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CHAPIER X
INTRODUCIION

Jature of the FProblen
Creative dramatics has been a zrowing Ifleld of educatlon
since educators became dissatisfied with outmoded methods of
teaching in the late nineteenth century. Slace ithat time,
creative drametics ag an a2ld To educatlion has beccme & pro-
gressive segment of theatre and education currlcula. Siudles

reveal unusual strides from the publicatlion of Winifred

Jard's Creative Dramatics in 1930 to the present day. HMany

educational, community, semi-profesgsional, and professional
theatres have made way for the children's medium by estabvlish-
ing creative dramatics as an integral part of thelr programs,
Jolleges and universities all over the nation have kept

pace with the enthusliasm by incorperating creative dramatics
as an avenue of study into their speech and drama curricula
a8 an aid to both theatre and elementary education people.
During the many years of work in creative drematics, many

wide and differing ldeas of basic technliques have evolved,
dach advocate of creative dramatlcs has selected or evolved
hig favorite procedures from the many available. The educator's
success in the use of creative dramatics depends, To a greav

exbent, on his selection of technlgues in accordaunce with the



group to whom the techniques are applled.

Purpose of the Study
It is the purpose of thils thesis to employ some of the
basic methods currently in practice ln the teachling of
creative dramatlics, in a second grade class of the North
Texas State University Laboratory School in Denton, Texas,

and to record the resulis.

Methods of FProcedure

This thesis is primarily concerned with trylng out
certain creatlve dramatics techniques in a particular second
grade class at the North Texas State Unlversity Laboratory
School. Questlions significant to the.problem are:

1. Who are some of the major authors and praciltioners
in the fleld of creative dramatics?

2. VWhat are thelr ldeas concérning baslc techniques
for specified age groups?

3. Can some of theée basic technliques be put into
practice with second graders at the Forth Texas State Uni-
versity Leboratory School?

4, TWhat observable fesults, if any, are achieved in
practice with this speciflic group of children?

This thesls will proceed as follows in ifs investigation
of the problem:

1. A review of the educational and creative dramatics

1iterature will be made with particular attention to the



beginnings and development of creative dramatics to detect
the evolutlon of the creative dramatlcs movement.

2. A study of the basic techniques of the major authors
and practitloners in the field of creatlve dramatics wlll be
nade to determine the methods they describe in teachling
creative dramatlcs to specified age groups of chlldren.

3., Techniques for use in the Laboratory School study
will be chosen on the basls of the authorlty of the origlinators
of the technigues and suitability of the techniques to the
Iaboratory School situatlon and age group.

4, A study will be made of the chosen techniques in
actual practice with a group of second graders at the North
Pexas State University Laboratory School. In co-operatlion
with the regular classroom teacher, a complete record of pro-~
cedures and observations will be kept by the author of
this thesis on each class period and each unit of classes
conducted.,

By speclal arrangements with Mr., Joseph L. Burks,
Asgistant Director of Teacher IZducation and Princlpal of the
North Texas State University Laboratory School, and Mrs,
Travis M, Bronstad, second grade teacher at the Laboratory
School, the zuthor of thls thesis will conduct three, one-
half hour classes per week for six weeks from June 4, 1964,
to July 11, 1964, A total of sevenieen class periods or
elght and one~half hours wlll be devoted to creative

dramatics.



Iimitations

This thesis will in no way abttempt to be statistlcal.
It is intended merely as a study of how well or badly
certaln established creative dramatlics technigues will work
out with a specified group of students worklng together
under the direction of one adult leader. The observatlions
will, by nature, be subjective to a certain extent, but 1t
is hoped that through conferences with the regular second
grade teacher, the observatlons can be made as objective
as possible.

Neither will this theslis undertake to change or alter
in any way any methods of teaching currently belng taught

at North Texas State University.

Terminology

Since creative dramatics is often confused with other
forms of children's drama, this thesls wlll now endeavor %o
clarify the different aspects of children's drama.

The Committee on Baslc Concepts of the Children's
Theatre Conference consisting of Isabel Burger, Kenneth L.
Grsham, Mouzon Law, Dorothy Schwartz, Sara Spencer, Winlfred
Ward, and Ann Viola agreed on the following definitions at
the Children's Theatre Conference's ninth anmal meetlng,
Adelphi College, Garden City, New York, in 1953. 4Ann Viola
presided as chairman of the committee.

I. Two different concepts are lncluded in the
term "Children's Drama."



A, Children's Theatre, in which plays,
written by playwrights, are presented by living
actors for child audiences. The players may be
adults, children, or a combinatlon of the two.
Lines are memorized, actlon is directed, scenexy
and costumes are used., In the formal play the
director, bending every effort toward the primary
purpose of offering a finished product for public
entertaimment, engages the best actors avallable
and subjects them to the strict discipline re-
quired of any creative artlst recognizing hils
obligation to the spectator.

B, Creative Dramatics, in which children
with the guidance of an imaginative teacher or
leader create scenes or plays and perform them
with improvised dialogue and actlon. Personal
development of players is the goal, rather than
the satisfaction of a child audlence. Scenery and
costwnes are rarely used, If this informal drama
is presented before an aundlence, 1t is usually in
the nature of a demonsgtration.

TI. What activitles are included in "Creative
Dramatics"? .

Ay Dramatic Play

1, Of little children. The imagina-
tive play in which a child relives familiar ex-
perliences and explores new ones. In so doing he
tpies on life' and beging to understand people and
soclal relations. Examples of various phases of
dramatic play: Iimitative sound and actlons; acting
out mursery rhyme blts and familiar home experliences;
play wlth imaginary companions; make~belleve play
with toys; dramatic use of rhymes; lmaginative play
after hearing poems, songs, and stories, (Ilttle
attempt at pattern or plot.)

2, Of older children, Interpretation
of musical moods; characterizations suggested by
rhythms; orlginal pantomimes; charades; improvised
parts from literature, soclal studies.

B. Story Dramatization. The creating of
an improvised play based upon a story, whether
original, or from literature, history, or other
sources, Gulded by a leader who tells the story
and helps the chlldren realize its dramatlc
possibilities, they plan the play and act it with
spontaneous dlalogue and action, Only a small unlt
of the story is played at one time. The group
evaluates the work after each playing and gradually
develops a complete play.

C. Creative Plays Developed to the Polnt
Where They Approach Formal Plays. Thils may be an



integrated project with the play at the center, In
school it is often the culminatlon of a couniry, a
movement, a perlod, etc, Research done in soclal
studles or background materials enriches a book or
story chosen as the basis of the play. As the play
1s developed over a period of several months, the
children are designing and making slmple scenery
and properties in arts and crafts classes, Songs
and dances are learned in muslc and gymnasium
periods. ¥No lines are learned; but the children
know the story and characters so thoroughly and
have played the varlous scenes so often as they
developed the plsy that when they play 1t for the
gchool, as they usually do 1n such cases, 1% moves
almost as smoothly as a formal play.

D. The Use of Creative Dramatics in a
Formal Play. :
i. In tryouts mood may be set with
muslec; for trying out royal personages, witches,
dwarfs, etc, Short scenes may be played wilth
spontaneous dialogue after the children hear the
script read.

2., Formal scenes may be turned tem-
porarily into improvisations in order to achieve
naturalness in players who tend to recite lines.

%, JImprovised dialogue mgy be de-
veloped 1n crowd scenes,

IZI, 1Is there any conflict between the use of
formal and informal drama with children? There
should be none a2t all, as long as the objectlives
of each are understood, The two should actually
complement each other, TFor example:

A, Children's Theatre provides standards
for the children's work in Creatlve Dramatics by
helping the children to visualize, to be objective,
to play perts in such a way that they wlll be
interesting to others.

B, Creative Dramatics experiences bulld
appreciation for formal plays, because chlldren
learn much about play construction as they work
out their own pleys, gulded by an adult who under-
stands formal dremz. They come to know the
essentials of playmaking: characterization, actlon,
dialogue, plot structure, climax, tempo, and fteam-
work. Furthermore, experience iIn Creative Dramatlics
is most valuable for those children who may act in
Children's Theatre productions.

C. Young children up to the age of
approximately eleven or twelve years should particl-
pate in informal dramszs exclusively, for they tend
to recite memorized lines unless they are well



grounded in the ablillity to think them out as they
say them, If children have had plenty of experience
in the creation of dialogue, however, by the time
they are older they have formed the hablt of think-
ing through thelr speeches and can be counted on for
a much greater degree of naturalness in Children's
Theatre roles than if they had not had a background
in Creative Dramatics.!

The definitions as set forth by the Commlitee on Basic
Concepts can be supplemented by the writings of varlous pro-
fessionals in the fields. This thesis turns, first, to drama

encompassed by the term "Children's Theatre."

1 ‘s Theat
The Seattle Junior Programs complled a gulde for the
organization end operation of a non-profit community children's
theatre and published it as the Children's Theatre Manual,
It offers its suthors' philosophy of community children's
theatres:

Children's Theatre is, as we concelive 1t, theatre
FOR children. It is distinct from adult theaire 1in
motivation, writing, and interpretation. It grows
out of a desire to delight, as well as to instruct,
and its scripts and thelr interpretatlon must be
built upon the foundatlion of a thorough understand-
ing of the child's mind and emotions. Although the
production of plays by child casts is practlced
succegsfully by many groups over the country, under
intelligent directors who place thelr emphaslsg on
the tdnl experience for the audlence, rather than
on the incidental beneflt to the plsyers, we in Seattle
have found such productions to be best lnterpreted by
adults, trained in the technique of acting for children.2

14nn Viola, "Clarificatlon of Terms," Children's Theatre
and Creastive Dramatics, edited by Geraldime Brain Slks and
Hazel Brain Dunnington (Seattle, 1961), pp. 8-10.

EMuriel'Mawer, Hazel Patten, and Hinnete Pritts, Children's
Theatre Manual (Anchorage, Kentucky, 1951), pp. T7T-5.



The Palo Alto Children's Community Theatre is theatre
by children for children., OCaroline E, PFlsher and Hazel
Glalister Robertson quoted the alms of the theatre as stated

in its constitution in Children aznd the Theater:

Pirst, to create a love of the beautiful, by
means of drama and its assoclated arts; second, to
afford entertalmment and recreation for the children
of Palo Alto; third, to furnish a year-round program,
both indoor and outdoor, providing opportunities for
everyone interested in participating in any depari-
ment of the organlzation. The advisory board be-
lieves that promoting good ciltizenship is the theater's
most important contribution to the community which
supports 1t.>

Jed H, Davis and Mary Jane Larson Watkins had this to say
in thelr 1960 publication, Children's Theatre: =Elar Eroduction
for the Child Audience, concerning thelr philosophy of the
child as actor:

A child actor can further his sense of self-
sufficlency by subjecting himself to the severe
discipline resquired for a consistent character
portrayal. A specliflc objective, obtainable
through concerted effort, 1is set well in advance.
The satisfactlon that comes as the child actor begins
to see himself as a living link between the play-
wright's script and the audience is a feellng not
soon forgotten. . « .The understanding of people
which comes from the concentrated study of
characters, thelr backgrounds, thelr motlvations,
their frustrations and aspirations wlll form a
solid basis which chlld participants will find
helpful in establishing their own interpersonal
relationships in the years ahead.

Under proper dlrection, chlld performers can
gain much from formal theatre productlion, though

J0aroline E. Flisher and Hazel Glalster Robertson,
Children and the Theater, revised editlon. (Stanford,
California, 1950), p. 39.



creative dramatics--a separate‘phase of drama work
with children--is & more natural means of expression.4

Peter Slade expressed his opinion of theatre for chlldren
by adults in his 1954 publlication, Child Drama: "It is sheer
nonsense for any adult to thlnk that he can show éhildren
between the ages of six and eleven how to act by acting at
them. "5

fhe clting of definitiéns by authoritles will now turn

from "Children's Theatre" to "Creative Dramatics.”

Creative Drgmatics

Collaborating on Creastive Dramatics in Home, School, and
Community, Ruth Lease and Geraldine Braln Siks defined
creative dramatics as "a group activity ln which meaningful
experience 1s acted ouf by the particlpants as they create
their own dialogue and action,"®

in 1958, six years after fhe collaboration with Ruth
Lease, Geraldlne Siks wrote Cregative Dramsatics: Axn Art for
Children. Her concept of the term "creatlve dramatics” had
changed slightly. "Greative dramatics is an art for g“;;g;_g

it may be defined as z group experience in which gvery child

4Jed H, Davis and Mary Jane Larson Watkins, Children's
Theatre: Play Production for the Child Audience. (New York,
19805, Pp. 20-21.

5Peter Slade, Child Draema, edited by Brian Wey. (Iondon,
1954), p. 267.

ORuth Lease and Geraldine Brain Siks, Creative Dramatics
in Home, School, and Community. (New York, 1 952), De 3a



10
is gulded to express himself as he yorks and plays with gthers
for the jov of creatins lmprovised drama.”? She furthered
her definition by explaining that "improvised drama means

children create drama extemporaneously. They create characters,
action, and dialogue as they are guided by & leader to think,
feel, and become involved in the issue at hand."S

Winifred Ward defined creative dramatics in 1947 in her

book, Playmaking with Children. She wrote:

Playmekines, the term used interchangeably with
creative at s is an inclusive expresslon
deslgnating all forms of improvised drama:
Dramatic play, story dramatization, lmpromptu
work in pantomime, shadow and puppet plays, and
2ll other extemporaneous drama., It 1s the actlvity
in which informal drama 1s created by the players
themselves., Such drama may be original as to
ides, plot, and character, or 1% may be based on
a story written by someone else, Indeed, 1in
dramatic play it is often as simple as one child's
reliving of a situation from past experlence or a
fragment from a current event, motlon plcture, or
television program.9

It is interesting to compare the definltlon written by
the same author in 1961 for the Assoclatlon of Childhood
Education International's publication, Creative DIramatics:

The term "creative dramatics” includes all forms of

improviged drama--drama created by the children

themselves and played with spontaneous dlalogue
and action. It beglins with imsginative play of

TGeraldine Brain Siks, Creative Dramatics: 4n 4rt for
Children. (¥ew York, 1958), p. 19.

8Ibides Do 19

9Winifred Ward, Playmekines with Children, second
edition. (¥Wew York, 1947}, De 3e
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the young child, which mirrors life as the c¢hild

sees and feels 1t, and is followed by simple

story drematizations. It also includes: creatlve
plays based on ideas and on literature, dramatizailons
of incidents from the social studles, original dance-
pantomimes, creative work in puppet and shadow plays,
and integrated projects in which many of the sub-
jects in the school program contribute to an ad~
venturous play which the children create from a

book or a story. Included too is therapeutlc

drama for the handicapped,i©

Dramatic Play.-~-According to Corinne Brown, Assistant
Principal of the Teacher Training Department 1n the Ethical
Culture School, New York City, in 1929,

dramatic play is that form of chlldish make-belleve
that centers around a social experience, It beglns
when a child pretends to be somethling or some one
that he 1s not or pretends to be doing somethlng
that he is not doling. A child building with blocks,
dressing and undressing dolls is not necessarily
engaged in dramatic play, but 1f the block house
becomes the child's house wherein he lives, if

the doll becomes the child's baby, make~belleve
enters and the play takes on a dramatic element.!!

" Dramatic play' is a term which refers to creative play-
ing céntering around an ldea, a situation, or a person, place,
or thing," says Gersldine Slks in Creative Dramatics: An Art
for Chi;dign. "It generally utilizes the dramatic elements

of characterlzation, actlion, and dialogue. It seldom has plot.

It unfolds spontaneously. It is fragmentary and fun,"12

10yinifred Ward, "Foreward," Creative Dramatics, edited
by Margaret Rasmussen. - (Washington, D. C., 1961), Ds 3.

11Corinne Brown, Creative Drama in the ngér School (Wew
Tork, 1929), pp. 3~4.

12Siké, Creative Dramatics: An Art for Children, p. 106.
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Dramatic play, according to Winifred Ward is "the malke-~
belieﬁe of young children. There 1s no plot. . .n&r is there
any thought of audlence., It is 2 spontaneous activity full
of adventure and discovery.'"13

Story Dramatization.~~"Story dramatization is the activity
most often implied by the térms playmeking and greative
dramatics," says Winlfred Ward.

When a group of children make a story come allve

by playing it spontaneously, whether it is origi-

nal or taken from literature, history, or current

happening, they are having an experlence in story

dramatization. Elot distinguishes 1t from dramatic

play., It has a deflnite beginning, a climax, and

a culmination., Since the pley is improvised 1t 1is

never twice the same.!

In emumerating these deflnitlions, the agreements and
differences among authors can be seen and an over-all
pleture gained.

This thesis wlll now attempt to trace the histery and
developnent of creative dramatics in the Unlted States, The
followlng chapter will endeavor to show the basls for current

creative dramatics practices,

13%ard, Playmsking yith Childrenm, ppe. 9-10.
14;:9.1@;-: Pe 10,



CHAPTER II

DEVELOPMENT OF CREATIVE DRAMATICS IN THE UNITED STATES AND
SURVEY OF LITERATURE |

Development

Tracling the history and development of any art form is
a dlfficult task. Studying the development and history of
creative dramatics is particularly difficult because of the
nany and diversified experiments and experiences which have
culminated today in the activity known as creative dramatics.
Most of these experiments have been so unrelated that they
do not follow a clearly outlined path to one clear form of
creative dramatics., In one sense there are probably as
many technlques as there are individuals teachlng creative
dramatics, but few have descrlbed thelr technliques or Te-
corded thelr development, 4 truly accurate history of the
development of creative dramatlcs presents many difficulties
because of these varletles of technigues and this lack of
information.

However, there are ce;tain trends which interested and
influenced other educators, and which eventually led %o
current creative dramatics practices.

The purpose of this chapter is (1) to discover the

specific contributlons made by groups and individuals to

13
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the development of creative dramatics; (2) to study these
contributions by the rise, results, and extent of each;
and (3) to point out by comparisons the relative lmportance

and slgnificance of each of these contributions,!

Edward She "Oblect L ng"

The first discernible evidemce of creativity in the
American classroom which made any attempt at spontaneous
activity and even some efforts In dramatlcs, can be seen
in the educational innovations made by Edward Austin
Sheldon, head of the Normal School and superintendent of
the public schools in Oswego, New York.2 Sheldon was
dissatisfied with the existing methods of teachling.
Students' performance was mechanical because motivation
was missing; nor did pupils understand the mearning of
what they learned. Sheldon complained, "The chlld says
his tables with no notion what they mean; We use terms
like 'parallel’ and 'perpendicular’ which have no meaning
for him,"3 In his search for possible solutions to the

problem he traveled a great deal and corresponded with other

1James E. Popovich, "Development of Creative Dramatics
in the United States,"” Children's Theatre and Creative
Dramatics, edlited by Geraldine Braln Siks and Hazel DBrain
Dunnington. (Seattle, 1961), pp. 115-116,

2hindrew P, Hollis, Zhe Contribution of the Oswezo Normal
School to Bducational Progress in the United States, {Boston,
1898), cited 1n Popovich, “"Development of Creative Dramatics,"
Children's Theatre and Creative Dramatics, p. 116, '

JSDorothy Rogers, Oswego: Fountainhead of Zeacher
Educatlon. (¥ew York, 1961;, Pe 5
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educators, In 1856, Sheldon traveled to Toronte, where he
found in the HNational Museum =z display of materlials used
in the Home and Colonial School in Iondon, a tralnlng school
for teachers, representing a formalized adaptation of
Pestalozzian objective teaching. The Toronto collection con-
tained a complete set of models, charts, objects, and methods
materials, and publications of the Engllish Home and Colonial
Infant and Juvenlle Soci.e’c:;r.l'L Pestalozzl had led a revolt
in the late eighteenth century against the European teaching
practices of that era. He stressed exerclses in sense
impression and language which later became known as "object
lessons," They were intended to teach the child to 6bserve
and discﬁss.' "The ultimate aim of education,” wrote
Pestalozzi, "ié not perfectlion in the accomplishments of the
school, but é fitness for 1life; not the acgquirements of
habits of blind obedlence and of prescribed diligence, but a
preparation for independent action."

Pestalozzi had established a séhool for poor children
in Switzerland in 1775, expecting support from public sub~
scription, VWhen he falled to get such aid, he took upon him-
gelf the bosrding and instructing of the children. Because
money was lacking for texts, he resorted to fleld trips and

actual objects~-finding both surprisingly effective, Such

l{-Ibido » Ppo 5""“6 .

SNed Harland Dearborn, The Oswego Movement in American
Education. (Wew York City, 1925), p. 52.
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experiences proved a rich sensory background that gave
abstractions concrete meaning.

Other Pestalozzian principles were:

t. ZHducation's chlef aim is fitness of 1life, 1n
accord with highest moral and rellglous
principles.

2., As for subject matter, facts must be reduced to
their simplest terms and based on accurate per-
ceptlon.,

%, Materials should be introduced gradually, pro-
gressively, in unified fashlon.

4, There instruction is concerned, child nature
and individual differences must be respected,
Children must be permitted to be actlve, and
restrained only when social rights are endanp-
gered.

5. The best atmosphere for learning possesses
gqualities of "domesticity and maternalism, "6

Sheldon dressed up Pestalozzlan princlples and-practices
to sult himself. While his conclusions retained a Pestalozzlan
flavor, they nevertheless bore the Sheldon stamp:

1. DBegln with the senses.

2, Never tell a child what he can discover
for himself,

3, Activity is a law of childhood. Train the
child not merely to lisiten, but to do, ZEducate the
hand.

4, Tove of variety is a law of childhood--
change 1s rest.

5. ¢Cultivate the facultles in thelr natural
order. First, form the mind, then furnish 1it.

6. Reduce every subject to 1ts elements, and
present one diffieunlty at a time.

7. Proceed step by step. Be thorough. The
measure of information is not what you can give,
but what the child can recelve.

8, Let every lesson have a definite polnt.

9., PFirst develop the idea and then glve the
term, Cultivate language.

10. Proceed from the slmple to the difficult,
that is, from the known to the unknown, from the

GRogers, Oswego, p. 19.
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particular to the general, from the concrete to
the abstract.

11+ Synthesls before analysis--not_the order

of the subject but the order of nature,’

Ais for method, Sheldon and most of hils staff practliced
oblect teachines, although a few preferred gbjective teachlng.
Objective teaching, the creation of Pestalozzl, almed at
understanding. Objects were chiefly o means to an end.
Object teaching also developed understanding but almed
chiefly at firsthand knowledge of obJects. The difference
was one of emphasis, rather than of fundamental purposes.8

Sheldon was a prolific writer but is best knowan for
three of his books: Manuel of Elementary Instruction,

1862; Lessons on QObjects, 1863; and Series of Readers,
1874,7

There are serious objections to the object lesson
methods when viewed from a creative teachlng standpoint.
Many of the lessons taught by this method and based on child
perticipation ended in a "parroting" of the lesson learned,
which worked against the éery principles on which the new
philosophy was built, Nevertheless, Sheldon's contributions
to the development of creative dramatics 1n America was
great, for many leading educators were 1nfluenced by his

concept of adapting the elementary school curriculum to the

TDearborn, The Ogwego Movement, p. 69.
SRogers, Osw sy Pe 20,

9Ibid., P. 23
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needs of the child. JAmong the educators who examined
Sheldon's methods were Colonel Francis W, Parker, John

Dewey, and Willlam Wirt.

c P S

Another great contributlon to the field of creative
dramatlics was made during the first half of the twentleth
century by the Francis W, Parker School., The Chicago school
was founded by Colonel Francis W, Parker in 1901, It ploneered
in the successful implementatlon of the new precepts of
educational phllosophy which had been previously advanced
by Pestalozzli and Sheldon. Parker had become a leading spokes-
man for the new educatlion for in the summers of the early
1880's he served as head of the Departiment of Didactles at
Martha's Vineyard Summer Institutes. In hls lectures he
emphasized the significance of oral expression and also that
lessons taught graphically are the ones best learned by the
chiléren. Parker urged the use of simple lmprovised
activifies In the teaching of language.

In 1899, Mrs. Emmons Glzine, the daughter of Cyrus
McCormlck, had endowed a school for Parker and hls educatlonal
theories., Because Parker was involved at that time 1n the
building of the University of Chicago (becoming its first
director of the School of Education), Flora J, COooke, one

of Parker's most gifted followers, was selected to head the
Parker School., One of her early lnnovaftions was emphasis on

correlated projects utilizing techniques of dramatlization,
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She expressed her philosophy in part when she wrote:

We presuppose that in varying degrees and wilth
wlde individual divergences and tendencles, all
normal children possess impulses to creates « o
Children of all age, from the youngest ones through
the high school, will, when given opportunity,
pour forth spontaneously and Joyously their
imaginings, ideas, and emotions.

It 1s a prime responsibility of a school %o
provide for its children both congtant stimull to
creative effort through books, people, and environ-
ment, and wilde opportunity for contimious and
satisfying use of thelr own creatlve lmpulses., . « «
Genuine, worth~vwhile responses come abundantly when
there are stimulating situations in a child's
enviromment, where there are experliences which stir
his emotion and touch his imaglnation. For such
stimuli teachers must be responsible.l0

Exceptionally gifted men and women were selected as in- |
structors in the upper and lower schools. Among those selected
was John Merrill, a graduate of Imerson College, where he had
been tralned in speech and drama. Merrill worked as a
special teacher in all twelve grades of the Parker School,

His main purpose was to familiarize hls students with world
literature. Merrill recorded the increased accuracy of
impression galned through utilizing creativity:

When the attentlon of the child has been
attracted and his interest aroused, there follows
g lively interest or mental plcture. The child
then has an impulse to glive some expresslon to
thig mental picture. He may give 1t pantomimic
expression or vocal expression, or he may attempt
to express 1t hy means of a diary, or to glve it
some physlcal embodiment, as in clay. The fullerx
the impression, the more permanent the ldea. The
very art of expresslon causes the individual to
reallze the polnts of cloudlness in his impression,

10F1ora 7, Cooke, “"Preface," QCreative Effort, Vol. VIII

of Francls W. Parker School Studles in Education. (Chicago,
1925), De 3
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tends to make him return to the mental impression

and exercise closer observation. The closer ob-

gservation is possible because the art of expression

has clarlified the thought and left the mind free

for restimulation and for a larger and more truth-

ful impression. Relmpressed, the individual is

ready for a new expression of the fuller mental

plecture, and so the process goes on.,1!

In the late 1920's Merrlll and Martha Fleming collaborated
on 2 book which combilned thelr ideas on dramatles. 2lay-
makins and Plavs sppeared in 1930. 4s in all of Merrill's
writing, the term "ereative dramatlics,” 1s never actually
used and less than one sixth of the book is devoted to
creative techniques. Merrill retired in 1939 but the imprint
of his teachlng and philosophy is still evident. The Parker
School still continues to emphaslize soclal learning through
correlated projects utilizing techniques of dramatization,
Although Merrill's school actually did not 1lunvent or for-
mularize the techniques of creative dramatiecs, it dld plo-
neer in experimenting with the theories which became the

bases of creative dramatics.!?

Dewey and the egsive Education Mov
The progressive educatlion movement evolved from the
philogophles which had been voiced abroad by Pestalozzl and
popularized in America by Sheldon in the Oswego schools,
Parker in Chlcago, and Wirt in the platoon schools in Gary,

11John Merrill, "Miscellany and Morals," Creative Effort,
Vol. VIII of PFrancis W. Parker School Studles in Education.
(Ch'lcago, 1925), De 1630

12popovich, "Development of Creative Dramatics,” Children's
Theatre and Creative Dramatics, pp. 116-118. :



21
Indliana. This movement was a great impetus in furthering
the theorles upon which creative dramstices are based.

The term "progressive education” is usually used to
refer to a variety of pedagoglcal procedures which have been
adapted and influenced by different followers of John Dawey.
Dewey (1859-1952) started a laboratory school at the
Unlversity of Chicago in 1896 which was designed to accommodate
the experimental work of his associates and himself, This
laboratory school centered its activities and its learning
processes around the child, In a statement made by Dewey
in 1900 can be found the very prineiples on which current-
day creatlve dramatics 1s based:

The primary root of all educative activity is in

the instinctive, iImpulsive attiitudes and activiiies

of the child, and not in the presentation and

application of external materlal, whether through

the ldeas of others or through the senses;and that,

accordingly, numberless spontaneous activities of

children, plays, games, mimic efforts. . .are

capable of educational use, nay, are the foundation-

stones of educatlonal method.}

In the teachings of Dewey can be found strong foundations
for creative dramatics. Dramatization was frequently used in
the Dewey Laboratory School. Dewey's School served as a
model for others., Those of note are the elementary school
of the Universlty of Missourl and the Porter School near
Kirksville, Missourl, 4s early as 1919 Marie Harvey of the

Porter School used free dramatization of fables and stories,

13J0hn Dewey, "Eduecational Principles," The Elementary
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through the story several times 1ln a morning wlth
different children taking the parts. The work is
done with almost no coaching; if a child is at 2
loss as to how to express the story he is given
a suggestion, but otherwlise the work 1is entirely
gpontaneous. The shy puplls are asked to take a
part, and urged a little, but they are never
forced to, and gradually thelr gelf-consclousness
wears off and they are ﬁlamoring for parts with
the rest of the class,!

Seven experimental schools, patterned after Dewey's
Laboratory School, were founded between 1900 and 1915.
| The progresslve education movement had become so
popular by 1919 that new theorists of educatlon decided %o
band together into an organlzation., Thelr journal did
much to promote emphasis on group activitles, the
correlated project method, and other teachlng techniques
using some amouni of free dramatization., The entire lssue
of the January, 1939, Progressive Educabtion was devoted to
the role of dramatics in education. Contributors from
wildely separated locations attested to the spreading use of
educatlional dramatlcs.

The special editlon devoted to creative expression

through dramatics was a mllestone in educatlon.

Representing the officlal view of a national

assoclation of educators, it formally declared

that dramatics as an educational tool and art

was now recognlzed as an important force In
educatlion.15
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14EVelyn Dewey, Jew Schools for 0ld: The Regeneratlon
of the Porter School, (New fork, 1919}, pp. 300-301,

15popovich, "Development of Creative Dramatics,"”
Children's Theatre and Creative Dramatics, p. 119.
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From this point in its development, creative dramatics
beging to take shape as a method of instruction rather than

as & theory and finds its way lnto school organlizaztlon,

iam Wirt an Gar ndisna, P

During the.first gquarter of the twentleth century another
contribution to the development of creatlve drametics was made
in the schools of Gary, Indiana, William Wirt (1874-1938)
wag the founder and exécutor of these experiments, He was
dissatlsfled with the narrow, rlgld discipline which then
pervaded schools.r Wirt organlzed the schools of Gary on
three fundamental principles: (1) they should provide
opportunity for work, sbtudy, and supervised play for children
in urban areas, {2) school facilities should be used to the
meximum of efficiency, and (3) children should come in contact
with 2 varied and emriched curriculum.!®

One of the most significant festures of the Gary school
organization was the emphasis put upon the auditorium and its
related activities. The Gary schools-~-the first to employ the
auditorium ldea--developed the use of the auditorium and
thoroughly integrated 1ts actlvities.

Recently Buperintendent Wirt has declded that this

auditorium work functions better if it is specialized.

In the new 72-school progrem, four teachers give

thelr time exclusively to the auditorium exercises.
One teacher has charge of the music; one has charge

16Randolph S, Bourne, The Gary Schools. (Boston, 1916),
PP. 13‘86- -
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of the art, literature, history, civies, and
current events; one has charge of the presentation
of material relating to the sclence work; and one
has charge of the presentation of the material
relating to the shops and industries. In a prop-
erly equipped auditorium, with stereopticon lantern,
motlon-plcture machine, stage, player-piano, organ,
and phonograph, the auditorlum teachers can do
many things better with large nmumbers of children
than the regular teachers can do with small num-
bers. The regular classroom teachers are expected
to cooperate in this frequent presentation of work
by thelr classes in the auditorium in order to

uge it as a place for "application" work and for
motivating the academle work of the school.

- [ ] L * @ L » » - * * @& . - - - L L] * L] L - L L [

The alm 1s to make 1t an occaslon where any-

thing that is happening of pecullar interest in any

rart of the school may be dramatically brought to

the attentlon of the rest of the school,!

Mildred Harter joined the Gary Schools staff in 1920 ag
a speclal teacher of speech. Fifteen teachers were employed
as auditorium teachers in the Gary system by 1926; and in
that year, Miss Harier became the director of auditorium
teachers and influenced the growth of that phase of the
work-study-play concept of education. Miss Harter insisted
that one of the major objectives of auditorium work was %o
train children in oral communicatlon through related dramatic
activities,

An linherent part of the platoon or work-study-play type
of school organlzation was the auditorium idea., Although many
educators had different aims, methods, and procedures 1n the
use of the auditorium, the movement toward more group dramatic

activities was inevitable, This became = very signlificant

contributlon to the development of creative dramatics in

171bid., pp. 92-93 and p. 50.
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elementary schools because (1) the platoon school system gave
emphasls to group dramatic activitles by assigning all students
to a fixed auditorium period every day; (2) the platoon school
administrators sought traiﬁed speech and drama teachers as
directors of thelr auditorium activities; and (3) the audi-
torium teachers of platoon schools selzed upon creative
dramatics as an excellent method of coordinating work in the
audltorium, helping to popularize and promote work im creative

dramatics, 18

Wi ed Hard d e ts at Bvanst

Perhaps the most significant in the development of
creative dramatics were the efforts of Winifred Ward 1n the
public schools of Evanston, Illinols, and at Northwestern
University during the second guarter of the twentlieth
century. Miss Ward jolned the faculty of Northwestern in
1918, In =addition to other classes she taught a course in
Advanced Story Telling. Early in the 1920's, liss Ward
became increasingly interested in the teaching of story
telling and began to experiment with the dramatlzing of formal
productions from storlies. Ralph Denrnis, the Dean of the School
of Speech, became a member of the Evanston board of education
in 1923, Because he knew of Miss Ward's interest in and

experiments with dramatlzation of stories and of her wish %o

18Popovich, "Development of Creative Dramatics,"
Children's Theatre and Creative Dramatics, p. 120.
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incorporate this idea into the child's total education, he
suggested that the elementary schools of Evanston mlght be
used as a laboratory where she mlght practice her aims., In
one class of an elementary school, Miss Ward began her work
lnconspicuously; in 1924 she was named supervisor of the
dramatics programs for the elementary schools of Evanston.

Miss Ward's teaching of dramatics met with enthusiastic
support and by the late twentles dramatlcs was offered in two
large new intermedlate schools., Mliss Ward recorded her
theories and procedures in Creative Dramatics, published in
1930, Less than half the book dealt with an explanation of
creative dramatics; the remainder was an account of her
formal productlon procedures of plays with children. The
book drew attentlon of children's theatre directors and
elementary school teachers, especlally to the new concept of
creative dramatization in the first part of the book. Miss
Ward's classes began to attract much attentlon. In 1947 she
developed her ideagp on creative dramatics at greater length
than in her first book. She also incorporated changes in
theory which had evolved as a2 result of her experliences in
the Evanston publiec schools and at FNorthwestern Unlverslty.
Playmaking with Children was published in 1947; it has since
been revised extensively and i1s in wide use as a text for
college and university courses in creative dramatics., Miss
Ward retlred in June of 1950 after serving simultaneously over

a thlrty-year period as supervisor of the creative dramatlcs
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program in the elementary schools of Evanston, as director of
the Children's Theatre of Evanston, and as instructor in the
School of Speech at Northwestern., Since her retirement in
1950 she has contimued to make significant contributions.i9

After Winlfred Ward crystallized and popularized the
form of creatlve dramatices, educators saw fit to include 1t

on a hlgher level of education.

Development egtive Dramatics in C e

American colleges and universities are presently making
a slgnlficant and growing contribution to the creative drama-
tlcs movement by training students to employ techniques of
teaching creative dramatics, Mouzon Law made a study of
currlcular offerings in 1954 by examining college catalogues
and by use of detalled questionnaires, Ninety~two colleges
in America offer at least one course in creative dramatics,
he discovered, and an additional seventy-nine offer courses
in which creatlve dramatics 1s a portion of the class work.
The popularity of creative dramatics in American colleges
and the opportunity for observation and practice teaching in
some programg make a conslderable and slgnificant contribution
to the growlng creative dramatics movement,

According to the study, the tralning of almost two
thousand future leaders of creative dramatics activities is

belng made possible each year, Although practice teaching

19Popovich, "Development of Creetive Dramatics," Children's
iheatre and Creative Dramatics, pp. 121-122. :
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and observatlion opportunities are extremely limited, the scope
of these courses and their election by thousands of elementary
education majors each year make possible an Impressively
widespread knowledge among elementary school teachers of the
significance and concepts of creative dramatics,20

In order to facllitate a complete understanding of the
creative dramatics movement, this thesls will nov turn to a

chronologlcal study of the major authors 1n the field.

Survey of Ilterature

in the writings of those who work excluslvely wlth
dramatics, the first indlcatlon of a new movement can be
seen in the work of Corinne Brown, Assistant Principal of
the Teacher Training Department in the Ethical Culiural
School in New York City inm 1929. In her work with primary
grade éhildren, Miss Brown goes to the very first manifesta-
tion of the dramatic instinct found in all young children,
One reads for the first time the words "dramatic play,.”
Children copy the actions of theilr eldefs in an effort.to
get the feel of the world about them with which they are not
qulte identified.

Pley 1s thelr effort %o interpret thils complexlty;

to get some meaning out of 1t for themselves., Out

of thls chaos they frequently catch some blt, and
extracting 1t that they may feel it the better,

20Mouzon Iaw, "A Directory of American Colleges and
Universities Offering Curricular Programs in Children's
Theatre,” ZBducational Theatre Journal, VI (March, 1954),
40-46, _
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they createlt anew; they crystallize 1t in

dramatic play. O0f all the creative arts there

is probably none so spontaneous as the drama,Z2

Miss Brown defines dramatic play as having 1little if
any plot; it may beglin anywhere and stop at any time with
no loss of form- whereas, drama has a beglnning, a mlddle
and an end; it has a definite design. Dramatic play 1is
completely spontaneous and wants no audlence; drama is care-
fully rehearsed in preparatlion for an audience, "Drama is
dramatic play grown up and become self-consclous."22 WUiss
Brown saw how harnessing this activity could all fhe better
fulflll the creative needs of individual children. Those
children with greater literary abilitles supplied the
stories or plots to be acted out; children with artistic
leanings designed the sets, properties, and costumes; those
whose inclinatlons were toward building and manual creativity,
executed the sets, propertles, and costumes; the others found
artlstic expresslon 1n interpretation of the characters, music,
and dance, Miss Brown was able to develop readiness in the
chlldren through her technlques of introducing pantomime, her
brinciples of sutable pantomime selection, her attention to
the perfecting of detail,_and finally the pantomiming of

character and mood. In Miss Browa's technique, the children

210orinne Brown, Creative Drama in the Ibwer School
(New York, 1929), p. 3. "" |

221p4d., p. 11.
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developed individually in thelir particular speclaltlies
through co-operation with the group. Each contributed to the
group effort in proportlon to his own capaclty,. The chlldren
were able to reach a higher degree of satisfactlon by rely-
ing on their own endeavors than by simply followlng the
instructions of an adult.

Winifred Ward, in her Ffirst book, Creatlive Dramatlcs for
the Upper Grades apd Junior High School, wrote that as
valuable as creative dramatics was to all ages, she felt
that it was most useful to sixth, seventh, eighth, and ninth
graders. »She stated:

Adolescence is a highly emotioral perlod--a perlod

when the chlld can scarcely repress hls feelings,

yet is ashamed to give vent to them., Introspective

and over-sensitive, he often becomes morbld from

living with his own unhealthy thoughts. Creative

dramatics gives him a wholesome outlet for hig

emotions. According to the theory of Aristotle,

it serves as a sort of Katharsis, or purging of

emotion. Without fear of ridicule he can exXpress

his feelings in one vivid experience after another.

They are vicarious experiences, it 1s true, but

they are real enough to afford him much genulne

satisfaction,?

Miss Ward stressed the value of constructive criticlasm
and showed how the class should be instructed in 1t. Con~
structive criticism 1s a glant step forward in the teaching
values of creative dramatlcs, Mlss Ward favored dramatization
of well-known stories as opposed to Mlss Brown's "dramatic

play"” method.

25Winifred Ward, Creative Dramatics for the Upper Grades
and Junior High School. (New York, 1930), p. 91.
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Miss Ward's second book, Theatre for Children, is devoted
for the most part to playwrighting, mounting the play, and

preparation for a child audience,

Her thlird book, Playmaking with Children, was first

published in 1947 and has since been revised and is in
general use as a textbook for college and university courses
in creative dramatics. In this book she expands her
techniques and 1ncludes a program similsr to Corinne Brown's
"dramatic play." Most interesting to this study are the

objectives of playmaking llsted by Miss Ward:

1) To provide for z controlled emotlonal outlet;
2) To provide each child with an avenue of self=-
expresslon in one of the arts; 3) To encourage

and gulde the chlld's creative imagination; &)

To give young people opportunities to grow in
soclal understanding and co-~operation; 5) To

glve children experience in thinking on their

feet and expressing ideas fearlessly. A4long

with these objectives are others which are usually
reallzed 1f playmaking ls well gulded: initiative
resulting from encouragement to think indepen-
dently and to express oneself; resourcefulness,
from experience with classmates in creating a

play which ig their own: the freedom in bodiiy
expression that comes from much exercise in
expressing ideas through pantomime; growth in

the enloyment of good literature; and thea
beginning of appreciation for the drama,<

In 1952, Agnes Haaga, of the Unlversity of Washington in

Seattle, compiled her valuasble Supplementary Haterials for
Use in Creative Dramatics with Younger Children. It includes
resumes of actual sesslons with five to six and seven to

elght-year-olds with step by step accounts of their introduction

24Wérd, Playmaking with Children, ppe 3-9.
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to the world of creative dramatics., It is valuable as a
teaching ald for beglnning creatlive dramatics leaders and
as a reference for more experienced leaders.

Frances Caldwell Durland volced the belief that creative
dramatlcs was not a field to be confined to a student-teacher
relatlionship. She believed it was a valuable aid not only
to teachers but also to "playground workers, camp directors,
mothers, and all others who recognize the educatlonal value,
not only of dramatics as one art form, but of creative
thinking for children."25 Mrs, Durland believed very
strongly in creative dramatics as a mother-child relationship:

I go so far as to belleve that mothers of young

chlildren may apply advantageously the philosophy

of creatlve dramatics to their relationship with

their own children in the home, As a mother I

have found this creative philosophy a great help

in understanding my own children. 3By such a crea-

tlve approach to the child mind it has been

possible to obtaln an understanding of children

that 1s objective and wise, The underlying thenme

of all creative art is the same; to offer oppor-

tunity for richer living through an integrated

personality, Dramatics offers an unusually fine

fileld in this approach to creative living,26

Pamela Prince Walker enumerated Seven Steps 1o Creative
Children's Dramatics, a 1957 publication. She began with
strengthening concentration and stimuleting the five senses

and moved from there into physiecal activities and physical

25Frances Caldwell Durland, Creabive Dramatics for
Children. (Yellow Springs, Ohio, 1952), De Ge

26.:@.5:.@0: pr. 8-9,
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states. The third step she called "Colors and Objectives"
which assoclated emotlonal states with colors, Dnitation.
of animal characters was the next step followed by practice
in the leading centers of the body and the three spheres or
divisions of the body. The sixth step was the study and
practice in tramsitions, counter-objectives, words and
feellings which led up to the fineal step, actlng games, 2/
Mrs, Walker's publication l1s valuable because of its step-
by-step approach to creative dramatics and becauge of its
detalled dlalogue description of each step.

Geraldine Siks states in the preface of Creafive
Dramat : An Art for Children that her book is a text-
book for creative dramatics courses which offer training in
creative leadership. In additlion, hers is a book for ele-
mentary teachers, children's leaders, and parents, While
emphasizing the phllosophy of ecreatlive dramatics, she con-
centrates on the basic techniques of gulding, Mrs, Siks
beglns by considering the child in relation to the way he
grows and dévelops as an individual personality. ©She points
out the need for experiences that will stimulate a child's
personality growth and development. She then explores the
art by examining its creativity and by delving into the drama
as an art. She later dlscusses the fundamentals of drama in

order to provide an adequate insight into dramatic content

- 2TPamela Prince Walker, Seven Steps to Creative Children's
Dramatics. (New York, 1957), pp. 1-53.
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and struciture., With the first four chapters serving as a
basls for the book, Mrs. Slks then goes on to conslder
dramatic materlial for begimming and advanced groups of
children.25
Perhaps the broadest scope of philosophles and technlques

is offered in Geraldine Siks and Hazel Dumnington's book,

Children's Theatre and Creative Dramatics. The book 1s a
collection of essays and excerpts from the writings of
creative dramatics speclallists from ite beglnnings in
imerica to the present day. Some of its distlngulshed con-
tributors are Winifred Ward, Barbara McIntyre, Isabel

Burger, and Agnes Haaga.

sunmary

New educatlonal philosophles of the late nine-
teenth and twentlieth centuries constituted a funda-
mental contribution which made possible later a
general acceptance of creative dramatics. BSheldon,
Parker, Dewey, and Wirt all played significant roles
in popularizing and advancing these concepts so im-
portant to the bases upon which creative dramatics
rests, Winifred Ward's experiments in the Evanston
schools were the most slgnificant of all contributions
to the development of the creative dramatics movement.
Miss Ward has become z most imporitant influence in
the teaching of creative dramatics methods, A4lthough
of varylng degrees of worth, 211 'made significant con-
tributions to the development of creative dramatics
in American education. The creatlive dramatics trend
owes lts herlitage to educators, dbut its principles,
technigues, and popularity to an educatlonal
dramatist, Winifred Ward.<d

28Geraldine Brain Siks, Creative Dramatics: An Art for
Children (Wew York, 1953), ppe. xvii-xviii.

29Popovich, "Development of Creatlve Dramatics," Children's
Theatre and Creative D aticg, p. 122. :




CHAPTER III

CREATIVE DRAMATICS TECHNIQUES WHICH CAN BE ADAPTED
FOR USE IN THE NORTH TEXAS STATE UNIVERSITY
LABORATORY SCHOOL

Before beginning work with the children in the ILaboratory
School, it is first necessary to choose the creative dramatics
techniques which seem most adaptable to the situation. It
should be noted that the class will be composed of twenty-
five second graders-~fourteen girls and eleven boys., Most of
the children are elght years old. Most have one parent who
ls a unlversity instructor because of the Laboratory School's
close assoclatlon with Forth Texas State University. The
creatlve dramatics course wlll be conducted during the six
weeks' summer session in which all twenty~five étudents will
partleipate. The summer session at the Laboratory School is
conducted as an enrichment progrsm. The youngsters are
taught music and swimning along with further classroonm work;
and this summer, by special arrangements with Mr, Joseph I,
Purks, Assistant Director of Teacher Zducation and Principal
of the Laboratory School, and Mrs., Travis M. Bronstad, second
grade teacher at the Laboratory School, the children in the
second grade will also have a class in creative dramatics,

It should be further noted that Mrs. Bronstad is a professlonal

35
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Teacher who 1s completely famlliar with each child's personal
environment and educatlonal background,

The physical setting conslsts of a spaclous classroonm
wlith a row of windows along its north wall and a row of
wiﬁdows near the celling of the south wall. The door of the
classroom opens onto an open breeze-way which leads to five
other classrooms and to the main buillding which houses the
offices and upper grades., The children's small, double
knee-hole desks are arranged in a square in the center of
the room; 1n the middle of the square of desks is 2 round
reading table, There is a chalk board along the east wall
of the room, Mrs. Bronstad's desk is at the west end of
the room, facing the door. The room is equipped for closed
circult television. Three metal brackets are permanently

installed on the walls to accommodate television Cameras,

Criterla of Selection

The techniques used in the Laboratory School willl be
chosen according to the following criteria:

1. Authority of the author of the techniques.

2. Adaptability of the techniques to the classroom
situation,

3. Sultability of the techniques to the gemeral plan
designed for the Laboratory School study.

Since the children in the second grade in the Laboratory

School have never been exposed to creative dramatics as a

group project, the plan designed by the author of this thesisg
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is to introduce creative dramatics through a gradual pro-
gresslon of activitles designed to individually develop the
many facets of dramatization, i.e., rhythm, mood, pantomime,
concentration, dlalogue, and characterization; and culmin-
ating, finally, in story dramatization. The plan will be
Irept as flexible as possible so that techniques may be
deleted or prolonged as seen fit by the author of this thesis;
by Mrs. Bronstad, the classroom teacher; or as dictated by
student reaction.

Only the most graphically described techniques and those
which can be most closely followed willl be used so that as
much time as needed can be spent on each for full development

of the class and of the techniques,

Descriptlon of Techniques
This thesis Will now turn to a description of the

techniques chosen for use in the Laboratory School study.

Barbara MceIntyre

Barbara MeIntyre of the University of Pittsburgh is per-
haps the best known of the younger creative dramatics leaders.
Becausge of her accomplishments with exceptional children, she
1s chairman of the Recreation Committee of the National
Agsoclation for Retarded Children,

One of the techniques whlch illustrates her own creativity

and originality 1s the technique she often used in a first or

introductory class period. On beginning the class, Miss
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MeIntyre asks one of the chlldren to bring in the "box" she
has left just outside the classroom door. Occasioﬁallf
it will take the children an entire class period to dis-
cover that the box 1ls imaginary. Once the boxz is brought
in and deposited in front of the class, Mlss McIntyre begins
to take Ilmaglnary hats from the box, BFBach hat ls different
and dlstinctlve enough to dictate a personality change with
each new hat. The children guess what kiné of hat Miss
MeIntyre has taken from the box each time and then are glven
an opportunity to try the game themselves. This technique
glves the leader an almost immediate picture of her class,
It 1s easy to spot the children with original ideas; those
with ordinary, everyday, and practical ideas; those who
copy the ldeas of others; and those who simply have no
ideas at all or are afrald to participate. Miss MeIntyre's
"box" technique 1s designed to develop originality,
éponfaneous creatlvity, and pantomime. It will be used in
the Laboratory School with some modifications. The leader
will bring in the "box" and will not limit the articles
teken from it to oﬁe cétegory. it may be used more than
once. 48 1t requires nothing more than children, leader,
and imaginatlon, 1%t is perfectly suited to the classroom

situation,!

1 From discussions with E, Robert Black, Ph. D.,
Assoclate Professor of Speech and Drama, North Texas State
Unlversity, January 20-24, 1964,
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Sister Mary Olive, S, P.
Sister Mary 0live, of St, Mary-of-ihe-Woods College,

Indlana, feels that rhythmic movement is an excellent way

to introduce children of all ages to creative dramatics,
Sister is director of St. Mary's Speech and Drama Department,
and is 2 member of the executlive boards of the National
Catholic Theatre Conference and Alpha Gamma Omega, the
natlonzl Catholic honorary drama fraternlty. Although many
creative dramatlcs people recommend rhythmic activity set

to muslc, Sister is one of the few who has compiled a list
of poems which have a strong, easily recognlizable rhythm and
which can be used in place of muslc or as a supplement to
music, Some of ithe poems on her list are: "The Grand 0ld
Duke of York," anonymous; A. A. Milne's "HOpﬁity" and "Shoes
and Stockingsﬁ” "Misty, Moisty," a tradifional nﬁrsery.
rhyme; and Hilaire Belloc's, pe Vulture,” This technique
does not require sny media torconvey the péems other than
the memorizatlion of the poems by the leader, . It requires
only sufficlent space for the children to move 1in and can

easlly be done in a classroom,<

Geraldine Brain Siks
Geraldine Siks, Assistant Professor of Speech at the

University of Washington in Seattle, is currently regarded as

20lass lectures and demonsirations utilizing filmed crea-
tive dramatics sesslons in Speech 209, Storytelling and Creative
Dramatics, taught by Sister Mary 0live, S. P., at St. Mary-of-
the-Woods College, January-May, 1962,



one of the foremogt authorlties in the field of creative

dramatics. She 1s the author of Creatlve Dramatics: Apn Art

Fox EChilldren, as well as co-author of several other books
on the same subject and co-editor of Children's Theatre angd
Creative Dramaticg. Mrs. Siks suggests that a leader intro-
duce creative dramatics to seven- and eight-year~olds be-
ginning with the fundementals of drama by stressing the fun
of creative playing. Experiences for seven~ and eighit-year-
olds, she adds, should be selected from material on their
interests in the real world and the world of wonderland and
farawvay places.3

Mrs, Slks listed some of the rhymes she uses with
seven- and eight-year-olds to invite creative expression in
strong, rhythmic movement and pantomime. The essential
difference between this and Sister Mary Olive's technique is
that Sister's poems are reclted while the children perform
the movement suggested by them, such as marching, hopping,
skipping. Mrs. Siks' rhymes are used to create a mood or
atmosphere so that the children may better pantomime a wish
or sgecret. To 1lllustrate: in each rhyme, a mood is first
developed, then the focus question is agked:

Wishine Interest
"Starlight, star bright,

First star T see to-night;
I wish I may, I wish I might,

Iy
o]
H

|

3Geraldine Brain Siks, Creative Dramatics; Ar Art
Children, (¥ew York, 1958), pp. 314~315.
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Have the wish I wish to-night."

When a star shines bright for you.
What one thing do you wish to go?

Pairyland Interest
Elves and falries have fun every day,

With wonderful games they think of to play.
They hide behind clouds and swing on treetops—-
Make music with flowers, and Jump over dewdrops!
If you went to falryland todsy,

What wonderful way would you like to play?

Secrets
T have a secret, 1'1ll share with you.

If you guess, it's your secret too.

Fantasy and Romantic Interest
Fiddle, dee, dee! Fiddle, dee, deel

4 million things In the world to see.

A king, a giant, a lion, a tree!

Who, in the world, would you like to be?#

Mrs. Siks feels that chlildren are generally ready to
create conflict situations after they have enjoyed creating
many different kinds of people and things in pleasant or
unusgual situations. Mother Goose, says Mrs. Siks, offers
excellent ainlature drsmas, but it ls essential for the
leader t0 analyze dramatlic elements and to bhe aware of
speclfic appeals for imaginative seven- and elght-year-olds.
"Humpty Dumpty" and "Ride a Cock Horse" are two of her
éuggestions fof beginning exerclses,2 .

Irom minlature dresmas, Mrs. Siks moves her beginning

classes on o short stories with limited characterization and

a high moment of conflict: stories such as "The Peddler and

41pid., pp. 315-320.
5Ibid., pPe. 321-322,
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His Caps," and Wanda Gag's "Millions of Cats." Later,
children énjoy longer storiés strong 1in conflict, with
individualized characters who use dialoguie, such as "The Elves
and the Shoemaker," "Hansel and Gretel," and "Jack and the

Beanstalk, "0

Pamela Prince Walke

Of 211 creatlve dramatics techniques which have been
formulated into writing, Pamela Prince Walker's are perhaps
the easlest to follow, She enumerated Seven Steps to Creative
Children's Dramatics with each step so thoroughly outlined
that it 1s almost impossible to confuse theory and technique.
Because of a2 limited amount of time avallable in the Laboratory
School study, only two of Mrs. Walker's techniques willl be
used, Her first step, "Concentration and the Five Senses,”
ig particularly interesfing because of 1ts similarity %o .
adult acting techniques. Mrs., Walker gives the children an
opportunity to concentrate on a real object--to look at it,
feel 1%, smell 1%, to do anything they wish with the object==
but to concentrate so hard that they forget everything else.
After the children have given this a try, the object 1s removed
and they are asked to see how well they can imagine the object
although it 1s not there, When these exercises are completed,
the children work with the leader b0 see how hard they can

concenirate to really see or hear things through their imsgination,

6.,1_1?,:-_@-.0 s DD 323-324,
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The leader will suggest the sounds o hear or the objects to
touch while the children experlence the sounds, the smells,
or the tastes individually yet simultanedusly.7

The fourth step of Mrs. Walker's Seven Steps 1s called
"Animal Characters.” She begins this step by letting the
éhildren try on the character of many different animals, all
‘suggested by the leader, The children work individually, yet
all at the same time., Then relationships are established
between the animals, so thait the childrem can see how each
animal feels toward the others. With these relatlonships in
mind, the children, each as a different animal, meke their
way across the room to the food trough, When this much of
the exerclse 1s finished, the children practice being people
who are Like animals, instead of just plain animals, by
saying a simple phrase such as "Hello, how are you?" the
way they think a person lilke =2 éat, or like a lion.ﬁight say
it. Finally, Mrs, Walker sets up the following situation for

the children:

The room is now a traln station. This table
and chalr constitute the ticket office, ILaura, you
come up and be the tlcket seller, The standing
lamp is the gum machine., That small stool is the
welghing machine., This row of chairs is the wait-
ing room.

One by one you must come to the ticket office
and purchase a ticket, then take your place in the
walting room to awalt your train., 4All the time you
W1ll be a person like the animal you have chosen,
You will walk on your two legs, but you will walk

TPamela Prince Walker, Seven Steps to COreative Children's
Dramatics. (New York, 1957), pp. 3-0.




as your animal would-~playfully, stealthily,

tinidly, haughtily. When you ask for the ticket

you will speak in the volce your animal would

use. Use your hands to give the money to the

tlcket seller in the same way your animal would

use his paws or claws. Stay in character even

when you sit in the walting room or work the

machlnes, You will soon sense friends and enemies

in those who are sitting near you 1n the train

station. When the exercise is over we will =211

guess each other's animals, so observg the other

children while you stay in character,

Mrs. Walker's techniques seem particularly valuable to
the beglinning creative dramatlcs leader because her methods
are 'spelled out” even to the point of what the leader should
say fo the chlldren. 4s much time as needed will be allowed
for Mrs., Walker's technlques, as they are so speclfic and
preclse., These two itechniques were chosen because they
seem to be the only ones which deal specifically with the
five senses and because the use of animal characters seems an

ldeal way to accustom children to characterization,

Grace Stanistreet
in 1959, Shella Schwartz wrote of the experiments in

creative dramatics conducted at Adelphi College under the
leadershlp of Miss Grace Stanistreet and under the ausplces
of the Children's Theatre Conference., NMiss Schwartz mentioned

one inferesting new teéchnique of Miss Stanistreet's in an

article in Hlementary Zpslish. The participants were urged

8Ipid., p. 26¢
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to get into the shoes of a character from literature and
improvise a soliloquy which that character might have said
al a particular time. An example might be "Alice" immediately
after falling down the rabbit hole. It should be noted that
these experiments at Adelphi College were done with adults.?

Buth Lease and Geraldine Siks

Geraldine Siks credits Ruth Lease with instigating the
entilre creative dramatics program at the University of
Washington in Seattle. During World War II, Mrs. Lease
served as a Junlor League volunteer working with boys and
glrls in creatlve dramatics in Seattle's housing project
areas. Mrs, Lease recognized the value of the art to the
calldren and presented her idea for training leaders to the
executive dlrector of the School of Drama, Glenn Hughes., At
Mrs, Lease's suggestion, a course in creative dramatics was
included in the School of Drama's curriculum,1C Currently,
the University of Washington has one of the mos£ lntensive
and progressive creative dramatics programs in America,

In 1952 Mrs. Lease and Mrs, Siks collaborated on writing
Creative Dramatics in Home, School, and Community. It is still
a valuable source of information for creative dramatics

leaders. One of their co-operative suggestions was that

9%heila Schwartz, "New Methods in Creative Dramatice, "
Elementary English, XXXVI (November, 1959), 484-487, .

10Geraldine Siks, Creative D atics,'pp. 109-110,



Mother Goose provides excellent and delightful
material for beginning work in creative drams,

Tor the characters are well known to almost

every child, and the actlon is strong and

Cefinite, Many leaders consider Mother Goose

the very best material to be found for character-
lzation, and they use the nursery rhymes with every
new group of children rather than beginning with
characters from reality.

L} L L} - * . - L] » - L] » L L] L J L ] . L] - - L J L} - » L J

HMother Goose rhymes are rich in group

situations and offer splendid variety for character

pantomimes., 4 leader will soon find that through-

out the elementary grades nursery rhymes are in-

valuable for creative playing, and she willl look

to them often when groups are first beginning,11

Some of their suggestlons for creative nursery rhyme play
were "Old Mother Hubbard," "Sing a Song of Sixpence," "The
Queen of Hearts," and "Old King Cole." As Mother Goose
rhymes provide excellent opportunities for characterization
and pantomlime and are also a sultable vehicle for transition
into storles, one or two such rhymes will be chogen for
creative playing when the children are ready to make the
change from simple exercises to story dramatization. As long
ag there is sufficient roon for the playing, these rhymes
may be dramatized practically anywhere. They are 1deal for

the classroom situation.

Winifred Werd 7
After the discussion in Chapter II of this thesis,

Winifred Ward's qualifications as an authorlty in the field

of creative dramatics need hardly be set forth. She is the

11Ruth Lease and Geraldine Siks, Creative Dramaticsg for
Home, School, and Community. (Wew York, 1952), pp. 60-61.
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former Supervisor of Dramatics in the elementary schools of

Bvanston, Illinois, and Assistant Professor, School of Speech,

Northwestern University. Her book, Playmaking with Children,
is a complete guide and excellent resource for teachers and
all other leaders of children. 4s well as a chapter on story-~
telling, she offers a comélete chapter, "Creatlve Flays Based
on Stories,“ as. a gulde for the adult leéder to the orderly
process of étory dramatization. ©She emphasizes the point
that the children must know the story well., This is the
responsibility of the adult leader, It follows that the
leader must be completely familiar with the story before she
can make it clear to the'children. Every part of the story--
the plot, the characters, the meaning--must be clear %o the
leader énd made clear to the children through her. After
the initial reading or telling of the story, it is important
to ask questions which delve into the-féelings and motivatlions
of the characters. Such questions, Miss Ward explains, will
expand, lncluding the whole story., If interest has been
stimulated and the chlldren Lave been made to feel comfortable
in the presence of the leader, they will formulatetheir own
ldeas on the meaning of the story. ZFrom this point the group
plans the form their story willl take in playmaking,

For young children there is less planning and much

greater simpliclty than for fourth grades and

older who have had some experience in rlaymaking.

It is important that everything should be com-

pletely natural, with no thought of stage or

curtain or audience. They are not "pretending”
%o be Goldilocks or the three billy goats or any
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of the other storybook people. They are belns
these characters.
For this reason thelr dramatizatlions are

rlayed all over the room rather than divided into

scenes and played as 1f on a stage. An aisle is

usually the road, the desks may be a forest, and

any open space may be a house, If there is a

time sequence, the scenes are simply played in

succession., TYoung children are not bothered by

the lapse of a few months or years!lZ2

When there are several simultaneous scenes in the story
as in "The Three Bears,"” the children learn to keep the more
important one in the center of action and keep the actlvity
in the other scenes to a minimum of pantomime, In most cases,
the children simply relax until the actlon shifts back to
their group. It is entirely possible for several groups to
be playing simultaneously but this creates much confusion if
many chlldren are involved and in most cases a great deal of
‘noise, In addition, each group has a tendency to become so
engrossed in its own activity that it seldom notices when
1ts turn arrives to agaln be the center of attention, "For
these reasons, most leaders--and children, too--decide that
1% is better to focus on one scene without distraction for
the others,"13

Many of the children will have ideas as to how the story
should begin., Even if the first suggestion is very good, it

is best to get several ideas and let the children decide which

12Winifred Ward, Playmsking with Children. (New Yorik,
1957), pp. 130-131,

151bide, De 131,
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1s the best. If none of the ideas are good, ‘the leader will
often be able o arouse their thoughts with a leading question
so that a sultable beginning will be brought to light., It
holds more meaning, too, for the children if they are the
ones to think of the better idea, If children are given the
opportunity to vote on the best of several suggestions, they
will usually choose wigely. "Furthermore, no child need
feel rebuffed if his suggesti&n 1s only one of a number to
be rejected, 14

After declding on thé opening of the play, the children
then plan the scenes leading to the climax, The first scene
ls planned with some attention to detall and should be
complete with a beginning and an eunding.

Mlss Ward spends some time discussing the obligation to
the authors of the storles not to change the idea nor the
outcome of the stories, ©&he explaing that although the
technique of playmaking differs from that of stories, there
1s nevertheless a limit to the libverties leaders may bake
with the literature they dramatize.

The people of the story should not be tampered wilth,

certalnly, though characters and details may have

to be omitted or added. It is not only allowable

but desirable to read between the lines and add

incidents which are in harmony with the story. But

we have no right to distort an author's story bg
allowing the children to make radical changes,!

14;&;@., Pe 132,
15Ibid., pp. 133-134.



50

Miss Ward states that the demoeratic way to chioose the
casts 1ls from the volunteers. It should be a privilege to
play and the leader should not urge anyone to pariticipate who
does not want to., Thls way, the spirlt of fun is kept in the
rlaying. The leader should, however, choose some children
each time who have the abllity to carry the scene to a2 feelling
of success., If this is done, the less imaginative chlldren
will be carrled along by the spirit created by the others and
will often surprise even themselves by thelr contributions.

Important to participation is the question, "Who hasn't
had a chance to play todsy?" ZEach of the children in this
group 1ls then glven the opportunity to choose the part he
would like to play. This will generally encourage everyone
to partlcipate, although the shy ones are prone to choose parts
which are smaller so they can be assured of their adequacy.
Girls often enjoy men's roles, and boys like an occasional
woman's part 1f 1t has a great deal of spirit and comedy,

Whatever they do, if 1t 1s ever so slight a

characterization, we encourage them. 4nd a bit of

praige will help them to volunteer next time, per-

haps, for a role which gives them a little more

opportunity, Pralse and encouragement coming

from the teacher will do much, but if it comes

from thelr contemporaries, 1t may work wonders.

Hany a child has blossomed amazingly by general

approval, changing gradually from a feelling of

inferiority to real leadership in the group.i®

Each scene of a story is played several times before

playing the entire story so that the details may be worked

161pid., p. 135.
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out and the characters established,

After each playing of a scene, there always follows a
period of evaluatlon., The children who have been watching
first commend the players for the good work. When all the
"good comments" have been given, there always follows con-
étructive criticism. The question, "How can we make it
better?" brings out "what would be adverse criticlsm if the
childréﬁ were not reqﬁired to suggest what would make the

scene better,"17

Miss Ward stressed the importance of the evaluation
not only for the benefit of the play, but to form the habit
of making criticism constructive as well,

Often the children fail to see what would
Improve the scene, Thils is the time for us ag
leaders to make our contribution. Just as we
should see to 1t that good work from every child
is commended, we need also to supplement the
suggestlions if they are not vital., . . «Without
real evaluation, playmaking remalns always on
a low level, This 1s a time for learning, for
having ideas crystallized, for gaining fresh
insights and finer attitudes., Children rarely
know whether they have achieved anything
significant or not, so it is important that
every chlild feels 2 new impetus to achieve.

‘The really vital aspects of story
dramatlzation are these:

1o Storye o

2. Characterization. . .

3« Dialogue. .

4, Action and grouplnge « o

5. 0Olimax. o «

6, Teamworke o

Te Timing. « o

8. Voice and diction. . .18

1710id., p. 136,
1 8Ibido + PDe 137""1 380
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Concerning the time devoted %to each story, Miss Ward
says that each story should be worked on until the children
have galned from it to the limit of their capacity at their
present stage of development, But if the children lose
interest, the dramatization should be quickly brought to
an end and a new one begun or the leader should introduce
new lideas which will revive interest.

Miss Ward's playmaking technique will be the culmination
of the lLaboratory School study as it is the most elaborate
form and final stage of creative drematics., Since all props,
sets, costumes are imaginary it is perfectly sultable to

the clagsroom situation.

Order of Presentation

The techniques will be presented in the following order
and for the reasons set forth:

1. Barbara Melntyre's "box" technique. This technique
is a simple yet imaginative ﬁay éf introducing children to
the creative process. In addition, it gives the leader =z
general though immediate pleture of the class and the students
she 1s to work with., As well as being interesting and lively
for the chilldren, 1t produces valuable information for the
leader,

2. Sister Mary Olive's rhythmic poems. There ig a

general agreement among creative dramatics leaders for the

need of rhythmic activity. Pun for the children, it allows
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group participation ard strengthens co-ordination. Also it
seems only natural for bodily activity to precede mental

activity.

3+ Pamela Prince Walker's "Concentration and the Five
Sensesg,” The abllity to concentfate strengthens all mental
processes and the abllity To concentrate on physical activity
and the use of the senses wlll produce greater results in a
creative dramatics class., Concentration and belief are
essentisl to the creative process.

4, Geraldine Siks' riddles and rhymes. Mrs, Siks'
rhymes are deslgned to induce creative individual pantomimes.
They dreaw upon familiar and imasginative interests., 4 step
up from rhythmic activity and strengthened by the ability
to concentrate, this seems the logleczl place to include

Individual pantomiming.

5 Pamela Prince Walker's "Animal Characters.," ihen
children have mastered the other'facets of creative‘dramatics,
they are ready for characterization., And what more delight-
ful way of introducing characterization than through animal

characters!

6. Grace Stanlstreet's soliloquies. In order to make
the children aware of the meaning and value of the words they
speal in playmaking, seliloquies will be introduced at this
polnt to strengthen dialogue in the story drematizations
later on,

Te Ruth Leaseland Geraldine Siks' transition to the
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drama through Mother Goose. This technique speaks for it-
self as 1t wlll serve as a vehicle for transition to story
dramatization.

de Winlfred Ward's dreamatization of a short story. It
1s advisable, most authoritles agree, 0 begin story dramatiza-
tlon with a shorter story so that children may become accustonmed
to the dramatizatlon process.

9., Winifred Ward's dramatizatlon of a longer story.
This will be the culmination of the siz-weeks' clags. Utilige-
ing all they have learned and experienced, the children will
work together to maikte a pley for themselves,

This thesls will now turn to a detailed description of
the creative dramatics classes taught at the North Texas
State Universlty ILaboratory School in order to study these

techniques in actual practice with second grade students,



CHAPTER IV

THE CREATIVE DRAMATICS CLASSES CONDUCTED AT THE
NORTH TEXAS STATE UNIVERSITY
LABORATORY SCHOOL

Before beginning the classes, the leader had the
opporfunity to become slightly acquainted with the names and
faces of the children through visits to their classroom. The
general plan of the lessons was discussed with and approved
by thelr teacher, Mrs. Travis M, Bronstad, before the
classes began on June 4, 1964,

In this and the followlng chapter the author of this
thesis will be referred to as "the leader." In order to
avold using the names of the children in the class, each
child has been assigned a number and will be referred to as
"Boy T7," or "Girl 3," as the case may apply.

This reéord of the creatlive dramatics classes does not
represent a transcript. Careful notes were made by the
leader as she taught and by Mrs. Bronstad as she observed.
Ihe record represents a description of what happened in
each class; the dialogue reflects the responses of the
children, although it may not be recorded verbatim., The
indlvidual reports, as they appear here, were recorded

immediately following each class.

55
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Any conclusions drawn wlll not be recorded in this
report. All conclusions and results will be compiled in
Chapter V, "Conclusion," of this thesis.
Thls thesls now turns to the reports of the creative
dramatles classes as they were taught in the North Texas

State Unlversity Laboratory School.

Lesson I-~June 4, 1964
Barbara Mclantyre's "Box" Technique

When the leader arrived for.the first day's class, Mrs,
Bronstad suggested that each child introduce himself and tell
something about himself. TWhen the introductions were con-
cluded, the leader began immedlately with her lead-in
questlon: "How many of you boys and girls like toys and
games and playing after school?" Every hand went up. "How
many of you like to pretend?" Again every hand was ralsed,
"Oh, I'm glad all of you liké to pretend, because I've
brought a surprilse for you that I think you'll enjoy." The
leader then went on an exaggerated search for the object she
had seemingly misplaced, Finding her "box," she placed it on
the child's desk in front of her. The-children guessed lmmediate-
ly what it was. The leader descrilbed her "box;" then she
pointed out that all of the children had simllar boxes and each
contained somethlng different from the others., When the leader
pantomimed taking a cowboy hat from her box, the children
guessed "hat" but did not identify the kind until she had

also pantomimed finding a pistol in the box., Next she found
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a flute 1n the box; 1t was recognized as soon as she panto-~
mimed putting it to her lips to play. The children were
told that they had flutes and the leader asked for a suggestion
as to what to play on them, One child, Boy 6, volunteered
"Dixie;" all played "Dixile" on thelr flutes. After the tune,
fhe leader pantomimed finding a paper fan in her box and
described 1t as belng blue with stars painted on it. TWhen
all the children were supplied wifh imaginary fans, they
were asked to describe them. One of the first girls to
volunteer said her fan was blue with stars painted on it.
"Are you certalin?" asked the leader, "That sounds just like
nine, and I'm sufe all our fans are different." Her fan
changed t¢ one with ponies on it. There followed a series
of fans with ponies or horses on them. Boy 4 offered a
fan with polka-dots; the next volunteer, Boy 6, also had
polka=-dots on his fan, So did Boy 11. Boy 3 had a fan all
the colors of the ralnhow. Girl 1t had a whole scene painted

on her fan.

After all of the children had described thelr fans, they
were each given a chance to take something from their own
boxes and to let the rest of the class try to guess what 1t
wase. Girl 1 took a sailor hat from her box. (The leader had
taken a cowboy hat from hers.) Girl 8 pantomimed putting on
a palr of long, white gloves. Another girl showed the class
a flower she had found., One girl had a necklace, the next

had a bracelet. One of the boys slipped a Hawallan flower_lei
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over his head. (The class had Just finished studying a unit
on Hawaii.) Boy 4 became the rabbit he found in his box.

Boy 3 became the Frankenstein from his box, which was
quickly followed by three other boys who were monsters of
some kind; but all of these were topped by a bottle of beer
from Boy 8, DBoy 2 blew up a rubber float, but it had a hole
in it and went down again., All of the children volunteered
and all were glven a chance to speak; some asked for two
turns and were given them.

When time began to grow short, the leader quieted the
class by saying, "Listen, do you hear something in my box?"
Peeplng into her imaginary box, the leader exclalmed in ai
loud whilsper, "There's a falry in my box!" and proceeded to
try to caich hér. Unfortunately, she got‘away from the leader,
to the disappointment of the children, The leader then said
to the class, "If you could catch a fairy and she granted
you one wisgh, what would you wish for?" Every child had a
wlish to express and all were gilven a dﬁance to be heard,
Almost half of the children wanted money in varying amountg--
from "enough money to go to the World's Fair" to "six hundred
millién billion dollars.”" Several wanted a pony 6r a horse.,
One boy wished that he might catch the falry while another
wished for all the wishes in the world, Suddenly, Boy 11 got‘
out of hls chair and began to move toward the table in the
center of the room. "I see the fairy," he whispered; and

the children watched, transfixed. 4s the chlld crept closer
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to the table, the leader sensed that this incldent might
turn into trouble; so as the child was about to grab his
falry, the leader exclaimed, "She disappeared! Oh, that's
too bad." Boy 11 went back t6 his seat, disappointed.

But the incident, nevertheless, almost backfired, for the
falry was suddenly appearing everywhere in the room. The
three boys who chased the falry around the room were not
belng imaginative as Boy 11 had been, but were simply taking
advantage of an opportunity for loud, bolsterous play. The
leader ordered the three back to thelr seats and threatened
to end the session if order could not be kept. The boys sat
down. The class continued to express thelr wishes until
time ran out. The leader told them they had no more time,
but that she would be back again on Saturday to play with
them, "Did youw have a good time today?"

"Yegi" )

I"Gf:ocl-;'bye, now; see you Saturday.”

|"3[:'—3::13 " |

Mrs. Bronstad seemed delighted wlth the first class and
expressed the opinion that the chlldren had enjoyed 1t and
that the sesdsions would work out very well., The leader ex-
pressed her concern over the incident with the falry, but
Mrs, Bronstad told her that such outbursts are common in a
group given so much freedom and complimented the leader's
handling of the situation, The leader feels, however, that

1t probably would have been better to let Boy 11 catch the
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falry, make a wish, and let her go. That might have ended
the incldent,

Before leaving, the leader returned to her place before
the desk, lifted down her "box" and shoved it in a corner.
She told several of the childrén gtanding near her that if
they found anything else In the hox, they were welcome to
keep it. |

On the whole, the leader was very pleased with the
children's reaction to the first class. They had obviously
enjoyed 1%, as Mrs. Bronstad pointed out, and were eager for
more. The leader was most pleased by the participation;
every child had contributed something, even Girl 1, &
physically immature chlld, whom the leader had been concerned
about the first time she had seen the chilid, Mrs., Eronstad
told her that Girl 1 always particlpates.

The lezader was =2 bit disappointed that there héd been so
many repetitlions of the same idea, sucih as the colors of the
fans, the ponies and the monsters., This seems to point to a
lack of individuality. Mrs. Bronstad used these duplications
as an example of the class's lack of creativity, but told the
leader that each of thelr written compositions on the same
subject was always very different and imaginative. Perhaps
the chlldren allow themselves %o be too much influenced by
others' verbal comments, The next time a similar technique
is tried, each child will decide hls cholce before any are

heard. No duplicates wlll be accepted; if two are allke, the
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second child must offer g new choice,

Lesson II--June 6, 1964
Sister Mary Olive's Rhythmic Poems

Ag the leader entered the classroom, some of the children
waved and a few called "Hello." Boy 10, very near the
leader, whispered, "Oh,'boy, where's the box?"

Mrs, Bronstad ﬁas not present, nor had §he arrived by
the time the class was over. Walking into the center of
the square of desks, the leader asked, "How many of you
like parades?" All hands went up. "Have you ever seen
soldiers marching on parade?" Almost half of the class
had. "I know a poem about §6ldiers marching; would you
like to hear 1t%?" The class was eager to hear the poem, so
the leader tooklé position where all could see her and
recited, "The Grand 014 Duke of York," one of the recommended
poems from Sister Mary Olive's technigue of introducing boys
and girls to rhythmic activity.

"Would you like to march and be soldiers while I say the
poem égain?" The children wanted to march, so the leader
directed tﬁém all into the center of the square of desks and
formed a circle around the round table in the middle of the
square. The leader saw immediately that thls was a mistake;
the children were too many for the amount of space they had.
They had no room for anything more than moving in close rank
around the table., But the children were on thelr feet and

ready to move; there was no alternative but to proceed with



the lesson. The leader was so crowéed that she could not
move her arms for fear of hitting the children znd could
only take very small steps.

At the end of the first time sround, the leader called
the children's attention to the part'of the noem that called
for the men to march up ané then down a hill. The leader
asked how they could show this as they narched and Boy 6
suggested that they climb over some chairs and tables,.
"That's a good idea," said the léader, "hut we'd have to
move all tre fur-iture. How could we show it witheut using
any furaiture?®

"Like this,® said Boy 1C, as he msrched on his toes to
go up the hill and bent his knees tozgo down. "Yeah," said
several children, imifteting him.

"et's try it that way.," sz2id the leader, and sll wmarched
arourd the rocr zs Boy L0 had suggested. Seversl children
attempted to say a few lines of thé poem with thelleader.

The~leader was about to ask another question relating
to.the noem when she was interrupteé by g child saying, "iiss
Wise, let's imesgine like we did last time."! The nlea was
taken up by several others. The lesder was caught a little
off-guard by this‘request, but thought she could cuell the
tide of unintefest by changing the poem. M"iayhe you're
just'tired of this poem;™ she saic. "Let's see 1if we can
keep time by moving to another poem. Has asnyone ever heard

of Christopher Achin?" All hands went up. "Who is hel"
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"He's a boy," saild Boy 4, "a boy in a book."

I.'R:'t.ghti" ansﬁered the leadér, "And here's a-poem about
nim." She then recited the poenm, "Hoppity."

Mhat was Christopher Robin d&ing that'annoye& his father
g0 much?"

"Hopping."

“Running.ﬁ

*Nb, skipﬁing; it's a skipping poem.”

t"W’ell,,le*l:‘s skip and find out if it's a skipping poem,"
sald fhe leader. The children skipped around the room while_
the leader recited the poem for them. Several of the girls
sat 1t out; they seemed tlred and uninterested.

After the first round, the children asked, "We domn't
have to skip if we don't want to, do we? Can't we hop?t"

"or trot?" | | | “

"In1g timé," sald the leader, "Everyone move the way
the pdem nakes him want to move," ind they tried 1t agaln,
some hopplng, some skipping, somé trotiling and some inventing
their own combinations of mdvement; Several more of the
girls sat down., The leader declded 1t was time for another
change so moved on to the next poem. "Who found the rabbit

in his box the last time we met?"

" t 1

" dld!"™ ind Boy 4 was pushed forward to the leader.
“Then-you'll especlally like this next poem. This is the

way it goes.," (Bric Mobbs' "There Once Was a Rabbit" 1s not
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on Sister Mary Olive's list, but she has expressed the
opinion that 1t is rich in rhythmlic suggestlion and is a good
choice for such use.)

"I like that one," sald several of the children, "Let's
be rabbits." So they pretended to be rabbits and hoppéd to
the rhythm of the poem.

"What does the poem tell us we could do besides just
hop?".

"oyitoh our noses!®

“Let's try twitchiﬁg our noses to see if we're any good
at being rabbits," 41l tried 1t and the class singled out
the best twitcher;

" !"  Iooking around the class, the chlldren had
indicéted Girl 14.

"Show us," the leader asked Girl 14, and the child, who
had béen sittiﬁg out the activitles for some time, twitched
her nose, seemingly bored by her new accomplishment.

The chlldren tried the poem again, hopping and twltching
their noses. At one point in the activiiies, the leader
looked down to notice that Girl 1 had taken her hand and was
standing beslde her watching the others., The leader lightly
slipped her hand away and moved to a new location.

Afterwards the leader got suggestions from the children
about what else they could be doing as rabbits, Most of the
suggestions came in the form of eatling: carrots, lettuce,
celery, radishes., But before they started the poem again, the

leader heard pleas from the chilildren, mostly from the girls:
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"Let's imagine, Please, Miss Wise, let's imagine,"
. S0 the leader sent the children back 1o their‘seats and
asked one of the boys to get her "box" for her, He brought
it and set 1t dowm; but before thé leéder could start a
guessing period, almost every girl in the class had caught a
falry and vas eager to describe her, As the girls brought
thelr closed fists to the leader and described the falries,
they were lnstructed to make their wishes and let the fairies
go so as not to anger them, The falrles ranged from one in
a pink nightgown to a beautiful blue~greento one with =
falry baby and, of course, one with twins. A4s the wisghes
were being told, time ranm out and the leader said good~bye
to the class.

Because of the lack of interest, the leader felt it
would be wlser to spend no more time on physical activity,
but to turn to a technique which stresses Imagination and
mental activity.

The leader also noted her mistsake in misjudging the
amount of space avallable in which to work., She will not
call all the children to thelr feet agaln as the guarters are
much too close. When it is intended for the entire class to
partlcipate, 1t wlll be divided in half or smaller groups

and each group will perform while the others watch,

Legson III-~June 9, 1964
Pamels Prince Walker's Concentration and the Five Senses

Mrs, Bronstad was having a conference with one child's
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varents when the leader arrived so she retired to a coraner to
study her lesson plan, but was told by several of the children
that she was standing in the "box;" the leader quickly
changed her posltion. | |

At the start of the class, the leader told the children,
"You told me last time you wanted to imagine; well today
we're going to do something that requires both imagination
and concentration., Who knows what concentration is?"

"It's when you concentrate hard," said Boy 2. “

EI’Ri’t.ght. But what does the word éoncent;atg megn?“

Girl 6 volunteered, ﬁDoesn't it mean to think ver§ hard?"

"Very good, .. Who has ever concentrated so hard"
on & book that when Mother called, he didn't even hear?"

"I have!" | :

"T do 1t all the time,"” saild Girl 9, almost apologetically.

"That's real concentraﬁion," said the leader, "Why do
you thirnk it's important for an éetor in a play to céncentrate
on his part?"

"So he %on't forget his lines."

"So he'll know where he is in the play,"

1r“Ver;y’ good., Those are important reasoné for concentration.
Here'é another.,'" Demonstrating with her body, the leader
said, "Suppose én actor 1s playing 2 little old man, all bent
over aﬁd crippled. If he doesn't concentrate on his part and

stralghtens up and forgets to limp, will the audience believe

him?"
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"NO£ it
"Is 1t important for the actor with few lines o con-
centrate just ag hard?"

“YBS.“ B

Boy 10 =added, "You don't always look at just who's talk-
ing; you look at the other people, too; and if they're not
interested in vhat's golng on, you don't believe anymore,”

"Excellent, __ , that's good for us to remember. Now

let's‘see how hard we can concentrate 1f we really try. Pick
some oObject and concentrate on it--look at it, touch it, even
taste it--but concentrate so hard you forget everything and
everyone in the room."

A moment's rustling took place whlle everyone selected
an object., Then the class began to settle into the task
assigned them., Girl 1 chose a plastic comb; Boy 2 and
Boy 10 had rubber halls; several of the girls chogse the small
vases of flowers on thelr desks; several took out rulers,

Boy 9 had a little tin box fuli of erasure crumbs. The
children were given a few minutes and a2 hush fell over the
class. Soon everyone was trylng to concentrate.

After a few minutes, the leader broke the silence and told
the children to put thelr objects away and out of sight. The
leader had to call to Girl 9 who was still rapt on her object
and seemed not to hear, "Now see how hard you can concentrate
to imagine that you are sﬁill seelng and touching your object,

though it isn't here at all.” Agaln silence, as the children
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tried to imaglne thelr objects. Girl 1 combed through her
halr with her Imaginary comb; Doy ¢ tasted his imaginary
erasure crumbs and Boy 2 bounced his imaginary ball.

"Wow let's concentrate so hard that we can see some~
thing‘that isn't there at all. It will take a lot of
imagination; but I'm sure you can do 1t.

"Through the open window you can see the late evening
sky aﬁd on the horizon the sun is setting all golden and
pink and rosy. Concentrate and it will be there. Now a
storm is coming; there's the first drop of rain. Now it's
really coming down; see the rain splash against the windows!"
(A moment's pause,} "Now the sky is clearing., It's night |
and the stars have coﬁe out, Oh, there's the moon! What kind

of moon do you see,

I

"4 crescent moon,'

"Mine's big and round and fat,"

"Mine's a full moon." |

ﬁVery good. Xeep cohcentrating. Way off in the night a
rockeﬁ ig about to be launched, When I tap my pencll on the
table it will go off."

"Wow! It was the Gemini:" sald Boy 10.

"Mine was a moon rocket and it hit the moon, ' said Boy 9.

“You're doing very well,"” said the leader, "ﬁow let's
move on to things to hear." Then the leader plaéed the children

all alone in a blg room in thelr imaglnations and gave then

suggestions of things to hear, She had to remind them
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severasl times not to be the sound, that 1s, go "ding dong"
when they heard a bell; but to listen in their ﬁinds and
hear the sound, When the leader suggested & gunshot, all
the chlildren Jumped simulteneously.

When the class moved on to feeling imaginary objects,
the children told the leader about the fur coats each one
felt,

"Mine's 1like a kitty," said Girl 1.

"iine's all sticky," sald Boy 11.

"Mine feels like & rabblt," from Girl 8.

Girl 10 told the leader thé plece of velvet she was feel-
ing was "white with pink polka-dots,"” just like the dress the
leader Wés wearing. |

"Mine's aqua.”

Miine's purplé." And, of course, the varlations of
coloréd polka-dots aﬁpeared again., The most vivid thing the
children felt was a plece of chewed bubble gum. Boy 2 got
his all over his face.

When they moved to things to smell, there was a vivid

"an

reaction to "a garbage pail,” and a fine reactlon to
apple pie coéking in the oveﬁ." Then the children Weré
allowed to taste the apple pie; then ice cream., "A spoonful
of medicine"” brought very good reactions from Boy'11 and

Gilrl 6 and they were asked to demonstrate to the class., Time
ran out and the leader sald good-bye.

The leader had an opportunity to discuss the preceding
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clags with Mrs. Bromnstad. The leader mentloned that Glrl 1
had stayed as close to her as possible and at times had
even taken her hand when the other children were participat-
ing as & group. Mrs, Bronstad assured the leader that the
¢hild was not starved for affection, but always showed
similar attentions toward all adults. Mrs. Bronstad suggested
that the leader simply give her a2 pat on the shoulder and
tell her to join the others.

Mrs. Brounstad and the leader talked about the apparent
lack of interest in the physical actlvity on the part of the
girls., UMrs. Bronstad assured the leader thait Ilnterest would
improve when the girls' afternoon day-camp was concluded,

They were tired out after such vigorous activity every
afternoon.

Mrs, Bronstad told ithe leader in addition that the
chidren looked forward to her comlng because she had succeeded
in keeping thelr interest aroused. She complemented the
leader on the preparatlon and handling of her classes and
added that the children were delighted with the dress the

leader was wearing=--white with pink polka-dotis.

Lesson IV-~June 11, 1964
Geraldine Siks' Riddles and Rhymes
"Boys and girls,"” said the leader, "I've been thinking
about'something I've élways wanted to leérn to do, but never

told anyone about:
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I have s secret, I1'1ll share with you.
If you guess, it's your secret too."

Then the leader pantomimed opening ﬁhree tubes of olil
paint, being careful to screw off the caps, squeege out the
paint and replace the caps. She selected an lmaginary paint
brush, posed a model (Boy 38) dipped her brush into the palnt;
and looking from the model to her ilmaglnary canvas, began to
paint,

"Painting, palntingl” yelled the exclted class.

"You guessed my secrét," gaid the leader, "and now you'll
21l have an opportunity to share your secrets.”

Mrst the class dlscussed the leader's pantomime, step
by step, so that everyone understood the details she had in-
cluded. Then she gave the children an opporiuniiy to con-
centrate so as to plek a secret to show the others. Taey
were told that no two could be alike; 1f someone else had
selected the same thing, the next child must pick a new secret
or show the same thing in a different way.

Before the explanatory remaris were Ifinished, nearly
half of the class were begglng to be first, The children, 1in
order of appearance before the class, and thelr pantomines,
were as follows:

Boy 11=-covboy

Girl 13--ballet dancer

Boy 4--fishing

Girl 7~=-training bears

Boy 2==-playing monopoly
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Boy 10~~driving a caxr

Girl 3~~gewing by hand

Girl 6=-diving and swimming

Boy T==fireman

Girl 4--insect collector

Boy S==chemist

Girl 5-=-giving a party

Boy 3~-service man

Girl Z2=--teacher

Girl 14--~cooking

Glrl {=--nurse

Boy 5--alrplane plloi

Girl 11=--gewing on machine

Girl 10--florist

Boy 6--driving a race car (Boy 6 had been 11l for the

first part of the class and had not seen Boy 10's

pantomime, so was allowed this duplicatlon.)

Boy 9==carpenter

Dvery child in the class had something to share except
Boy 1. This was his first attendance at a creative dramatics
class ag he had been 111l for some time. Boy 1 was asked io
think of something he could share with the class the next time,
Girl 9, the twenty-fifth student, was ill.

Several chlldren asked for two turns, but time did not
pernit. Boy 10 asked if he and Boy 4 might do a pantomime

together and were promised that next time they would be given
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a chance., Time had run out before all the children had had
a turn, but Mrs, Bronstad gave them extra time because she
wanted all the children to have at least one chance.

Several of tihie pantomimes such as training bears,
collecting insects, giving a party, and being a florist
were discussed "to see how they could be made clearer to
us." Those chiidren were given a chance to do their panto-~
mimés better after they had been dlscussed,

The leader was dellighted with the response to this
class, The children were so eager to participate that the
entire period was spent on 1little pantomimes--the first part
of a five part lesson plan. Mrs, Bronstad, too, was thrilled:
and expressed her feelings to the leader after the class., She
told the lezder she was glad to see her help the children
wilth some of the finer polnts of their pantomimes--that they
needed more attention to detall, She pointed out Boy 4 in
particular.

45 the leader was about Lo leave, she was approached by

Girl 8. ™Miss Wise,'" she sald, "you sure can imagine good,"

Lesson V--June 13, 1964
Continuation of Lesson IV
Since the last lesson had been such a success, the leader
decided to let the children continue pantomiming for another
day. Hany had been eager to have a2 second chance,

Mrs,. Bronstad made 2 special point of letting the leader
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know that the children were very tired from their activities
of the previous day. But when the leader asked, all said
they were eager to pretend., The leader had promised several
a second turn and several more wanted to pantomime in pairs.
Boy 1, who did not participate last time, gave a detalled
pantomime of a coach glving a pep talk to his team, After
a few others had demonstrated for Girl 9 what was done the
lagt tlme, she used the whole room and many people in it to
show the many and varied dutles of a nurse., The leader
wag lnterested to see that many of the children were eager
to work in pairs and their pantomimes grew more lengthy as
the class progressed. 4t one point in the lesson, Girl 2's
mother came into the classroom and Mrs, Bronstad stopped the
leader momentarily to lntroduce them, IGirl 2's mother told
the leader that her daughter often mentioned the classes
wlth enthuslasm.
The children were allowed to prepare thelr pantomimes,
if they wished, before presenting them to the class. Although
all responded eagerly, it was obvious that they were very tired,
This class did not display a great deal of real organlization,
but the leader felt that the chlldren profited by it nevertheless.,
Seelng the children so eager to work btogether and pantomine,
she declded that the time was right to begin simple characterization.
Mrs. Bronstad told the leader after the class that
because the children were so tired, "It's been like pulling

teeth all day,"
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The leader was dellghted that Girl 2's mother had heard
of the creatlve dramatica classes through her daughter and
that she seemed so pleased with what was being done, Boy 7's
mother arrived at the end of the class for a conference with
Mrs, Bronstad and she, too, had been told by her son of the
classes, ©She also seemed pleased. and confided her hope
that the leader mlght be able 1to help her son overcome his
fear of "belng on display,” that is, of tallking before his
clags ané similar experienées.

After the class, Mrs, EBronstad told the leader that
Dr, Walter Casey, of the Unlverslity's Educatlon Department
had heard of the clasges and had requested that he be
allowed to make a video tape for use in the University's
Education Department. The leader asked Mrs. Bronstad to

convey her agreement to Dr. Casey.

Lesgson VIi--June 16, 1964
Pamela Prince Walker's Animal Characters

The children were introduced to animal characterization
by the use of questions from Pamela Prince Walker.

"Who has ever seen a person who looks like an animal--
perhaﬁs a2 bulldog?”

"I haveil .

"So have I!"

ﬁHave you efer seen a blg, tough person who walks about
with ﬁis arms hanging loose and his head out--like this?" The

leader demonstrated, walking about the room, "What animal does
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he resemble?"

"A mondéyf"

" apel"” |

&Good. ﬂow perhaps you have seen a little, timid lady
who fidgets wlth her pocket book all the time and tippy-toes
about, like this, jumping at her own shadow, What animal
does she resemble?"

"A squlrrel?“

") mouse!"

I chipmunﬂ‘”

“Very good, Xow let's be some animals. Everyone come
out aﬁd find a place where you'll have a lot of room." (The
children had moved their desks back along the walls before
class started.) "Don't look at anyone else during this
exercise. Conéenfrate on your own character. That's your
business and nothing else, Take your time; there ls no hurry.
Be sure you really are the animal--your movement, your actions,
your feeling inside.” The children came inte the center of
the room.and took positions around the table in the center.,

"First, you are a cat; how does the cat move? How does
she Wélk? Lie duwn? Sit% Eat? What are some haﬁits she
hag? Does she scratch herself? Does she lick her paws?“

.All of the chlldren tried on the animal characters as
they were suggested by the leader, Occasionally, when one

chlld was exceptlonally good as a particular animal, the leader

would stop the others to watch the one child demonstrate hils
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animal., Girl 2 was exceptlonally good as a mouse, Girl 9
ag a peacock, Boy 4 as a duck, and Boy 10 as a hen. Girl
12 was uausually good as a rabbit, but when called upon to
damonstraﬁe to the class, she blushed and refused to contlnue
while the others watched, The incident was ilmmediately dis-
missed by the leader and the children continued with other
animals untll the end of the perlod,

When the leader concluded the class, Ir. Walter Casey,
of the Education Department, was waltlng for her in order to
maize an appointment to discuss a video taping sesslon.

Later that afternoon, the leader met wlth Dr., Casey
and gave him the dates of the creative dramaticé classes
when the children would most actively be demonstrating the
creative dramatics procesg--the story dramatization days.

Dr, Casey explained that he wished %o have the video tape
for one of hls graduate courses which was concerned with
cereativity in the elementary classroon.

The leader told Dr. Casey that she was lnterested in
learning how he knew of her classes and how he decided to
ask‘fér a2 video tape of it. Dr, Casey explalned that he
makes several tapes of each class each year., He had consulted
Mrs. Bronstad in preparation for taping one of the second grade
sessions thils summer and Mrs. Bronstad suggested that he nake
a video tape of one of the creative dramatics classes. Ir,
Casey also pointed out that his elghit-year-old son was in the

creatlve dramatics class and had spoken of the class to him,
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Lesson VII--June 13, 1964
Continuation of Lesson VI

When the leader entered the classroom, Boy 10 turned in
his chair and sald to her, "Oh boy! What are we going to do
today?" |

ﬁﬁen class began, the previous lesson was contlnued,

"Bach of you choose an animal to act and tell us which
you héve chogen.,” One at a time, each child told what animal
he had chosen--all chose a different animal.

"How does the lion feel toward the kitten?” There was
much foaring, neowlng, bearing of teeth, and sﬁéwing of
claws among the stﬁdents.

"Thig is the relatlonship between the llon and the
kitteﬁ. What ls the relationshlp between the peacock and the
rattlesnake?” The children strutted and crowed, hissed and
slithered. :

"Wow, all of you are golng to make your way across the
room éo the trough on the other side where the food lles-=-
the kind of food you like best. Don't forget your relation-
shlp to the animals about you, Which animal will probably
reach the trough with the lease asmount of trouble?"

"The lioni" X

’-“i’he apel n

I"’.Db.e elepﬁantﬁ"

The room filled with animal noises as the children made

their way to the "food irough." They were allowed to continue
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the exercise for several minutes., The children became so
intent on thelr play that the leader had difficulty bringing
the exerclse o an end.

"Let's rest for a minute. Go to your seats for this
next éxercise. We are now goling to be people who are like
animals, instead of Jjust plaln animals. PFlrst, we will be
people who are like cats. Let's hear each of you say the
words, ‘Hello, how are you?' as you imagine a person like
a cat would say them," |

Fachh chilé who vélunteered was given a chance to &y to
speak as he thought the animal named by the leader might
speak., Girl 11 volunteered, but decided not to try when she
was called on~-the same happened with Girl 12, The children
had a chance %0 try several different animals before the
lesson continued.

"Animals have very different voices, just as people
have., Yow choose an animal (it may or may not be one we have
worked on), but don't tell anyone which one you have chosen.

"The room 1s now a train station. This table and chalr

are the ticket office. you come up and be the

s

ticket seller, This chair 1s the gum machine. This one is
the weighing machine., Thls row of desks 1s the walting roon.
"One by one you must come to the ticket office and pur-
chase.a ticket, then take your place in the waiting room %o
walt your train., All the time you will be a person lire the

animal you have chosen, You will walk on your two legs, but
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you will walk as your animal would--playfully, stealthily,
timidly, haughtlly. Vhen you ask for the ticket you will
speak 1n the volce your animal would use., Use your hands to
give the money to the ticket seller in the same way your
animal would use hils paws or claws. BStay in character even
when you silt in the waiting room or work the machines. You
will soon sense friends and enemies in those who are sitting
near you ln the train station. When the exercise is over,
we wlll guess each other's animals,"

The leader declded to do this éxercise one row at a
time so that the ofher children could observe more easlly
and to avoid the congestion problem of Lesson II,

Boy 4 sat down 1n the tlcket office and began to peel
an lmaginary banana., The children in his row came forward
to buy thelr tlckets, try the machines, a2nd hiss and growl and
flap at each other., Vhen all inm the row had had a chance,
the rest of the class tried to guess the animals, When the
animal was not obvious, the leader led the children in a
discussion of how the child could have 'shown us better,"

Time ran out before the other chil&ren had a chance'to
try the exercise, They were so disappointed that the leader
promised them that each would have =z chance to try 1t during
the next lesson. The children very obviously enjoyed this
lesson and were eager to spend more time on it. "Animal
Characters" does indeed seem an excellent way of introducing

children to characterization,
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Leggon VIII~=June 20, 1964
Continuation of Lesson VI

Boy 2 met the leader at the door of the classroom %o
tell her, "Oh, Miss Wise, the box is all messed up,"

"hat is it, .; vwhat happened?" |

“Somebody filled it with chewed bubbie gumi "

The leader began the clags by revieving the‘train station
situation for the children, She pointed out the ticket office,
the gum machine and the welghing machine,

"No, no," cried several of the children. "Thls 1s the

gun machine and that's the weighing machine!"

"Why can't we have a coke machine?" askéd one child,

“Yes, let's have a coke machine!"'échoed several others.

fhe leader placed another chair in the playling area and
indicated to the children that it was now the coke machine,

The class continued the traln statlon exercise being
people who were like animals, Many of the boys volunteered
for the key figure--the ticket seller. Boy 3's pantonminme
with the various machines grew so long that he had to be re-
mlnded that the others were waiting for thelr turns. The
children were so attentive to each other that *twice the leadexr
complimented the class on being such a good audience.

At one point the leader stopped the exercise to ask the

class 1f they had noticed what every single person had for-
gotten when he talked to the %ticket seller. The children thought

hard but could not come up with an answer. Perhaps it was
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outside their realm of experience., The leader explalined,
"When you buy a train ticket, you have to tell the ticket
éeller where you want to go; then he makes out a ticket
to that clty, tells you how much it will cost; you give him
the money and he gives you the ticket. You've all been pay-
ing for your tickets, but you never told the man where you
wanted to go."

The chilaren were careful to include this detall the
rest of the time., When Girl 14 declded she would go to
Paris, the other chlldren pointed out that this was a train
station and if she was golng to Paris, she should go to an
airport or take a boatl,.

When time ran out, the children were asked 1f they would
like to make a play next time.

Yesi"

"On, yes:"

Girl 7 asked, "Can we gilve it for somebody?"

"Ho, " sald theileader, "This play will be j’ﬁst for us--
our véry — |

After cléss, when the other children were taking thelr
mid-morning bresk, the leader notlced that Doy 10 was moving
about in the playing area. Boy 10's row had not participated
in playing the train station scene today as they had done so
during the previous lesson. As the leader watched, Boy 10 moved
to each of the three chalrs that had been designated the gum

machine, the welghing machine, and the coke machine, A4t each



chalr he stopped and wenit through an elaborate, detalled
pantomime, paying specizal attention to the colns he took
from his pocket, the slots the colns were lnserted into,
the levers, and the moving parts of the machines., A4s Boy
10 finished a pantomime at the coke machine, he glanced up
to see the leader watching him,

"Does that machine have Pepsi's?" she asked.

“Hope," replied Boy 10, "Just cokes."

The reéson for skipping Grace Stanisﬁreet's technlque
on solilogquies was to speed the children into story dramatizatlon
to accommodate Dr. Casey's video taping cameras. The leader
expressed her regret to Mrs, Bronstad on having to omlt this
technique., Mrs. Bronstad said that she herself had often
omltted material for the benefit of a taplng session and
agsured the leader that the benefits of belng video taped

would overshadow the disappointment of skipping one technique,

Lesson IX--June 23, 1964
Lease and Siks' Dramatizing Mother Goose
The leader reminded the children that she had promised
them that they could make a play. "I think we can make 2

" she sald, and began to recite

nlce lititle play from this poem,
the traditional nursery rhyme, "The Queen of Hearts."

As soon as she finlshed reéiting the nursery rhyme, hands
were waving 1n the alr and children were begging, Can I be

the Gueen?”

"Can I be the Knave?"
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"Let's talk about the rhyme first and plan how we are
going-to play 1t," sald the leader. She asked the class to
name the charactefs and printed them on the board as they
were called out., The children were puzzled about the spelling
of "knave' so the leader explained that the "K" was silent
and the word was pronounced, "nave." Then she asked for a
definitlon of the word, | |

"He's a sort of a bad guy,” replled Boy 4.

“Good, . Hé's & fellow who goes around not
doing-very many nice things. It could also mean a servant.,”

The leader asked the children to explain what the '
characters are like, After very good physical descriptions
were givén she sald, "Yes, that could be so; but what are
they like inside?"

"The Queen ié good and sweet and kind and she likes to
do things for people. That's why she's baking the tarts for
the King all by herself,”

"The King likes to éit on his throne and rule. He also
likes tarts,"

"The Knave isn't really all bad; it's just that the tarts
smelléd so good he couldn't help”himself."

"fxcellent," sald the leader, "Now who can tell us
what tarts are?” |

"They 're iike little ples," sald Boy 10.

Next the class reviewed thé story incldent by incident

80 that it would remaln clearly in thelr minds. Then the leader
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asked the class questlions about the way the story should be
played, "How will we know that the Queen is baking uarts?"

“She could say so while she was beking them., 'Mumnm,
these are going to be the best tarts I ever made."

"How will we know that she is baking them for the King?"

"She can say that, too. 'The King is really going to
like these,'"

"How could the Knave steal the tarts?"

ﬁHe could sneak 1n while she's washiﬁé her hands and take
them out of the oven."

"How would the Kﬁave know there were tarts baking and
how Wéuld he know where to look for them?"

"He could smell them and follow the smell to the oven, "

l"'He could watch her through the window while she made |
them, "

“Those are both good ldeas and ve can use them both,
How wéuld it be 1if the fnave watched through ithe window and
just couldn't resist it any longer when he smelled the tarts
baking?"

"0.K.,"

“Sure; we can do that,”

"How would the King know that the tarts were mlssing?"

"The Queen would %tell him," i

"How would she know the Knave took them?" There was a
slight pause while the children thought this over.

"How about if the Queen turned just in time to see the
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Knave run out with the taris?" This suggestion came from
Boy 10. |
"Is that all right with everyone?" asked the leader,
"Then thaet's the way we'll do it."
| How to glve the story a happf ending wasg also dlscussed,
Girl 2 sald, "The Xing and Queen can forgive the Znave
and not send him to prison.”
- "And they can all eat the tarts," +volunteered Boy 11,
MA11 right, who wants to be the Queen? the King? the
Knaveé" | |
ﬁést of the volunteers wanted to be the inave; even the
girls wanted a chance to play that choice roll. Girl 7 was
mogt Insistant szbout playling the Inave, but was told she
would have to wait her turn.
When Girl 11 played the Queen, she seemed exasperated
with the role and kept asking the leader, "What do I do
now " v
'The fifst playlingaf the story included a long chase
scene which the leader was on the point of bringing to an
end when Béy 11 {as the Xnave) tripped tc allow Boy 4 (as
the King) to catch him. The scene was done the same way by
all of tﬁe other players.
Once Girl 12 was called upon %o be the Queen because
her hand was raised, 'No, no: I don't want to!" she said.
"1 right," said"the leader, "You don'?® ha%e to." And

another child was eazslled on.
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Boy 7, who does not usually volunteer, ralised his hand
to play the Hing. He was called on to play tihat part.

After each playing, the chlldren were asked to tell
what was very good about the s&eﬁe and vhat things could be
made better next time.‘

Girl 11 was criticized for not stayling in character.
Girl 9 was complimented for her queeniy bearing. Boy 11 was
complimented on <the way he devisedlof‘letting the King catehn
him, Boy 10 was pralsed for his shifty, thlef-liize expression
and the way he‘burnéd his fingers on the hot tarts.

Boy 2 decided that the pléy needed another charscter=--
a servant to bring in fthe wine to drink with the tarts. He
was allowed to debus thé part and the class decided to keep
a servant in the play.

This lesson was hlghly successful; the children were
caught up in the spirit of playmaking and worked with vﬁgor

and concentratlion.

- Legsson X--dune 15, 1964
Winifred Ward's Drametlzing 2 Short Story
"I thought you might like to make another play today,"
sald %he leader as she began the class. |
| "Tegt"

ﬁWhicﬁ one are we going to do?"

' "Gan I be first?" i
The leader told éhe class the story of the "Three Billy

Goats Gruff" from Ward's Stories to Dramatize, pages 21-22,
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At the end of the story hands shot up and the children
begged to be called upon. They were reminded that the class
would flrst dlscuss the story and decide on the best way to
vlay it. The characters were first named and described as
to size, looks, and degree of "gruffness." The children
declded that the story would bégin in a méadow where the
three billy goats would decide to go up the mountain to
make themselves fat, Then each of the bllly goabs would
cross the bridge and encounter the troll with the biggest
billy goat getting rid of the menace of the troll, Finally,
the play would end with the three billy goats contentedly
eating from ithe bushes on the hillside,

"How can we show the bridge?" asked the leader,

"We can put some chairs togéﬁher. .« o

This was ilmmediately vetoed by the otﬁer children
because of the danger of walking on chairs which might slip
away

"We can draw it with chalk on the floor. It's all right;
Mrs. Bronstad lets us dravw on the floor all the time,"

After checking with Mrs, Bronstad, the leader acéepted the
proposal and appointed two boys to mark off the bridge on
the floor., It was declded that the troll would hide under
the table by the bridge.

The class volunteered Girl 1 to play the smallest billy

goat as she was the smallest child in the room. Girl 1 seemed

flattered and gladly consented.
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While the boys were marking off the floor, Girl 7 came
to the leader to ask 1f she might be the first to play the
troll. The leader consented. Girl 12 came up to the leader
while the others were still preparing the scene. "May I be
the second billy goat?" she asked timldly. v

"Of course, ) . 4And wouldn't you like to play the
troll‘later on?"

"Oh no," feplied Girl 12,

"Yery well, the second billy goat 1t is!" It should be
noted that Girl 12 had been called upon at least twice in the
past and had refused to participate. This was her first
act of voluntary particlpation.

Boy 2 suggested that someone was needed to make the
bridge noises as the billy goats crogssed it. He and Boy 11
and Boy O wWere assigned this role. ZIventually all the
children vwho were not in the scene participated by making
bridge nolses.

Girl 13, a child who was prone to develop headaches
during the nolsier sesslons, volunteered for the third billy
zoat and the scene was played for the first time,

When the scene was finished, Girl 7 criticized her fellow
actresses by saying that they took too long and didn't say

enough. The class went into an uproar. "It was your fault,

0

[

didn't give them enough time to say anything."

"That's right, ," agreed the leader, "If you
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expect the other actors ﬁo do thelr parts well, you have to
give them a chance to speak. Jour part was easy because every-
thing you sald was from the story; but the others were making
up some of thelr parts as they went along--they were belng
really creative. Thelr parts vere harder and they needed
more time than you gave them,' This explanatlon was given to
‘Girl 7 because she had a habiﬁ of being overly critical and

i

aggressive,

Girl 7 tried again after the story had been played a few
more times, '"The bridge noises stop too soon; they should
nake the nolses longer,"

"I gon't think so,ﬁ sald the leader; "I think they're
doinglvery well,"” | |

The children enjoved dramatizing this tale and were
disappointed when tlime ranm out.

Boy 2 improvised'some very good dialogue as the second
Pilly goat.

Again the class had fallen Into the spirit of plaimaking
and they were beglnning to learn important lessons in consiruc-

tive criticlsm,

Later that afternoon Ir. Casey called the leader's home
to tell her that the video taping had been set Tor Tuesday,

the thirtieth of June,
The leader had originally planned to spend another day

on ”“hree Billy Goats Gruff" but declded to introduce "Jack

and the Beanstalk® at the nett lesson so that the chlldren
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would be well into the story for the video taping.

Lesson XI--June 27, 1964
Winifred Ward's Dramatizing a Longer Story

"Welre going Lo be video taped on Tuesdsay, and I thought
you mighﬁ Tike to start now on the story we'll be doing then,"
The leader was holding a very conspilcuous copy of "Jack and
the Seamstalk” (A Rand McNally Glant Book, .Chicago, 1964)
and all the chlldren were eager 10 hear the story. This
time the leader read from the book, stoppling occaslonally to
show the pictures. The children sat at rapt attentlon as
the leader read %o them from the large story book. The
story reading occupled about half of the period. ihen 1%
was finished, hands were waving in the alr, ﬂThe children
were already volunteering for parts. "We must discuss the
story first and declde how e are goiné to play it," the
leader reminded the chilldren. |

As the children called out the characters 1n order, the
leader printed them on the board. ZIach was discussed con-
cerning motivatiﬁn and character, Then the children revleived
the story step by step. COccasionally the chlldren and the
leader would pause to discuss 1n detall such probléms as
climbing the beanstallk, Both Boy 11 and Boy 10 showed the
class how to pretend to climb a beanstalk without using any-
thing to climb on.

Some of the children suggested that they use tihe class's



92
puppet theatre for Jack's home, but the others rejected it
because the camera "can't see us in there.” The chlldren
decided to use the desks and tables for the oven and kettle
Jack hides under in the Giant's home. The problem of a
three dey's passage of time was discussed for some tlme,

Boy 2 who has always been the best in the class at dlalogue
came up with a solutlon the chilldren accepted. His solution
was in the dlalogue between Jack and his mother. Jack

simply says something like, "It's been three days now since I
stole the hen from the Glant. o o"

"Gow can we show that when Jack steps off the beanstalk,
he is in the sky?" asked the leader. The question was
answered by elabofate cloud walking by Boy 10 and more
suggestions for dialogue from Boy 2.

"Since this is a longer story," said the leader, "we're
going to work on 1t for three days or more. How can we divlde
the story into three parts so ve can work on one part each
day?’

' Boy 2 spoke up Ffirst and pointed out the two logical
dividing points--after the beanstalk grows and after Jack's
first escape from the Gliant.

When time ran out the children discovered that they had
spent the whole period discussing the story and had not gotten
around to playing. T¥When the other children went for thelr mid-

morning snacks, Girl 1 ceme to the leader to tell her that

the fairy in the story should be played by a small girl, (Girl 1
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is the smallest girl in the class.) Boy 7 came to the leader
to tell her he thought he wouldn't be in class on Tuesday
for the video taping. The leader expressed her regret.
"You'd make & good Giant," she told the shy child.

The leader feels that this discussion was very valuable
to the children's understanding of the creativity and co-

operation involved in playmaking.

Lesgon XII-~June 29, 1964
Continuation of Lesson XL
After reviewing the reasomns for working on the story one
part at a time, the leader asked Boy 2 to tell ithe class once
more where the first part should end. Boy 2 answered, "When
Jack steps off the beanstalk lnto the sy o™
Mho are the characters in just the flrst part of the
story?" asked the leader. when the characters vere again
printéd on the board the leader reviewed some of the technigues
for playing the children had worked out.
"Where dld we say Jack's house would be?"
"Over there in the corner.” |
"ind vhere will Jack meet the 1ittle old bean man?”
"In that corner,” |
"Where will Jack get the cow?"
"From +the barn, there beside %he house."
"Phen Jack would talke the cow from the barn, bring her
through the house like this and meel the man over there?"

"Wo. dJack's mother wouldn't let him bring the cow through
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the house."
"Then how will we do 1t?"
"He could btake the cow éround the room the other way,"

"No, he can't,"

said Boy 11, "Don't you remember? This
side of the room is the sky, that side's earth," |

"Well, what shall ve do?" probded thé leader.

There was a pause whilelfhe children conslildered the
problem,

"Why not put the barn on the other side of the house?”
asked.Boy 11 finally. |

"Good idea, __ " sald the leader, "Does anyone
else have a better idea?"

Xo one had a bettef idea so 1t was decided to put the
barn on the other side of the house.

"Did we declde last time where the beanstalk would grow?"
asked the leader. |

"Here beside the house,"

"How do the beans get theret?"

"Jack's mother throws them oﬁt the vindow and that's
where they land,"

"A1l right, who wants to be Jack?" The parts were assigned
and the first playing began. |

Boy 4 did an excellent Job as the first Jack and beamed
when complemented by the leader., The children criticiged Boy &

as the 0ld man for not saying anything more than, "I'll trade

you these beans for that cow,'" The children seemed to be getiing
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more dlalogue consclous and were becomlng better at it. Boy 8
falled to stop Boy 4 and the cow the first time they passed
and Boy 4 continued walking about.the room until he ended up
back in the house area, "I thought you were golng to sell
that cow at the falr," said Girl 2 as the mother,

"I took the wrong turn, " replied Jack, sheepishly.

E“W‘ell, get that cow out of my house!" shrieked the mother.

The leader feels that the materlal ié at last beginning
to reach Boy 4. He iz no longer as defensive when criticlzed
and works harder at concentrating on the job he is doing,

Boy 2 dld his usual good job of dialogue tvhen he played
Jack, and graclously accepted the compliment when the leader
polnted out to the class thait he had alvays been good at it,

The leader was pleased to notice that Girl 12 volunteered
for a part again ftoday. ©She played the mother and did a very
good job of it, Her self-consclousness 1s beginning to drop
away.

Boy 6 was criticlized by the class for talking and "acting
silly" when he pleyed the cow. "This cow can't talk,"

"Remember that, »" cautloned the leader, 'You
have & tendency to talk when you shouldn't," |

Boy 3 began his characterization of thé old man by wise-
cracking %o the class, The leader stopped him, "Aren't you
the one who told 'Boy 6' he shouldn't act silly?“ After this

remark, Boy 3 dld a very good characterization of the old man,

Shy Boy 7 played the old man, too, and was the first to
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come up with some good "old man" dialogue such as, "Hey
there, Sonny." He beamed at the leader's compliment and
made a special point of telling her after class that he
would be there for the video taping after all,

Critical Girl 7 was the last to play the o0ld man and
monopollzed the scene by improvising meaningless conversatlon
with Jack. "She talked a lot," sald the children, "but it
didn't help the story any." | |

Boy 10 was a good Jack, doing the part mostly in pantomime,

The leader felt that valuable lessons were learned in
characterization and eveun more Important in constructive
criticism.

Mrs, Bronstad complimented the leader after class on
being able to moilivate the children so well when they were
so tired. "You'll have a good wideo taping tomorrow," she

assured the leader. "Don't be nervous.,"

Lesson XIlI--June 30, 1964
Continuation of Lesson XI
The leader arrived 1in class to discover that video taping

was a very different experience from what she had expected,
JOr. Casey was there along with two technicians., 4 small
camera on a moveable tripod was set up along with two micro-
phones., Cables almost covered one end of the room. There was
one monltor turned so that the camera man could see it and,
unfortunately, some of the boys could see it, too.

A conslderable amount of time was spent in adjusting the
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camera and microphones, but the leader was at last given the
word to begln the class.

"Where does the second part of 'Jack and the Beanstalk'
beginf" she wanted to know. Boy 2 responded giving in his
answef‘a brief summary of the second part of the story.

"Who are the characters in the second part?"

The characters were checked off on the blacﬁboard list
ag they were called out.

The quesilons concerning the technical difficultlies of
this scene had already been resolved so volunteers were
called upon and the scene was begun,

The leader's first tendency was to call upon those
children who she knew would present a good scene before the
camera; but out of fairness, the first two Jacks to play
were the two boys who had not gotten to play Jack the day
before, The first playing was poor, the second, better, and
the third was excellent. Unforiunately, the camera had run
out of ftape by the time the third playing was reached.

After the first playing, critical Girl 7 complained that
the falry had stood right in front of her so that she couldn't
see the rest of the scene., "I'm sure she didn't mean to,"
replied the leader, "She waé interested in the scene, toé,
and didn't realize shé vas standing in front of you." The
leader learned later that Mrs, Bronstad told Girl 7 it was too
bad that the camera had caught her tattling., Girl 7's tattling

and critlcism marikedly decreased from that time,



98

Some of the problems discussed before the camera iere:

"Where does the falry come from and return to?"

”Who can make the sound of Jack blowing his horn?"

"Where does the cook get the hen?"

"Does the hen msake any kind of sound as 1t lays golden
eggs?“

'“What i1z the glant eating and how does he eat?"

ALl of the previous mothers had swept the housé while
Jack wag away; Girl 1 did an excellent pantomime of seritbbing
the floor and was complimented on her originality,

Boy 5 registered much fear and trembling on seeing and
hearing the glant,

Boy 2 as the giapt ate with his hands and fell asleep
across the table.

By the time the class was brought to a close, the
techniclans had packed thelr camers, monitor, microphones,
‘cables, and equipment and had lef:.

The experience before the cameras had brought out a
great deai'of self~conscioué, "e1lly" playing, but the
children let none of 1t slip by. This would indicate to the
leader that the class 7as begimning to set standards for
thelr playmaking and each was holding the others to the

standard.

Lesson XIV-~July 2, 1964
Continuation of Lesson XI

Ifhe playlng of the third part of the story followed much
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the same form as the other two parts had taken, with one
exception, The children were concerned about what Jack would
do with the golden eggs when he got home., He and his mother
had no money and no food so the obvious thing to do was sell
some of the golden ezgs and buy some food. This introduced
another character into the story, that of the shop-keeper.
In response %o the question, "Where will the store be?"

Boy 3 replied that 1t could bé there beside the piano;‘

"And the piano bench can be the counter," he sald,
positioning the bench, Boy 3 was chosen to bé the first
shop-keeper.

During the pleying, such problems as the following
were dlscussed:

"How will we show a disgulse?"

l."n?here does the shop-ikeeper éét the money he gives Jacik
for the eggs?”

"There dées the shop~keeper keep the food in the store
and what items does Jack's mother ask for?"

"Is the harp kept in the same place éé the hen was?"

f.‘If vou were a harp, how ould you play?" |

fhe children learned today along with tﬁé leader that
the video taping had been a fallure due to difficuliles
with the camera.

The children played vigorously and well today; they

vere eagerly responding to the ldeaz of story dramatlzatlon,
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Legsson XV--duly 7, 1964
There was no creative dramatics legson today due to

the illness of the author.

Tesgon XVI-~-July 9, 1964
Continuation of Lesson XI

The children dramatized "Jack and the Beanstalk" in
ite entirity. Some parts were prolonged and others ﬁere
shortened, but the play maintained its story line and forn
and the characters were the same,

The girls complained that the boys had all the good
parts, so girls were selected 1o play such parts as Jack,
the giant, and the store-keeper, which had become a favorlte
part for all.

Both Girl 9 and Girl 6 vere excellent as Jack and the
boys admitted that they had learned something from watchlng
the girls play Jack. Boy 1 was an excellent cow and the
first to moo audibly. Girl 3 as the fairy was the Ifirst to
remember to tell Jack everything that the story had indicated
she gald to him., Girl 14's characterization of the hen
pecame a favorite with the class,

In the niddle of the third playing, time ran out, so the
leader wrote down the names of the players and all made a
mental note of how far the scene had progressed.

ifter class, as the leader vas helplng the boys with =
construction project, she was asked by Boy 11, "Miss iise,

are you going to be our teacher next year?'
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"Mrs. Barlow lg the third grade teacher,” the leadexr
began-to explain, |

"o, no, I mean are you going to come back to teach
us soﬁe more creative dramatlcs?"

"I'm afraid not," replied tﬁe leader and she exzplained
that éhe zjould be teaéhing school in arother cilty.

“Ch," saild the child, He paused a second, then picked

up hils hemmer and rent back to work

Legson XVII--July 11, 1964
Conclusion

Before playing "Jack and the Beanstalk" for the last
tinme, the leadexr askéd the children if they.could thini: of
anything they had learned from creatlive dramatics wilch might
help them in other tTthings.

Boy 11 answered, "You fGaught us hoir to concentrate and
that helps me when I piay baseball.”

Bov 1 said. "We got exercise and that's alvays good for
yous " |

Girl 11, "Everything helps."

Girl 2, "o learned to imagine."

Girl 9, "We have to imagine lots of things, like
electriclsy and God.”

Boy 10, "It will help us 1f weever want %o be actors.”

Boy 3, "t vas fun,”

Boy 2, "It helps usyunderstand why come people do silly

things. "
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Girl 6, "It gives us the opportunity to share.”

Girl 10,‘""ﬁ helps us not to be so scared.” 7

After thié evaluation period the children feturned to
the suspended playing of "Jack and the Beanstalk." They
began where they had been'forced to gtop the previous day.
Girl 4 was an excellent singing harp and Girl 12 played the
cook, her biggest role, to the fullest of 1lts possibllities.

After the children had evaluasted this playing, there
vas time for playlng one last time,

Boy 11 was allowed bo play Jack since 1% vas his birth-
day. Boy O was given another chance at the 1ittle old man
and d4id his part exceptionally well, Glrl 7 was Iinally
allowed to play the glant, & part she had coveted for some
time., Boy 2 poritrayed a cet-nappling store-keeper.

After the final playing, children and leader sald good-
bye for the last time,

At the close of the six weelks' course in creative
dramatics certain conclusions were reached regarding the
effectiveness and value of each of the techniques used.
These conclusions along with a report on each child's
reaction to the course in creative dramatics will be related

in the following chapter,



CHAPTER V
COHCLUBSION

The concluslons reached on a study such as this thesis
has undertaken zre by nature based on lmpressions recelved
through observation of the subjects to vhom the creative
dramatics techniques have been applied. The author of this
thesls has depended, %o a great extent, on conferences with
Mrgs, Travis ¥, Bronstad, the teacher of the second grade
class where the techniques vrere put into practice, Hrs.
Bronstad's observations, comments, and conclusions are re=
corded as "Appendix B" of this thesis. Also helpful to the
author have been the éomments of the parents of the children,
and o a certaln extent, the comments of the children themselves.
The author concluded the six-weeks'session of creastive
dramatics classes with the impresslon thet the classes as a
whole had been successful., She felt, however, that much
greater results could have been obtalned had the classes covered
2 longer periocd of time--twelve iweelts, or nmuch better, still,
the nine months of the regular school term, The slix~irecks’
session made 1t necessary ito limit the number of technigques
used and in some instances to curtail and even omit some
technlques, Nevertheless, resulits have been achieved; and

those resultes will be recorded in this concluding chapter,.
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Evaluation of the Individual Techniques

Barbara McIntyre's "Box" Technigue

Barbara McIntyre's "Box " teéhni@ue wvas used in the first
class of creative dramatics faught at the North Texas State
University Laboratory School. It may be noted that every
child in the class participated in this session, even those
who were loath to take part in some of the other classes, I%
successfully lintroduced every child tc the use of creative
imagination and while the leader did not at that time stress
individuality, she became aware of the need for such emphasis
through the use of this technigue. The leader was able to
observe that while some of the children did indeed have
original ldeas, most copled the ideas of others in some form.

Because of the success of this technigue, the children
looked forvard to the succeeding classes and even seversasl
weeks later would occaslonally ask, "May we vlay with our
box today?" Even at the last lesson‘it Tag discovered that
this firsf‘class was stlll fresh in thelr memories. The
children referred to 1t as one of their favorite classes and
one child even told the leader on the last day about the
falry she had found in her box.

The technigue was simple and easy to use, 1t aroused the
interest of the children, and it gave the leader an inmedlate
over-all plcture of the class rith which she was to WO .

The leader would recommend this technique not only as an

excellent Introduction to creative dramatics, but also as a
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vehicle for such studlies as literature and creatlve wrilting.
Mrs, Bronstad told the leader that she intended to utilize

this technigque on the first day of clags in September,

Sigter Mary Olive's Rhythmic Activity
It may be recalled from the previous chapter that this

was not a pooular techunique, especlally with the girls.

Having previously seen this technique worlk successfully

with a different zroup of children, the leader‘must drax

the conclusion that the lack of interest was based on the cir-
cumstances surrounding the lntroduction of the technique,

The space, it may be remembered, was insufficlent to accommodate
the mumber of children in the class, The day was hot and

hunid and Mrs., Bronstad, the classroom teacher was not

present for the class. In the opinlon of the leader, the
bigzest factor contribuiting to the lack of interest was the
revious day's vigorous and tiring activities at the girls'
day-camp. In spite of the seeming tirelessness of children,
they camno? be expected to maintain interest in vigorous

physical activity for any length of time, esvecially if they
are tired to begin wlth., The day-camp had been in progress

for a week and =rould continue for another week. The girls

needed rest and relaxation instead of more physical activity.
From these observations, 1t 1is suggested that the creative
dramatics leader who uses this technigue be awvare of the other

activities in which the children are participating. If she
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knows her students, what they are dolng and have been doing,
she will be able to plan her classes with a greater avareness
of what the reactlons will be.

It 1s also suggested that the leadsr make sure there is
sufficient space to accommodate all studenis comfortably

before calling them to their feet to partlicipate as a bodye.

Pamela Prince Walker's Concentratiorn and the Five Senses
Mrs, Bronstad agrees with the leader in feeling that

this lesson was one of the most valuable taught durlng the
entire creative dramatics sesslon., Mrs., Bronstad atiributes
the children's increased abllity in math and sclence to the
ability to concentrate taught during the third lesson. She
gald that the abliliiy to visuallize numbers and processes in
thelr minds increased thelr understanding. The leader had
expected this technique to facilitate greater sikill in
pantomiming and characterization, but she had not expected

such a gliartling carry-over intoe the regular classroom sublects.

Mrs, Bronstad also indicated her intentlon of using this
technique with her next group of second-graders,

Although the children seemed to enjoy the class the
day concentration was stressed, at the end of the sixz-eeks'
sesslon 1t vas not mentioned as one of the favorite classes,
Perhaps this would indicate that sometimes less popular
technlques are nevertheless valuable,

Because of the carry-over into the other classroom sub=-

jects, the leader would highly recommend this technique to
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elexentary teachers as well as to creative dramatics leaders,

geraldine Siks' Riddles and Bhymes

This technique of introducing pantomime proved to be
another favorite class for the children. =very child wanted
to participate and every one was glven the opportunity. rhe
leader feels that Mrs. Bronstad's willlingness to allow more
+time for this class so that all could participate was an
indicaiion of the wvalue she placed on the sharing of ldeas
through pantomime. 1% may be noted thai no duplications
were allowed in the pantomimes; the children elither had to
pick something else to pantomime or show the same thing in
a different way. <he only duplication came from &irl 12
who copied the idea of sewing from Girl 3.

On only the fourth day of creative dramatlcs classes,

every child except one was able io offer an eriginal lideas,

whereas four days before most had copied the ideas of others.
These immediate results seem to ilndicate not only vhe value
of the technigues used up to thls point, but the value of
creative dramatics in general.

Whereas five of Mrs. Siks' riddles and rhymes were
intended for use in this class, only one was actually used
because of the children's eagerness to participate agaln and
sgaln in the first one used. The guessing element ("Can you
zuess what I'm doing?") seemed to contrlbute a great deal <o
the general enthuslasim.

The leader would recommend this technique of pantomiming
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through mood-setting rhymes because of the spontaneous
creativity it demands from the children, Since only one
such rhyme was used, the leader would enjoy trying some
others at another time and with a different group to dis-

cover if similar results can be obtained.

‘Pamela Prince Walker's Animal Characters

Another highly successful techniqgue was the introduction

of characterization through the use of animal characters.

The children enjoyed tinls release all the more when they

were allowed to choose their own anlmals, It will be re-
membered that three days were spent on this technique, as

the children were reluctant to move on until all had had

a turn at playing *the railway statlon scene. 7The children
threw themselves into the pleying with great splrlt and tae
leader felt that much was accomplished in teaching the children
characierization., The skill.in playing and the incorpbration
of simple dialogue indicated to the leader the children's
readiness for the transition to dramatization.

Perhaps the use of Grace Stanistreet’'s soliloguy
technique at this time would have faclilitated the glve and
take of dilalogue in the dramatizations, but the loss of the
technlque was not felt by‘the leader and the chlldren were

able to improvise adesquate dlalogue durlng the dramatlzations.

Lease and Siks' Dramatizing Mother Goose

The use of Mother Goose was indeed discovered to be the
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excellent transition to dramatlzatlon 1t wés described to
ve by Ruth Lease and Geraldine Siks. The children were
eager to make a little play from the nursery rhyme presented
to them and did 2 very gzood job of it., Thils taste ol play-
malring helped the children to understand the problems to be
overcome in dramatizing; 1t added to their understandlng of
characterizing specific characters and helped them learn the
functions and values of dialogue., The children even had a
teste of constructive criticism and sav how it helped to
malze their »laying better, The children learned to solve
the technlecal problems of their playing as well as problems
of characterization, pantomime, and dlalogue., The children
enjoyed the class and looked forward to dramatlzing a real
sbory during the next class. The leader feelg that dramatlz-
ing Mother Googe zave the children a suffigient glimpse of
the problems involved in playmeking and made them eager to

atltack these problems.

Winifred Ward's framatizings Stories

The leader feels that one of the basic values of creative
dramatics lies in coastructlve criticism. This class and all
the succeeding classes lald great stress on constructive
criticism. Through this factor so basic to creative dramatics,
the children were able to see themselves as thelr classmates
saw them and In some instances constructive criticism was
responsible for correcting such soclally unacceptable bhehavior

ag tattling, talking out of turn, and monopolizing conversations.
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Another Imporitant result of story dramatlization ras the
children's creation of playing standards and values for
themselves, 2Zach child found that he must devote all his
energles into making the 1ittle play a success or face the
harsh criticism of his classmates., Zach learned that he must
do well or at least show that he was trying to do well on the
first turn, for if the others thought he might jeapordize
thelr play, they would not allow him a second chance.

Sharing fun and experlence was another lmportant lesson
for the children from story dramatlization, Once the leader
had set the rule that "everyone has 2 chance before we start
over agaln," every chiid held her to it, even to the point of
putting a child in a scene who had been absent for the read-
ing and ras not famillar with the story. The children in-
slsted on strict observance of this rule and some would even
glve up parts for = child whoe had not had a turn at playing.

Several children showed 2 marized iImprovement in
dialogue flow; pantomime became easier for the chilldren and
clearer to the observer. Several aggresive children showed
slgns of checking thelr aggressiveness; some shy children
began to emerge from thelr private worlds.

Furthermore, the chlldren learned to criticlze tacifully.

The observers always told first what was good about the play-
ing, then told how 1t could be made even better. The recipients
of the critlicism learned to take 1t impersonally without

launching a defensive attack; they learned to try harder next
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time for pralse instead of adverse critlcism.
Just how much of this change can be attributed to

normel growth and development and how much to creative
dramatics is difficult to say. 3ut it remains that changes
dld occur during the six weeks' creative dramatles course,
Some of the observable changes which occurred 1In the behavior
of the individual children will now be recorded, These

observatlions were made by the lesder and by lMrs. Bronstad,

Changes in Individual Behavlor

Boy 1=-~Thls child was a class favorite at the beglinning
and at the end of the six weeks'session, From the beglnning
he threw himgelf vigorously into the playing and tried hard
to do his best. This ig the child who remarked on the last
dey of class, "We got exercise and that's always good for
you." Boy 1 eﬁjoyed physical activity of all xinds. KHe
becaﬁe slightly bebtter at pantomlme and dlalogue creation
_during the slx weeks.

Boy 2-~-Although Boy 2 <ras always the best in the class
at dlialogue and got even better near the end of the eclasgg, he
would occasionally give a "s1llly" performance, His class-
mates put him down at leasf ﬁwicé for this sort of he-
havior and he eventually learned that there was a time and =z
place for being silly and it was not in a creatlve dramatics
class where the group censors bvehavior detrimental to itg
co-operative goals. Boy 2 remarked on the lest day of class,

"It helps us understand “hy some people do sllly things.,'" This



child overcame a certain amount of self~consclousness.

Boy 3--4 narked improvement was seen In this child
over the six weeks., ZProre to talk out of turn and too much,
he learned that his classmates would not tolerate it in a
group effort. Conscious ol lessons learned that might have
been harsh for him, the leader was gratified to heaxr him say
on the last day, "It was fun."

Boy 4~~Here is a child who learned an Ilmportant lesson
in constructive criticiem, In the first classes he would
not accept any form of criticlism. He would defend himself
in any wray he could, even by lying. IEventually he learned
that criticism helped him do hils Jjob better and, after all,
no c¢child was exempt from constructive criticlsm in the
creative dramatlcs class. MNrs, Broastad told the leader that
the discussion of Christopher Robin in the creaitlve dramatics
class helped Boy 4 select an A. 4. Milne book for his reading
progrem, IThis child had only recently learned to read.

Boy b~-Another clags favorlite, Boy 5 volunteered and
played from the beginning, No changes were observed in his
benavior,

Boy 6~-This child, often criticized for bveing silly,
showed no sign of change at the end of the classes. Unfortunaitely
he had been ebsent a great deszl.

Boy T7=-tWhlle not startling, a change was observed in this
child, BShy and almost complebtely withdrawn into himself, he

often drifted into daydreams toward the beginning of the classes.
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Towrard the end of +the classes, the leader observed that he
remained attentive to the activitles throughout the class
period. Year ithe end he also began to volunteer for parts
and often showed remariable sklill at Inventive dialoguea.
Usually he volunteered for smzller roles, probably to ilunsure
his adequacy. The leader feels that a longer course in
creative dramatics mizht have helped nim to a greater feellng
of adequacy.

Boy 8-~-=This child often volunteered and played parts
fairly ell, but was often reluctant to offer any criticlsem,
He soon learned that well-meaning constructive criticlsm has
no back~lash and began to offer his opinions.

Doy 9--Boy 9 often played parts bult seldom criticized;
little change was noviced in his behavior.

Boy 10--Boy 10 thirew himsell eagerly into every facet
of creative dramatlcs activities. He becane guite good at
pantomime and dialozgue and learned to be selective in his
eriticisms., He often volunteered suggestions vhen the class
planned the playing and occasionally found & solution when
the rest of the class was stumped. COreative by nature, this
ciild found a healthy and interesting outlet for his energles
and emotlions in creative dramailics. He always showved
obvious sizns of pleasure vhen the leader arrived Tor class.
ihls 1s the child who often kent playing after the class
had been recesged. His comment at the end of the sin reels

was, "It will help us if e ever vant to be actors.”
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Boy 11--This was another child who eagerly participated
from the beglmming. It 1s felt that creative dramatics was
an outlet for this child's creative talents. He found the
gsolutlions to playing difficultles more often than anyone
clge., I the leader could call any one child in the class
the "best" at creative dramatlcs, i1t would be Boy 11. EHe
Tas éble ﬁo eriticize and take criticism, He excelled in
dlalogue and panitonime., Fe could be ag happy with a small
role ag a larger one, although he more oftern volunteered for
the larger roles, It cannot be said that any of this as the
regult of creative dramatics; all this vep the manifestatlion
of a well-rounded, healthy personality. 2oy 11 himsgelf
told the leader vhat e had learned from creative dramatics:
"Tou teught us how to concentrate and that helps me when I
ﬁlay baseball,"

Girl 1--i‘physica11y immature child vho would rather
watelh than particlpate, Glrl 1 learned that there was 2 place
and a part for everyone In creative dramavics, When her
classmates volunteered her Tfor such parts as the mmallest
bllly goat and the litile falry, Girl {1 realized that she
could functlon in the soclety of her own age~-group, and
needed less and less contact with the security of the adult
leader.

Girl 2--The leader felt that this child possessed a
dramatlic instinet from the beginning of the class, Hever

self~-conscious, never hegltating to play any part, she fell
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easlily into the spirlt of creative dramatics. She remariked
on the last day, "We learned to imagine."

Girl BH-Whilé not remarkable, & chaﬁge vas observed in
this chlld, ©Shy and hesitant, she nevertheless varticlipated
in all the creaitive dramatics activitlezs., 3By the end of the
six weeks she had learned to hold her volce at an zudible
level and had become consglderably sikilled at inventive
dialogue.

Girl 4--This child played as regularly ag the others,
though perhaps not as vigorously. ILittle change was noticed
in her behavior.

Girl 5--Girl 5 is one chlld who notlceably ywas the

character instead of Jjust acting the character. She threw
herself into each part with great councentratlon and intent-
nesgs, <The leader feels that creative dramatlics afforded
Glrl © some sort of emotlonal release,

Girl 6--This child had a slight speech problem but
never geemed %o let it bother her, She was an eager
participator from the first and became quite gelective and
digscerning in the comments and criticism she offered the
class. On the last day Girl & told the leader that ecreative
dramatics "gives us the opportunity to share,”

Girl f——This was a child with socially uﬁacceptable
behavior., ©She was a tatiler and 2 conversation monopolizer.
Many times she suffered the adverse criticism of her clags-

matves, Often she tried retallation by critleizing insignificant
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oceurrences in the playing., iHer classmates never allowed
this and turned the criticism back upon her. Afiter the
thirteenth lesson when she discovered that the video
taping camera had caught her tatuling, this behavior
marxedly decreased. If the video taping accomplished nothing
else, 1t helped this chlld see herself as others see her.

Girl 8--Ihis child was a complete individualist, a
"lone wolf" so-to-speak. She ﬁarticipated as much as any
of +the othners but little change was observed 1ln her behavior.

Glrl 9--Thls chlld participated from the beglnnling but
always got a bad case of the glggles when performing before
the zroup. Hear the end of the six weeks she had learned *o
put hergelf into a part with coamplete concentration. The
leader feels thgt her self-consclousness wés completely overs
come, Lf nov in all things, in the creative dramatics class.
This 1s the child who remarked on the last day "We have to
imagine lots of things, like elecctricity and cod.”

Glrl 10=--Ifhis girl allowed herself Lo be almost completely
dominated by Girl 7. When she was in class she played
eaperly and well, but she was 11l nmuch of tihe semester, o
change was observed 1n her behavior, but she told the leader
on the last day "It helps us not to be so scared.”

Glrl 11~~At one time, thisg child had been exceedingly
selfish. Hrs. Eronstad was sble to correct most of thls fault.
ohe was crilticlized most often for not staying in charactier.

On the last day of class, the leader found Girl 11 willing to
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give up a part so that another child who had not had a turn
could play irn her place.

Girl 12--This child was excessively shy and often
refused to participate if the other chlildren would be
wasching only her. During the ninth lesson, she came to the
leader and asked to play a small part; later she began
volunteering and partlcipating as much as the others,

Girl 13--This child was sbruggling with a serious pro-
blem at home., HNot only was she attempiing to cope with a
new mother, she had to adjust to new brothers and sisters as
well, She was prone to develop headaches and nausea during
the nolsier creative dramatiecs sesslons, but the leader
noticed that her interest was stirred as soon as the class
entered story dramatlzation., After the nlinth lesson, she
never asked Lo be excused from class but remalned and played
as well and vigorously ag the others, Creatlive dramatics
afforded this child a badly needed emotional outlei.

Girl {4--This child often caused the leader concern
because she seemed bored and indifferent to the creatlve
dramatics classes,. t agaln when the class entered story
dramatization, her interest picked up, she volunteered and
participated, and her characterization of the hen in "Jack

and the Beanstalk" became 2 class favorite.

sunmmary
The purpose of this thesis iras o employ some of the

basic methods currently in practice in the teachlng of creative
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drematice, In a second grade class of the North Texas State
Unlverslity Laboratory School in Denton, Texas, and to record
the resulis,

The conclusiong drawvn from the class taught indicate
the value of creative dramatics as a group project. Creative
dramatics served as an emotional outlet, 1% provided the
children wwith a meansg of geli-expresslon, 1t stimulated the
children's imaginations and perheps nost important, creative
dramatics initiated growth in soclal understending and co-
operation among the chilldren, In addition, the children
learned to thinkk on their feet and to express ldeas ithout
fear, lot only dld the class progress as a group, bdut ine-
dividual signs of development were observed és wwell by beoth
the leader and the regular teacher,

‘o higher recommendation for creative dramatlcs in the
elementary school can he made than in the gtatement of the
professional second grade teacher, Mrs, Iravis M, Bronstad:
"I on asking the Drama Department to male this a part of
fheir program for us to have student teachers to wori in our
laboratory,"

This tﬁesis hag shoin the valuc of ceritaln creatlive
dramatics technigues to a group of individuwal second graders
and to each of the gecond graders to whom the techniques were
applied., Not only did creative dramatics prove its worth to

children as an art, 1t proved %to be 2 helpful teaching ald as

wiell,
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APPENDIX A
DAILY LESSON PLANS

Lesson Plan I--June 4, 1964
Barbara McIntyre's "Box" Technique
introduction.

4e How many of you boys and girls like toys and games
and playing after school?

B. How many of you like to pretend?

Ce If you like %o pretend, I've brought a surprise
that you might enjoy.

Barbara McIntyre's Dox lechnique,

A, Pind imaginery box and set on table,.
1+ Describe box.
2. Ixplaln that 1t contalns many different things.
3¢ HNotlce that each cihilld has his own imaglinary box
full of different things.
B, Pantomime taking imaginary things from box; children
try to guess what each 1s,
1. Cowboy hat,
2. ©Cowboy pistol.
3. Bilver flute.
a., 411 pretend to play flutes.
b, 4Asi: children for a Sune to play,.
c. All play tune.
4, Paper fan,
z, All pretend to have fans.
b. All describe fans,
Ce Hach child itakes something from his own box, pentonmlimes
it while others try to guess,
D. leader finds imaglinary falry in her own box, tries to
catch her; she gets away.
1e If you could catch a falry and she granted you one
wish, what vould you wish for?
2. All children degcribe wisghes,

119
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Lesson Plan IIi--June &, 1964

Sister Mery Olive's Raythmic Poems

L. Introduction

How many of you like parades?

Have any of you ever marched in a parade?

Have you seeun soldiers marchling?

I kknow a poer about soldlers marching; would you liie
to hear 1t?

Ii, Reclte "The Grand 0ld Duke of York."

Would you like to march while I say the poem again?
All march in a circle. :
How can we pretend to march up and down the hill?
A1l march again. ‘
Are we Torgetting anything that soldlers carry when
they march?

£11 march. -

II. "Hoppity."

A, Tet's see 1f we can keepr time by moving to a different
poen.,

B, Has anyone ever heard of Chrlstopher Robin? Vho is
he? I know a poem about Christopher ZRobin.

C. Recite "Hoppity."

D, How could re move to keep time to this poem?

., A1 skip. :

o Let's try it azain,

IV. "There Cnce Was a Rabbit."

e Who found the rapblt in hkis box the last time we met?

B, Hould you like to hear a poem about a rabbit?

C.e BHecite "There Once ha& a Rabbit,"

De Let's all pretend we're 1abbits and hop to the
rhythm of the poen.

E, ALl hop.

#o Hhat does the poem tell us we could do besides just
hop?

Go. ALl hop agaln.

Lesson Plan I7I--June G, 1964

Pemela Prince Walker's Concentraztion and the Five Sens

I. Introductlion.
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A, You told me last time you wanted to imagine; well,
today we're golng to do comething that requires
both imagination and concentration.

B, Who can tell me what concentration 1s?

Ce Vo has ever been so engrossed in a book, that when
Mother called, he didn't even hear?

D, Who has been that lost in his arithmeilc lesson?
E., Why do you suppose it 1s important for an actor to
concentrate on hls play when he is performing?

F. Do you think the actor who doesn't speak very much
in his role has to concentrate as hard as the one
with a longer part?

Concentration on & real object. Iet's see how hard we
can concentrate if we really try. Let's each bake an
object in the room and loock at 1t, feel it, smell it-~
or whatever we wart to do with it--but concentrate on
it so hard we forget everything else.

Concentration on an imaginary object. Now let's move
the objects awvay and see how well we can imagine them,
Pretend you are touching them again, and really seelng
them, though they aren't here at all,

The five senses.

4, Now let's concentrate so hard that we can really
see something that ilsn't here at all.
1. Sunset.
2, Black cloud appears.
2. Thunderstorm,
4, Tight,
5. Stars and noon.
&, Siyrociket.

. ¢lock 1n the next room striie six,
2. Dlstent music.

3. The faravay rumble of thunder.

4, A nearby clap of thunder.

—r
L
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5. The tramp of soldiers' feet and the blg band in a
parade come nearer and nearer, then go gathering

people in the sireet for a concert.
. 4 distant train whistle at night,
7o 4 sudden gunshot.

Ge TFeel,
1. 4 soft fur coat.
2. Velvet.

e 4 plece of chewed bubble gum held in the hand.
4, An lLce cube.

5. A pall of warm water,

5. 4 soft wind on 2 hilltop.

7. 4An icy winter wind,

e The sun on the beach in the summer.
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Smell.
1 4 rose.
2. 4 garbage pail.

%« An zpple ple cooking in the oven.
4, Gas belng put in a car.

Taste.

1. An apple ple.

2. ice cream.

3. 4 spoonful of medicine.

4o Coca-Cola,

Tesson IV--June 11, 1964

Geraldine Siks' Riddles and Rhymes

I. I've been wondering about something I would like to
learn to do, but I haven't told anyone yet,
"I have a secret; I'11 share with you,

if you guess, it

A,
Be

s your secret Loo."

Pantomime artist.
Children pantomime secrets.

{Remainder of lesson plan omitted because of student interest
in first part.)

L.

Lesson V-=-June 13, 1964

Continuation of ILesson IV

Lesson VI--June 16, 1964

 Pamela Prilnce Walker's Animal Characters

I, Introduction.

Who has ever seen a person who looks like an animal--
perhaps like a bulldog?

Have you ever seen a blg, tough person who walks
around with his arms hanging loose and his head out--
like this? What animal does he resemble?

Perhaps you have geen a little, timid lady who fidgets
with her pocket book 2ll the time--and tippy-toes
about, like thils, Jumping at her own shadow, What
anlmal does she resemble?

Up to now we have played ourselves, or our mothers or
fathers, Iow we will play some real characters.,

II, First, let's try to act the animals a2g they really are.
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Gveryone come out and kneel down on the floor. Don't
look at anyone else durlng this exercise. Concentrate
on your own character, That's your business, and nothing
else, Take your time; there i1s no hurry. Be sure you
really are the animal--your movement, your actions, your
feeling inside.

Ao Mirst, be a cat. How does the cat move? How does
she walk? ILie down? BSit? Eat? What are some
habits she hag? Does she scratch herself? Does she
lick her paws?

playful cocker spaniel puppye.

pecking, nosy hen.

long, slow rattlesnake.

chest-pounding gorilla,

strutting, proud peacock.

roaring lion.

timid mouse.

waddling duck.

sleepy turtle.

fast-hopping rabbit.

big, lazy cow,

. » o+ »
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Now each of you choose an animal to act and tell us which

you have chogsen.

A. How does the lion feel toward the puppy?

B, This is the relationship between the lion and the
puppy. What is the relationshlp between the peacock
andéd the ratilesnake?

C. TNow, 2ll of you are going to make your way across the

room to tihe trough on the other side where the food

lieg-~the kind of food you like., Don't forget your

relationship to the animals zabout you. Which animal
will probably reach the trough with the least amount
of trouble?

Let's rest for a minute., Stay right in your seats for
thls next exerclse., We wlll now be people who are like
animals, lnstead of just plain animals. First, we will
be people who are like cats. dJust stay where you are,
and let's hear each of you say the words, "Hello, how

are you?" as you imagine a cat would say them. {Repeated
for different animals,)

Apnimals have very different volces, just 2s people have.
Now choose an animal (it may or may not be one we have
worked on), but don't tell anyone which one you have
chosen, The room 1s now a train station. This table and
chalr are the tlcket office. ———s you come up and be
the ticket seller. Thisg chalr is the gum machine., This
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one 1s the welighlng machine. This row of desks is the
walting room. One by one you must come to the ticket
office and purchase a ticket, then take your place in
the walting room to awalt your train., A4ll the time you
will be 2 person like the animal you have chosen., You
will walk on your two legs, but you will walk as your
animal would--playfully, stealthily, timidly, haughtily.
When you advance to asi for the tlciet you will speak in
the volce your animal would--use your hands to gilve the
money to the ticket seller in the same way your animal
would use hls paws or claws. Stay in character even
when you sit in the walting room or work the machines.
Tou will soon sense friends and enemies in those who

are sltting near you in the train station. When the
exercise is over we will all guess each other's animals,

Legson VII--June 18, 1964

Continuation of Lesson Vi

Lesson VIII-~June 20, 1964

Continuation of ILesson Vi

Lesson IX--Jdune 23, 1964

Lease and 8iks' Dramatizing Mother Goose
Recite "The Queen of Hearts."
Who are the characters?
What 1s a knave?
What are the characters like?
Where does the story take place?
What is happening when the story begins?
What happens next?
lext?

How can we show that the Queen is baking tarts?
What are tarts?

How can we tell that the Queen is baking them for the .lng?

How could the Znave steal the tarts without the Queen
knowing 1t?

How would he know there were tarts beking and how would he
know where to look for them?



VII,

VIii,
IX.

Vi

VII.

VILL.

How would the {ing know that the tarts were missing?
How would he know the .nave took them?

How can we glive the story a happy endlng?

Play--Evaluate--Replay-~ivaluate.

lesson X--June 15, 1964
Winifred Ward's Dramatizing a Short Story

Tell story, "Three Billy Goats Gruff" from Ward's
Storles Lo Dramatize.

Who are the characters?

What is & troll?

What are the characters liie?

Where does the story take place?

Wnat is happening when the story begins?
What happens next?
Fext?

How will we know that the bllly goats must go up the
hillside to make themselves fat?

How can we show that the troll i1s under the bridge?

Do the first two bllly goats think thatl the troll will

really eat the last billy goat?

Play~-Evaluate-~Play--Lvaluate.

Lesgon XI--dune 27, 1964
Winifred Ward's Dramatizing a Longer Story
Read "Jack and %he Beanstalk,"
Who are the characters and what are they llke?
What igs the first thing that happens in the story?
What heppens next?

Hext?
Next?

Hosr can we divide the story so we can play it in three

paris.

125



Ve

Iz,

No crestive dramasics class on thils date due to illuess ol

How can we show Jack climbing the beanstalk? Blowing
his horn? How can we show the harp playling? etc.
Lesgson LII --June 29, 1964
Continuation of Lesson XTI
Review first part of "Jacik and the Beanstalk."

Play--ivaluate-~-Play--Lvaluate.

Lesgon XIii--dune 30, 1964
Continuation of ILesson LI
Review second part of "Jack and the Beanstalk."

Play--ivaluate~-~FPlay--Evaluate,

Legsson XIV-~July 2, 1964
Jontinuation of Lesson «1
Review third part of "Jack and the Beanstalk."

Flay-~.svaluate-~-Play--svaluste.

Lesson XV-~duly 7, 1964
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the

leader.
Lesson XVI--July 9, 1964
Continuation of lesson LI
I, Play all of "Jack and the Beanstalk."
I, GEvaluate--Flay--ILvaluate.
Lesson XVIl--July 10, 1964
I, Class evaluation of creative dramatics.
1I. Play "Jack and the Beanstali'--Ivaluate--Play--Ivaluate.



APPENDIX B
CREATIVE DRAMATICS I TH. SECOND GRADE!

Our second grade clagsroom ls conducive %o creativity.
The chlldren often plan puppet shows, dramatize stories,
role play and pantomime. They often respond to the music
for listening as it appeals %o thelr mood. The creatlve
writing is truly individual. The soclal studles reporis
are orlginal in presentation.

When Miss Susan Wise introduced creative dramatics
into our curriculum it captured all our interests and
continued to be a highlight of the day. As she stressed
the pover of councentration, it carried over into spelling,
math and even to baseball,

Imagination became one of the most fascinating areas,
Reports, reading, and creative writing became much more
exciting., 4s a teacher with no background in this area, I
realize that creative dramatics is a strong motivating factor
in learning.

lMany changes in behavior became very noticable as the
sessions continued., Several shy chlldren began to volunteer

and even beg for parts to play. COne aggressive chlid reallzed

IThis is a copy. The original ras hand written and
signed "Travis Bronstad."
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that he must have acceptable behavior in order to be chosen
for a leading part. This pattern contlamued in other areas
of the curriculum, One tattler saw herself as others did and
she really stopped. Two very nervous and insecure children
becane brave and daring as they made reports, ete. Their
parents vere very pleased with this change in interest as
wiell as in thelr behavioer.

Since I have no training in this area, 1 feel unable
to maire any criticism,

I am very pleased with lilss Susan Wise and thls
clagsroom actlvity. 1 feel that 1t has truly eunriched
our curriculum., I plan to continue 1t as part of the curri-
culum. in fact, I am planning to use the "Maglc Box" the
very first day of school this fall, I feel that creative
dramatics is therapy as well as educatlonal as 1t affords
a2 release that is healthy.

1 em agking the Drama Department to make this 2 part
of thelr program for us to have student teachers to work
in our laboratory.

(signed) Travis Bronstad

Teacher of second grade
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