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ABSTRACT 

This thesis explores links between the fields of 

literacy and drama in education for the elementary whole-

language classroom. In her transactional theory of reading, 

Louise Rosenblatt provides a theory regarding students' 

initial transactions with text and the exploration which 

occurs after the reading event. This thesis extends 

Rosenblatt1s theory into the uses of drama in this learning 

process. 

Marjorie Siegel propels the notion of transmediation in 

education. Teachers can encourage students to generate and 

express meanings gathered in reading across multiple sign 

systems. As a meeting place for many language-based and 

nonlinguistic sign systems, drama provides an ideal place for 

transmediation to occur. The study introduces several drama 

strategies advocated by Dorothy Heathcote, Brian Edmiston, 

David Booth, and others. Finally, this study introduces two 

drama systems, story drama and narrative theatre, to show how 

drama, when linked to the curriculum, can generate rich and 

layered learning experiences. 
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CHAPTER ONE 

INTRODUCTION 

In an elementary classroom, teachers introduce and 

facilitate activities that help students to construct 

meaning. Written texts have been a primary source used to 

facilitate this process of meaning making. Forms of written 

text include, but are not limited to, informational books, 

reference books, textbooks, novels, poetry, short stories, 

and picture books. 

According to Louise Rosenblatt's transactional theory of 

reading, information from chosen written texts must be 

filtered through a student's personal context for meanings to 

emerge. During the reading event, a unique transaction takes 

place between the reader and the potentials in the text. 

Rosenblatt seeks ways to ensure that the student has had 

sufficient opportunities to live through a text "before we 

hurry the young listener or reader into something called 

'response'" (Rosenblatt, "Literary" 15). Through reading, 

students gain new perspectives on themselves and their world 

(Short and Pierce, Talking vii). 

After the reading event, it is important to extend a 

reader's unique response into the social environment of the 

classroom. David Booth notes that while reading is an 

aesthetic experience, it is often completely private (Booth, 
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"Response" 79). Drama is one way to carry the private 

experience of reading a text into a series of contained, 

shared experiences. Cecily O'Neill and Pat Enciso summarize 

how drama creates a public forum for curriculum materials: 

Through drama, our students can develop 

relationships with curriculum materials, put their 

private understandings into public form, and give 

shape to ideas, responses, and attitudes which 

might otherwise remain private and unavailable for 

learning. (2) 

Negotiating meanings through drama can be a powerful way to 

facilitate a student's ability to make discoveries through 

social interactions with other readers. 

For several decades, Dorothy Heathcote has been a 

pioneer in developing ways to encourage learning through 

drama. She has influenced many contemporary drama theorists, 

including Gavin Bolton, Cecily O'Neill, Patrick Verriour, and 

Brian Edmiston. In her 'Mantle of the Expert' strategy, 

Heathcote works in and out of role, employs her theatrical 

expertise, and guides students through varied experiential 

frames. During a teaching session centered on the "Bronze 

Age," Heathcote weaves in and out of role while creating 

dramatic structures through which the students become 

artists, time travelers, community project leaders, and 

inanimate objects all within just one lesson (Bolton, Drama 

173-180). Heathcote's approach to drama in education is an 
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excellent example of many master-teachers of drama whose work 

may seem initially inaccessible because of its complexity, 

but can ultimately be very useful to teachers and students. 

In this study, I will introduce the idea that drama in 

education is a prism through which a teacher and students can 

generate an initial response to a text and/or extend these 

initial responses. Drama enhances many of the activities 

already occurring in the classroom (and familiar to teachers) 

including reading, writing, and classroom talk. The purpose 

of this study is to discover links between the fields of 

literacy and drama in education. Although the theories and 

the research conducted in each of these areas have existed 

independently until recently, the potential of the two fields 

to enhance each other is undeniable. This study will provide 

a theoretical base for both literacy and drama in education, 

and will attempt to find positive connections between the two 

fields by linking drama strategies and systems to learning in 

the classroom. I will not try to prove anything regarding 

expected or desired learning outcomes in this thesis. 

Rather, I view this document as an opportunity to seek useful 

connections between the fields of literacy and drama in 

education. 

In the following chapter, I will introduce the ideas of 

several theorists whose work relates to the potential uses of 

drama, beginning with Louise Rosenblatt's transactional 

theory of reading. Rosenblatt seeks opportunities for 
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readers to relive and extend their initial responses to text. 

Drama offers these opportunities and extends the personal 

aesthetic response to a text into a shared and communal 

experience. 

Drama provides a way to generate and communicate 

meanings that may not surface in other classroom strategies. 

Through drama, students can recognize and explore nonverbal, 

kinesthetic cues such as gestures and body movements. The 

power of drama is its ability to produce nonverbal cues which 

support verbal understandings or cues which create 

constructive anomalies, providing greater potentials for 

learning. 

In her study on semiotics and education, Marjorie Siegel 

notes the benefits in conveying the meanings acquired through 

reading within a "new expression plane" (Siegel, Reading 26). 

She calls the movement of knowledge from one sign-system (or 

"way of knowing") into another, "transmediation" (Siegel, 

Reading 25). In Chapter Two, I will also explore 

transmediation, but limit my focus to why moving between 

reading and drama offers particular benefits toward enhancing 

the learning process. 

In Chapter Three, I will provide a brief theoretical 

history of drama in education and introduce drama strategies 

that are particularly suited to generating understandings. 

The use of drama facilitates learning both during students' 

initial transactions with text and as they continue toward 
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evaluating and expanding their reponses. Leading theorists 

in the field of drama in education have introduced and/or 

elaborated many of the chosen strategies. The strategies 

have many potentials throughout a given curriculum. Drama 

specialists often use these strategies in drama classes, but 

I will explore the strategies as they facilitate learning 

across the curriculum. The purpose of this chapter is to 

show how teachers have structured drama in association with 

literature to promote an active response to written texts. 

In Chapter Four, I will introduce story drama and 

narrative theater, two drama systems that provide engaging 

ways to explore issues related to written texts. Story drama 

uses a text as a springboard for dramatic exploration. 

Students working in this system create dramatic situations 

based on the ideas generated during reading. In the 

narrative theater system, students generate a dramatic text. 

Written texts may be used in association with drama, but the 

drama being created by the students becomes the primary text, 

rather than a book they read. Those who have used these two 

systems provide an opportunity to see the uses of drama in 

generating rich and layered learning experiences. 

I will conclude this study by noting areas for future 

research for those interested in.using drama in the 

classroom. If the ultimate goal in the classroom is to 

negotiate as many interconnected meanings as possible from a 

variety of texts, I believe drama should become an accessible 
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sign system because of its dynamic quality. This study will 

not be complete. It is necessary for the interested teacher, 

especially the teacher interested in more complex drama 

structuring, to seek out classes and/or experiences that will 

enhance his/her ability to structure drama effectively. I 

hope, however, that this study will provide some initial 

ideas for those who have an interest in drama's powerful 

ability to create exciting learning contexts in the 

classroom. 
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CHAPTER 2 

READING AND RESPONSE 

General education is the process "of helping human 

beings to find essential meanings in life, through 

intellectual development, and through processes that imply 

feeling, conscience, and inspiration" (Booth, "Response" 85). 

Teachers seek ways to inspire their students to become active 

learners with a desire and ability to learn about and 

understand their world. Students think and mediate meanings 

through language. Language surrounds students every day, and 

teachers encourage students to use it as a way to create and 

communicate their understandings. For example, as 

repositories of language, written texts are used thoroughout 

the elementary curriculum, introducing students to language 

used by authors, and often encouraging students to use 

language themselves. It is important to note that language 

is not the only way students can generate understandings and 

communicate those understandings to others. However, the 

primacy of language, from its use in written texts to 

classroom discussion and talk, has promoted an extensive 

debate over its use and its potential manifestations. 

In this chapter, I would like to provide an argument for 

how drama can fit into a classroom that is using written 

texts as a source for classroom learning. I will begin this 
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chapter by introducing Louise Rosenblatt's transactional 

theory of reading. Rosenblatt provides a theory for how 

readers can approach a written text initially to generate 

unique and nonprescriptive understandings. 

After the initial reading event, teachers encourage 

students to discover and choose issues that interest them to 

explore further and/or evaluate. Many different sign 

systems, or ways of knowing, are available to students and 

teachers as they move toward extending their initial 

responses. Students use different sign systems to generate 

and share their initial connections with texts, and as a way 

to deepen these connections. In association with sign 

systems, I will note how transmediating understandings from 

one system to another yields exciting opportunities for 

learning. Finally, I will conclude this chapter by 

introducing drama as the meeting place for many sign systems. 

I will note how drama encourages the processes of discovery 

and understanding to occur. 

Transactional Theory 

For several decades, Louise Rosenblatt has studied the 

process by which readers arrive at an interpretation of 

written text. Her main interest has been to "discover the 

paths by which . . . students approached even a tentative 

first interpretation" of written texts (Reader 7). 

Rosenblatt has propelled the idea that a written text is less 

of an object than a potential. The reader gives selective 
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forms to the text. Rosenblatt argues that meaning evolves 

only from a fusion of the author's text and the reader's 

personality and experience. Unlike "transmission" models of 

education advocating a system in which information is poured 

from sources into the mind of a learner, the transactional 

model places the reader in an active stance with the text. 

As they construct the reading event, Rosenblatt notes 

the importance of allowing readers to fuse their personal 

ideas, feelings, associations, and attitudes that are being 

provoked during reading. During the reading, students forge 

a synthesis of sounds, rhythms, ideas, and images that form 

their unique interpretations. Rosenblatt calls the selective 

synthesis between a reader and a text a "poem." The 

following example will help explain this idea: A poet 

observes an object or event and filters that observation 

through his/her unique perspective to create a poem. The 

poet's background may include a political agenda, a love of 

the wilderness, an abusive past, or an interest in science. 

As the poet views an exterior object to write about, all the 

poet's "baggage" becomes part of the poem. Similarly, as we 

read, our initial responses and interpretations of text occur 

only as we fuse our memories, understandings, experiences, 

moods, and thoughts with the written text. 

The transactional model does not accept the notion of a 

single, correct interpretation of text. Because the 

transactional model considers the text an open system, 
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variations in interpretation, or different resulting poems, 

are expected and welcomed (Siegel, Reading 5). As they 

approach a text in the initial reading event, readers adopt a 

stance toward the text. Rosenblatt uses the terms "efferent" 

and "aesthetic" to describe how a reader may approach the 

text (Rosenblatt, Reader 23-25). 

Reader 1s Stance 

In a primarily efferent stance, the reader focuses on 

what will remain "as the residue after the reading, the 

information to be acquired, the logical solution . . . the 

actions to be carried out" (Rosenblatt, Reader 23). 

Generally, if the reader enters the reading event seeking 

specific information, he/she will approach the text more 

efferently. For example, in a reading of Little Red Riding 

Hood, the student may have an interest in violence in fairy 

tales and enter the reading event looking specifically for 

depictions of violence. In this example, the reader will 

adopt a more efferent stance to the text because s/he desires 

specific information. An efferent stance toward literature 

limits the learner's ability to fuse his/her own subjective 

background with ideas that the text may provoke, including 

random associations, personal connections, and intertextual 

connections in favor of adopting a stance that emphasizes 

seeking specific information. Because they focus on a 

singular task, an initial efferent stance toward a text also 

inhibits readers from gaining a sense of the entire story. 
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In an aesthetic stance toward text, the reader's concern 

is with whatever thoughts or impressions surface during the 

reading event. The reader consciously pays attention to 

associations, feelings, images, attitudes, and ideas aroused 

during the reading event. Specifically, "the reader's 

attention is centered directly on what he is living through 

during his relationship with that particular text" 

(Rosenblatt, Reader 25). In the example cited above from 

Little Red Riding Hood, the student adopting a primarily 

aesthetic stance will read the story without seeking specific 

information during the reading event, allowing a range of 

connections to occur. 

Rather than promoting "free fantasy," allowing all the 

random associations from the text to surface into 

consciousness, an aesthetic stance promotes a selective 

relationship with the text (Rosenblatt, Reader 176). When 

constructing their response-poem, readers select responses to 

the books they read based on a fusion of their own 

experiences and the text. Written texts do not have a 

singular essence, a determined theme, or an "appropriate" 

interpretation. In fact, a student's response may include 

hypothesizing why an author chose to portray a given issue in 

a certain way, and part of that response may be to generate 

responses that challenge the author's portrayal. 

When adopting an aesthetic stance, the reader 

experiences "much that in abstract terms would be meaningless 
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. . . and these vicarious experiences have at least something 

of the warmth and color and immediacy of life" (Rosenblatt, 

Literature 182). As I shall note later, one of the qualities 

of classroom drama is its ability to extend the vicarious 

experiences first generated in an aesthetic transaction 

between the reader and written text. 

Rosenblatt is careful not to place a value on an 

efferent or aesthetic stance toward reading, and recognizes 

the importance of both. A reader's stance toward a text 

depends on the approach and desired goal, and usually exists 

somewhere on a continuum between aesthetic and efferent. The 

adopted stance is never completely aesthetic or completely 

efferent. 

Rosenblatt does, however, stress the importance of 

allowing a "pleasurable, interesting experience" with text to 

occur ("Literary" 18). Her work has centered on aesthetic 

reading because, as she notes, we must "free . . . ourselves 

from the notion that the text dictates the stance" 

("Literary" 8). Although an aesthetic stance toward text 

does not focus on developing any one skill, by-products 

including reading and social skill enhancement can result. 

Isolated reading skills, when learned without a context, do 

not adequately facilitate learning (Squire 585). 

Communicating a fully developed idea is only possible when 

students interrelate subskills such as the ability to 

recognize a metaphor, understand vocabulary words, or 
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recognize the use of alliteration. Students apply learned 

skills to life situations to facilitate comprehension. For 

this reason, Rosenblatt initially encourages a primarily 

aesthetic stance because it allows a reader to draw on more 

of his/her "experiential matrix" in the reading process, 

allowing the "inner states, the kinesthetic tensions, the 

feelings" towards words to surface to give learned skills a 

relevant context ("Literary" 18). Rosenblatt summarizes the 

importance of context, stating, "Knowledge of literary forms 

is empty without an accompanying humanity" (Literature 52). 

A student's initial response to text, whether combines 

issues of language use, moods, images, or prior experiences 

related to reading. Teachers and students can consider any 

individual response that lacks depth or contains 

misunderstandings useful; when sharing this response to the 

text with the rest of the class, the reader may come to terms 

with why he/she responded initially in one way and why a 

change or expansion of that response, based on further 

reflection, other students' responses or comments, or new 

information may be necessary. 

David Booth, a drama specialist, supports the notion 

that a reading experience is as much about kinetic activity 

and association as it is about "more intellectualized 

approaches" ("Response" 87). While reading, students have, 

ideally, the opportunity to participate in the story, 

identify with the characters, and share their conflicts and 
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their feelings. Besides allowing students to respond to the 

story's sequence, Rosenblatt states reading also promotes 

emotive response. She notes how sensual reactions to the 

text are useful in the learning process, stating, "the child 

may listen to the sound, hear the tone of the narrative 

'voice1, evoke characters and actions, feel the quality of 

the event, without being able to analyze or name it" 

("Literary" 15). 

Words, while acting as symbols for something else, 

possess their own "sensuous quality" (Rosenblatt, Literature 

49). Rosenblatt emphasizes how less cognitive reactions to 

the text, such as the sound, rhythmic movement, and 

inflection of words, play an important part in the learning 

process. As I shall note later, drama also becomes an ideal 

way to carry the subjective "inner states" and kinetic 

emotions aroused by the text and participation within the 

text into the social environment of the classroom. 

In the transactional model, reading is an active event 

in which learners must construct knowledge for themselves. 

During the relationship with the text, the reader "achieves a 

certain objectivity through reflective self-awareness, 

understanding the relationship between what the reader has 

brought to the text and what the text offers" (Rosenblatt, 

Reader 174). Objectivity is important because it allows 

readers to recognize and identify how their unique 

perspectives will actively influence the ultimate response. 
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Although some texts offer greater potentials for an 

aesthetic reading than others, the level of evocation is 

dependent on the readers and their participation in the 

reading event. As students move toward deepening their 

initial responses to text, ways to encourage them to engage 

socially become vital to the learning process. 

Sharing and Expanding Initial Responses 

Louise Rosenblatt stresses the social nature of the 

aesthetic literary transaction. Both the reader and the text 

have social origins and social effects. According to 

Rosenblatt, the social aspect of reading is why literature 

moves us. Reading "taps into our social and personal 

conceptions of the world" (Literature 27). A transaction 

with a text should not be separate from the lives of the 

readers. Rather, it should become part of their lives and 

their various social spheres, including the classroom, home, 

and the playground. The transactional model suggests reading 

as it occurs in social and cultural settings. The new issue 

reading researchers have started to address in the last ten 

years is "use, that is, how textual meanings are constructed 

in the course of social action" (Siegel, Reading 3). Siegel 

criticizes reading models that view an individual's ability 

to acquire specific information from the text as the measure 

of understanding. Comprehension questions do not take into 

account the many possible interpretations of text. Any 

individual student1s response to text may not have anything 
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to do with the questions chosen to test comprehension. The 

transactional model restores reading and understanding to the 

"social sphere" (Siegel, Reading 3). It recognizes that 

reading is part of a child's social existence, and both 

reading and the child's social spheres naturally influence 

each other. 

A difference between the initial literary transaction 

and the sharing, discovery, and deepening of responses that 

occurs later is that the student carries his/her initial 

response-poem into the social framework of the classroom. 

Students have an opportunity to challenge and extend their 

original interpretations of text. To achieve the greatest 

potential for learning, the teacher and students must 

establish a receptive, trusting, and nonpressured atmosphere 

when generating responses to the text together, so 

participants feel welcome to share their understandings. 

After the initial literary transaction, forming a 

response is "a dynamic and ongoing experience of our 

transaction with the text" (Edmiston, "Going" 258). As 

students go on from the initial literary transaction, 

Rosenblatt stresses the importance of finding strategies that 

will allow them to "return to, relive, and savor" their 

initial response within the social network of the classroom 

("Literary" 20). Ensuring that an aesthetic experience has 

been lived-through should precede any form of response 

("Literary" 15). Teachers can introduce different strategies 
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that allow students to share their unique impressions from 

their reading experience. We must, as Rosenblatt notes, 

introduce strategies that will provide an "imaginative recall 

of the experience" for the students ("Literary" 21). Once 

teachers introduce strategies, students should be encouraged 

to use any strategies they wish to discover and share their 

impressions. 

Students have several options to provide this 

imaginative recall of their transaction with text. They can 

turn to discussion, music, visual art, writing, drama or any 

combination of methods to "flesh out" initial responses. 

Short and Kauffman note that when children begin a discussion 

of what they have read, their initial talk "is usually 

characterized by sharing and conversation rather than an 

indepth focus on a particular issue" (14). Students are 

encouraged to throw all of their different ideas and 

connections to the book onto the table, without necessarily 

concentrating on specific issues to explore in greater 

detail. 

After the reading event, many classroom discussions 

begin in conversation and a sharing of initial reactions to 

the text through discussion. Rosenblatt indicates that 

asking questions such as, "Did anything especially interest? 

annoy? puzzle? frighten? please? seem familiar? seem weird?" 

is one way to discover the issues the class wishes to explore 

("Literary" 22). Beyond exploratory conversation, students 
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share initial reactions to a text through strategies centered 

on talk, often facilitated by sketching, webbing, or writing. 

For example, students will sketch an image that the text 

provoked and share it with others, brainstorm questions the 

text has raised and then discuss them, or create an initial 

"story map" of the progression of a story and discuss the 

reasons for their choices to bring all the issues and 

concerns to the table (Harste, Short, and Burke 305-307) . 

These discussion strategies encourage and highlight each 

student's different responses to the text. 

The students' initial shared responses may create either 

a group consensus or indicate differences about each 

student's interpretation and understanding of the text. 

As students identify issues that they would like to extend, 

they can turn to a wide variety of strategies in different 

sign systems. 

While discussion strategies based on talk are very 

effective, I believe that there are also unique potentials in 

exploring text issues by entering into or playing around the 

world of a story through drama. Whether during the initial 

sharing or later when students expand their impressions and 

ideas, drama becomes a powerful medium for learning because 

it allows the participants to see from inside the story world 

through special eyes other than their own. 

Before I go on to the particular benefits to the 

classroom in selected drama strategies, it is beneficial to 
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provide a theoretical framework of how moving from one "way 

of knowing" to another, specifically, from reading to drama, 

provides unique opportunities for learning. 

Sign Systems 

Semiotics is a broad field of studies which examines how 

we, as human beings, create and give context to meanings in 

our world (Siegel, "Generative" 6). Central to semiotic 

theory is the notion that human beings construct 

understandings based on a relationship between an object and 

the way the individual and society represent it. Marjorie 

Siegel has used the theories of leading semioticians, 

including Umberto Eco and Charles Sanders Pierce, to explore 

how teachers create classroom environments where students 

construct and then deepen meanings. Like Rosenblatt's 

transactional theory, a semiotic approach to education sees 

learning as an active process that places demands on the 

learner to represent outside information through his/her 

personal and social contexts. 

As we construct meaning, we assign signs to represent 

objects to better understand them. Signs can be verbal, 

gestural, visual, and/or textual. Besides providing insights 

into objects, signs can also have inherent qualities of their 

own. For example, the sensuous quality of words or the 

textural nature of paint function on two levels: one to give 

insights to an idea or object, and another to be appreciated 

for its own particular quality. 
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Students use similar, recognizable signs within sign 

systems to both generate their conceptions and communicate 

them to a larger public. Kathy Short notes that sign systems 

are not specific disciplines, but rather "a way of 

constructing and communicating meaning within and across 

disciplines" ("Using" 9). Each sign system's ability to 

convey given meanings is dependent on a unique organizational 

structure, consisting of the kind of signs it uses to 

communicate. Reading and drama are sign systems that employ 

similar signs to convey meaning, but also rely on signs that 

are unique to each. Reading is a way to begin the process of 

discovering a relationship between our private conceptions 

and the information presented in a written text. Drama can 

extend this process. Like a book, a drama created in the 

classroom can also be a text source. Kathy Short has defined 

text as "any chunk of meaning that has unity and can be 

shared with others," rather than the traditional definition 

of text as meaning portrayed in written form 

("Intertextuality" 1). Thus, a drama constructed by the 

students and teacher may be a text. When I discuss Brian 

Edmiston's narrative theater system in Chapter Four, I will 

explore this notion. 

Reading is a private experience, and students can relate 

and interpret the understandings generated during reading 

through other, more social, communication systems. The 

different sign systems centered on classroom communication 
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have "varying potentials to express particular ideas" 

(Siegel, Reading 3). For example, a sign system centered on 

music may be better at generating and communicating rhythmic 

understandings than will a sign system centered on visual 

art. As students move from reading to response, Siegel has 

noted the benefits of layering the meanings generated in one 

sign system through the structures of another sign system 

("Generative" 13). The term for the movement between and 

among sign systems is transmediation. 

Transmediation 

Transmediation does not simply involve translating the 

meanings gained in one sign system to the boundaries of a new 

sign system. Since there are no ready-made ways to tell 

students how to make connections between two different sign 

systems, transmediation becomes a generative process. 

Students produce new understandings as ideas or impressions 

are transferred from one sign system to another (Siegel, 

"Generative" 18). If, for example, students mediate the 

understandings obtained during the reading event through a 

drama experience, the original understandings generated 

during the reading experience will have changed (Siegel, 

"Generative" 11). When a student returns to the text after a 

drama experience, the original reading event will have been 

expanded through the expression plane of drama. 

As students transmediate understandings between reading 

and drama, they will broaden their understandings either 
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through generating connections between the reading event and 

the drama event, or through creating useful anomalies between 

the two systems (Siegel, "Generative" 16). Siegel defines an 

anomoly as "an unexpected perceptual judgment" (Siegel, 

Reading 93). Anomalies function by motivating the learner to 

construct connections between conflicting conclusions that 

have surfaced during transmediation. If a student has made a 

discovery when reading but the discovery is challenged when 

transmediation to drama occurs, the reader will seek ways to 

assimilate previous understandings with the new information 

gained from the drama. For example, Brian Edmiston explored 

issues raised in The Green Book, by Jill Paton Walsh, with a 

special needs group of six boys, ages three to five 

(Edmiston, "Guardians" 9). The students became interested in 

the conflict between aliens and humans portrayed in the book. 

Before entering a drama, the teacher asked the students how 

they would react to the story's conflict. Each participant, 

when asked, said he could only use violence to solve the 

conflict. Edmiston created a dramatic text surrounding the 

story, giving the participants in the drama a character 

perspective of "Guardians of the Universe," to challenge the 

students to see the conflict from an outside expert's 

perspective (11). An alternate and elevated perspective 

allowed the students to find a peaceful conclusion to the 

issues that they raised in the book, a markedly different 

solution when compared to the one that surfaced in discussion 
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after their first reading. Through transmediation to drama, 

the students had the opportunity to explore a wider range of 

learning opportunities than those generated when the teacher 

initially read the story. 

Marjorie Siegel's work has focused on transmediating 

meanings from reading and writing to visual representations 

like sketching. Traditionally, many see the distinction 

between visual and verbal representation of ideas as one 

between "feeling" and "thought" (Siegel, "Generative" 8). 

The actual difference between the two communication systems 

involves the different forms each uses to represent meanings, 

and the unique benefits each has in representation. The 

books students read daily use signs centered in language, and 

use visual signs represented in illustrations. Short notes 

that language is only one of the forms used in thought 

("Using" 10). She has indicated that the emphasis on 

language in classrooms may be overvalued because nonverbal 

sign systems offer unique benefits in their ability to convey 

meanings precisely because they are nonverbal. A bias toward 

language limits the students' opportunities "to engage in 

generative and reflective thinking" (Siegel, "Generative" 2). 

A truly literate person is one who "can mediate his or her 

world through multiple sign systems, not just language" 

(Leland and Harste 3 44). 

If language-based conclusions are transmediated to sign 

systems that include non-verbal signs, students can 
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scrutinize previous conclusions when viewing them without 

language. These experiences in transmediation "may foster 

the development of a wide range of cognitive, aesthetic, and 

psychomotor skills which remain untapped in most traditional 

classrooms" (Siegel, "Generative" 12). Short summarizes the 

benefits of transmediating meanings across a variety of sign 

systems, stating, "If we use more than one sensory system at 

a time in a particular experience, the concepts we form are 

developed with greater fullness and complexity" (Short, 

"Using" 9-10) . 

Drama and Transmediation 

While drama is considered a more verbal sign system than 

visual art, it can include the visual and kinesthetic along 

with verbal understandings, and thus may provide a useful way 

to begin the process of making personal meanings public. In 

drama, movements, sounds, and visual images shape our 

understandings as much as words. Howard Gardner, in 

discussing the possibilities within a theatre "intelligence," 

notes drama is unique because its structures provide a 

meeting place for other language and non-language based sign 

systems (312). Gardner also recognizes the theatrical 

performer's ability to exhibit many ways of knowing at the 

same time, allowing his/her different intellectual skills to 

cohere (312). Wolf, Edmiston, and Enciso note that the 

combination of text with "the lively play of voice, body, and 

gesture" is a notion that seems to "hover in America's 
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literacy education" (1). Drama structures can create a 

complimentary balance between many ways of knowing, rather 

than being viewed in opposition to or separation from other 

learning methods. 

As I stated earlier, response in the social sphere of 

the classroom has the potential to extend the reader's 

initial literary transaction. Drama releases a student's 

subjective experience and expands it within a shared 

environment. Wolf, Edmiston, and Enciso note that 

Rosenblatt's notion that a reader should be an active 

interpreter of ideas through multiple communication systems 

is often more a metaphor than a reality. Yet, through drama, 

the reader "bring(s) the vision to actuality" (Wolf, 

Edmiston, Enciso 6). In addition, a large number of 

activities, normally considered tasks, can be given a 

dynamism when accomplished from within a dramatic context. 

Such activities include research presentations, proclamations 

and letters, group summaries, and journaling (Booth, 

"Response" 91). 

Drama establishes a forum in which we can defend or 

critique ideas, setting a stage for revision. Dramatic 

interaction allows students to understand the experiences of 

others by seeing through others' eyes, enlarging their own 

spheres of meaning. 
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Conclusion 

In this chapter, I introduced the transactional theory 

of reading and began to introduce the potentials of the drama 

sign system in developing students' understandings related to 

text. In the following chapter, I will introduce process 

drama, a type of drama advocated and used by other theorists 

and teachers to explore curricular issues. Process drama 

differs from other models of drama in the schools. This type 

of educational drama focuses on the learning process, 

challenging students to use written texts, past experiences, 

classroom discussion, and multiple sign systems for the 

ultimate purpose of generating understanding. Teacher 

structuring becomes a vital part of process drama, and I will 

indicate the kind of dramatic structures that a teacher can 

use to structure the classroom's drama work more effectively. 

Finally, I will discuss several drama strategies that can be 

integrated into the curriculum to initiate or expand 

students' understandings. 
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CHAPTER 3 

DRAMA STRATEGIES 

Many have advocated different uses of drama for 

elementary students. In the 1960s, the teaching theories of 

Brian Way and Dorothy Heathcote, two drama educators from 

England, became very popular. Each has examined drama as a 

"process for children's enrichment," but their approaches 

differ greatly, and often seem contradictory (Bolton, Drama 

43). In this chapter, I will begin by introducing different 

ways drama has been used in the past. 

Next, I will provide an introduction to process drama, a 

drama method based on the use of theater conventions in 

educational settings. A teacher working with process drama 

needs to create a structure that will allow students to work 

effectively in a heightened dramatic context. For this 

reason, I will introduce some of the considerations a teacher 

must consider when trying to structure drama effectively. 

Finally, the chapter will include several drama strategies 

that teachers can integrate into the curriculum to allow 

students to discover and explore the ideas generated during 

their transactions with written texts. 

Reenactments 

In the United States, drama is often used in school 

settings to produce scripted plays. While acting in 
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designated roles with memorized lines to deliver, students 

become engaged, technically proficient, and are expressive. 

There are, however, limitations of dramatic reenactments 

toward enhancing the learning process. Gavin Bolton notes 

that scripted dramas or reenactments of text yield decreased 

opportunities for spontaneity and self-expression, because 

they center only on the presentation of exterior material 

("Changes" 154). As I indicated previously, spontaneity and 

self-expression are two of the qualities Louise Rosenblatt 

desires to foster in learners. Reenactments provide 

opportunities for students to savor a character's scripted 

feelings and to focus on dramatic form, but lessen the 

opportunities for living through new experiences related to 

the issues that have surfaced during the student1s initial 

literary transaction. Also, if the student focuses on one 

character and sees the world only through the eyes of that 

character rather than having opportunities to participate in 

a number of different character perspectives, there are fewer 

opportunities to live through what other characters are 

feeling and doing. One could compare working in one role in 

a reenactment to adopting an efferent stance toward a text; 

the actor may be aware of other students and dramatic 

happenings, but most of his/her attention focuses on the 

specific task of preparing a character for performance. The 

inability to empathize from multiple character perspectives 

happens especially when the actor is inexperienced in drama. 
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Reenactments of written text hold the danger of diluting the 

reading experience rather than enriching it, because the 

students will not explore the personal understandings 

gathered during the literary transaction. The students may 

understand the text only at face value. 

A straightforward dramatic reenactment of a story is not 

very different from the initial reading event, in which 

images change often, quickly replacing each other (Wright 

207). If students are concerned with delivering a 

straightforward, linear, scripted plot to an exterior 

audience, they do not make use of drama's ability to allow 

them to "stop time" to view a given textual moment from many 

sides and perspectives. Rather than pushing a story forward, 

drama can allow the story narrative to stand still and be 

"unpacked" (Heathcote, "Learning" 696). If students raise 

issues related to but not contained within the text, drama 

can be used to extend the story's narrative or even question 

its structure. Presentation and performance are only a part 

of educational drama. A complete dramatic structure will 

interconnect the processes of creating, performing, 

reflecting, and interpreting. 

Exercises and Life Skills 

Others approach drama in this country through resource 

books and models centered on developing social skills through 

prescriptive drama lessons, games, and strategies. Viola 

Spolin and Nellie McCaslin have provided excellent texts 
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centered on introducing drama through step-by-step exercises. 

Bolton notes that teachers who use these strategies 

incorrectly, as a "shopping list" rather than as a way to get 

at their students' ideas and interests, are limiting the 

potential of drama to a great degree ("Changes" 154). 

In his major text, Development Through Drama. Brian Way 

provided an initial formula for teacher training in drama in 

education. Way's system emphasizes the introduction of 

direct experience through drama. For example, an exercise in 

Wya1s system might deal with finding out what blindness is 

like by having children close their eyes and move about the 

space. Bolton notes that direct experiences are useful in 

the dramatic process, but are fundamentally not drama, 

because there is no attempt to represent things symbolically 

in make believe situations (Bolton 51). Way's system is an 

excellent way to engage students through games, relaxation 

exercises, warm-ups, and sensitivity exercises that can lead 

to drama activities that focus more on the curriculum. 

While drama provides a way to develop self-expression, 

life skills, or "the individuality of the individual," it can 

also become a way to participate in collective, symbolic 

experiences (Bolton, "Changes" 154). A danger in trying to 

use prescriptive drama exercises without a context related to 

the curriculum is that students will have no sense that their 

work in drama links to anything else going on in the 

classroom. 
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Process Drama 

Dorothy Heathcote is one of the leading theorists to 

surface in the last thirty years who dedicates herself to a 

drama centered on the learning process. Her work has 

embraced the idea that establishing a relationship between 

reading and drama can be beneficial. Heathcote believes 

"books are there to be shouted at" (Heathcote, "Learning" 

701). Over the past several decades, Heathcote has designed 

and adapted an intricate drama strategy system, called 

"Mantle of the Expert." She defines the system as, "a 

sociological/anthropological system of education (that) . . . 

enables teaching and learning at all levels of the curriculum 

and integrates all areas through the contextual use of a 

dramatic metaphor" (Heathcote and Herbert 173). Heathcote 

notes that drama is very good at encouraging a dialectic 

relationship to text because it passes so "quickly and subtly 

through different types of communication (sign) systems" 

("Learning" 701). Her system is socially based, 

concentrating on tightly focused small and large group tasks 

with open-ended solutions, rather than on individual 

exploration (Heathcote and Herbert 174). Heathcote believes 

that an emphasis on a social system of classroom learning is 

important because it prohibits "confronting students with 

their own developing state of social emotional growth through 

work-based tasks related to the problems of the group" 

(Heathcote and Herbert 173). Heathcote's system does not 
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require students to act as if they know more than they know. 

Instead, students gain knowledge through various tasks, and 

continuously apply that knowledge throughout the drama. 

Instead of creating in-depth, reality-based experiences 

with children, Heathcote's system recognizes that distancing 

is vital to the learning process. Gavin Bolton notes that 

Heathcote's system is much more in line with the alienation 

techniques of Bertolt Brecht than with attempts to attain a 

realistic and in-the-moment form of drama ("Changes" 155). 

Drama offers students, especially younger students, a needed 

degree of protection and anonymity within which they can 

explore their understandings. 

Heathcote has developed an elaborate system of learning 

based on artistic structures and conventions of the theatre. 

While theatre conventions provide a powerful way to 

communicate, they can also be used in settings related to the 

students' transactions with texts. Theatrical conventions 

provide an engaging focus and familiarity in which students 

can negotiate and use new understandings. 

Heathcote believes that to understand and to become 

truly literate, children have to "think from inside 

situations" (Heathcote and Herbert 170). Rather than 

reenacting entire stories, Heathcote's system isolates 

certain moments to create "dramatic encounters" in which 

students are challenged to think in new ways (Edmiston, What 

6). A teacher isolates certain moments from a text to 
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explore the issues the students wish to deepen. Students 

work through selected tasks that keep their focus on the 

present. Students do smaller tasks within the larger drama 

to limit the drama's scope to a present, workable situation. 

Associated with these tasks is an underlying question to 

which the students pay attention. For example, students may 

participate in the dramatic task of climbing a beanstalk in a 

drama. The underlying question raised earlier by one of the 

participants in discussion may have been, "What is the land 

at the top of the beanstalk like?" (Edmiston, What 10). 

Students perform tasks with a consideration of the larger 

issues raised in the classroom rather than as activity for 

the sake of activity. 

Dorothy Heathcote uses text as a part of her system, but 

the degree to which she uses text as a basis for classroom 

drama depends on the lesson and Heathcote's selective use of 

dramatic structures. In some instances, a text will serve as 

the impetus for drama, but in others, a larger idea or 

dramatic metaphor that Heathcote determines begins the 

students' immersion into dramatic activities. Students 

participating in this type of experience transact with a 

dramatic text, rather than a written text. For example, in 

her "Bronze Age" drama session, Heathcote chose the dramatic 

idea, "Environment affects peoples' social behavior, and 

indeed may actually cause it," to provide a basis for all the 

subsequent dramatic tasks. Out of this initial dramatic 
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"title page," the teacher and students' subsequent dramatic 

tasks, which incorporated written text and other kinds of 

source material, had to do with forming a dramatic text. 

Planning a lesson through Heathcote's approach requires 

a teacher to develop an awareness of and ability to implement 

dramatic elements. Heathcote notes that knowledge of many 

basic dramatic structures is necessary in her system. In 

today's school systems, teachers rarely have the necessary 

dramatic skills with structuring and implementation or the 

time needed to sustain all of their classroom negotiations 

through drama. 

However, Brian Edmiston notes that several teachers and 

researchers have successfully adapted Heathcote's approach so 

that the positive aspects of process drama are more 

successfully understood and then used by teachers (What 5). 

The use of written text becomes more central in these 

systems, and thus provides teachers with a more familiar and 

less daunting base from which they can experiment with the 

unique opportunities in drama and relate those opportunities 

back into the rest of the curriculum. Before outlining two 

drama systems and their desired outcomes, it is beneficial to 

introduce the idea of teacher structuring in drama and the 

theatrical conventions used to create contextual dramatic 

situations. 
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Teacher Structuring 

Working as a side coach, narrator, and actor, the 

teacher serves to guide children along a process of 

discovery. When exploring ideas generated from reading 

through drama, it is usually necessary to begin drama work by 

creating a situation that will involve the whole group. With 

a common base at the beginning of drama work, students will 

feel more comfortable, safe, and more willing to take risks 

as drama moves into more specialized tasks that group 

students in more selective ways. The teacher introduces 

dramatic tensions that engage students intellectually and 

emotionally in the issues they wish to explore (Morgan and 

Saxton 3). By creating specific challenges through tasks 

such as limiting time, limiting space, selectively grouping 

students, and introducing other constraints, the teacher 

produces tensions that students will see as challenges. 

There are many ways to group students in dramatic activities 

to introduce tension, including the use of multiple 

groupings, varying points of view, or by creating conflicts 

that encourage students to seek solutions. For example, 

Morgan and Saxton use the play Antigone. by Sophocles, to 

explain the ways that the students and teacher can use 

selective groupings to produce tensions: 

1 The students in a whole group collective: for 

example, advisors to Creon 
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2 Individual with another individual: Creon and 

his advisor 

3 Individual against an individual: Creon against 

Antigone 

4 Individual with the group: Antigone's nurse and 

the friends of Polynices 

5 Individual against the group: Creon against 

Antigone's friends 

6 Small group and large group: Creon's priests 

and the citizens of Thebes 

7 Small group against a large group: Antigone's 

supporters against the citizens of Thebes 

8 Half the group with the other half of the group: 

Antigone1s friends appealing to the gods for 

help 

9 Half the group against the other half of the 

group: those who believe in the right decreed by 

the gods to bury the dead, against those who 

believe in adhering to Creon's law. (60) 

Tensions, when used with dramatic tasks, can provide the 

necessary engagement and the framework needed for powerful 

dramatic negotiations. 

Beyond the role of a facilitator of learning and co-

artist, Heathcote recognizes the teacher as the most mature 

member of the group, with a right and a responsibility to 

intervene in the drama when necessary (Edmiston, What 6). 
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Heathcote views an enabling teacher as one who both 

manipulates an experience for educational purposes and 

balances a need to control behavior and intention to enable 

learning (Edmiston, What 21). 

To implement drama into the curriculum successfully, the 

use of a wide variety of dramatic strategies will provide 

students with increased opportunities for better 

understanding. Dramatic techniques, when synthesized, help 

to build a physical, emotional, and intellectual 

identification with textual issues. Dramatic contexts give a 

large number of classroom activities, normally considered 

tasks, a new dynamism when accomplished in role (Booth, 

"Response" 91). Teachers and students can use the following 

drama strategies (tableaux, role, teacher in role, expert, 

writing in role, multiple perspectives, distancing, framing, 

and interview) to extend their understandings. Once 

introduced, those in the classroom can synthesize these 

strategies in unlimited ways to create dynamic learning 

opportunities. 

I would like to point out several considerations that 

will make the incorporation of drama much easier for teachers 

and students using it for the first time. First, it is 

important to realize that those who use each of the following 

strategies must realize they will not work perfectly the 

first or second time. As the classroom begins experimenting 

with drama, some of the strategies will stand out as more 
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successful than others. Teachers will, however, realize that 

repeated use of the strategies in different contexts will 

allow the students and teacher to become more comfortable 

with and more able to realize the benefits that drama offers. 

Furthermore, the following strategies presented are only as a 

brief introduction to drama in the classroom. As teachers 

and students get more excited about the potentials of drama, 

they have a responsibility to seek ways of furthering their 

understandings. There are many books dealing with the 

subject and opportunities to take courses or workshops from 

artists and educators who specialize in drama in education. 

I encourage those with an interest in drama to seek out these 

texts and professionals as their interest in drama in 

education grows. Finally, it is important to note that the 

boundaries of each of the following strategies can overlap, 

but to understand each strategy better, it is useful to 

describe them separately. 

Tableaux 

Tableaux are a dramatic strategy used to express a 

textual issue or series of issues through physical images. 

Depending on the situation, students gather in small or large 

groups and, through selective choices, create pictures with 

their bodies that will represent the issue or series of 

issues or impressions as very brief images or still 

photographs. Establishing a short time limit for students to 

work under when creating tableaux is effective in forcing 
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students to make choices and reduces the tendency to strive 

for perfection. Students generally do not use dialogue when 

creating tableaux, rather the emphasis is on gesture, 

movement, and physical representation. However, students can 

use sounds to indicate mood or feeling or to help bridge 

transitions between separate images. Tableaux serve to bring 

the visual and kinesthetic cues from text to light because 

they de-emphasize language. As students move toward 

exploring textual issues dramatically, tableaux are an 

excellent way to begin the process because the emphasis is on 

group work without the necessity of speaking. If students do 

wish to incorporate language, tableaux can begin the process 

of associating words with action by inviting students to 

crystalize dialogue for the purposes of dramatic 

representation. For example, if students are creating images 

of their impressions of the story they read, they may 

introduce each tableau with a brief title or choose two lines 

of dialogue that best introduces the chosen image. The 

highly structured, controlled, and presentational nature of 

tableaux give the participants a feeling of completion and 

success. 

Role 

Role playing is a necessary strategy when working in 

drama. Merrlyn Cahill notes that role is useful in the 

learning process for many reasons (Cahill 3-8). Working in 

role is fun and engaging. It allows students to participate 
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actively in situations that do not threaten their personal 

beliefs or insecurities. Role awakens imagination by 

allowing students to live through vicarious situations. 

While working in role, Verriour notes that students need to 

be aware of others' responses and engage in dialogue that is 

both informative and comprehensible to others (Verriour, 

"Creating" 253). In-role situations can also go beyond 

dialogue to ways of communicating that do not just relate to 

language such as movement, sound, sculpture, or drawing. 

Because of its active nature, role playing teaches critical 

listening and an ability to think on one's feet. It is a 

safe activity where students can portray personality traits 

that they would normally shun. Students do not take the 

chosen responses in role, if provocative or exploratory, 

personally. Students speak through someone else in role, 

rather than through their own voices. Finally, as I will 

note in several of the following examples, role facilitates 

writing and other activities because it provides engaged 

situations in which a student applies knowledge. 

Teacher in Role 

The dramatic convention of teacher in role can create 

many learning opportunities. While using teacher in role, 

the teacher does not have to create intense characterization. 

It is only necessary to use the convention of role to 

recognize or generate problems to work through in an active 

context (Heathcote and Herbert 174). Teacher in role works 
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well to explore textual issues actively because the teacher 

views dramatic situations along with the class, rather than 

as an outsider. Teachers control the pace and tensions 

better because they are in touch with the "internal rhythm" 

of the work (Morgan and Saxton 41). Finally, teacher in role 

provides opportunities for the teacher to "share discovering 

with her students and to move with them into new 

understanding" (Morgan and Saxton 41). Rather than being 

concerned with plot (what happens), the teacher working in 

role is interested in slowing the students' plot expectations 

to discover why things happen. Morgan and Saxton note the 

following general requirements for a teacher working in drama 

while in or out of role: 

1 the ability to listen 

2 the ability to pick up signals 

3 flexibility 

4 questioning skills 

5 interest in how students learn 

6 the courage to put him/herself at risk 

7 the courage to fail, recognizing that failure 

is another way to success 

8 the ability to conduct activities in an 

atmosphere of mutual respect 

9 the pleasure in taking time to plan 

10 the strength to be unthreatened by students' 

knowledge or suggestions 
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11 the courage to throw out her plan to go 

along with something the students suggest 

12 the skill to slow down the action and not to 

rush the learning 

13 the understanding to recognize when facts are 

or are not relevant 

14 the knowledge of why he/she is using role 

playing. (60-61) 

Expert 

An expert strategy is a variation of role used in 

educational drama. Students work as themselves through 

dramatic tasks, but as if they were general experts (i.e., as 

engineers, advisors, tribal members, or anthropologists) 

(Morgan and Saxton 31). The child becomes the expert and the 

teacher takes on a more enabling role when working within the 

drama in role and outside the drama as a facilitator of 

dramatic tasks. Pressure in an expert strategy is on the 

"here and now" and working through dramatic tasks (Morgan and 

Saxton 31). 

Dorothy Heathcote employs expert strategies in her 

"mantle of the expert" system to move raised issues into 

grouped and socialized tasks. For example, a section of 

Heathcote's "Bronze Age" sessions gave the students the role 

of town planners who need to accept applicants to a Bronze 

Age experimental communicy. Part of Heathcote's role in 

giving students an initial expert perspective is through 
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verbal endowment. In this example, Heathcote recognizes her 

students as expert and begins to set up an initial dramatic 

task: 

As you know, ladies and gentlemen, you have all 

been specially chosen for your very particular 

expertise in this field. I will refresh your 

memories and read to you the advertisement that 

was placed in our national newspapers to which our 

applicants replied. (Heathcote and Herbert 17 5) 

Although the expert strategy can promote exterior research of 

raised issues or problems, it also allows a teacher to 

introduce information to students in subtle ways. For 

example, realizing that her students did not know anything 

about the Bronze Age, Heathcote created applications and 

resumes with qualifications such as "1969-1970 Kibbutz-Israel 

Laborer" and "1974-1982 Forestry Commission Northolt, 

Assistant to Head Forester" with attached reasons each 

applicant wished to join the project (Heathcote and Herbert 

175). These simple documents provide an impetus for many 

learning opportunities. Heathcote encourages the students 

to conduct expert discussions about the merits of working on 

a Kibbutz or in the forestry industry for a Bronze Age 

project, gives students a written text from which they 

explore issues dramatically (crossing sign systems), and 

begins to create with the students layered dramatic images of 
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as the experts in the drama. 

Writing in Role 

Journaling and writing in role are excellent ways for 

students to internalize character motivations and reasons for 

their particular actions. Writing in role provides 

opportunities for the student to visualize a character's 

physical, psychological, and social traits because the 

choices made when writing as a character sheds insights into 

the character's essence. It demands an internalization of 

someone else's experience and way of communicating. For 

those students who are reticent or extremely self-critical, 

writing in role can open up opportunities because the student 

is encouraged to play in the mind of another. Brian Edmiston 

describes his student Katie as a child whose self-critical 

nature had created a style of writing "one-word-at-a-time 

with many scratchings out" but who was able to write freely 

by writing in role (Edmiston, Enciso, and King 224). 

Edmiston's classroom created a narrative drama centered on a 

story about the Columbus voyage. He notes how Katie, for the 

first time, shows an ability to write with noticeable ease 

when writing in role: "Here I am on a ship risking more than 

35 lives just to fulfill my dreams that I had since I was a 

kid and yet if we do make it to land will we make it back? 

Adalante!" (qtd. in Edmiston, Enciso, and King 224). 



Writing in role also provides opportunities to 

incorporate knowledge into practical use. Mark was a student 

in Edmiston's classroom who had previously done research 

through an expert strategy on the process of "scarfing" a 

ship to prevent it from sinking. Here, Mark incorporates his 

knowledge while taking on the role of a "scarfer" in the 

drama: 

That plan Christopher drew isn't too specific. I 

wouldn't be surprised if we sunk, he's mad. He can 

not scarf the keel properly let alone the rest of 

the ship. Scarfing must be done skillfully. The 

stem of the keel is plenty straight but the shapes 

are all wrong. The first shape in the stem must be 

a rectangle with a slanted edge. The slant fits 

into a trapezoid that fits into a triangle. It has 

five edges . . . Smooth cuts and straight angles 

form the keel. 

The boat'11 sink I tell ya. (qtd. in Edmiston, 

Enciso, King 225) 

Writing in role creates opportunities to apply knowledge in 

useful and relevant contexts. 

When writing in role is combined with reflective 

writing, the student reflects on the discoveries made while 

in role. In a student-initiated drama about "Jane,' a 

character with cancer, Gavin Bolton's students created 

several scenes revolved around her family, her friends, her 
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medical treatment, and her outlook on life (Morgan and Saxton 

26). Between scenes, Bolton asked the students to reflect in 

a journal about what occurred in the drama and write about 

their thoughts and feelings. At times, Bolton also asked the 

students to write as a character in role. The following is 

an example of a student writing in role as 'Jane,' and the 

reflective writing that occurred afterward: 

1 As Jane: (writing in role) 

Oh, my God, how can this be happening to me? 

This is a dream, a bad dream, I'll wake up and it 

will all be all right. No, it's not a dream. 

I'm dying. Why me? I can't tell anyone, they'll 

just feel sorry for me. There's so much I want 

to do. Oh, someone help me! 

2 As myself: 

Very sad, realistic, felt almost ready to cry 

with 'Jane'. (Morgan and Saxton 224) 

Although the student's response is short, these initial 

impressions could be explored further in the classroom's 

active negotiations and reflections and lead to possible 

solutions for Jane's ability to deal with her illness. This 

example also shows an initial attempt to transmediate 

meanings from an in-role, dramatic situation into reflective 

writing. 
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Perspective Switching 

Perspective switching in drama is an excellent way to 

explore many sides of a raised text issue. In perspective 

switching, the students can shift back and forth between 

perspectives of characters opposed to the issue, supportive 

of the issue, ambivalent to the issue, or those simply 

observing the issue. For example, with three different 

groups composed of fifth graders, sixth graders, and adults, 

Brian Edmiston explored the text, The Journey, a picture book 

by Sheila Hamanaka about the Japanese-American internment 

during World War II (Edmiston, "Planning" 6-11) . During a 

section of the drama, Edmiston gave students multiple 

perspectives in which to explore similar issues. Students 

first took the perspective of Japanese-Americans forced to 

decide which possessions to give up before internment and 

discuss the value of their most prized possessions. Then, 

they became F.B.I, agents who had to look at the objects and 

had to decide why they should discard them. Finally, the 

students took the perspective of Americans who had concerns 

about the Japanese-Americans, their loyalty, and their 

potential to be spies during wartime (Edmiston, "Planning" 

9). The use of multiple perspectives forced the students to 

come to terms with difficult issues and, in looking at the 

issues through special eyes, helped them to realize that a 

given issue can have more complex and ambiguous solutions 

than what is originally thought. 
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Interviewing 

Interviewing provides a stylized way to uncover and 

explore the ideas introduced in a text. The teacher can use 

interview in a teacher in role situation when the students 

need information about an issue. For example, I participated 

in a workshop led by Cecily O'Neill at the Arizona Theatre 

Educator's AssociationcConference in Phoenix in 1995. 

O'Neill gave the participants an expert perspective of 

psychologists. O'Neill, as a government representative, told 

the participants of a problem that had surfaced regarding 

astronauts whom N.A.S.A. sent on a mission to Mars, 

cryogenically frozen, and presumed lost ten years previously. 

O'Neill informed the psychologists that the ship had 

reappeared and was about to land, and that the government 

gathered them to discover solutions to the problem. She 

allowed the psychologist/participants to interview her about 

the situation to gain more information, but since she was 

only a bureaucratic government official, O'Neill was careful 

not to provide too much information. An interview situation 

allowed the participants to discover the boundaries of the 

drama and provided the impetus for further exploration. 

Interviews can also take place between students. In the 

same drama about astronauts, the students paired off in 

groups of two. One student took the role of psychologist, 

and the other the role of astronaut. The psychologists 

interviewed the astronauts about their experience in space to 



54 

determine what they remembered and whether they were ready to 

accept losing ten years of their lives. This type of 

interview created a context where students could explore an 

issue within a stylized, one-on-one context. 

Distancing 

In any given drama lesson, students will alternate 

between direct and in-the-moment experiences to more 

formalized and presentational experiences. Gavin Bolton 

describes these two types of dramatic interactions as working 

in the "dramatic play" or the "performance" modes (Bolton, 

Drama 32). The dramatic play and performance modes, rather 

than being two separate kinds of experiences, exist on a 

continuum and each contains elements of the other. 

In a shift from the dramatic play to the performance 

mode, students explore the issues in the drama from a more 

presentational, formalized, and structured perspective, 

potentially giving them a more elevated and ceremonial 

quality. Distancing is a technique used to create these more 

formalized dramatic interactions with text. For example, 

students in Patrick Verriour's grade two and three class 

worked in a drama based on a story about primitive people who 

did not yet have fire (Verriour, "Drama" 386). The students 

began the drama in dramatic play mode by working in role, 

deciding which members of the group were best suited to the 

tasks centered on keeping warm and preparing food. During 

this type of loosely structured interaction, it is possible 
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that a student working in role will not be aware of what his 

classmates are doing, because a given task may require the 

student to immerse himself into a specific dramatic activity 

that may or may not have to do with other students' 

activities. Verriour next asked the students to "stop time" 

so they could each relate their individual concerns to the 

group separately in a more presentational way. In this 

example, Verriour creates a more formalized public forum that 

still uses the active nature of role rather than the 

reflective nature of discussion. Finally, the students chose 

delegates from the group and sent them to the firekeeper 

(Verriour) to request fire. Verriour required each delegate 

to express the concerns that the group rose previously from 

across the room, as there was no one allowed into the 

firekeeper's teepee. Verriour notes that an imposed physical 

distance forced the delegates to make their requests 

"formally and plausibly on behalf of the rest of the people 

. . . relying on words alone to convince the . . . firekeeper 

that they would not misuse the gift of fire" ("Drama" 187). 

The technique of distancing allows a shift from a dramatic 

play situation, in which students are using talk, gesture, 

and movement in "contextually-embedded" situations to a 

"reduced-context" situation, where ways of communicating 

become more formal and elaborate (Verriour, "Drama" 387). 

Structuring dramatic tasks that allow shifts between 

contextually-embedded situations and more distanced, reduced-
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context situations will give the students opportunities to 

work through an issue both informally and formally, 

paralleling the ways members of the greater society 

communicate meanings. 

Framing 

Framing is a dramatic technique that works with the 

other drama strategies to encourage students to see a given 

situation from different times and/or places. While framing, 

students can look at a raised issue or situation from the 

future, from the past, or from a different locale. Framing 

allows participants in role to view a character's actions 

from a more informed perspective. For example, in the 

Japanese internment drama, Brian Edmiston describes three 

different framed perspectives used in the context of the 

drama ("Planning" 6-12). Participants first adopted the 

perspective of internees framed at the beginning of their 

internment in the 1940s, just having arrived at the camps. 

The internees made sculptures using tableaux and a tape 

recording and interview session of their initial impressions 

for future generations. Toward the end of the drama, the 

students took on the perspective of the fence posts through a 

frame of the mid-1940s, as the internment camp was being 

disassembled after World War II. From the character 

perspective of fence posts, each student remarked on some of 

the images they remembered and the injustices that they had 

witnessed. Framing the situation in time during the end of 
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the camps provided a dramatic solemnity and a proper place to 

explore some final impressions of the camps. Finally, 

students returned to a present day frame, taking on an expert 

perspective of museum curators who were listening to the 

tape, created earlier by the students framed during the 

camps, of the internees' dreams of the future. They decided 

how to display the tape within an exhibit about the 

internment camps. The combined use of tableaux, framing, 

perspective, interview, and role yielded learning 

opportunities that would not have surfaced without the use of 

drama. 

Conclusion 

In this chapter, I introduced classroom drama and drama 

strategies. Drama strategies provide active ways to explore 

and expand the issues that students have generated in their 

transactions with text. Story drama and narrative theatre 

are two drama systems that further explore written texts 

through drama strategies. In the next chapter, I will 

introduce these systems and identify the ways teachers use 

them to discover, identify, and explore the ideas and issues 

generated during reading. 
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CHAPTER 3 

DRAMA SYSTEMS 

Two different drama systems, story drama and narrative 

theatre, provide an umbrella under which drama strategies can 

interact with the text and the students' understandings. 

Of the many uses of drama in education, these two systems 

are the most focused on the uses of written texts and the 

benefits of using narrative or story as a learning medium. 

The advocates of these two systems describe dramatic 

situations created in their classrooms that revolve around 

issues generated during reading, classroom discussion, and 

negotiations through multiple sign systems. For this reason, 

I am introducing these two systems because they provide an 

opportunity to use the unique qualities of drama to 

strengthen the kinds of learning already established in the 

classroom. 

It is not necessary for a teacher to frame dramatic 

situations through either of these systems when beginning to 

create dramatic situations around text. The teacher and 

students may step briefly out of reading or discussion to 

explore a single issue by selecting a drama strategy without 

extending it into an elaborate dramatic experience. 

The following chapter is only an introduction to systems 

in drama and education. To structure in either of these 
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drama systems most effectively, it is necessary to have a 

fairly extensive background in drama and/or drama in 

education. A well-planned drama lesson requires a 

considerable amount of thought and planning. Selecting warm-

ups for the voice and body and the contexts for dramatic 

explorations are two major considerations when working 

extensively in drama. As I noted earlier, courses, 

workshops, and resource books in drama and drama in education 

will help a teacher acquire the structuring, questioning, 

risk-taking, and aesthetic skills that will enhance students' 

experiences in drama. This introduction can, however, 

provide ideas of how others have extended students' 

understandings of written texts through drama in powerful 

ways. 

Story drama and narrative theater do not emphasize 

entire reenactments of text. Instead, the systems provide 

opportunities to explore the issues and ideas generated in 

reading and/or discussion. The systems dramatize issues "at 

the edges of text," often using a story as a "narrative prop" 

(Edmiston, Wolf, and Enciso 3). The degree to which these 

systems relate to the through-line of the text's narrative is 

different. Story drama associates most directly to the text 

because its purpose is to select an issue directly from a 

story's structure to explore or extend dramatically. 

Narrative theatre steps farther away from the through-line of 

a story because it establishes a situation where the teacher 
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and students generate and/or explore textual issues entirely 

from heightened dramatic contexts. While students often read 

texts within narrative theatre, reading occurs as a part of 

an attempt to create a dramatic text. Edmiston, Enciso, and 

Wolf note that it is important for a teacher to realize that 

the lines between different text-edged drama systems are 

often blurred (4). The use of drama strategies is often 

similar in each of the systems, but it is useful to discuss 

them separately because each system emphasizes a slightly 

different process. 

Story Drama 

Story drama, a drama system advocated by David Booth, 

attempts to explore a story's themes, subtext, and the ideas 

raised by students from reading. According to Booth, a 

story's narrative is not only a linear progression of events, 

but rather is also "a way of organizing human experiences" 

("Imaginary" 194). He argues that as students move into 

drama, their experiences should be fused with the "life 

blood" of the story ("Imaginary" 196). Students relate 

stories to their own identities, and as they draw upon their 

own experiences in dramatic interactions with text, they 

"begin to see story incidents from the viewpoint of both self 

and others, entwined in a role in the drama happening at that 

very moment" (Barton and Booth 136). The story drama system 

views the text as the impetus for further exploration. The 

system operates under an assumption that those using drama 
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with written text will be concerned with the text's implicit 

meanings. Although I will point out later that this 

assumption can be problematic, story drama can be an 

effective tool if used in a way that it does not limit the 

students' transactions with text. 

Through improvised action, the teacher and students 

using story drama are interested in exploring the ideas that 

lie under the plot's skeleton. Part of teacher structuring 

in story drama involves asking students questions that will 

focus the students' knowledge of the story on new areas, so 

students give the story different forms that may extend or 

vary greatly from its original plot structure. Story drama 

can be used in a classroom to elaborate upon the information 

in a story, extend the story back in time or forward, or 

invent an entirely new story based on certain implications in 

the text that the class wishes to explore (Barton and Booth 

137). Verriour notes that it is important not to rush 

students into any resolutions when working in story drama 

("Storying" 147). A teacher can stop the sequential action 

of a story to develop new narratives with the students 

whenever opportunities arise for further dramatic 

exploration. Story drama requires students and teachers to 

think about narrative as a way to interpret and verbalize 

experience (Verriour, "Storying" 144). Story drama slows a 

story's progression and generates multiple dramatic 

narratives that extend from the original narrative. The 
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system allows participants to test their initial impressions 

of written texts in an engaged way. 

The story drama system pinpoints a problem or conflict 

that has surfaced and explores it in a dramatic way. For 

example, Barton and Booth created a brief story drama based 

on the poem, "Our Pond", by Richard Edwards, with a class of 

six-year old children (133-134). The teacher read the poem 

in role as the storyteller. In the poem, a storyteller 

relates an experience of leaning over an old, murky pond in 

his garden one day: 

But as I leaned over 

A shape from the ooze 

Bulged up like a nightmare 

And lunged at my shoes, (qtd. in Barton and Booth 

133-134) 

As students began their reflections on the poem, each was 

quite certain that the character in the poem had not really 

seen anything, that he had exaggerated or was having a 

daydream. One child conceded that the narrator may have seen 

a shadow, and from this impetus, a short story drama took 

place. The teacher, working in role as the storyteller, 

asked one of the children if he wanted to visit the pond with 

him. Using the strategy of physical distancing, the two went 

to the edge of the room, and when they returned, the child 

told the others that he had seen the thing in the pool. The 

other children interviewed the child who went to the pool 
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about what he saw. Several other students eventually went 

also, and by the time the poem was reread toward the end of 

the lesson, only one child felt the storyteller had seen 

nothing but shadows (Barton and Booth 135). The drama 

depended on the participation of the students, because they 

determined what they would see at the pond and the questions 

they would ask of those who ventured there. Although their 

lesson ended here, the students could extend it into 

sketching strategies showing the "thing" the children saw in 

the pond or tableaux representing the creature and its diet, 

how it moves, and so on. These types of reflections would 

not have been possible if the "slowing down" and lingering on 

a solitary image from the poem's narrative had not occurred 

through story drama. 

A teacher working in story drama creates the structures 

that house the dramatic explorations in advance, after 

students discover issues to explore. Creating a simple 

dramatic frame, such as visiting a pond at the other end of 

the room, will open the door for the students' ability to 

test their understandings in an active way. Once the frame 

is established, the teacher and students will rotate between 

following and leading the drama, always trying to maintain 

story drama's goal of translating the experiences of a story 

into the context of the students' lives (Barton and Booth 

135) . 
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In story drama, the teacher is a constant enabler. 

Patrick Verriour describes a classroom that had explored and 

discussed the broad concept of fear. This discussion of fear 

led to a story drama surrounding a folktale about a fearful 

dragon, told by the teacher to students ("Storying" 145). In 

the tale, a terrible and frightening dragon descends on a 

village, and progresses to ravage it by eating its livestock 

and carrying its inhabitants off to his cave nearby. At this 

point, the teacher stopped the action of the story so the 

class could start "creating a collective, verbal image of the 

village that will give them some sense of ownership of the 

dramatic context" (Verriour, "Storying" 145). The children 

met in small groups to talk, as villagers, about the dragon 

and the how it was affecting their lives. The teacher, in 

role as a villager, brought the class together and asked 

members of the village, who were willing, to share their 

impressions of the dragon using the presentational phrase, 

"Since the dragon came to our village ..." (Verriour, 

"Storying" 145). Some of the responses included: 

Since that dragon came to our village, I'm 

afraid to leave my house. I can't get my 

chores done and my farm is a mess . . . 

Since the dragon came to our village, the 

chickens don't lay eggs . . . 
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Since the dragon came to our village, the children 

are afraid to go to school and the grown-ups can't 

complete their work . . . (145) 

The students were then invited to create tableaux of what 

life was like in the old days. The teacher in this story 

drama enabled the students to make new discoveries about 

characters that were barely developed in the original story, 

fusing the story's narrative and the students' individual 

responses. The villager/characters were transformed from 

being described briefly in third person in the original story 

into more fully-developed characters operating in the first 

person. 

There are several potential problems to be aware of in 

the story drama system. Story drama seems to assume there is 

one resonating life-blood issue, that story drama's stated 

goal is "to grasp the essential truth of the story," rather 

than an exploration of the large variety of issues determined 

by the students and their unique transactions with text 

(Kukla 77). Marjorie Siegel notes that a written text does 

not contain "an invarient meaning—something * out there' that 

exists independently of the reader's knowledge of it" 

(Reading 72). Rather, the text is just a potential until the 

reader brings his/her experiences, needs, and desires to the 

reading event. Drama is a powerful medium, and the danger in 

story drama dictating one interpretation of written text is 

high. This danger is avoided, however, if a teacher 
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structures story drama to explore moments or issues in the 

text from as many sides as there are individual 

interpretations. If, for example, students reacted to the 

"Our Pond" poem by deciding they would like to explore other 

issues besides the contents of the pond, the teacher could 

have created story dramas to explore these other 

interpretations of the poem. The teacher and students also 

always have the option to deepen issues through strategies in 

sign systems besides drama. 

Another problem with story drama is that it can place a 

student in role against a teacher in role, rather than having 

students working together in social role situations while 

extending a story's narrative. It is often difficult for a 

younger student to rise to the performance level of a teacher 

or to confront the teacher while in role. For example, while 

acting as the king's guard and a government representative in 

a drama, David Booth confronts the members of his class, 

stating, "We [the king's representatives] come here in good 

faith to seek a solution to your problem and you dare call 

for revolution?" (Kukla 76). This type of direct challenge 

may make the students feel as if they should rise to the same 

presentational standard as the teacher in their reply, and 

may cause some awkwardness in the flow of the drama because 

the students have been personally challenged by the teacher. 

The students may simply revolt, and unfortunately, this 

action would not provide many learning opportunities. The 
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teacher becomes the focal point of this dramatic situation, 

rather than the facilitator of dramatic action. In story-

drama, it may be better for a teacher to choose some roles 

that exist at the same level as or even beneath the expertise 

of the students in role (as a messenger or bureaucrat) so 

dramatic negotiations can occur between the students and not 

against the teacher. 

Finally, there is a risk in story drama of negating the 

original structure of a story in favor of elaborating, 

extending, and inventing beyond it. Students should be 

allowed to choose which issues they wish to explore from 

text, and these issues may or may not have something to do 

with the way a story is structured. Story drama works best 

when students decide that the issues in a text need "fleshing 

out" through dramatic structuring. 

Narrative Theater 

The creators of the narrative theatre system, Brian 

Edmiston, Pat Enciso, and Martha King, acknowledge texts 

"dominate the school curriculum," but note that a learner is 

less likely to create understandings from a school text if 

the text is too complex, too general, or the information goes 

by too quickly when reading (220). Through drama strategies 

in narrative theater, the reading process slows down so 

students can challenge or explore information they read in a 

text. Students can use the author's language in meaningful 

contexts, and they can sift through and experiment with the 
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text's details. The classroom participating in narrative 

theater may use written text as the source used to generate 

initial ideas. However, narrative theater differs from story 

drama, because, rather than exploring the themes embedded 

within a text, it incorporates reading and discussion of text 

into a larger drama text. 

Participants in narrative theater are given an 

encompassing dramatic frame, often an expert role, and this 

encompassing frame dictates a responsibility toward a text. 

For example, Brian Edmiston gave his students in Columbus, 

Ohio the expert perspective of museum curators putting 

together an exhibit featuring Christopher Columbus to 

celebrate the five-hundredth anniversary voyage (Edmiston, 

Enciso, and King 222). Edmiston established this frame to 

provide a title page for the dramatic text. It also allowed 

students to work within a dramatic frame that both dealt with 

classroom learning and an event being celebrated in the 

greater community of Columbus, Ohio. Students working 

underneath the umbrella of an encompassing dramatic frame 

will create different dramatic situations based on the issues 

they wish to explore. However, to maintain an overall 

purpose for their work, students will participate in many 

dramatic situations while keeping the encompassing frame in 

mind. For example, in the Columbus drama, students may 

become shipbuilders, but only to provide information for the 

museum exhibit. 
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To start the Columbus drama, the students as curators 

and teacher cut up two copies of a detailed biography of 

Columbus into separate passages, and laid the passages on the 

floor throughout the classroom. The students wandered 

throughout the room, deciding which passages generated ideas 

or issues they wished to explore as curators needing to 

construct an exhibit. This part of the drama text encouraged 

the students to discover and decide which ideas from the text 

interested them and needed further exploration. 

The children became interested in discovering how 

Columbus's demeanor is portrayed in the biography. Edmiston 

wanted to encourage the students to fuse the text's 

representation of Columbus with their own ideas and 

interpretations of the explorer. He suggested that the 

students, as curators, design and mold (through an evolving 

tableau) a wax figure of Columbus that would try to convey 

the essence of the man. Disagreement arose in how to portray 

him, so the students returned to passages in the Columbus 

biography to find out his character traits to translate them 

into the physical stance of the wax figure. The students 

referred to the author's specific use of language. It is 

interesting that this dramatic situation asks the students to 

approach the task using a primarily efferent stance. From 

the discoveries made in the text, they decided, among other 

things, that Columbus loved the stars, was a determined man 

rather than mad, and the word, "Adalante!" ("Forward!") was 
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significant to Columbus because of the number of times 

Columbus repeated it in the text (222). To show these 

qualities in their wax figure tableaux, the students 

portrayed Columbus holding a telescope, gripping the rail to 

show his determination, and his head pointed out to sea to 

show how important progressing onward was to the explorer. 

Edmiston, Enciso, and King note how the narrative task of 

creating a wax figure slowed down the reading process to 

focus attention on the author's "details . . . specific bits 

of information, and language use" (223). 

The students and teacher constructed other dramatic 

situations based on the other points of interest generated 

earlier when the students, as museum curators, were encoraged 

to roam throughout the room. As I mentioned in the last 

chapter, one student became interested in the process of 

"scarfing" a ship, and learned about this process as a museum 

curator and displayed his knowledge as a shipman in 

Columbus's time (Edmiston, Enciso, and King 224-225). 

One of the questions which rose during the initial 

sharing of the museum curators was, "What was it like to be 

on board the Santa Maria at night?" (Edmiston, Enciso, and 

King 224). The teacher established a situation in which the 

participants could attempt to provide the exhibit with 

information about this issue. All the students took the 

perspectives of people on Columbus's ship, waiting with him 

as he searched for land. While positioned in tableaux on 
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Columbus's ship, the participants shared information gleaned 

from the text in the first person, as members of Columbus's 

crew. The students used the strategy of distancing to share 

their impressions in a presentational way. One crew mate had 

previously become interested in shipbuilding, and had built a 

model of the Santa Maria as a curator in a different dramatic 

frame. He briefly includes his knowledge of a ship's parts 

when writing a record of his experience as a crew member: 

The forecastle was pointing west . . . her captain 

Christopher Columbus was standing by the mizzen 

sail watching, waiting for signs of land . . . When 

night fell Columbus watched the stars, men thought 

of mutiny, but if they did not return with this mad 

man everyone would be hung and if they did not go 

back to Spain after the crime what would happen to 

their family? (qtd. in Edmiston, Enciso, and King 

226) 

Here, a student incorporates information learned in a 

previous "chapter," or dramatic frame, of the drama text to 

give support and believability to the current frame. 

The creators of narrative theater recognize that an 

evolving dramatic text provides children with different 

purposes for reading and writing, depending on the chosen 

dramatic frames within the larger text (Edmiston, Enciso, and 

King 226). The dramatic situations provide practical reasons 

for children to engage in literacy. The authors also note 
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that teacher structuring in narrative theater does not 

restrict children's creativity or choice in the classroom 

(227). Rather, they feel that "the focus of the (dramatic) 

frame sharpens perceptions and opens up opportunities to see 

and do things with greater depth and originality than 

generally occurs in learning situations" (Edmiston, Enciso, 

and King 227). The interaction of multiple dramatic frames 

allows students to return to the printed text often, for 

different reasons, and through different eyes. Narrative 

theatre allows students wto develop a personal power" over 

printed texts and over their own insecurities as learners 

(227) . 

Conclusion 

The method used to structure drama in association with 

students' transactions with written text depends on the way 

the classroom wishes to discover and deepen their 

understandings. The story drama system uses drama strategies 

to evaluate and explore the issues generated during the 

reading event. The narrative theater system uses drama 

strategies to form a dramatic text through the creation of 

multiple dramatic frames. The text is the drama, so the 

entire learning process, from discovering ideas to deepening 

understandings, occurs within an encompassing drama. 

Students in narrative theater purposefully use reading, 

writing and other classroom activities in many ways to 

generate a dramatic product. The encompassing frame dictates 
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how the product takes shape, such as museum curators working 

toward a museum exhibit. Hopefully, the introduction of 

these two drama systems will provide teachers with ideas of 

how to adapt either of these two systems to introduce the 

opportunities for learning in drama. 
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CHAPTER 5 

CONCLUSION 

In this thesis, I have introduced drama in education, 

especially as it concerns the field of literacy. Process 

drama, when integrated into the curriculum, provides a place 

where students can think critically and creatively, allowing 

them to place language in meaningful and engaging contexts. 

Through drama, our students are also free to explore issues 

related to nonlinguistic understandings of text, such as 

kinesthetic and visual cues. Drama provides an opportunity 

for students to test their knowledge and understandings in a 

social environment. Finally, drama creates a fun, 

heightened, aesthetic, and engaging atmosphere which 

encourages students to see through the eyes of others to make 

more sense of their world. 

In this concluding chapter, I would like to introduce 

two areas for future research in drama in education. First, 

there is a need to create more bridges between research in 

literacy and drama in education. Currently in the field of 

literacy, Literature Circles are being advocated as a way to 

facilitate the process of student authoring. If drama 

strategies are used as a part of Literature Circles, students 

will have more opportunities to learn. A second area of 

future research involves finding more links between 
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educational drama and the traditional theatre. If we 

consider drama in education as having a foundation in the 

theater, research dealing with the incorporation of 

performance theory and praxis will hopefully increase 

possibilities in educational uses of drama. 

Students as Authors 

Jerome Harste, Kathy Short, and Carolyn Burke support 

the idea that students inform the curriculum (5). The 

classroom's curriculum is constantly evolving, based on the 

students' unique responses to written texts. Students 

respond to text through a series of literacy events. Each 

literacy event contains various demonstrations and 

engagements which may take different forms, but ultimately 

should provide opportunities for children "to use reading and 

writing strategically to learn and explore and expand their 

world" (Harste, Short, and Burke 118). While participating 

in various classroom activities centered on learning, 

students are in a constant process of constructing meaning 

through active or reflective engagements. Because of the 

emphasis on meaning-making, teachers consider students as 

authors, going through a process of originating, negotiating, 

and rivising ideas (Harste, Short, and Burke 5). 

To initiate the authoring process in their classroom, 

Kathy Short and Gloria Kauffman looked for ways children 

could explore the meanings they had discovered while reading 

literature, and, to generate social responses to reading, 
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they sought ways for students to present their understandings 

publicly to others (106). They turned to Literature Circles, 

a loosely structured system which brings students together to 

discuss and explore the ideas that students generated during 

a reading event. Teachers initiate Literature Circles by 

selecting books that will contain "enough depth to support 

good discussions" (Short and Kauffman 113). A Literature 

Circle can consist of the entire class on one shared book or 

several small circles working together through a number of 

different, but similarly-themed books. While participating 

in a Literature Circle, students may discuss their various 

interpretations of the book and participate in a wide variety 

of response strategies. For example, students may engage in 

a range of activities such as brainstorming, webbing, 

sketching, journaling, or paired discussions to explore the 

impressions that a book has created when it meets the reader. 

As students bring ideas and issues to light in 

Literature Circles, the areas to be explored take shape. 

Over a process often taking several days, students 

participating in Literature Circles have many opportunities 

to engage with the text through discussions based on the 

"children's interests and the strenghts of the particular 

book" (Short and Kauffman 109). The social nature of 

Literature Circles allows students to build from their 

experience, their current interpretations of the chosen text, 

and each other's comments. Rather than creating new 
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experiences, the goal of Literature Circles is to generate 

deeper understandings through finding and exploring issues 

discovered in the text in creative and reflective ways. 

Creating contexts where drama strategies can interact 

with the students' work in Literature Circles increases their 

ability to live through the half-formed ideas and 

impressions. If students include drama in the web of 

potential sign systems, they have one more way to generate 

new meanings from another, engaging perspective. Instead of 

replacing discussion strategies with drama strategies, there 

are benefits to letting students negotiate their 

understandings through multiple ways of knowing. For 

example, some students will be more comfortable with drama 

strategies than with visual art, or vice-versa. Providing 

many opportunities to explore issues through multiple sign 

systems will help to ensure that our students feel 

comfortable and secure as they engage in learning. As I 

mentioned previously, drama is the meeting place for many 

language-based and nonlinguistic sign systems. Dramatic 

situations can provide opportunities for students to engage 

in literacy in many different ways, but under a collective 

dramatic umbrella so students' tasks push toward a common 

goal. 

It will be beneficial for those in the field of literacy 

to be aware of drama's potential in the learning process. 

Similarly, those pursuing a specialization in drama in 
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education will benefit from the leaps made in the field of 

literacy toward a goal of creating classroom environments 

where student-initiated learning and a curriculum based in 

inquiry is encouraged. Teacher-Researchers in drama in 

education, including Brian Edmiston and Cecily O'Neill, have 

stressed the necessity of teacher structuring in classroom 

drama to provide task-based contexts where students will feel 

comfortable and engaged in dramatic learning. An interesting 

area of research will be discovering how we can encourage 

students to initiate drama themselves as a way to generate or 

express their understandings. Teachers and researchers can 

examine how they can create the same positive results toward 

student-initiated learning generated in Literature Circles. 

In addition, courses in drama and drama in education 

need to be added to teacher training programs. Opportunities 

to engage in dramatic thinking and structuring will allow 

teachers to become less wary of drama and more willing to 

seek its benefits. 

Theatricality in Drama in Education 

A number of theater practitioners have influenced drama 

in education theory. For example, the acting theories of 

Constantin Stanislavsky, Augusto Boal, and Bertolt Brecht are 

often invoked by drama in education specialists to introduce 

techniques that will provide a more engaging and theatrical 

learning experience for participants. 
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It is interesting that much of the performance theory 

incorporated into drama in education from the theatre deals 

with acting, that is, ways to engage participants in learning 

activities as actors in role. There is currently little 

research on ways to incorporate other theatrical elements 

into drama in education. Several modern theatre theorists, 

directors, and companies have become interested in ways to 

create theatricality by using the power of visual or auditory 

elements to have an impact on their audiences. For example, 

the Bread and Puppet Theatre in Vermont uses giant masks and 

puppets to impact and amaze its audiences to sway them toward 

its political causes. A recent staging of Les Astrides by 

Ariane Mnouchkine and the Theatre du Soleil showed how masks, 

movement, and music can be used for an innovative and 

feminist interpretation of Aeschylus. If we agree that drama 

is the meeting place of many sign systems, a future area of 

research will include finding ways to give students 

opportunities to engage in different combinations of sign 

systems in theatrical ways. Providing venues to let music, 

spectacle, or movement shine as ways to make meaning will 

only increase our students' ability to generate 

understandings in a smaller and more complex world. Linking 

drama in education to the study of innovative cultural 

performances or professional stagings that not only emphasize 

acting, but the other elements of the theatre, creates 

exciting possiblities for classroom learning. 
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Teachers and Drama in Education 

Finally, teachers who are challenging themselves to 

access new and innovative ways to help learning happen must 

actively seek the training and/or resources needed to 

implement the arts and other ways of knowing into their 

classrooms. Just as our students, our learning never ends. 

As we begin to integrate drama into the curriculum, it is 

very likely that more questions will arise about its uses 

than solutions. There are many professionals at theatres, 

universities, through books, and in our schools with whom we 

can consult when new techniques or systems seem to have 

potential but do not seem to be wox-king. The ability to take 

risks with drama and the reason to seek solutions to the 

challenges drama creates will serve our students by showing 

them that we are co-learners, and ultimately, will provide 

opportunities to enter drama worlds where engaged, generative 

learning takes place within limitless contexts. 
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