a production from a nearby college which makes-

A practxoe of touring one children’s play annually. Good professional
companies make tours throughout many parts of the country; and
one of them may be engaged for several performanoes of the same
play The principal consideration in securing a proféssnoml group
is the quality of their performance. It must be superior.

» From the Operating Code of CTC, Educetional TAestre Journal, December 1958.
) L
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In planning ahead for such a production, secure a good play, the
finest director available, and as many capable actors as possible.
Do not give a children’s play to make money. Do not use it as an
opportunity for people to act. .

Children recognize genuine acting even though they cannot tell
how they know. In a performance of The Prince and the Pauper,
played by college and junior high school young people of little expe-
rience, a substitution had to be made at almost the last moment for
the part of Mrs. Canty, mother of the pauper. A skilled actress was
called in; and from the moment of her first entrance a dramatic hush
fell over the audience and lasted as long as she was on the stage. The
children had sensed instantly the difference in the quality of her act-
ing. Even if they had not known, the theater’s responsibility for set-
ting high standards would have been just as great. Many players who
are not skilled are convincing to child audiences because they them-
selves belicve—believe in their character, believe in the reality of the
story they are living.

Relation of Children’s Theater to Creative Drama

Children’s theater and creative dramatics are two different aspects
of child drama; the first, formal; the second, informal. There is no
conflict in ideology between them ; rather, they complement each other.

-Children’s theater is primarily for child audiences; creative dramatics
_ i8 primarily for the children who participate.

Plays written by playwrights serve as material for children’s theater,
lines being learned by the players, action planned by the director. In
creative drama, ideas, experiences, and stories from literature and his-
tory are the material out of which children create plays. There are
no set lines to learn, and the teacher acts as a guide, not director.

The children’s theater aspires to perfection in order to create the
illusion of reality for the audience. Perfection is not the object in
creative drama, though children are encouraged to do the best. work
of which they are capable. - '

In their effect on child players, formal plays are conducive to poise

- and confidence. If well directed, they may contribute to a child’s
skill, to his understanding of character, and to his appreciation of
theater. Informal drama gives a child a sense of responsibility and
much exercise in independent thinking. His creative ability grows
from’ helping in the development of the play and improvising his
speeches. ' His vicarious life-experience is much broader because of
the chance to interpret many roles. ‘
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Creative dramatics is a much more natural form of expression for
young children than is formal drmmaJ® Since it is spontaneous, cre-
ative drama comes from their own thoughts and imaginations so
that they form the habit of thinking what they say rather than recit-
ing from memory. Older children, with a bnckgmund of creative
dramatics, are capable of playing nntumllv in either formal or in-
formal drama.

In planning for a children’s theater, it must be remembered that an
experience in the theater can be a significant one. “Each child is a
record of all his yesterdays”, wrote Charlotte Chorpenning. Every
experience counts in making him what he is, for better or worse.
Because of Mrs. Chorpenning’s feeling of responsibility as a play-
wright for what “buried memories™ may mean to children, she wrote
these lines: )

May we who write for chilaren, not forget
That buried memories of plays may live

To times and scenes we dream not of ag yet,
And may emerge in harassed days to give

Idenls to follow, like a flag unfurled.
Yen, children are the future of the world.!®

15 Children's Theatre Conference, “Interpretation of Terms,” KEdwcational Theatre
Journal, May, 1836. :

18 Chorpenning, Ch.rlotte 21 Years With Children’s Theatre. Anchorage, Ky., The
Children’s Theatre Press, 1854. p. 112, '
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Creative Drama

SHOWER OF IRIDESCENT BUBBLES flonted out over
the circle of alert kindergaten children, sitting on the big rug
with hands hopefully outstretched.

“Whoever is touched by a bubble is magic!” Mrs. Bellmar had said,
and who wouldn’t sit quietly and wait for a soap-bubble to light on
his hand or his head for the fun of being made magic? Particularly,
as Mrs. Bellmar had told them that as soon as they felt the magic
touch on head or hands, they would be able to flont without a sound

_like the lovely, silent bubbles. '

Experience had taught them that if they snatched at a bubble it
would burst. So they waited, still as anything, until, one after an-
other, they were touched by the glowing bubbles and given the magic
power to float soundlessly (well, a/mast soundlessly) over the floor to
the sound of delicate music.

Perhaps, it was because this had been an unusually noisy group,
with a tendency to push and slap, that the teacher had planned this as
an experience with touch rather than sight. Tilchildren did exclaim
over the exquisite rainbow colors of the bubbles in the sunlight ; but
mostly it was the lightness and gentleness that were stressed.

One little girl who had tried rather roughly to pat the teacher's
face with the hand of a large doll, said after the bubble experience,
“May Hildegarde pat your cheek the way. the bubble touched you?”
And, as the group started off that day, they “floated” downstairs like

- bubbles!!

That sensitive awareness to environment is the beginning of aes-
thetic appreciation was the belief of John Dewey.? Parents cannot
begin too early to cultivate in their children appreciation of sights
and sounds, tastes, smells, and things touched. There are plenty of

' An told by Marcella Rellmar, Barbereux Behool, KEvanston, Il
3 Dewey, John, Art As Keperience. New York. Minton Ralch & Co., 10:44.

351034 0—60—— 4 17
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opportunities at home, riding in the country, walking in the woods,
or on the beach. It is surprising how much one will grow in aware-
ness of beauty in colors and color combinations, in discrimination in
tastes and smells and sounds if one searches with children for stanes
and shells that are interesting in shape and color, imagines pictures
in clouds, sees unusual tree shapes, or colors in the sky. All of these
experiences develop an awareness that furthers the child’s apprecia-
tion of every art in the years ahead.

The game of seeing and imagining is important to children, and
will link the entire family or classroom in the enjoyment of living
and playing together. Most people remember with warmth and affec-
tion those times when their parents wove into the pattern of practical
realities of life the bright threads of fantasy and fun.

Developing Sense Awareness in
Young Children

A director of a nursery school went about developing a sense of
awareness in the little children she taught by using contrasts® She
thought with them about. things that are “loud” and things that are
“quiet”; then, after a few weeks, things that are “smooth” and things
that are “wrinkled.” She did not use more than a dozen contrasts
during the year, but they included all the senses.

The children thought about many things: “Quiet as a spider makes
his web,” “loud as a horse galloping over a wooden bridge,” “wrinkled
as & prune,” “flat as a word on a piece of paper,” “slow as seeds come
up, pushing the earth.”

Sometime during the first year or two of school, most children are
taken to a farm, a fire department, or a post office. When children re-
live the next day such an experience as visiting a farm, holding the
baby turkeys, feeding the chickens and the pigs, sliding down the hay,
they prolong their enjoyment of the visit, and begin to form the habit
of recalling sense impressions. ' ‘

After the visit to the fire department, they like to play going to a
fire with fire-truck and hook and ladder. They drive the tr~k to the
scene of the fire, shout orders, play the hose on the building, rescue
the survivors. *

Awareness and the Seasons.—“What signs of fall have you seen ™
asked of a group of kindergarten or primary children, calls forth a
lively description of autumn leaves, nuts, squirrels, bonfires. Phe
children rake imaginary leaves into a pile or a wire basket (depending

' Dizon, Madeleine, The Power of Dauce. N& chrt,A Johs Day & Co. 1939, p. 25.

b
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on their experience), light the fire, sinell the pungent odor. “Oh, my!"
the teacher says, “we’'re all turning into red and yellow flames!™ And,
sure enough, all twist and turn and Ienp lngh into the air. What a
wonderful bonfire!

Each season is full of its own distinctive appeals to the senses: the
miracle of spring with all nature coming alive; the sunshine and rain
and color of summer; the beauty of snow in winter; and those rare
days when frost transforms the world into an exquisite fairyland.

A Sound Effects Orchestra.—Children find it absorbing to develop
a kind of “sound effects” orchestra made up of all sorts of homely
“instruments” which suggest sounds in a forest. The chorus of katy-
dids, tree-frogs, birds, squirrels, wind, and leaves, each in its charac-
teristic rhythm, coffles through with sometimes startling realism from

. grooved handles of seam-markers over which a pencil is rubbed, pieces
of coarSe sandpaper rubbed together, combs, brushes, small meat-
pounders, and dozens of other household utensils.

“See what I discovered!” exclaims Sally, proudly holding up the
metal tube from the inside of a coffee, percolator, and tapping it with
a pencil. “It sounds like a fairy bell!”

“Listen to this!™ sang out Bobby as he proceeded to stroke the

* plastic bristles of two hair-brushes together. “It's crickets!”

Two groups of first or second graders working together can cteate
a little play set in this live forest, or dramatize a poem or story such
as Walter de la Mare’s Someone, William Allingham’s T'he Elf Sing-
ing, Rose Fyleman's Fairies, Florence Jaque's A Goblinade, or The
Sleeping Beauty. What atmosphere for mystery and fun!

All these activities give children experiences not only in sense aware-
ness but also in creative rhythmic movement and dramatic play. Mean-
while, in kindergarten, at least, they will be having basic rhythms
accompanied by the piano, percussion instruments, and perhaps by
records. Too often their experiences in all three of these important
types of activities end in the primary grades, or fail henceforth to
receive the emphasis which is essential in art education.

The Significance of Play

Appreciation of the full significance of play in the life of a child
has required a long, long time to become general, if indeed;it can be
said to be general at the present time.

“Play goes beyond the confines of purely physncal or purely bio-
logical activity. It is a significant function—that is to say, there is
some sense tmt All play means something.” ¢

¢ Hulsinga, Johan, Home Ludens. Boston, Beacon Press. 1950. p. 1.
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In nursery and kindergarten, dramatic play is of very great value
in providing children with opportunities for discovering and express-
ing themselvgs. “When a child plays at being father and mother, the
wild animal and the hunter, the teacher and the pupils, he is not only
learning to understand the behavior of things and people but he is
“externalizing his inncr drama—the various aspects of his inner per-
sonality—in just the way in which the creative artist in literature or
painting does.”

“Play is a prelude to art,” writes Brownell$ “All enjoyable activi-
ties may move on and merge into art. They lose their random will-
fulness as they mature and establish forms and inner disciplines.”

This is what happens in the child’s dramatic play. At first it is/his
spontaneous playing out of ideas and experiences—his rehea of
things known and his exploration of things unknown. He has en
in this imaginary play all his short life, with no idea of the pattern
or plot which characterizes real drama. His drama has no definite
beginning, middle, and end; no preconceived culmination or conse-
quence. It can begin anywhere, and end without any climax. When
a child goes to school, his dramatic play centers around the fascinating
equipment of the room—the housekeeping corner with its dolls and
stoves and beds and dishes; the block corner from which boats and
trains and many other exciting things can be made to play on; the
trucks and wagons and automobiles.

All this is a far cry from art. Yet it has in it the beginnings which

can lead toward art. In the social adjustments which go on all the
time under cover of dramatic play, the child is finding out much about
himself and how he fits into the group. He is learning how to keep
that precarious balance between his own desires and acceptance by the
others, for this kind of play is so much fun that he cannot bear to be
excluded. And he is using his imagination to create with the other
children a dramatic situation which could go on all morning if it were
not interrupted. )
- It is the teacher’s part to keep wide open the avenues between play
and art, whether it leads toward creative writing, the graphic arts,
music, the dance, or drama. As soon as children are ready for the
next step in any of the arts, the teacher provides the opportunity and
motivation. In the drama, it may well be a guided experience in cre-
ating a play with a beginning, a middle, and an end.

Mother Goose as a Treasure House.—Nothing is quite so good for
a beginning story dramatization as Mother Goose, which Cornelia

'thley, Ruth E., Frank, Lawrence K., Goldenson, Robert M.. Understanding Chil-
drew’s Play. New York, Columbia University Press. 1952. p. 17.
¢ Rrownell, Baker, Art /s Action. New York, Harper and Bros. ‘1939, p. 34, .
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Meigs charactérizes as “one of the indestructible treasures of the hu-
man race.”” Quaint and charming, the verses are loved by most chil-
dren for their perfect rhythm, their type of humor, their delightful
variety of character and incident. It matters not a whit that many
of them are full of meaning. of political satire, of symbols. Children
love hearing about the familiar characters doing the most unexpected
and nonsensical things.

& One of the first rhymes which the children like to play is Little Miss
Muffet. Every child understands it, for the experience Miss Muffet
has is universal. What child has not enjoyed picnicking, and what
child has not been frightened by a spider or a bee!

On a day when the children are out-of-doors, perhaps, preferably
in a grassy spot, the teacher may comment on what a wonderful day

it would be for a picnic. .

“Why not have one right now? If you will look around and find
a magic bowl], I will fill it with whatever you would like to eat from
this big magic bowl I have. Nancy, what would you like me to put
in your bowl?”

“I'd like—some ABC cereal,” replied Nancy, fallmg in at once with
what she recognized as delightful make-believe.

“I'd like some peaches and cream!™ “I'd like a chocolate sundae.”
And all the other children had some preference.

While both teacher and children are enjoying a make-believe lunch,
perhaps the teacher can say, “Do you remember a story about a little
girl whose mother gave her a bowl of her favorite food to eat out-of-
doors? She chose curds and whey; and just when she was enjoying
it .

“A big black splder came and sat down beside her!” may burst
forth from several children. “That’s ‘Little Miss Muffet’.”

Then, of course, the children all want to repeat the rhyme and eat
curds and whey like Miss Muffet. As the teacher begins to eat with
the children, perhaps she can say, “Isn’t it lovely here in the gardent
Aren't you glad that mother says we may sit out here on this grassy
tuffet and look at the pretty pink petunias and watch the big monarch
butterflies?” '

“And hear the crickets,” chimes in Billy, who can always be counted
on to lead in any dramatic play.

Inspired by Billy, the children comment on all kinds of thmgs they

- see in the yard. - And it will be surprising if some child does not
‘scream, “A spider!"” drop his bow] and run for the “house.” This

* Meigs, Cornella, Nesbitt, Elisabeth, Eaton, Anne, and Viguers, Ruth Hill, A Critical
History ef Chiidren’s Literature. New York, The Macmillan Co., 1953. p. 70.
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being fun, all the others follow suit, and when they come back laugh-
ing, they very likely beg to “play it again!” :

Now it is fun for all to be spiders crawling along and looking very
“scarey.” The matter of spinning beautiful webs may come up, and
some of the children may have ideas about how to spin the gossamer
threads. In one class, the spiders raced across the lawn with such
speed that the teacher called attention to the fact that spiders have
thin, jointed legs, and they run differently. When the children looked
at a picture of a spider, they changed their racing to what they called
a “jiggly” walk, and a new kind of fun entered into the playing.

Finally, with a third of the group as Mrs. Muffet, who brings Miss
Muffet a bowl of curds and whey to eat out-of-doors this beautiful
summer evening, a third as Miss Muffet, and the rest as spiders, they
played out the perfect rhyme, using their imaginations to embroider
it differently every time it was played. The most fun of all, the chil-
dren thought, was when one of the spiders had the idea of hanging
by his knees on the climbing apparatus, head down as if on a long
filament, directly in front of the startled Miss Muffet.

Other Mother Goose rhymes are equally as good for playing as
Miss Muffet: 0ld King Cole, The Queen of Hearts, Sing a Song of
Sixpence, Hickory Dickory Dock. Old Mother Hubbard, and many
more. Children enjoy the characters, and something always happens
that is fun to play. The rhymes are simple, direct, and, best of all,
familiar!

Other Good Stories for Creative Plays.—After Mother Goose,
The Billy Goats Gruff and Goldilocks and the Three Bears are favor-
ites for kindergarten and first grade, along with The Elf and the Dor-
mouse and The Little Pink Rose. a charming story for spring. Chil-.
dren of the first and second grades play Ask Mr. Bear. Mrs. Mallaby's
Rirthday, Peter Rabbit, The Little £ ngine That Could, and the nature
myth Why the Evergreen Trees K eep Their Leaves in Winter,

It'should be remembered that children can understand and enjoy
many stories which are difficult for them to play. The Three Pigs,
for example, is told more often than played because the fair incident
15 not easy for small and inexperienced children to do. In order to
create, children need to feel free and confident: Therefore, until they
have had experience with simple material, it is best not to attempt
stories which have problems. This is true for beginners of any age,
and is the reason why older groups very often enjoy beginning with
Mother Goose rhymes.

With some experience, children of the third grade have a grand
time playing such stories as The Peddler and His Caps, The Bremen-
town Musicians, and A Goblinade.




CREATIVE DRAMA 23

mh‘.uﬁlﬁ-&“&'d
mmma\.mmmu&mm

The Value of Creative Rhythmic Movement

From the first day in kindergarten, a child has experiences in
rhythms. Aside from the basic rhythms of marching, clapping, skip-
ping, hopping, much of the creative movement in dramatic play and
story dramatization will be rhythmic if the teacher encourages it with
the use of music or percussion instruments.

The “soap-bubbles™ float to the rhythm of soft music, the elf (in
The Elf and the Dormouse) dances rhythmically in his new suit be-
fore the raindrops send him scurrying for shelter; the whole story of
The Billy Goats Gruff has a pronounced rhythm of its own. On a
teacher’s feeling for rhythm depends the amount and kind of rhythm
which she encourages in her children.

There is only a shadowy line between creative rhythmic movement
and drama—if there is any line at all. As soon as movement is in-
spired by an idea or emotion, aside from the purely physical, it is close
to drama if not actually drama itself. A child always experiences
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an emotion in his whole body, not in any part of him. Itisa question

in some instances which comes first in his response to an emotional
situation: the idea or the movement of his muscles. An essential part
of-drama is movement ; but whereas creative movement, or dance, even
with children, moves into the abstract, drama is concrete—the give
and take of social life. ’

Courtenp. New Vork Uniseroity. Sgdas! of Bédusation.
Fire engines in grandpa’s doy. Creative rhythmic movement.

Movement should be an automatic tool, leaving the child free to
concentrate on an iden. Children carry out exploration in movement
~us animals in & z00; mechanical idenx such as an elevator, a type-
writer, an egg-beater, a merry-go-round ; sports, seasons, occupational
experiences, and helidays.” ‘ .-
Beginning with early childhood, children experience a logical pro-
gression in creative rhythmic motion. The child not only explores

Andrews, Gladyn, Creatice Khythmic Maorement. New York, Prentice-Hall, Inc.
1054, p. 134,
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movement ; he creates, expresses concepts; and solves problems. This
provides a basis for a natural progression to folk, social, and other
forms of dancing in middle and later childhood.

Puppets.—Both creative rhythmic movement and dramatic play
should be prerequisites to the using of puppets. Although movement
18 much more limited in puppetry than in dramatic play, muscular
freedom is needed to manipulate puppets successfully, and children
who are stiff in movement are very limited in what they can do.

Boys and girls have many imaginative experiences in dramatic play.
They have been encouraged to think creatively and to express their
ideas, 80 that when they put the puppets on their hands, they very
naturally give them character.

A variety of simple puppets may be used in the primary grades:

flat paper or cardboard puppets fastened to rods, hand puppetsynade
of cloth or felt, cone puppets, shadow puppets, and puppets mgde
from household utensils, wood scraps, natural materials, such as
driftwood and pine cones, and many others. The making of these
puppets is described in various books, several of which are suggested
¥ in the reference list on page 65.
Young children should not nse puppets which require more than
- an hour to make. Too often the joy of using puppets is lessened by
the time required to make them. A puppet is not a toy, a doll, nor
an example of handicraft. It is nothing until it becomes an actor.®

Some teachers or leaders let children begin with the fun of learn-
ing to use the puppets rather than making them first. They keep a
supply of puppets on hand for this purpose, and after the children
have felt the enjoyment which comes from using them, they have a
greater incentive to make their own. .

Many of the same values come from the creative use of puppets that
result from experiences in creative drama. They are especially effec-
tive for children who like to do things with their hands but are timid
about expressing themselves in speech. These children are less afraid
to speak for their puppets because they themselves are not visible to
those who are watching.

The preparation of a play for an audience is much more usual in
puppetry than in creative drama. Indeed, with children above kinder-
garten age, the culmination of almost all puppet plays, even though
developed creatively and presented with improvised dialog, is a per-
- formance for an audience.

* Batchelder, Marjorie, Comer, Virginia Lee, Puppets and Plays, A Creative Approach.
New York, Harper & Bros. 1938. p. x.
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Creative Drama Not for an Audience

Creative dramatics, on the other hand, is far more significant in
- achild’s development if he’plays out an idea or story, not for ah audi-
ence but solely for the joy of creating a charaster interacting with
other characters, : ' ‘ , '

In order to think creatively, one must -be free “to the point of
reverie’” as Dewey has expressed it. If a child’s thinking is preoccu-
pied with an audience, it is practically impossible for him to do origi-
nal thinking. ’

A play, whether with puppets or child actors, if it is to be given for
a formal audience, must be rehearsed until its pattern is “get,” even
though it has been developed creatively. Plays in creative dramatics
should not be “rehearsed”; children are to be guided in developing
- them. The play must go on developing; it should grow with every
playing.

Since the value of creative dramatics is what happens to the child

in the process of creating, it is only rarely that a creative play is

presented for any audience except an informal audience of children,
or as a demonstration for parents of what children do in their classes,
It is not a natural thing for little children to appear before an audi-
ence (particulirly an adult audience) in any kind of play. Gradu-
 ally, such plays are disappearing: from school programs, for teachers
are realizing that the experience is unfortunate for young boys and
girls. Too often, children, like parrots, say lines as adults have taught
them. They become self-conscious, and often show off when the adult
audience laughs. When children are older, and have a background of
creative drama and rhythmic movement, they are ready to present
occasional creative plays which may be both original and charming.

Creative Dramatics for °ldei Children

“If thou hast two pennies, spend one for bread; with the other buy
hyacinths for thy soul.” ’

This famous saying of the ancient Persian poet suggested to teachers
in the State of Washington an exciting way of encouraging sense
* awareness in children of the middle grades.”® Just before the children
go home in the afternoon, the. teacher. asks an awareness question.
When they return the following morning, they take a few minutes

“ 8iks, Gensldine B., Oreative Drematics: dn Art for OMildren. New York, Harper &
Bros. 1908. p. 74-79. - : :

*
.
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to share “hyacinths,” or each child writes or draws his idea. “Hya-
cinth-time” may come once a week or oftener. '

Such questions as the following have been asked: “What was the
biggest thing you saw this week?” (Some answers: “Mt. Rainier,”
“a hole in my jeans,” “our church when the choir sang the Lord's
Prayer.”) “What is the best smell for you?” “If you were really
hungry and could have one thing to eat, what wotild you choose?*™
“What is the pleasantest thing to touch " “What is the quietest sound
you have ever heard ¢” |

In a discussion of experimental activities in the teaching of listen-
ing, Miriam Wilt writes: “We sit at our desks with closed eyes, trying
to discover how many sounds we can identify. . . . It becomes a game
with us, discovering noises we never knew existed, arid we are sharpen-
ingour ears for other kinds of listening.” **

Children who from kindergarten have been in a school whieh offered
them experiences in creative drama will go on to richer experiences
each year. In language arts they will create plays from stories. In
their social studies they will bring alive significant episodes from
history ; about Roger Williams, perhaps, and how he laid the foun-
dation for religious freedom in our country; William Penn and his
fairness in dealing with the Indians; or an eventful day in the Conti-
nental Congress. _

They will occasionally enact a short scene suggested by a geography
lesson, creating'an incident in an Egyptian bazaar, or an experience

.~ in going to Australia. They will choose or create scenes containing

dramatic elements, never the mere enacting of factual material. At'
the time Hawaii became a state, one fifth-grade class, after seeing a-
film of the islands, was greatly interested to pantomime characteristic
activities containing a good deal of drama—surf-board riding, pad- -
dling an outrigger canoe, dancing the hula, harvesting pineapples— .
to the rhythms of Hawaiian music. v

They may have an interesting experience involving creative drama
and rhythmic movement ; or creative drama with music, art, or choral
speaking. As a climax for the year, many fifth and sixth grades de-
velop an integrated play involving all the arts and most of the aca-
‘demic subjects as well. One big project for the year is enough, but
there are many opportunities for dramatic bits which make unfor- -
gettable whatever material is dramatized. ' ' '

"t Wiit, Mirlam, CAildren’s i'anrmwn in Listening. Section 7, in Children and the Lan-
guege Arts, by Herrick, Virgil E., Jacobs, Leland B. New York, Prentice-Hall.- 1955,
p. 154, 3 .
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Creative Dramatics in the Middle Grades

Teachers of the fourth, fifth, and sixth grades, in a school where
creative dramatics is unknown, will have a surprise when they intro-
duce it to the children. This is something that never has to be “sold™
to them. Granted that the teacher believes in its value; believes, too,
that in order to give every child a chance to live a creative life, she
should offer him an art through which he can express his thoughts and
feelings; and knowing that some children can do this through creative
writing, some through the graphic arts, others through drama or dance
or music, A wide variety of art opportunities should be offered to

t

children. |,

Bmu.chﬂ&wﬂndﬂl&mwinﬂum. An original dance
from The Berry Tres, a folk ballad. '

There is probably no child who does not feel an urgent need to do
something worthy of recognition by others. He longs for individual
distinction in something that has significance in his group. Itis tragic
when he cannot “measure up” in anything. If he does discover some
activity in which he can excel, he feels adequate in the group.
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“One of the strongest incentives to perfection is to be praised and
honoured for one’s excellence. We want the satisfaction of having
done something well.” 1

A child may discover his ability in sports or in an academic subject.
But whatever his main concern, whatever his life work will be, unless
he has one or more of the arts, at least as a secondary interest, he will
surely live an abbreviated life. Since many children (some of whom
do not excel in any other thing) find that drama is the art through
which they can best win a place for themselves, a teacher needs to
discover this and give them their chance.

Introduction to the Elements of Drama

Some teachers or leaders begin by telling children adout creative
.drama; what it is, how it differs from memorized plays, and how much
fun it is. Others prefer to plunge into the doing of it, leaving the
explanation to come a little at a time. Still others believe that cre-
ative movement of some kind is the best approach.. This question
might be asked—

“If right now you could do the thing you enjoy doing most of any-

~ thingin the world, what would it be

The children think a moment, and then hands shoot up.
. “Don’t tell us what it is. Show us!”

Children are always interested in a guessing game or charade in
which each one pantomimes an activity he especially enjoys, and so
they pantomime such activities as playing football, helping to sail
a boat, reading, playing the piano, or one of many other favorite
activities.

When a group is inclined to be timid and afraid of being laughed
at, & leader can enter into the playing at once by doing the first panto-
mime. This should be thought through carefully, practiced at home,
and done with great interest. The effect will be to establish s feeling
of confidence. .
~ If the children respond well to this simple game by guessing what
is being done, and then show what they like to do, what exciting expe-
rience they have had or what gift.they would like to receive, it is time
for_pantomime. involving both thinking and feeling. In the child’s
own character, there is a limitless number of idess for movement having
to do with a search for something or somebody. It could be the fran-
tic search forabookhemuatftahtoschool,thamrch for a friend
lost in the woods, the search for his father from whom he has become

by

separated in a great city.

¥ 0p. oit., Huisinga, Johan. p. 6.
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If children are encouraged to discuss freely, they are likely to have
not only realistic ideas like these but such thoughts as the search on
a strange planet for signs of life, the search for peace, or even the ,
search for God. All kinds of feelings will come into pantomime, -
especially if the leader contributes an idea occasionally to spark the
imagination of the children. She has not only the right but the obli- ,
gation to do this. The search will reveal not only anxiety and fear
but hope, joy, and possibly exaltation. Some teachers never fail to
gret creative pantomime from children if they are given a very large
veil or thin silk scarf. A girl often throws it over her head and is
transformed into fog, wind, waves, birds, ghosts; while a boy is more
likely to knot (it around his waist and become a pirate, a genje, or a
trail of smo

Pantomi}he Motivated by Some Emotion.—Interesting discussions _
often come about colors and the way they make one feel. Some chil-
dren have written striking bits of verse about it. In a color demon-
stration, a circle of short capes of various colors were spread out on
the floor, and a group of girls in a dance studio were invited to choose
one apiece, put them on, and show in movement how these colors made
them feel. A girl in pale blue wove a delicate pattern like moonliglit ;
the purple girl walked as if in a regal procession; the green was
lovely like spring; and the red and yellow danced.together like flames.
Many situations can be devised by both teacher and pupils, dominated
first by one emotion, then changing from one emotion to another.

Cllaracterlution.—‘Ch*aracterization comes naturally to some boys
and girls, while others are never able to do more than give a faint sug-
gestion of anyone except themselves. It is principally a matter of imagi-
nation, although skill also has much to do with it. A child waves his
hand madly in the air to have a chance to Play a part he sees vividly,
but unless he has had some experience in assuming a character, his .
playing is often not what he means it to be.

If a group of children are asked what must be done to play some-
one else, the answer comes quickly, “Aet like them.” But when the
tencher says, “Is that the firat thing?™ Children think a moment and
. then one or two are ready to say, “First you have to think like them

and feel like them." Characterization from the inside should always
be stressed in working with boys and girls. They must learn to move
imaginatively inside the lives of others, to'try to understand why
the other person feels and acts as he does. Encourage observa-
tion of people the children see every day. If a person is ill-natured,
what makes him that way? If individuals are shifty or undepend-
able, what might be the cause?
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One good way to study character is through contrasts. Think of
three different people in the same situation, such as buying food in
a supermarket: a very particular housewife, a man uncertain as to
what his wife will like, and a young girl whose mind is not on
what she is doing. Half the class may pantomime the three char-
acters successively, while the rest watch and evaluate: Then they
reverse roles and the others assume the characters. - When the
teacher or the children see an especially real characterization, the
child may be asked to repeat it alone. This not only encourages

the child, but it stimulates the others to make a stronger effort to
imagine the thoughts and actions of their characters,

Creating From a Simple Story or Poem

After children have had enough experience in characterization to
acquire some skill, they are ready for a short, simple story, or poem
which has many interesting characters. Upper grades or high
school students may well enjoy working on Mother Goose charac-
ters, which are familiar.

One story is that priceless old folktale The Stond in the Road,
which has everything needed for a first step into story dramatization.
It has a good but simple story, a worthy idea, any number of inter-
esting characters to interpret or create, and action that is definite
and easy to do. Furthermore, it can have as much or as little inter-
action of characters as the players can manage.

Literature almost invariably offers the best material for creative
drama. It should slways be preceded by some of the elements of
. drama which have been suggested. When children have had expe-
rience in dramatic play, creative movement, situations, and charac-
terizations, they are ready and eager for stoties.

Historical and geographical content is good if it is dramatic in
character; but because it is limited to fact, it seldom inspires as
much natural and imaginative response as does a story. Through-
out their experience in dramatics, children also need an occasional
project in creating from an idea rather than s story. Sometimes
they profit by creating the story itself. More often, however, they
draw upon literature for their material. While it gives them much
with which to start, it stirs the imagination to go far.

Some literature may tell a story so completely that all the chil-
dren need to do is to invent a little more dialog to tie it all to-
gether. Most stories, however, give opportunity for the children to
build whole scenes on a sentence or two. Often they imagine an
episode which would naturally have happened between two other
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soenes, or sequels that would be logical outcomes. Thees imaginary
soenes usually mean the introduction of some new characters, so
that there is plenty of chance for creativity. .

Rachel Field’s charming little poem Roads is one example of good
literature for dramatisation.!s By examining it, one can to a certain
extent generalise on the requirements of material for creative drama.

A road might lead to anywhere—
Tohnrborwmlndqmn.
Or to a witch's pointed house
Hidden by bristly trees.
It might lead past the tailor's door, 8
Where he sews with needle and thread,
Or by Miss Pim the milliner’s
With her hats for every head. ‘
ltnlntbeamdtnamt.dnkave
With treasure and goid piled high,
Orlmdwttllmulnthdtolumd,
Blno-humpedmluttho-ky.
Oh.amd-lchthdmlnyvhn— \/"b
To Mexico or Maine.
But then, it might just fool yod, and—
Lead you back home again!

Whether the teacher or leader chooses the material, or whether |
the children ask to dramatize a story or poem from a book they have
enjoyed, it is vitally important that all or most of the children like
~#t. The reason a child enjoys a story is chiefly because of the kind
of emotional appeal it makes to him. A story or a poem that fails
to arouse emotiorr is dull, and will never make a creative play.

Children like this poem. If presented to them by a leader who
enjoys it, they never fail to respond to it. The unusual thing about
it is that it appeals to an amazingly wide age range. Beginning
with about the fourth grade, one can count on its sure appeal for a
creative play to every age level from 9 to 50. It means all things
to all ages. 'Each does something different with it.

Even third-grade children enjoy hearing it; but their experience
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