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ABSTRACT 

This study proposes a different approach for teaching 

drama/theatre arts to encourage lifelong creative and aesthetic 

response. The teacher introduces domain-relevant concepts using 

children's intrinsically generated themes and stories. Because it roots 

children in both the generative and interpretive work of drama and 

involves the student holistically, this approach is labeled global. A 

reciprocal student-teacher relationship reinforces self-esteem and 

motivation as children work from within the drama process writing, 

directing, acting, designing, building, and reacting as audience. The 

global method works as a K-12 curriculum for children because it 

stresses developmental theory in both creative and aesthetic growth. 

To this end, the global approach encourages openness, flexibility, self-

direction, divergent and heuristic thinking, risk taking, and 

perseverance in a collaborative setting natural to drama and life. 

Drawing from personal observations and writings on creativity and 

aesthetics, the author builds a case for this method to merge disparate 

views on drama in education. 
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INTRODUCTION 

At an informal dinner party we attended recently our friend's 

children were unable to sleep. They wanted to hear a story. Suddenly, 

I found myself the focal point of their attention as they and the guests 

gathered to hear the distressful news from the Queendom of Empha-

an invader preparing to end the reign of peace in this domain nestled 

in the fifteenth dimension of the universe. As the story unfolded, it 

became a living drama. Votive candles set the mood and reminded the 

listeners of the havoc wrought by the invasion. Adults and children 

alike became royal courtiers struggling to learn the identity of the 

traitor who compromised the queendom. A musician in the group 

picked up his guitar and provided a melody line to highlight important 

details of the story. Each participant found the voice of his or her 

character and exploited it to full advantage. The parents began to 

realize the impact of creative dramatics when one of the children 

pleaded for an intermission to "get less scared." In the end the 

duplicitous traitor overcome by truth's power, as revealed by the Spirit 

of the table, melted in her seat. 

Now the children prepared their own story. This episode took place 

on the road to a haunted house and, replete with the expected 

unexpected, the storyteller made his sister the object of his monsters' 

delight. The little girl glared at her brother and picked up her guitar 

to accompany the first guitarist. At this point a drum player in the 

group joined them and together they provided a symphony of sound. 

The music appeared to energize the child's performance. As the child 



continued the story, he expanded his use of exaggeration. Following 

the second story the adults breathed with relief as the nine-year-old 

daughter positively responded to our requests for a concertina. The 

child graciously obliged by playing themes she wove together from 

various compositions for classical guitar. Their creative energies 

satisfied, the children trotted off for bed. By forging a steady stream 

of melody through the fields of classical music, the guitarist among us 

played sandman. Effortlessly, the children drifted off to sleep. In the 

conversation afterwards, the children's mother confessed she had great 

difficulty and fear trying to tell a spontaneous story. "I start," she said, 

"but then I always seem to come to a dead end and the words just 

aren't there." 

My dedication to work as a drama specialist anchors itself in the 

belief that the creative response thrives in all of us. While teaching I 

focus on helping children trust their innate responses. As children 

build experience in self-expression, they increasingly trust their ability 

to access the story within them. Such engagement may be the most 

direct route in helping students to mature both as creators and 

listeners of stories in many diverse cultural forms. 

My first experience as a drama specialist, helping a group of 

children create and dramatize their own story, taught me that the 

arousal of intense interest in children enhances personal growth and 

social interaction in the learning environment. Highlights of this 

initial experience bear mention because the work provided insights 

that pushed me towards thinking about a methodology for teaching 
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drama more holistically. That methodology is the topic of this 

investigation. These thoughts gave rise to an approach I consider 

global. The word global refers to the inclusiveness of the method which 

allows students to experience drama from an insider's perspective. 

Students work as playwrights, directors, actors, designers and 

audience members to learn on many levels. Because the process 

includes all aspects of the dramatic experience, it involves the child on 

more levels, as examples from this thesis illustrate. Thus, I consider 

the approach more inclusive on two levels. The first relates the process 

itself and the second to the students who give the process life on stage 

or in the classroom. 

I first used this approach with a group of sixth-graders wherein 

three racial groups comprised the make-up of the class: African-

American, Anglo, and Hispanic. Of the twenty-seven students 

approximately forty percent were "at risk" because of learning 

disability, gang involvement, behavioral disorder, or personal family 

conditions. I spent the first month getting students to sit in a circle. 

Over the initial five month period I worked with them, they improved 

steadily. But the students lacked sufficient domain-relevant skills to 

easily accomplish what I outlined for them. The children really were 

not adequately prepared for the experience of collaboratively producing 

a script (a mistake common to beginning teachers). Nonetheless, I 

proposed the idea and the class greeted the notion with enthusiasm 

that grew each time we met. In discussing a theme for the play, the 

class decided to adapt Beauty and the Beast. The children appointed 
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anyone to the writing committee who wanted to write. Sixteen 

students, signed up for the committee but only nine students appeared 

at the first meeting. These children comprised the core group of 

writers. The consensus we worked to create dissolved within five 

minutes of the committee's first meeting. The farce became a tragedy 

and Beauty and her Beast became opposing gang members. The group 

returned to the classroom to propose a new outline for the action of the 

play. Surprisingly, their classmates disagreed less about the new 

theme than they did about naming the two gangs. Later that week 

the names emerged. Working democratically, the process of naming 

the gangs took an extended class period. We faced expulsion from the 

library twice because of our spirited discussions. By the end of the 

meeting, however, we left with a framework for ten scenes. 

My concern for time limitations led to a weekend workshop session 

at the university. The students enthusiastically agreed to meet there 

and begin working on the first scene. Their homeroom teacher 

cautioned me about their limited attention span. With this in mind I 

planned to work a maximum of two and a half to three hours with the 

core group. Everyone attended the workshop. At the end of the first 2 

1/2 hours all but two of the students (these two had previous family 

commitments) elected to stay and continue working. That day the 

remaining students worked on the play for a total of eight hours. To 

someone viewing the scene from the outside, perhaps things appeared 

chaotic. As we improvised scenes, students rushed in and out of the 

classroom for a wide range of reasons; snacked and disagreed with one 



another about the flow of events within each scene; scurried over one 

another in excitement to hear the taped versions of each improvisation, 

directed one another on characterization and line delivery issues; and 

argued among themselves about staying on task and how to handle 

other future concerns. Whatever the students did they always came 

back to focus on their play. 

The above report describes the children's work throughout the 

production period. The students faced and overcame many obstacles. 

The janitor accidentally threw out the scenery painted by the design 

crew and it had to be redone. Classmates were impatient with each 

other and argued over assignments and roles that several wanted. 

Some of the students even threatened or actually quit the show when 

things did not go their way. Finally, we confronted the daily problem 

of mismatched energy and concentration levels. Everyone worked 

together to find solutions in what always appeared the center of chaos. 

One week before the opening, one of the students continued to trouble 

the group. His lack of attention and failure to sustain character during 

rehearsals became the focus of concern for the entire class. I spoke 

with him almost daily. Each time we spoke he promised to improve. 

But his behavior never equaled his promise. This child seemed to 

habitually sabotage any possibility for success that came his way. 

Finally, a friend of this student took him aside. One week before the 

play opened, the friend made a special trip to his home. The child took 

the offending student aside and explained to him how much the class 



needed his cooperation. This action transformed the child and 

ultimately unified the class. 

Groups working collaboratively expect obstacles from within the 

group. However, through a series of unfortunate circumstances, the 

administration began to oppose the production of the play. 

Administrators became an outside force that matched the number of 

internal obstacles facing the students. First, the principal received a 

script she never scrutinized and this proved disastrous. Second, the 

entire week before the production the administration canceled our 

rehearsal time in the auditorium. Neither the homeroom teacher nor I 

ever fully understood the sequence of events surrounding the third 

incident. We did piece together the account that follows. The day 

before the play's opening a child from class, who was a gang member, 

spoke with the school's gang control police officer. This student 

alarmed him when she reported that the class was doing a "gang play" 

for the entire school. The principal was out ill that day so perhaps the 

officer called her at home. The homeroom teacher and I surmised that 

the administrator and policeman consulted and then decided to cancel 

the play. I arrived the next day and received the news. The homeroom 

teacher was in tears but she stopped crying long enough to calm me 

down. The woman felt betrayed by a principal who did not trust her. 

Bewildered, I stood with the homeroom teacher while she explained 

the situation to the surprised and disappointed students. Confusion 

reigned because parents planned to arrive after lunch for the premiere 

performance. Further complications arose because the principal, still 
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out ill, was in touch with the school only through the community 

liaison staff person. This woman met with the homeroom teacher. In 

the end, they mutually agreed to preview the show while we video 

taped it. 

The class rushed into the auditorium. Aware of the stakes, the 

students responded with a level of concentration and focus new to all 

of them. The children had not been in the audi tori vim for a week to 

rehearse. Tension and excitement marked the air. At one point, more 

than midway through the show, I looked around and thought to myself, 

"each of them has found a meaningful and safe way to be for this 

show." Each student found a role within the process and then 

translated their inner experience through art and shared that creation 

with family and friends. At the close, the class came out from behind 

the curtain and joined hands to sing the song for world peace they 

chose for an encore. I was wide-eyed with amazement. In that 

moment I learned volumes about the ability of the human spirit to 

thrive in a creative environment and the importance of allowing 

children to structure personal experiences as a way to create authentic 

meaning for themselves. The performance over, the children returned 

to the classroom. The principal's liaison followed them into the room. 

The woman praised the children for their work and positive stance 

against gang activity. Next, the administrator apologized to both the 

homeroom teacher and me before the children. Then the official 

promised to call the principal to secure permission for the entire 

student body to view the play. By the time this took place, the class 



was less than an hour away from curtain time. Unfortunately, the 

woman did not reach the principal and the rest of the school never saw 

the play. Nonetheless, on a Friday afternoon, in a school plagued by 

parent disinterest, more than 50 mothers, fathers, relatives, and 

friends attended. 

Not withstanding what the experience taught me about working 

closely with administrators, I became aware of the ownership students 

take in writing "their" story for the stage. As the children became 

more open in discussing racial issues and gang involvement from a 

personal viewpoint, I observed marked increases in social interaction 

across racial lines. Though the artistic process children forged 

emotional links that empowered them to understand each other's social 

position. Individual excitement in the project also led to student 

interest in problem-solving and critical thinking. Children's self-

esteem rose. At the end of the project one child told me the experience 

changed her life because now she wanted to write and direct. This 

was the same child that the homeroom teacher cautioned me about at 

the outset of the project. She had feared losing the child to gang 

involvement. Finally, the high level of trust in the student-teacher 

bond became apparent during the crisis situation described above. 

The bond grew because of the mutual reciprocity that existed 

between teacher and student. In this process-approach to teaching, I 

sought to affirm each student's personal experience and ideas. This 

affirmation freed the child to explore other intrinsic motivations at a 

deeper level. Each individual teacher confirmation appeared to ignite 



a type of chain reaction among the students who eagerly contributed to 

the flow of action in the story. Such teacher recognition of the 

student's contributions becomes important to the continued creative 

and aesthetic development of the child. Ultimately this reciprocal 

student/teacher relationship enhances the child's self-esteem, 

confidence, and willingness to share intrinsic responses. 

As a teacher I developed a passion for this work. The enthusiasm of 

the children, their commitment to problem-solving and creative 

expression I found exhilarating. Following the experience reported 

above, I participated in five other playwriting projects alone or in 

collaboration with another teacher. As I reflected back on this work, 

two of the projects stood out. The case study highlighted in Chapter 

Three of this investigation struck me because of the high degree of self-

motivation among the children and the flavorful script they produced. 

The second project drew attention because the work of these fifteen-

year-olds paled in comparison to the younger students. I expected the 

work of adolescents to take better form. But, by the end of our time 

together, there were still little more than hints of what these students 

wanted to write. 

Seeking to understand the dynamics of the creative process I 

facilitated as a drama specialist, I embarked on a literature search to 

discover more about this slippery and elusive topic. The information 

reported in Chapter One provides a framework for understanding and 

examining the creative process in such projects as the one just 

described. At times the reports may appear repetitious but they 



clearly and consistently highlight the direction of theoretical outcomes 

over the past forty years. Reflection of these readings in relationship 

to what happens in the classroom, makes it evident that a significant 

gap continues to exist between theory and practice. 

A personal belief that all human beings need to cultivate story both 

as tellers and listeners served as a foundation for beginning this 

literature search. Story serves as a transforming tool for helping 

children engage in the process of individuation. At the same time, as 

my experience in working with children to create and produce original 

scripts illustrates, story works to homogenize, socialize, or bind people 

together. How can something as simple as the story serve two dialectic 

opposites? In their book Sacred Stories. Charles and Anne Simpkinson 

point out that stories "reflect not only who we are as individuals but 

also who we are as members of a collective" (5). Story teller Gioia 

Timpanelli believes that "stories create an opening—a verbal ruse-that 

leads to a clearer grasp of life and the world around us (qtd. in 

Simpkinson 93). 

Sensory experience provides one of the common threads that unites 

the opposing forces of differentiation and integration. The senses 

provide humans with raw data for constructing perceptions of life 

experience. Over time the perceptions that flow from sensory data give 

rise to elusive images that remain in constant transformation. Out of 

this quick-silvery, shadowy material emerges the tale of a person's life. 

True, each story differs because of a person's individual and unique 

way of processing experience. But in a very real way the senses serve 



as the distinctive glue that binds the human family. Consequently, as 

people live out their tales on Shakespeare's ubiquitous world stage, 

many times personal imagery becomes shared imagery because the 

entire human race starts from the same sensorial starting point. For 

example, in the process of creating story children share in a wide range 

of sensory experiences, auditory, visual, tactile, and kinesthetic. The 

intensity of the sharing compels each student to search out ways to 

become involved and thus provides a stimulating and exciting learning 

experience. Following this line of thought, the senses themselves are 

sacred, and serve a valuable purpose in helping human beings both 

individuate and integrate Self with Other. 

Sensory awareness and perception play a key role in evoking 

creative and authentic response as well. As Joan Erikson points out, 

"good sense arises out of senses that are keen and vital" (25). She 

calls attention to the interaction between organism and environment 

by suggesting that the source of this interaction begins during the 

prenatal phase of life (19). In terms of understanding and 

appreciation, sensory experience possesses the potential of challenging 

our sensibilities. The keenness of the experience determines the 

strength of the challenge. These active experiences strike chords of 

wonder in a student, especially when the experience continually relates 

back to something the child values. 

Sensorial development serves as only one avenue for defining the 

human story. To this end Art becomes a tool in the total 

developmental life of a child. More specifically, drama in education 



concerns itself with distinct methodologies for the release of sensory 

and other responses that develop and extend both imagination and 

creativity. Building confidence in all areas of life is part of the central 

work of educational drama. This confidence empowers children to 

continue building and expanding creative responses to all of life. The 

drama specialist begins wherever the child is by inviting him or her 

into a zone of comfort that sparks enough security to begin the creative 

process. 

As the child begins the juxtaposed work of differentiation and 

integration, the teacher works to fire awareness within the student. 

The educator aids the child in this process by acknowledging and 

affirming the student's intrinsic responses. Such confirmation 

empowers the student to trust their intuitive responses. By trusting 

themselves, children strengthen their ability to verbalize what might 

otherwise remain hidden within them. Their freedom to do so makes 

them more open to the ideas of others. Thus, a class finds the energy 

to cooperate and solve problems that they jointly meet in artistically 

bringing concepts to life. Igniting the fires of awareness also means 

convincing the children that as creators, they stand free and 

empowered to do with the story what they will. Through this process, 

students obtain the freedom to control their interactions and responses 

in ways denied them in other aspects of their lives. The Medieval 

mystic Meister Eckhart wrote, "become aware of what is in you. 

Announce it, pronounce it, and give birth to it" (qtd. in Simpkinson 

45). 



The controversial Buddhist priest Chogyam Trungpa Rinposche 

addresses the need to do creative work in a playful state of mind. 

"Open to your gentleness and remember, stories are the ceaseless 

unfolding of the endless manifestations of the delightful play of the 

world" (qtd. in Simpkinson 5). The drama specialist needs to focus on 

making storytelling fun. Beyond the stipulation of having fun, he or 

she wants to interest the child in all aspects of the world as an endless 

source of story. In his essay on the sacred story, Matthew Fox, founder 

of the Institute in Culture and Creation Spirituality speaks of 

accepting all of creation with a sense of awe (qtd. in Simpkinson 245). 

When the learning experience gives expression to these ideas, 

enrichment flows between teacher and students. Creative Drama 

contains the means to empower children to create energy and 

enthusiasm about learning in ways that best serve their own personal 

growth. As teachers implement lessons that guide children in building 

authentic meaning for themselves, he or she nourishes human 

development. In so doing, children discover alternatives to living life 

that move them beyond the passive role they take in the artificial 

worlds of television and consumerism. 

In his landmark book, Development Through Drama. Brian Way 

speaks of the specific scope and sequence of Creative Drama 

methodology. In discussing human development he uses a circular 

model. Beginning with people wherever they are, the drama specialist 

guides them in the discovery of resources within themselves. The 

second stage leads to personal release and mastery of resources. As 
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children develop their own expressiveness, their consciousness of and 

sensitivity towards others within the discovery environment expands. 

At a much later stage, enrichment of other influences both within and 

outside the personal environment take place. Through this process 

individuals build direct avenues of access to their senses, imagination, 

physical self, speech, emotion, intellect, and aesthetic. "However 

many points there are on the circle-facets of personality-each is 

permanent and each is a valid point from which to begin" the process of 

Creative Dramatics (Way 11). This model provides the consistency 

and the security needed for proper development. The Way approach 

builds on experience and out of experience comes revelation. 

Creativity flows only from openness. The drama specialist structures 

this openness through his or her supportive non-judgmental 

interactions with students. When the teacher establishes openness in 

the classroom, the educational experience is always full of surprises. 

Christian Koontz describes such a learning environment as a "seed bed 

of creativity" (Koontz 12). 

A dramatic story is always the focus in the creative drama process. 

As Way explains, "play-making has been a continuous thread 

throughout. . . ranging from simple improvisation to the more complex 

and detailed plays . .." (254). This study proposes that these play-

making themes become part of a consciously developed K-12 Creative 

Drama/Theatre Arts curriculum that serves two distinct purposes. The 

first purpose intends to establish openness as a life-long tendency for 

the child. An important offshoot of this concept finds the child's own 



personal narrative becoming the starting point for future imaginative 

and creative projects. Second, such a curriculum seeks to develop skill 

in the use of language through dramatic writing that gradually leads 

towards mature aesthetic comprehension of the art form. The model 

provides drama educators with more of a gestalt for teaching their 

content area. This process unfolds in kindergarten and focuses on 

drama as a creative process that allows children to identify and solve 

problems. Over time, the curriculum provides students with expanded 

means of weaving together artistic elements into a unified whole. Such 

an approach provides the study of dramatic art with a greater sense of 

continuity. In turn, this plan for teaching gears the child toward 

expanded personal growth both as an individual and as a community 

member. The continuity of experience possible though the use of the 

global approach in a K-12 setting fosters progressive creative and 

aesthetic development. 

Chapter Two introduces the global approach as a viable means of 

merging disparate views concerning the appropriate focus of drama in 

education. By reviewing teaching examples, the investigation explores 

concepts to maximize the aesthetic quality of the creative story in 

terms of writing and dramatization and educating students for insight 

into their intuitive responses. Such insight leads to works of art that 

express authentic meaning for the child because they rise up from 

within him or her. Working with the central idea of intrinsic 

motivation, the global method allows the discipline-based and the self-

expressive based orientations of educational drama to merge. The 



merger takes place because, through the experience of creating story, 

children come to develop more defined perspectives that deepen their 

understanding of oral story telling and classic written texts from all 

cultures. At the same time the global method makes drama an 

effective tool in the development of literacy. The language art/drama 

connection rests on a broad foundation of research and beyond the 

scope of this inquiry. The one approach mentioned in this chapter, 

however, concerns whole language theory. The global methodology for 

teaching drama and theatre arts borrows from the whole language 

approach. Whole language teachers concern themselves with learning 

based on making meaning that is inherently understood since it relates 

to the personal world of the student (Strickland 186). The chapter 

closes by delving into the developmental aspects of creativity growth in 

children. The investigation attempts to integrate theory with current 

practice. 

The work in the first two chapters provides a context for justifying 

and evaluating the work presented in Chapter Three. This chapter 

presents material based on observations made during a three-month 

project at a private learning center with ninety students. Twenty-two 

students took part in the study that involved storytelling and creative 

drama. The course culminated with the presentation of an original 

script. Over two hundred pages of notes provide the material for 

observations that appear in the chapter. This descriptive case study 

provides insights into the day-to-day functioning of the process in 

practice. 



The final chapter presents a brief discussion of the feasibility of 

implementing such a program in the public school system and 

recommendations for the future. A number of key questions arise. Do 

school districts have the curricular structures necessary to engage 

children in the gestalt proposed by this study? What priority does the 

district attach to Fine Arts in general and theatre arts in particular? 

What caliber of specialist, if any, are school districts prepared to 

provide? The literature clearly highlights the necessity of creating a 

playful environment to create a deeper sense of intrinsic motivation 

within children. In light of the "back to basics" mood of the country 

will school boards tolerate playfulness in the school? Another point of 

concern arises in regard to teaching style and creativity. The 

literature points out the benefits of teacher and students working in a 

reciprocal fashion. Such a model engenders a sense of trust and 

cooperation between teacher and students. Will schools go beyond the 

more traditional "I and Thou" approach to teaching students? In the 

face of growing conservatism, will the teacher run the threat of reprisal 

if his or her handling of creative but unorthodox student ideas runs 

counter to the acceptable view? 

A recent newspaper article on creative management by columnist 

Tom Peters provides a model for solving problems strewn along the 

path between existing policy and innovative change. Peters' steps 

include: engagement, planning, flexibility, trial and error, attitude 

toward mistakes, humor, perseverance, perfectionism, ownership, and 

accountability (Arizona Daily Star. 6 Feb. 1995, morning ed.: El). 
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Application of the Peters' framework to the issue at hand in dramatic 

arts produces a set of practical, problem-solving suggestions for the 

theatre educator: Decide what needs to happen and plan; Research 

and planning remain vital for change; Be Flexible (Flexibility stands 

as the hallmark of all planning); Value trial and error; Make mistakes 

because they are the stepping stones for human growth; Value humor 

in the face of opposition and look for points of commonalty; Persevere; 

Be a perfectionist (Let perfectionism be your guide especially as it 

pertains to values based on solid research methodologies that support 

educational proposals); Take ownership (Peters writes, "Lesson A: 

No ownership, no passion. Lesson B: No passion, no perseverance. 

Lesson C: There is no half-ownership"); Be accountable (A car only 

runs if you fully engage the clutch). These guidelines may offer one of 

the most viable ways to distinguish oneself and one's ideas. In so 

doing, the educator garners partnership in the classroom and support 

in the community. Creating such a network of support cannot be 

underestimated. 



CHAPTER ONE 

Chapter One summarizes several key initiatives in the field of 

creativity research. Next, the end of each summary relates outcomes 

to work in the drama/theatre arts classroom. The chapter focuses on 

these data as a means of shedding light on the purposefulness of 

developing an alternative K-12 curriculum for drama and theatre arts 

education. As noted in the introduction, the curriculum is holistic and 

global in nature. This method of learning provides avenues of 

involvement to stimulate the child on every level. In this way, the 

method mirrors the internal workings of theatre. In the world of 

drama a playwright's art finds full expression in a production 

conceptualized for stage by a director and designer, presented by 

actors, and received by an audience. The curriculum seeks to 

implement this pattern in the classroom so that children learn about 

the role of each theatrical collaborator from an insider's perspective. 

The central premise establishes an approach towards lesson planning 

that consciously permits students to create their own themes and ideas 

for learning domain-relevant skills. This approach leads to and 

includes playwriting, a long excluded segment in the educational 

drama curriculum, as vital part of its method. Lin Wright, head of the 

Arizona State Youth Theatre Program, recently referred to the growing 

emphasis on playwriting activity with children at that campus. 

"Playwriting is a great way for children to create authentic meaning" 

(Personal Interview). This literature review contributes information 

about creativity that provides insight useful in evaluating how this 



global model benefits the child's creative development in learning that 

flows from both the generative and interpretative aspects of the 

dramatic process. 

At the onset, this inquiry draws on historical perspectives and 

overviews of trends provided by theorists in creativity studies: Mark 

Runco and Gregory Feist; Sandra Russ; and David Feldman, Mihaly 

Csikszentmihalyi and Howard Gardner. The work reported in this 

review involves varied aspects and approaches to understanding 

creativity. Creativity refers to a process and a product. Many factors 

affect the outcome of both aspects of creativity. The process refers to 

the identification of distinct stages the creator passes through on the 

way to creating a novel and aesthetically pleasing product. The label 

"creative" applies only when judged and accepted as such by 

authorities in the given domain. 

Feldman et al. employ the following definition, "creativity is the 

achievement of something remarkable and new, something which 

transforms and changes a field of endeavor in a significant way." The 

focus of their writing centers on "what people do to change the world" 

(1). In this particular research project Feldman, Csikszentmihalyi and 

Gardner study creativity from a puer point of view. In his book Care 

of The Soul, psychologist Thomas Moore describes the puer perspective 

as creativity "invested with idealism and lofty fantasies of exceptional 

achievement" (197). A type of "little creativity" nurtured through the 

discipline of creative drama and theatre arts serves as the focus of this 

paper. From this vantage point "creativity (comes) down to earth . . . 



(and) would not have to be reserved for exceptional individuals or 

identified with brilliance. In ordinary life, "creativity means making 

something for the soul out of every experience" (Moore 198). The 

premise of the author remains that through the study of creative 

drama, rooted in a reasonable methodology, puella or "little creativity" 

develops. This quality may or may not contain the seeds of "big 

creativity" as defined by Feldman et al. But creative living that 

"shape(s) experience into meaningfulness playfully and inventively" 

(Moore 198) translates into caring for the soul of the world. 

As this review begins, the investigation considers all research on 

creativity one body of knowledge. The investigation examines trends 

and major approaches that may or may not cover product and process 

information. Insights gleaned from these research views offer theatre 

educators the opportunity to translate theory into practice. In so 

doing, theatre education aims to maximize creativity development in 

students. The information also acts as a foundation for developing new 

methods of learning. Specialists in drama must seek out new methods 

of teaching in tune with current research in order to protect their 

already precarious place in the curriculum. These innovative 

approaches push towards new thinking in this nation's approach to 

public education. The global creative drama/theatre arts model 

espoused by this analysis seeks to become a part of this initiative for 

change. 

Interest in creativity and human development began with the drive 

laden, mechanistic theories of Freud. A theorist of note from the 



period prior to 1950 is Graham Wallas. As Russ reports, in 1926 

Wallas became the first person to outline a stage model for the creative 

process. The stages are flexible, nonspecific, and general. They 

include the preparation, incubation, illumination, and verification 

stages. This model sustained its place in the literature even as the 

modern era of creativity research began around 1950. 

That the conscious/unconscious mind connect in some way during 

the process of creativity, researchers agree. But, the precise 

functioning and relationship of primary to secondary thought remains 

uncertain. In 1952, Ernst Kris coined the term, "regression in the 

service of ego" to explain the connection. He wrote,. . regression 

characterizes the process of inspiration. But the regression in the case 

of aesthetic creation ... is purposive and controlled" (253). By this 

term Kris also refers to awareness that brings solutions to problems in 

the creative process as one steps away from them. Jungian analysts 

explain the interplay between the conscious and subconscious minds by 

theorizing that during this interchange the creator transforms 

personal symbols into forms widely understood by the community. 

Albert Rothenberg draws another conclusion. He preferred to think of 

the creator's work to gain insight as an investigation of oppositions. 

Considering this a dialectical issue, he named this approach Janusian 

thought. The unifying principle served the purpose of antithesis not 

synthesis. In Janusian thinking, conflict embodies the concepts of both 

tension/conflict and balance/harmony (260). The unconscious conflict 

becomes externalized as art in the creative process. Silvano Arieti 



proposed that primary process thinking may be a separate process 

developing simultaneously with secondary process thought. Arieti 

hypothesized a systematic developmental outline for two separate 

dimensions of thought. Because both primary and secondary thought 

do not exist on a single continuum, Arieti believed the concept of 

regression unnecessary (Russ 20). Whatever the specifics of this 

relationship, "the bard is a dreamer and artists from Blake to 

Nietzsche continue to expound on the connection between dreams and 

creativity" (Rothenberg 35). 

The modern era of creativity research began at mid-century with 

the work of J. P. Guilford. His contribution coupled with those of 

Donald MacKinnon, Jacob Getzels and Philip Jackson, Frank Barron, 

and E. Paul Torrance deserve mention. For the most part Guilford's 

psychometric orientation remains impertinent to this investigation. As 

Russ indicates, however, "he made major theoretical contributions . . . 

in that he identified and investigated cognitive processes not 

previously focused on in tests of intelligence." Guilford highlighted 

showed three major concepts. First, his research reveals that creative 

abilities fall on a continuum—all individuals possess creativity, 

therefore, the study of creativity in normal populations is possible. 

His work also determined that creative thinking differs from IQ test 

measures, and problem-solving best characterizes the essence of 

creativity. One of the dominant cognitive processes he identified 

included divergent thinking, marked by variety and the ability to 

transform through reordering, redefining or reinterpreting the known. 



His work forms the basis for cognitive research to this day (Russ 4-6). 

Guilford served as a source of inspiration for most who followed him in 

the next twenty years. 

Getzel and Jackson, one such research team inspired by Guilford, 

also noted the differentiation between creativity and intelligence. This 

pair noted a particular quality of life force among highly creative 

personality types. The team found "high creatives" exhibited 

tendencies towards increased openness, flexibility, unconventionality, 

playfulness, aggressiveness, independence, and inner directedness 

(Getzel and Jackson 47). The work of these two men sought to merge 

the psychometric and psychoanalytic efforts of the field. In the men's 

efforts to create a larger context for understanding creativity and 

intelligence, they serve as forerunners of Howard Gardner's pioneering 

work on multiple intelligence theory. 

The work of MacKinnon and Barron mark the initial focus on 

personality theory. In this research work the two men sought to 

develop a personality profile for a creative type. To further 

demonstrate the move away from the psychometric orientation 

MacKinnon wrote, "I am suggesting .. . that we think of creativity, not 

as a theoretical construct to be precisely defined, but rather as a 

rubric or a chapter heading under which a number of related concerns 

quite naturally fall. .." (48). MacKinnon distinguished between 

process and product and noted criteria forjudging the product as 

creative. "For a product to be judged as creative, it must be: (a) 

unique, original, novel; (b) good, that is, adaptive, useful, aesthetically 
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pleasing, according to the standards of the particular discipline" (Russ 

1). In studying creativity, he analyzed the process, the product, the 

person, and the socio-cultural situation. As a result, the notion that 

creativity was "not a unitary process but rather a complex set of 

cognitive and motivational and emotional processes" began to take hold 

(MacKinnon 48). Like MacKinnon, Barron's work began about the 

same time as Guilford's. Barron's consistently focused on the "person 

and process in creativity" (Barron 5). He sought to define a set of 

personality indicators for creativity. His personality profile matches 

that of Getzel and Jackson. He noted that "the creative person 

remains open to the experiences of childhood and retains innocence 

even in the face of fate" (168-69). 

The work of educational psychologist E. Paul Torrance directed 

some of the research focus towards the identification of the personality 

profile for creative children. In the early 1960s, he developed a 

measure to test giftedness in children called the Torrance Tests of 

Creativity. "Galvanized by the launching of Sputnik in 1957, a major 

national effort to increase scientific and technological achievement was 

undertaken" (Feldman et al. 7). The concerns for this effort centered 

on early identification of talent. In an effort to change the negative 

effect of schools on student creativity, Torrance wrote extensively. 

Perhaps Torrance's concern stemmed as much from the public 

indictment of schools in conjunction with the Sputnik launching as 

from actual research findings. Nonetheless, for the gifted child to 

maximize his or her creative potential, Torrance understood the 



importance of identifying talent as early as possible. The identification 

of this trait through testing became his central focus during the sixties. 

Feldman, Czikszentmihalyi, and Gardner analyzed the reason for 

the large drop-off in support of creativity research by the end of the 

sixties. Even today, the results from this lack of funding affect the 

arts. As the social revolution of the sixties began, creativity 

researchers became caught up in the social reforms of the decade. 

Researchers looked to the issue of creativity as a way to shed 

conservative approaches to education. A move towards more 

individualistic expression took hold. In the turn away from technology 

that creativity research took, its support base evaporated. 

Consequently, many indicted creativity research as "part of the 

'problem' [in education] rather than a possible solution" (7-9). For the 

next ten years fledgling endeavors marked the research efforts in the 

field of creativity. 

Feist and Runco define the late 1970s as the beginning of a second 

period of high interest in creativity research. Several important 

studies describing social and environmental influences on creativity 

emerged. Previously, the accepted model for creativity study involved 

a triad of person, process, and product. With the introduction of socio-

environmental factors, the new dimension of place extended the model. 

Finally, Feist and Runco report a peak in publication of creativity 

research findings in the field of education since the late 1980s (272-

79). 



With this brief historical scenario as a backdrop, this review now 

highlights the creativity research of several key educational 

psychologists. Their results find application in the work of the theatre 

educator generally, and these findings provide a framework for 

evaluating global teaching methodologies. The areas for investigation 

include, creativity and play, creativity and affect, creativity and social 

psychology, and creativity and the flow experience. Brief mention of 

several other approaches bring the chapter to a close. 

CREATIVITY AND PLAY 

In the enhancement of a child's creativity, the importance of play 

figures predominantly. In her book, Creative Drama in the 

Classroom, drama specialist Nellie McCaslin devotes a chapter to the 

importance of creating a sense of play within the creative drama 

classroom. A spirit of play frees children from the heaviness of "having 

to " and stimulates them psychologically to enter more fully into their 

experience. Establishing a playful environment helps the drama 

specialist focus attention on the creative process as s/he makes it 

known. "Only process and skill can be taught. This creative process 

serves as the student's blueprint for action. Trial and error 

experiences encourage the development of skill, discipline, patience, 

the art of human relations, understanding of connectedness, 

relationship, flow, and aesthetic judgment" (Erikson 65). Mastery of 

the process becomes the first step in unleashing creativity and 

expanded consciousness. But when the teacher fails to make learning 
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playful and exciting, the trial and error approach becomes drudgery for 

the child. 

Working effectively in this realm places an array of demands on the 

teacher. As Erikson points out in the closing comments of her book, 

children do not know the extent of their creative vision. Students fight 

the television and film media to access both imagination and vision 

(194-95). The specialist must command attention away from these 

media. Next, he or she provides keen sensory experiences that leads 

the child in the direction of exploration and discovery of creative vision. 

By revealing and modeling all aspects of the process the teacher 

extends a playful invitation to engage in the Appollonian (logical 

thought) and Dionysian (divergent thought) dialectic to authentically 

create. The teacher stands at the juncture of a diverse number of 

intersecting academic fields. All of these domains of knowledge affect 

the drama specialist's work. The specialist's understanding of 

psychology, educational methodology, aesthetics, dramatic writing, 

design, literary criticism, acting, and directing impact his or her 

teaching style and effectiveness in the learning environment. 

The purpose of establishing a playful environment that promotes 

creativity first centers on helping the child relax in order to cultivate 

imagination. The amount of imaginative response which children 

exhibit determines how they integrate creativity into their lives. 

Minimizing stress helps remove internal pressures that detract from a 

child's ability to engage his/her active imagination in creative work. 

Edward S. Casey in his book, Spirit and Soul: Essavs in Philosophical 



Psychology quotes Jung's distinction between fantasy and active 

imagination: "A fantasy is more or less your own invention, and 

remains on the surface of personal things and conscious expectations. 

But active imagination, as the term denotes, means that the images 

have a life of their own and that the symbolic events develop according 

to their own logic" (4). 

In their research Dorothy Singer and Jerome Singer use the more 

recent view put forward by Jerome Bruner. Bruner describes two 

general forms of thought. First, logical, sequential and verbal thought 

characterize the paradigmatic experience. Second, the narrative 

experience contains visual, auditory, and other sensory reactions that 

issue forth in bursts of images (qtd. in Singer and Singer 22). The 

former describes adult imagination while the latter defines 

imagination during childhood. Singer and Singer hypothesized that 

early narrative thought or imaginative play precedes adult imaginative 

thought. Failure to nourish each leads to diminished divergent 

thinking (23) and, by extension, human potential. 

The cognitive-affective approach that Singer and Singer formulated 

for thinking about imagination allows for human curiosity. "Human 

beings . . . must make sense of the world they inhabit. . . the family, 

the neighborhood, television, and the ever widening social and physical 

milieus ..." (29). Over time children sort through dialectic tensions 

to facilitate understanding, bonding, or affiliation. Other researchers 

from Otto Rank to Carl Jung express this dialectic differently: 

immersion in intimacy vs. individual will; individualized power vs. 



social interest; attachment vs. individuation; or extroversion vs. 

introversion. Casey discusses this dialectic response in terms of the 

individual who confronts the dramatis personae of a different 

proscenium of experience altogether. It brings a realm of opposing 

forces together to provide disclosure and then moves the person on to 

the next level of awareness (8). As awareness accrues, potential for 

maximizing one's creativity expands. The imagination serves as the 

vehicle for human actualization. Out of the imagination, an individual 

forms a pattern for examining and living life either more or less 

creatively. 

The key vehicle the four-to six-year-old child uses to accomplish 

these dialectic tasks is imaginary play. For the child imagining in a 

visionary way reveals knowledge that stimulates the quest anew. The 

child as seer cultivates the innate region of the intuitive. The intuitive 

part of the soul possesses knowing appropriate to the evolution of Self. 

Contrary to the claims of Piaget who states that play behavior 

disappears as the child enters school, Singer and Singer claim the 

behavior merely fades as the demand of school decorum and other 

social pressures rise. Their data suggest the urge to play persists and 

where social circumstances permit, surfaces into adult life (32). Russ 

summarizes the contributions of Singer and Singer. The researchers 

conclude that play helps the child to expand vocabulary and link 

objects with actions, develop object constancy, form event schema and 

scripts, learn strategies for problem solving, develop divergent 

thinking ability, and develop a flexibility between narrative and logical 



thought (Russ 33). Russ decries the importance of play as the "arena 

in which children express two of the affective processes considered 

important to creativity-affect laden thoughts and affect states." 

Practice in so doing nourishes creative cognitive processes (32). 

Singer and Singer, Russ, and Klugman and Smilansky all acknowledge 

that play benefits both children and adults. 

Klugman and Smilansky conclude that "socio-dramatic play should 

be presented from a theoretical, as well as practical, standpoint as part 

of the regular education curriculum" (18). The researchers report that 

children ages two to eight throughout the world engage in social play 

activity. According to their investigations, children take roles, imitate 

and make believe, play with and without props, base their play on 

experiential themes, play in groups of two or more, and depend on 

verbalization (19). This type of play develops most fully between ages 

four and six and continues up until the "child's entrance into real life 

responsibilities with the matching rewards and obligations" (24). 

Klugman and Smilansky go on to investigate socio-dramatic play in 

relationship to behavior in school, cognitive tasks, emotional 

adjustment, and scholastic achievement. Cross-cultural and cross-

socioeconomic studies support the positive correlation between socio-

dramatic play and the foregoing factors. "This in itself is a strong 

argument for the significance of this form of play activity in terms of 

the child's present and future school adjustment and success" (31). 

Focusing on these findings with educational administrators and 

curriculum planners becomes relevant for advocates of theatre in the 



schools. Klugman and Smilansky report additional findings that 

strengthen the argument of theatre arts advocates. 

To measure the effectiveness of intervention in children's socio-

dramatic play, Klugman and Smilansky compared groups who worked 

with and without intervention. The results showed gains in cognitive-

creative activities and gains in socio-emotional activities with 

intervention present. "Our findings have confirmed that imitation of 

roles is not in itself instrumental in developing the child's abilities; 

rather, it is the make-believe process (verbal and nonverbal behavior), 

frequently supported by appropriate adult intervention, that is pivotal" 

(Klugman and Smilansky 35). 

In view of their findings, the researchers circulated questionnaires 

as a way of deducing how their theoretical findings translated into 

educational practice. Pre-school and kindergarten teachers in the 

United States and Israel comprised the body of respondents for the 

questionnaire. Tabulations revealed that teachers do not consciously 

include dramatic and socio-dramatic play as part of their curricula. 

"Although they have environments suitable for such play, many do not 

devote specific times to it, nor do they expect all of the children to 

make use of the equipment, as they would in other areas of the 

curriculum" (36-37). 

Klugman and Smilansky conclude that "socio-dramatic play should 

be presented from a theoretical, as well as practical, standpoint as part 

of the regular education curriculum. The significance attached to 

socio-dramatic play activity by most theoreticians of early childhood 



development would suggest a great deal more time should be devoted 

to its study than is presently allotted in most teacher preparation 

programs ..." (40). The researchers call for teacher training in 

methodology. This methodology specifically belongs to the realm of 

creative drama. Hence, Smilansky and Klugman's research supports 

the contention of theatre educators that the creative drama curriculum 

makes a difference. Implementations of models based on Brian Way, 

Dorothy Heathcote, Cecily O'Neill, and Gavin Bolton benefit the child 

in ways that include school adjustment and scholastic success. 

Finally, the cross-cultural research of these researchers continues to 

punctuate the need for more effective publicity in all societies 

highlighting the impact of drama in education. 

CREATIVITY AND AFFECT 

In the past 20 years, emphasis on the connection between creativity 

and affect gained interest among researchers. Theorists defined 

affective aspects of the environmental, biological, unconscious, and 

intrinsic motivation components of creativity. Does the environment 

accept or reject the work of the creative person? Does creativity run in 

families? If creativity does run in families, does a particular type of 

parent-child relationship affect it? How does the dualistic human 

brain with its right and left hemispheres affect creativity? Can the 

creative person deal with the dissonance that arises in the interactions 

between primary and secondary thought processes? How does intrinsic 

versus extrinsic motivation affect creative function? Russ seeks to 
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present a model for creativity that integrates cognitive processes with 

personality traits and affective states. The following summation 

highlights her efforts. 

Cognition is central in the creative thought and six processes 

predominate. The first process, divergent thinking, includes free 

association, broad scanning ability, and fluidity of thought. The second 

cognitive process accents transformation abilities. Such ability 

includes flexible thinking, ability to shift sets, utilize different 

problem-solving approaches and reorder information. Sensitivity to 

problems and problem-finding with alternative approaches leads to 

breadth of knowledge. The latter pertains to acquisition of domain 

relevant skills. Based on the degree of knowledge available to the 

creative person, insights rise up from within. The creator weighs these 

insights internally from the perspective of primary or secondary 

thinking. This act leads to the last cognitive process which accents 

critical and evaluative ability. 

This cognitive profile juxtaposes the personality profile that 

emerges from the work of Barron/MacKinnon in the 60's. As recently 

as in the late 80's, other researchers confirmed the two initial 

personality profiles. The creative personality prefers complexity, 

unconventional values, risk-taking, and autonomous action. Because 

the creative type is self-confident s/he prefers to make independent 

judgments and work from a point of intrinsic motivation. 

In addition, many affective states figure predominantly in the 

personality profile of a creative individual. Russ describes one 



affective state as a person's ability to access and experience diverse 

emotional states as fantasies and daydreams. The person's response to 

these states includes anxiety versus passion and tension versus 

excitement about the difficulties s/he discovers in problem-solving. 

Another affective process refers to one's expertise in cognitive 

integration and modulation of affective material (Russ 12 -16, 60-70). 

While determining the interrelationships of affective states to each 

other and creativity is elusive, the research clearly illustrates the 

connection. 

In the areas of developing student affective response, the theatre 

educator serves a valuable function. Through the use of play in a pre

school and elementary school setting, a child cultivates experience in 

expressing affect. Specific theatre games and improvisations work to 

enhance spontaneity, stimulate openness, and a free flow of 

associations. At the same time such activity increases a child's ability 

to relax and modulate tension and anxiety that may hamper 

performance both in and out of the drama classroom. A major 

difficulty stems from the reality that so few elementary schools employ 

drama specialists. 

At the beginning high school level, this lack of experience hinders 

the child. Generating enthusiasm among beginning drama students 

often challenges the teacher. The global method for teaching dramatic 

art concerns itself with this issue. Allowing students to choose drama 

themes of personal interest and use them in a drama classroom 

context, gives the teacher a tool for extending the child's affective 
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pleasure and cutting a pathway towards intrinsic motivation. 

"Beyond boredom and anxiety" [to borrow a term from 

Csikszentmihalyi] lies the realm of intrinsic motivation. Once the 

student works from this basis, the evaluative task of assessing 

outcomes takes on a deeper dimension. This concept of self motivation 

serves as the next topic of discussion. 

CREATIVITY AND SOCIAL PSYCHOLOGY 

In the early 1980s Teresa Amabile published her work on the 

dynamics of social psychology and creativity. Virtually no research 

existed in the field prior to her efforts. Her work countered the work of 

E. P. Torrance. Torrance recommended external reward as an 

inducement to stimulate creativity. The recurring theme of Amabile's 

work assessed intrinsic versus extrinsic motivation. In addition, she 

developed a combined personality, cognition, affect, and social 

psychology framework for creativity that expanded insight into the 

issue. A third major facet of her research effort delved into 

environmental influences on creativity. The following material 

summarizes reports on her work and other studies highlighted in her 

book, The Social Psychology of Creativity. 

Amabile's work on motivation resulted in the Principle of Intrinsic 

Motivation, broadly accepted today by creativity researchers. She 

hypothesized "that generally, extrinsic constraints will be detrimental 

to creative performance" (96). Her research demonstrated the negative 

effects that evaluation and expectation place on creativity. Negative 



effects result when rewards exist for the quality of performance. 

Offering rewards to induce creative performance affect the child 

negatively. Whether rewards render a positive effect depends on the 

nature of the creativity task and the degree of intrinsic motivation and 

choice involved. A consistent positive relationship exists between 

intrinsic motivation or expressed interest and creative performance. 

In consideration of the components contributing to the profile of a 

creative individual, Amabile also created a componential framework 

for creativity. "Domain-Relevant Skill" forms the basis for 

performance in a given area. The second component comprises 

"Creativity-Relevant Skills," while the third consists of "Task 

Motivation." Amabile bases her model on a set of formal and informal 

observations about creative production taken from her own work and 

that of earlier researchers. Amabile embraced the notion of a 

continuum of creativity. The researcher agreed that there often seems 

to exist a special "match" between individual giftedness and a given 

domain but the age at which creativity peaks for people varies within 

different domains. Amabile also agreed that formal education 

enhanced creativity and helped a person develop higher levels of 

achievement. But talents, education, and cognitive skills and 

personality traits do not by themselves appear sufficient for high levels 

of creativity. Amabile endorsed the incubation phenomenon [the time 

during which one ceases to consciously work on difficult problems]. In 

this time an apparent flash of illumination may arise to solve the 

problem. Additional assumptions contributing to the Amabile model 



included diligent work, deep involvement in the activity at hand, 

intellectual playfulness, and freedom from external constraints. 

Finally, Amabile noted that although extrinsic constraints can deter 

creativity, some individuals appear to produce consistently creative 

work under clear extrinsic restraints (66-69). 

The cognitive abilities available to the creative person provide 

pathways for solutions to problems. Factual knowledge, technical 

skills, and domain-relevant talents each comprise a cognitive function 

that allows insights into working through stumbling blocks to 

creativity. Amabile points out the correlation between creativity and 

proficiency in the foregoing named categories. Another cognitive 

process relates to the manner in which the person stores information. 

Knowledge stored according to general utility becomes more useful in 

the creative process (69-71). 

Creativity-relevant skills relate to the cognitive style a person 

employs in dealing with domain-relevant information. Certain styles 

are more vital to creativity than others. Ability to visualize differently 

(breaking perceptual set) and apply new strategies to old information 

in problem-solving (breaking cognitive set) aid in creative functioning. 

Understanding complexities within the domain and a willingness to 

keep options open as long as possible (which implies the ability to deal 

with tension and anxiety) also serves a person in working more 

creatively. Beyond these abilities, a person who easily extends 

categories to facilitate seeing relationships between diverse bits of 

information and accurately remembers extensive detailed information 



possesses an advantage in creative problem-solving. Finally, the 

ability to avoid taking any information for granted sharpens one's 

critical analysis functioning. Ultimately a person perceives creatively 

by seeing things differently and thinking heuristically (72-73). 

The third component of Amabile's creativity model deals with work 

style. Research evidence suggests that ability to concentrate, to let go 

of failed strategies and to function in high energy states benefits 

creative production. By looking at the work of analysts in this area, 

Amabile describes the work style of a creative person. A creative type 

possesses more independence and self-discipline than usual. Their 

ability to defer gratification and avoid judgments and stereotypes helps 

them to produce creative work results. Creative types possess an 

internal locus of control. Thus, people who work in this way appear 

willing to take more risks and endure more ambiguity and frustration 

while searching out solutions for problems (74). 

Amabile investigated additional social psychological factors. 

Through her work, the researcher concluded that problem-solvers 

working as a group may produce fewer ideas than individuals working 

alone. But information concerning the quality of the idea remains 

unclear. Depending on their objective, outside observers may impact 

creativity on specific projects. Open-ended creative activity in the 

presence of others may also impact outcomes. Once again the reason 

for an observer's presence becomes a factor. Evaluation of any type is 

negative. In addition, a feeling of being evaluated undermines 

creativity of groups or individuals. An individual's exposure to creative 



models early in life enhances and improves performance on creative 

tasks. However, the impact of modeling depends on its degree of 

similarity to the creative person's task (157). 

According to Amabile little information exists on the impact of 

physical environment on creativity. The author uncovered a small 

number of writings on the effects of visual cues in the physical 

environment. Children tested in enriched environments outperformed 

those tested in a barren environment. But virtually nothing 

calculating the impact of light, sound, smell, and taste on creative 

performance exists. 

Outcomes abstracted from social, psychological, or global 

environmental studies listed in Amabile's book all contain some 

correlation factor with creativity. Specific factors within all these 

frameworks affect creativity. For example, in an educational setting, 

open classrooms which focus on student-centered instruction and 

individualized attention (even on the college level) enhance creative 

functioning. In the same vein, formal education to a certain point 

extends creativity but beyond that given level, education lowers it. In 

a work environment, where employees feel their jobs are secure and 

interference minimal creativity increases. From a sociological 

perspective Amabile found first born siblings, who lose a parent at a 

young age, tend toward increased creativity, as do children with 

personally secure parents. In such families, the parents express little 

concern for societal views on behavior and status. These families also 

tend towards lower levels of authoritarianism and restrictiveness. 



Thus, parents encourage independence. In this same sociological 

context, Amabile noted that creativity increases when the distance 

between parent and child remains interpersonally cool. Families 

fitting this profile seem to generate more creative types and the 

number of creative individuals in one generation tends to equal or 

surpass those in the previous generation. In a broader societal context, 

Amabile reports that political instability negatively contributes to 

creative production while political fragmentation and civil disturbance 

positively relate to adult creativity. Whatever the setting, playful 

activities can increase subsequent creativity (especially if the objects 

relate to the subsequent creative task); and the more available a role 

model in a given field, the more likely a child will show early creative 

achievement (but the child must not cling too long to the model). 

Finally, in a general context, Amabile noted that a high number of 

competitors in a field may lead to lower levels of individual 

productivity in some domains (159-185). 

For theatre educators, the implications of Amabile's summaries are 

extensive. While research in this entire area remains scant and its 

universal application to all age ranges remains unproven, the work 

still presents important fundamental concepts for building the optimal 

creative drama /theatre arts experience. The following insights, 

derived from Amabile's work, contribute to the philosophical and 

practical base of a global approach for teaching dramatic art: 

Understand that district and individual administrative policies 

towards teacher responsibility, involvement in curriculum 



development, and job stability all affect the person's ability to 

teach creatively in the classroom. 

Know that wherever a student's abilities fall on the creativity 

continuum, the potential for growth exists. Expect a deepening 

and expansion of cognitive styles through enhancement. Offer 

abundant enhancement projects that allow the student to 

operate from a point of intrinsic motivation. 

Tolerate under-achievement recognizing that depending on the 

domain, degrees of creativity exist for the same individual. 

Avoid settling for under- achievement by continually finding 

appropriate means to encourage student gains in creative 

productivity in all areas. 

Become acquainted with students. Be open to their sharing. 

Sibling position and mother and father's parenting style impacts 

student creativity in the classroom. Appropriate student 

background information better prepares the teacher to enhance 

individual creativity. 

Allow students of similar motivation to work together on special 

projects that arise from intrinsic motivation. 



Use extrinsic rewards sparingly and think about the 

consequences of their use within each context. 

Create an atmosphere that minimizes grades. Focus on the 

rewards that intrinsic motivation brings. 

Create a playful atmosphere that runs through all aspects of the 

drama program. 

Provide for a stimulating and playful environment full of visual 

cues that stimulate learning based on the intrinsic motivation 

principle. Utilize materials from past productions, masks, 

costume displays, objects of interest that relate to theatre 

history including films and videos. 

Model a work style that accents self-discipline, perseverance, 

tolerance for ambiguity, independent judgment, high autonomy, 

personal motivation, and a playful approach to life. 

Stimulate creativity, by tying lesson plans in with active 

learning exercises. Allow students to use themes from their own 

realm of personal experience to learn concepts. These themes 

tend more towards intrinsic motivation. 



Maintain a level of interpersonal distance with students to 

encourage independence and enhance creativity. 

Avoid sexism. 

Cultivate an image of yourself as a facilitator who works with 

students in a reciprocal fashion. 

Develop active learning exercises in conjunction with lesson 

plans that encourage resourcefulness in problem finding and 

problem solving. 

Hold back judgments of student ideas and work that appear out 

of the ordinary or compromises the "traditional" view. 

Encourage students to extend and adapt information from the 

theatre arts domain. Foster the development of new ideas. 

Acknowledge and encourage individual giftedness by allowing 

such students to work on projects that intrinsically motivate 

them. Find ways to incorporate what students produce into 

other areas of the curriculum or school activity calendar. 

Develop a philosophy on creativity in theatre arts and share 

your ideas with students. 



In group problem-solving projects, experiment with different 

combinations of people to discover the best tactic for each group. 

Build relaxation time into the drama process and allow students 

to find the "flashes of insight" necessary for novel and innovative 

problem-solving. 

CREATIVITY AND FLOW 

In his book Bevond Boredom and Anxiety. Mihaly Csikszentmihalyi 

presented the concept of flow. The wide-spread acceptance of this 

model for explaining the rewards of the autotelic experience led to a 

second book. Published in 1990, Flow: The Psychology of Optimal 

Experience discusses in deeper detail the use of flow to form thought 

structures and patterns that promote inner harmony and mastery of 

consciousness. The author continues by discussing the conditions of 

flow as functions of culture and personality. He examines the 

cultivation of flow in physical, mental, community, and work activities, 

as well as its role in expressing meaning. Finally, Csikszentmihalyi 

discusses flow in terms of living life creatively and unifying life 

themes. 

Csikszentimihalyi states that the flow experience results in 

increased complexity. Complexity comes from the two broad 

psychological processes of differentiation and integration. As discussed 

earlier, the former implies movement toward uniqueness while the 

latter urges a person towards union with others. The well ordered 



consciousness that comes from the experience of flow happens while in 

a state of deep concentration (Flow 41). As action and awareness 

occur, people become so involved that the activity becomes 

spontaneous. "The self-consciousness of self ceases as one merges with 

their action" (53). In a flow state, the individual orders experience, 

and creates meaning as they deal in the complexities of differentiation 

and integration. In this context, meaning spills over into a sense of 

purpose. "The consequences of forging life by purpose and resolution is 

a sense of inner harmony, a dynamic order in the contents of 

consciousness" (227). The flow experience, therefore, enhances 

creativity. 

To understand the derivation of this concept, Csikszentmihalyi's 

first book Bevond Boredom and Anxiety deserves closer examination. 

In fact, Csikszentmihalyi's concept of flow grows out of the concept of 

intrinsic motivation. This self-motivated dimension makes the 

individual's behavior active and creative. Like Singer and Singer, for 

Csikszentmihalyi, the role of play also becomes important. Play is not 

as important as the person's perception of play or their interpretation 

of it. Csikszentmihalyi argues that the presentation weighs heavily in 

matters of perception. He writes "anything one does can become 

rewarding if the activity is structured right and if one's skills are 

matched with the challenges of the action" (xiii). Hence, the structure 

of an activity impacts the rise or fall of intrinsic motivation. In his 

book, Csikszentmihalyi deals with activities such as rock climbing, 



dance, chess, basketball, and surgery. The structure of such activities 

provide for rewards within themselves. 

Csikszentmihalyi describes such experiences as autotelic. The word 

derives from two Greek words: "Auto meaning self, and telos meaning 

goal. It refers to a self-contained activity, one that is done not with the 

expectation of some future benefit, but simply because the doing itself 

is the reward" (10). The transcendent quality of the flow experience 

empowers the individual to forsake even a comfortable life. The second 

characteristic of flow enables the individual to maintain a limited 

focus. Csikszentmihalyi quotes Dostoevsky, "The main thing is the play 

itself, I swear that greed for money has nothing to do with it, although 

heaven knows I am sorely in need of money" (41). 

The third quality of the flow experience involves the loss of ego. In 

merging with the action, one's self-identity fuses with it as well. Self-

consciousness evaporates. Control of his or her actions, the fourth 

characteristic of flow, is not active or conscious. Being deeply attuned 

to the activity generates the confidence that no possibility for lack of 

control exists. This state leads to the next dimension which concerns 

the unfolding of process. The direction or the way seems unclouded 

and the individual takes the next step without a need for evaluative 

feedback. The final characteristic concerns the autotelic nature that 

demands no external goals or rewards. To further explain the flow 

experience, Csikszentmihalyi quotes John Dewey: "A piece of work is 

finished in a way that is satisfactory; a problem receives its solution; a 

game is played through; a situation ... is so rounded out that its close 



is a consummation and not a cessation. Such an experience is a whole . 

... It is an experience" (141-42). 

In discussing the consumptive nature of western society, 

Csikszentmihalyi calls attention to the issue of enjoyment. His 

writing points out enjoyment comes neither from watching television 

nor from collecting or maintaining material things. Csikszentmihalyi's 

analysis parallels that of Joan Erikson, Howard Gardner, Matthew 

Fox, and others by accenting the self-defeating potential of the 

consumptive oriented life style. Csikszentmihalyi poses key questions. 

How does a society work to overcome the mechanization of life that 

inevitably leads to alienation? Can people be taught to make 

experience more autotelic? Does a plan for expanding flow activities in 

society exist? How does the flow experience affect the educational and 

work milieu? To conclude Bevond Boredom and Anxiety. 

Csikszentmihalyi discusses these inquiries in delineating the politics of 

enjoyment in relationship to flow. As the researcher concludes, "The 

lack of intrinsic rewards is like an undiscovered virus we carry in our 

bodies: it maims slowly but surely" (199). 

There exists in the premise of this paper a need to examine the 

implications of Csikszentmihalyi's concept in relationship to education. 

First, as Csikszentmihalyi notes, educators must ask how enjoyment in 

learning can increase. In areas other than those traditionally tested 

for, which relate only to logical reasoning, how does the field of 

education deduce expertise? As a system for mass education, 

educators' concentration on linguistic and logical-mathematical 



intelligence dooms the enterprise. Csikszentmihalyi refers to mass 

education as rigid and impersonal (Bevond Boredom 205). In part, 

education's failure derives from the deprivation of flow experience 

which impedes creativity. To change the reputation of mass education, 

new structures built to add a dimension of enjoyment to education 

must develop. The possibility for adding more fun in education arises 

only when the system begins to contemplate an outline for developing 

an autotelic student. Csikszentmihalyi discusses a plan for such 

development which he believes is possible through training and 

discipline. Applying his concept to the field of education, 

Csikszentmihalyi finds teachers guiding students to pay attention to 

the minute details of their environment with the intention of 

discovering hidden opportunities for actions that match capabilities for 

creating meaning by stimulating sensory awareness to discovery the 

world. Teachers may then set appropriate goals for themselves and 

the group in which they participate. This idea relates back to the 

concept discussed earlier of a reciprocal relationship between teacher 

and student. Csikszentmihalyi believes such a relationship serves the 

purpose of providing students better feedback in order to monitor self 

progress. The reciprocal relationship also helps students recognize 

environmental cues that point them in alternative directions for 

searching out meaningful goals around which to organize the Self 

(Flow 90-94). The teacher's mission must embrace the exploration of 

the student's world and acknowledge what intrinsically motivates him 

or her. To help the child explore alternatives for creating authentic 



meaning, based on personal experience of their world, remains one of 

the primary goals of the educator using the global method for teaching 

dramatic art. 

While the foregoing information presents a wide range of topics 

dealing with creativity research, it in no way exhausts the subject The 

page limitations of this document prevent more than a mention of 

other significant areas. These include a systems approach which 

considers the interrelationship between the person, culture, and 

society. According to this view, questions of creativity deal more with 

. where creativity abides rather than what or who is creative (Feldman 

71). Chapter Two of the thesis deals with the developmental aspects of 

creativity in children as it relates to age. The writings of Michael 

Piechowski, however, deal with the evolution of the individual towards 

self-actualization which he considers creative (Piechowski 89). This 

leads to the considerations of Gordon Becker who cautions against the 

Western emphasis on individual, novel, and sometimes idiosyncratic 

creativity which minimizes self-discovery. Becker also decries the 

tendency to label the work of learning to live in harmony with others 

as "supportive," rather than creative (Shaw and Runco 176-80). 

The concepts defining creativity impact the philosophical leanings of 

the alternative, global method for teaching creative drama and theatre 

arts. The global method values transforming theory into practice in 

the learning process. In so doing, teachers and education find renewal. 

By allowing ideas to exist in a vacuum, no one benefits. Teachers only 

improve when they remain open to new concepts and allow them to 



impact the learning process. Theatre educators also need to develop a 

facility for translating proven theory into practice not only to keep 

drama in education vital but to protect its place in the curriculum. 

Applying theoretical insights to support this approach, the global 

method uses the learning experience to uncover the imaginative 

leanings within the child. Next, the teacher helps students give 

creative form to thought, as a way to differentiate and express 

authentic meaning. 

Similarly, C. A. Van Peursen speaks of culture. Van Peursen 

stresses the concept that culture only remains a dynamic force in 

society when it constantly undergoes renewal (Dutton and Krausz 

168). Following this line of thought, teachers also need to make 

children aware of the dynamic structures that govern their lives in the 

name of culture. In the classroom, students need to understand the 

vital role they play in renewing the total product of human creativity 

and intellect. Helping children to acknowledge how they fit into 

community imbues them with importance. This knowledge contributes 

to releasing students from obstacles that keep them from engaging in 

the creative process. Consequently, educational methods that revive 

excitement in the learning process, provide an inspiring environment 

in which to make things happen, and foster creative potential in 

children all make significant contributions to energize and stimulate 

society and culture. 



CHAPTER TWO 

This chapter considers other rationales for pursuing a global 

approach to teach creative drama and theatre arts, K-12. Holistic 

describes this methodology because, in addition to the traditional 

drama curriculum, it involves playwriting, a segment of the curriculum 

long overlooked in dramatic arts. Another reason the method is more 

holistic relates to student involvement at both the generative and 

interpretative level of the theatrical arts. As this inquiry unfolds, it 

suggests using the global approach to merge disparate views 

concerning the focus of drama in education. Tension exists between 

those who use drama as a tool for teaching language arts and those 

who wish to focus on its role in aesthetic education. The latter believe 

drama's use as a method for teaching aesthetics becomes diminished 

when drama serves only as a tool in cultivating literacy (Bloomfield 

18). The second area of pressure arises between advocates of creative-

centered and discipline-based approaches to drama. Several 

observations from the writer's most recent teaching experiences 

indicate how the global approach offers common ground for diverging 

viewpoints. The student responses noted in these observations also 

highlight the importance of including writing in the drama curriculum. 

These teaching efforts involved students ages six to sixteen. Finally, 

the practical samples supply points of reference for other discussions 

within this chapter concerning the proposed methodology. The 

presentation of research-based data relating to creativity 

developmental theories, whole language concepts and collaborative 



writing serve as other components to the positioning of the global 

approach. 

PERSONAL OBSERVATIONS AND THE ROLE OF WRITING AND 

LANGUAGE ARTS IN DRAMA EDUCATION 

The work of weaving strands of information together to support a 

holistic method for teaching drama begins in a drama classroom. 

About two weeks into the 1994 Fall semester, I began work as a 

student teacher by observing two high school beginning drama classes. 

The first period consisted of incoming freshmen. The second section, 

however, contained a mix of juniors and sophomores. As I began my 

routine at the school, students prepared to write their own mimes. 

Each scene had to convey a clear beginning, middle, and end. Their 

work typified that of students who, for the most part, had no prior 

training in the dramatic arts. The final project of the second unit on 

voice and diction required students to become storytellers. Each 

student prepared a children's story or poem to read on stage. In 

relationship to the mime exercises, I observed the students' interest 

diminished significantly. At the conclusion of this unit, I assumed 

teaching responsibility for both classes and began a unit on blocking. 

In the past, the supervising teacher allowed students to select from an 

array of written scenes featuring human beings in varying stages of 

life, from pre-school to old age. As a final project, students blocked and 

presented the scene. The prepared scenes, however, dated back 20 

years. Consequently, my supervisor and I agreed to allow students to 



update them. Most chose not to rewrite. As with the previous project, 

my evaluation of their work remained low. Although aware that the 

scenes left little room for inspiration, I determined the poor result 

stemmed mostly from the students' lack of experience. 

The subsequent material dealt with dramatic structure. I never 

consciously thought to improve motivation by allowing students to 

write a scene as their final unit project. While planning, the idea 

emerged and I acted on it (the planning for this class occurred prior to 

the literature search on creativity). The supervising teacher supported 

my decision. Breaking out into self-described groups, students worked 

to prepare a staged piece focusing on structure and defined story 

elements. Notes in a personal journal reported my observations on the 

results: ". . . found the students integrated prior knowledge well. One 

piece had more than eight students in it. There was a clear story line 

and a different characterization for each person on stage. . . . Quite 

pleased with the overall results and the energy and commitment put 

into the projects." The final paragraph highlights my editorial 

comments: "Overall . . . they (second period) are still battling 

inhibitions . . . I'm not sure even a bomb would energize these kids" 

(Leedberg, Sabino 61). 

As the term ended, I introduced the last instruction segment which 

focused on monologues. Following the tradition initiated by the 

student teacher the year before, I opted to teach a unit on personal 

monologues. The older beginning drama students developed a 

reasonable affinity for the project. The younger students continued to 
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struggle. Attempting to reduce the threat of self-disclosure for 

everyone, we began with a "True Colors" workshop. This system 

stands as a popularized and abbreviated version of the Meyers-Briggs 

Personality Assessment Instrument. After determining their 

appropriate color, students prepared improvisations to depict their 

version of living life as a blue, gold, green, or orange person. The next 

stage involved the students in looking for an incident from their 

personal lives that reflected their "color nature." Students understood 

these guidelines did not limit their choice. All pupils were free to 

choose a situation, story, or element from their life they felt 

comfortable enough to dramatize on stage. We discussed structure and 

characterization at length as a class and in small groups. The 

beginning class of older students presented monologues at about the 

same level of interest as the final projects done for the unit on 

dramatic structure. The unit projects for this class which students 

generated from either their own personal interest or from their 

personal lives, I judged more superior than their storytelling projects. 

A more meaningful observation relates to the younger students, who 

appeared to pull back repeatedly during the course of the unit. 

The first two days scheduled for presentations, a number of 

students reported to class unprepared. The last day of the semester 

nearly 20 of the 31 students in the class waited to perform. As the 

performances continued, so did my surprise. Students who failed to 

complete any assignment the entire semester performed. The range of 

topics and the scope of emotions covered commanded the class's 



attention and involvement. I noted in my observation journal: "This 

unit has been astoundingly successful. They [the students] dug deep 

and wrote some incredible material. The experiences and depth to 

which many of them went leave me deeply gratified" (95). 

The students' interest and involvement emphasizes the power of 

intrinsic motivation as discussed by Amabile, Csikszentmihalyi and 

others. In addition, writing played a key part in this process. 

Czikszentmihalyi discusses the use of thought and writing as another 

road to the creation of the autotelic personality. He draws an analogy 

between playing with language and playing with puzzles. Working 

with language is a form of mental puzzle which finds creative 

expression in writing. While Czikszentmihalyi names poetry as the 

most creative use of language, he also notes, "writing prose provides 

similar benefits, and although it lacks the obvious order imposed by 

meter and rhyme, it is a more easily accessible skill" (Flow 131). 

Czikszentmihalyi believes that the notion of winning money or fame 

for writing holds people back. He calls for the removal of the stigma 

attached to the words amateur and dilettante which come from Latin 

roots connected to amare -to love and delectare -to find delight in. 

Csikszentmihalyi highlights the importance of word play and writing 

for both child and adult in that they give the mind a disciplined means 

of expression and allow one to record events and experiences in order 

to easily recall and relive them in the future. Writing provides human 

beings a way to analyze and understand experiences. In the process of 

writing an individual communicates with the Self in a way that brings 



order to experiences. At the same time writing becomes a therapy for 

shaping some order among the confusion of feelings. Writers create 

worlds of words in which they can act with abandon and ease apart 

from a troubling reality and change attitudes towards seeking 

experience. Thus, word play and writing gear students towards 

attitudes of life long learning (Flow 129- 141). 

My classroom experience reinforces in practice the theoretical 

writings of Csikszentmihalyi. Student initiated decisions, set the mood 

for increased involvement. A sense of emotional safety prevailed in the 

environment and students knew it. As their commitment to the project 

conveyed, the students took ownership of the experiences they formed 

into monologues. The students called forth their experiences from 

within them, expressed them in words, and gave them artistic form as 

monologues. Next, the class worked as interpretative artists to 

mediate the experience as a stage event for their peers. Through the 

presentation of the "true-color" personality assessment information at 

the onset, students explored issues of personal interest. Our approach 

rang with a sense of playfulness, as groups searched for ways to act out 

color through improvised action. The experience also reinforces the 

findings of Amabile who worked with undergraduates from Brandeis 

University to gain insight on examples of intrinsic motivation. 

Amabile questioned student writers about their reasons for engaging 

in the process. The co-eds offered a wide range of reasons for writing. 

Most students found pleasure and new insights in expressing 



themselves. These writers relaxed when writing and enjoyed playing 

with words, characters, ideas, events and images (99-137). 

The research in Language Arts pertinent to a discussion of the 

role of writing in education goes beyond the scope of this analysis. One 

area, the whole language movement, deserves mention because it 

serves as a model for the global approach to teaching drama and 

theatre arts. Ken Goodman highlights the importance of inviting 

students to use language for discussing things they need to 

understand. Goodman advocates the importance of urging students to 

write about what interests them. "Whole language programs get it all 

together: the language, the culture, the community, the learner, and 

the teacher" (qtd. in Strickland 1). Goodman discusses the importance 

of learning projects that "get writing going" and find a place for every 

child in the project. He recommends that teachers communicate their 

philosophy while working to involve parents and garner administrative 

support. In so doing teachers use a range of "authentic, natural, 

functional materials to build literacy" (Goodman, What's Whole 72-

78). "Language is kept whole so that all necessary data for language 

learning will be present" (Goodman, The Whole Language Evaluation 

Book xi). The global approach to teaching theatre arts strikes at the 

heart of Goodman's criteria to foster language acquisition because it 

involves all of the child in all of the theatrical process. 

Unfortunately, teachers appear to feel uncomfortable about 

introducing writing into the drama curriculum. This situation prevails 

even in the face of evidence which suggests that writing outside the 



63 

language arts classroom improves students overall writing ability. 

Research also suggests that writing experience improves student 

understanding of a given content area (Lucas 4). Educator Karen 

Husted believes the reason for teacher discomfort relates to a lack of 

confidence in themselves and the student. Teachers may not 

understand how to deal with dramatic writing into the theatre arts 

curriculum. Many educators may have ideas on where writing belongs 

in a scope and sequencing approach to curriculum, but they lack 

sufficient teaching pedagogy to structure an effective dramatic writing 

program. Finally, some teachers lack confidence in the student's 

ability to meet the challenges in dramatic writing (Personal 

Interview). Teacher discomfort is another factor. Some educators are 

uncomfortable because their teachers came from an old school of 

writing which lacked flexibility in style. Fixed thinking prevents 

teachers from experimenting with students to find freer approaches for 

learning to write (Lucas 5). 

In the global approach children write as a way to learn. Depending 

on their stage of development, monologue, scene and/or play writing 

exercises serve children in various ways. Global methodology proposes 

that understanding of developmental theories helps the teacher 

structure meaningful learning experiences for children in all stages of 

development. Sally Hampton reports that at all levels the writing 

exercises "represent a way to bring the real world and school together 

in a more logical and meaningful partnership" (qtd. in Lucas 6). In 

this endeavor, the emphasis over the last 20 years focuses more and 



more on process-writing. Process-writing finds "students are more 

likely to choose their own topics, define their purpose and audience, 

draft and redraft stories based on feedback from other students, and, 

perhaps, "publish" [or produce] the piece in some form (Lucas 1). 

One way in which dramatic writing exercises serve learning is that 

they intensify student understanding of dramatic writing. In addition, 

"the exercises are meant to raise students' consciousness of theatre as 

a representational genre, to underscore the crucial importance of its 

spatial dimension and visual concretization, of the dynamic 

relationships between characters, and of the vitality of the spoken 

word" (Mather 62-63). Writing allows students to cultivate an 

insider's perspective on character development and different points of 

view based on their own understanding of the world. Nancy Lales 

Garrett notes that playwriting "allows the students to bring forth a 

variously glittering and eclectic mosaic of bits of self1 (20). This 

empowers the child in ways denied them in other parts of their lives. 

Ultimately, students teach themselves in an impersonal and non-

judgmental environment as they deal with issues of character 

development in writing (Garrett 21). 

The work of Colette Daiute focuses on peer interaction in 

collaborative writing. Daiute's work highlights the importance of 

"sharing time" as a way for children to develop a foundation for 

expository writing (her research, however, deals only with pairs of 

students collaborating). As children write they address literacy 

concerns in authentic, child-like ways that might seem insignificant 



from an adult viewpoint. Students interactions have a socializing 

effect and helps children gain a sense of mastery over the writing 

process. Daiute notes that collaboration works best on the computer 

where children can merge their ideas into one coherent-looking text 

and can make revisions without having to recopy the entire text. 

Teacher involvement is important because it helps children expand 

their strategies (Daiute, Plav/Learninp Write 656-64). 

In a second article, Daiute reports that the teacher's ability to foster 

a sense of play aids the collaborative writing process in specific ways. 

A playful environment frees the students to elaborate on what they 

write without feeling judged. Children feel empowered to test the rules 

of society and their roles in it. Students are also more likely to use 

emerging knowledge before they master it. Finally, a sense of play 

helps reduce the inevitable conflict that arises among students as part 

of group problem-solving. Daiute stresses that the idea that the 

reader/writer dialogue implicit during composing should be provided 

explicitly during instruction. Collaborative writing makes this 

dialogue possible. The process is important because it engages writers 

in conflict over the meaning they had intended in a text and the 

meaning that comes across to the actual readers. Daiute cautions that 

these dialectic methods may become increasingly uncomfortable but 

the transformational nature of play involves the exploration of 

alternatives and contrasts. (Daiute, Role of Plav in Writing 39-42). 

According to L. S. Vygotsky, the child's growth in ability to 

communicate through language relates directly to "learning how to 



differentiate word meanings in his or her speech and consciousness" 

(Vygotsky 129). Drama offers children the opportunity to play with 

words and discover varied usage. Drama used this way also allows the 

child to work in a meaningful context when the lesson centers on the 

use of personal themes. Dorothy Heathcote states, "Research into 

language and education has demonstrated the important [sic] of 

experiences for children which provide meaningful contexts in which to 

use language for a variety of purposes, and drama facilitates this need 

in an ideal way" (qtd. in Johnson and O'Neill 84). Like Heathcote, the 

research of Brian Edmiston leads him to state that drama is "a 

powerful force in literacy because it can place learners in a variety of 

contexts and generate thoughts, feelings, and language that are 

meaningful to the child." Edmiston uses the term "narrative theatre" 

to describe the process of exploring texts to frame perspectives, build 

images, and change perspectives from the third to the first person 

(Edmiston 219-21). The child's exposure to an "Edmiston-type" process 

results in the exploration of stories and elements of stories that provide 

a basis for children to create their own texts. A synergism builds as 

children delve into written texts and discover their ability to write 

their own, which leads to more effective exploration of dramatic 

literature when the continuity of experience prevails. 

Approaches to learning like Edmiston's and those in the tradition of 

Dorothy Heathcote, Gavin Bolton, Brian Way, and Cecily O'Neill 

naturally start with the students' point of interest. Always beginning 

from the students' vantage point, these educators incorporate domain-



relevant skills into the lesson. This learning style finds its introduction 

into the proposed curriculum between the ages of eight and twelve. 

The collaborative nature of their work offers children the opportunity 

of interaction around a common effort. Students share in the unfolding 

of the project and in each other's own personal contributions and 

growth. More importantly their skill as negotiators in the give and 

take of collaborative work develops and expands. Additionally, 

pedagogy in this vein sets the tone for studying advanced theatrical 

concepts. Such teaching is in keeping with Gardner's model which 

calls for the introduction of more scholastic aspects in the art form at 

this time. Gardner also suggests the introduction of apprentice-type 

relationships during the late middle school period (Art Education 40). 

Following this sequencing for the curriculum, students arrive in 

high school ready for more independent and collaborative playwriting 

and theatrical projects. "One of the most positive contributions which 

drama makes to the curriculum is that it provides a facilitating 

atmosphere for many kinds of language use" (O'Neill 17). At this level 

the child's possibilities to deepen domain-relevant knowledge multiply, 

as he or she explores aspects of structure, characterization, and style 

through playwriting exercises. "Older students should be prepared to 

undertake systematic study of scholastic aspects of art; and so I would 

favor the inclusion of options to take art history or classes in artistic 

analysis" (Art Education 42). In the field of theatre arts, the student, 

following Gardner's proposed sequence, would begin to explore theatre 

history. The proposed global curriculum emphasizes theatre history 



and leads students in the direction of personal projects stimulated by 

selected study. These educational efforts aim to cultivate the student's 

role as "reflective practitioner." Throughout the curriculum early work 

at the primary and middle school level provides increasing confidence 

for the older student. At the same time students develop domain-

relevant knowledge necessary for higher levels of creativity. 

Knowledge builds on an expansive, solid foundation. 

PERSONAL OBSERVATIONS AND EDUCATING FOR INSIGHT 

Through my observations as a student teacher I discovered the 

connection between writing and motivation in the drama classroom. 

The above reported information seemed to connect with the data 

reported in Chapter One. If a teacher, however, consciously set out to 

structure a class based on these research reports, might the same 

results materialize? My current work with children, ages six through 

thirteen, in an after school, ten-week fine arts program, permitted me 

such an opportunity. This city-sponsored cultural program makes 

theatre arts classes available to all residents for a minimal fee. 

Almost all the children arrive with some experience in the dramatic 

arts, and everyone wants to participate. Hoping to keep the class 

running in the direction of student interest, on the first day I asked the 

children what they wanted out of the class. Of the 52 children 

questioned, more than 90 percent reported they wanted to "have fun." 

Intrigued by their responses, I worked consciously to create a playful 

atmosphere each week. I concentrated on evoking laughter and 



silliness among the students. Originally, I brought in bags of "dress 

up" clothing for their use in character development. Children in three 

of the five classes began bringing in additional bags of clothing or other 

costume pieces for students to share. One of the two older classes 

eventually took on the task of collaborating on a three scene mini-play. 

Three of these students came each week dressed in a costume they 

designed for their character (although not proper theatre etiquette, I 

chose not to discourage them). 

The first two sessions consisted mostly of theatre sports activities to 

allow the students to become acquainted. We also reviewed stage 

positions and other blocking highlights. In four of the five classes the 

next project involved working on characterization using photographs. 

Students selected a character from a file containing over 50 portrait 

photos. I asked them to work out the given circumstances for their 

character in answer to the questions: who, what, where, when, why, 

and how. Students presented their characters on stage (in some cases 

a make-shift stage) explaining who they were and what they wanted. 

Whenever students found difficulties generating ideas, they turned 

to me. I framed recommendations in a way to stimulate their own 

imaginations. The primary focus centered on encouraging students to 

generate ideas from within. In this regard, I did not want the children 

to perceive me as a control figure. We talked at length in each session 

about trusting that the ideas lived within them. I encouraged each of 

them to "open your mouth and wait for those ideas to roll off the 

tongue" in words. Conveying all coaching in a "humorous and fun-



loving" way predominated. Two major goals prevailed: one, that 

children grow to trust their own intuition and two, that they take 

responsibility for expressing their thoughts. 

At this juncture the five classes went in different directions based 

on expressed interest. One group wrote extended monologues for the 

characters. Several of these involved dance and song. Others wrote 

scenarios and enlisted other students to act out roles they created. 

Another class, as noted above, decided to write their own script as a 

group and began brainstorming ideas. The final two classes of 

students from six to nine years of age continued to work on 

characterization, using snapshot scenarios of their own invention. The 

vehicle for methodology remained simple. I asked students to create a 

situation they wanted to dramatize on stage. Initially, some students 

asked for my approval of their ideas. Each time this occurred I 

enthusiastically reminded the child, in a voice loud enough for all the 

class to hear, "You're the creator, of course it's okay." The first week I 

asked students to create a scene in which a misunderstanding took 

place. The next week their task involved creating a scene in which 

change occurred. Following a group warm-up, children worked in 

collaboration with each other. (I observed that the eight-and nine-

year-old students grew impatient with group warm-ups. They wanted 

to work with their peers on the scenes.) The last five weeks of the class 

consisted of performances. Their stage work became an occasion for 

live entertainment. Students took turns as announcers, stage hands, 

and audience. During the initial performances, I offered only one 



reminder~to stay open to the audience. Minimal commenting served 

the purpose of promoting each student's sense of confidence about his 

or her choices and outcomes on stage. From this point, I began to work 

with the students to extend their scenes. Moving them away from the 

episodic nature of their work became the focus of my interest. In order 

to help student deepen characterizations, I made various suggestions. 

By this time, students worked efficiently in groups of twos or threes 

and this permitted additional time to workshop scenes with them. As 

the process began, students more willingly contributed suggestions in a 

friendly and open manner. The group discussions focused on individual 

story form, characterizations, and directorial options. The relaxed 

environment made the students comfortable enough that they began 

offering lengthy suggestions to their peers. I observed a growing sense 

of reciprocity between the students and me during this time. 

Such an atmosphere, once it takes hold in the classroom, increases 

options that enable the teacher to begin "educating for insight" 

(Perkins 4). Interest generates excitement and propels the student to 

take risks. Students begin to view their work and that of their 

classmates with expanded interest. Students respond in increasingly 

novel ways. Jerome Bruner wrote about the power of the human 

cognitive system to "going beyond the information given" (qtd. in 

Perkins 5). Intrinsic motivation stimulates the students to take risks 

necessary for stepping out of their comfort zones. In the type of 

methodology demonstrated above, the teacher contributes to both the 

students creative and aesthetic development. First, the teacher 



invites students to generate intrinsically motivated themes. Students 

then work to give form to their ideas according to the principles 

guiding dramatic art. Next, teachers honor class contributions as art 

by encouraging sharing within the group or on stage as a theatrical 

event. In this manner, the teacher presents the children an optimal 

learning experience in language arts, creativity, and aesthetic 

development. Students are free to experiment, in cooperation with the 

teacher as facilitator and coach, with all phases of the theatrical 

process. Thus, "divergent thinking and awareness of a sense of 

problem, openness, and non-completion can be heightened through 

dramatic response, first of the imitative type . . . and gradually 

becoming more expressive as the problem is sensed" [and dealt with as 

an art event] (Furner 48). 

Peter Kugel presents this notion of student and teacher working 

together to shape and reshape as the "coaching approach." In the 

context within which he uses the term, performance refers to 

understanding, not acting on the stage. Nonetheless, his theory 

informs this discussion. His premise states that by actively 

confronting information and stretching existing cognitive structures, 

students do more than only hear information. The teacher's role 

becomes pivotal. He or she provides "coaching" to maximize and 

extend possibilities for making connections among ideas. In the next 

step, students integrate ideas in new and novel ways to extend 

understanding even beyond content area (qtd. in Perkins 6-7). 



This global approach to teaching dramatic art offers the child the 

potential to integrate awareness and expressiveness. Students receive 

encouragement to explore the realm of their own consciousness, extract 

ideas or themes, transcribe them in verbal or written form, and express 

them in forms apropos to dramatic art. The child holds the 

prerogative of conveying the meaning of what he or she conceives as 

part of a shared group experience or staged theatrical event. The 

student may engage in both the creative, generative work of the 

playwright and the creative, interpretative work of the actor. As 

playwright, the child moves from the individual/ referential to the 

universal/essential that distinguishes personal thought from art object. 

As actor the child employs the self-reflective response. He or she then 

creates a concrete set of actions to establish the "magic if that 

empowers him or her to play the character. 

THE ROLE OF AESTHETICS IN GLOBAL METHODOLOGY 

In this global approach the teaching of aesthetics derives from 

engaging in playwriting and performing plays as art. Gerald Hinkle 

describes an approach that moves beyond learning aesthetics from 

theoretical study alone. In his method for teaching the aesthetics of 

performing art, he couples the study of theory with practice in an 

actual performing art. This "hands on" experience allows the 

individual to become his or her own philosopher. "It is a matter of 

specific investigation of the functional nature of typical human 

undertakings rather than detached, categorical reflections on them." 



By not engaging in the act itself, the person misses the "something" 

which makes art such a unique human preoccupation (88-89). 

By structuring content in a manner that allows the student to play 

in all the rings of theatre, playwriting, acting, directing, and designing, 

aestheticism is not a subject matter "out there somewhere" that the 

student struggles to master. Rather, the child's understanding of 

aesthetics develops organically. The journey toward aesthetic 

appreciation begins with insights from a student's own unique artistic 

creation. The art object grows out of personal experiences called up 

from the students' own primary-secondary context for thought. 

"Classroom drama must be spontaneous and self or group generated 

rather than a literal interpretation of a known story, oral reading of a 

play from the basal reader, or rote presentation of an adult-scripted 

play" (Furner41). 

The centrality of production is vital for the development of the 

aesthetic in the pre-collegiate child, Howard Gardner reports. Gardner 

calls attention to this belief in his essay on effective art education. 

"The heart of any arts-educational process must be the capacity to 

handle, to use, to transform different artistic symbol systems-to think 

with and in the materials of an artistic medium" (qtd. in Smith and 

Simpson 281). As the interplay between creator and interpreter 

continues, definitions of criteria for discriminating art become an 

inherent part of the child. One advantage of the model proposed by 

this study is not only that it allows for such an interchange but that it 



possesses the potential to cultivate deep and abiding insights on 

multiple levels. 

Louis Reid refers to the interplay of cognition, conation, and action 

as the essence of humanness. Out of this interplay, the child gives rise 

to "relevant feeling" about art. Awareness of the structure of things, 

consciousness to transform thought into action, and the rise of feeling 

associated with structure make it difficult to separate aesthetic 

judgment from aesthetic experience. Reid also refers to the 

connectedness of cognition, conation, and feeling as an experience of 

indwelling consciousness that is all inclusive. He extends Gardner's 

view on the subject matter. The latter dwells on cognition and 

emotional response as two separate systems within the child that 

simultaneously develop. Reid defines them as one integrated psycho

physical organism that aesthetically apprehends. Each share the 

viewpoint that a child matures in his or her aesthetic response in 

stages. This line of thought suggests the importance of developmental 

theory (qtd. in The Development of Aesthetic Experience 15-23). 

Relevant experience sweetens learning for the child. Knowledge 

about developmental theory enhances the likelihood of formulating 

relevant learning exercises in the drama classroom. Consideration of 

factors that stimulate or inhibit aesthetic growth allows the educator 

to "then . . . create learning experiences for children that (take) account 

of their changing need (Ross vii). The student's need changes because 

growth in aesthetic understanding is a developmental process. Like 

creativity aesthetic development involves cognition. Michael Parson's 



stage theory rest on an underlying cognitive structure. In the first 

stage, the child's relationship between the Self and the art object are 

egocentric in nature. The second stage finds a specific set of rules 

modifying the child's relationship to the object. Next, the creator or 

the viewer of the object deals with conflicting sets of rules and 

authority to make judgments about the object. The fourth stage marks 

the beginning of thought about aesthetic qualities. These attributes 

refer to the intentionality upon which the artist bases the object. 

Throughout each phase, the nature of aesthetic experience remains one 

that the person intrinsically values (Parsons 83-104). "Involvement in 

an aesthetic experience carries the desire to sustain and feel the full 

import of the moment for its own sake. In an aesthetic experience one 

perceives the integral interrelationships between the form and content 

of the experience" (Barkan 8). 

Fifteen years later Michael Parsons moved beyond a Piagetian style 

model and called attention to the emotional/affective component that 

shapes cognition. Parsons acknowledged that like creativity 

development, emotional response must be part of any developmental 

analysis of aestheticism. Parsons outlines three levels of development. 

The first highlights awareness and focus on self in relationship to 

pleasure, pain and perception. Through sharing, a shift from self-

involvement to awareness of the presence of others takes root. 

Appreciation of sensory elements, manipulative skills, representational 

values, and stereotypes of beauty and ugliness are central to the child. 



Interpretation does not differ from perception nor does the aesthetic 

from other experiences. 

The second level focuses on involvement as a member of society. 

Cognitively, awareness moves from the individualistic point of view 

towards a societal view. This movement facilitates the child's 

recognition of his or her own biological impulses. Appreciation 

becomes subjective and increased nuances of meaning begin to appear 

on the emotional response continuum. The third level features the 

dominance of autonomous judgment. Judgments occur in the light of 

individual reason while social influence diminishes. The individual 

recognizes the interplay of idiosyncratic factors, stereotypes, and 

positive and negative habits and weighs them in light of an art object 

(qtd. in Aesthetics and Art Education 367-370). 

Parsons' stage theory relates to visual arts. He assumes that 

appropriate researchers might formulate similar accounts for other art 

forms. His work is significant because he underscores the connection 

between cognition and affect in the study of aesthetics. Second, he 

calls attention to the need for a framework in order to establish art as 

a serious school study dealing with aesthetic understanding (qtd. in 

Aesthetics and Art Education 371). His study contains implications for 

theatre educators. The theatre section of the National Standards For 

Arts Education publication addresses the need for students "to learn to 

see the created world of theatre through the eyes of the playwright, 

actor, designer, and director" by actively creating theatre. The writers 

advocate students play a larger role in the planning and evaluation of 



their theatrical work (46). As part of their efforts, the committee lists 

achievement standards. As the writer examined the literature, 

however, she found no evidence that the national standards committee 

had at their disposal a stage theory model specifically delineating the 

growth of aesthetic development for dramatic arts. 

In order to develop a Parsons' style framework for theatre 

education, that reflects all components of the theatrical process, a 

method such as the suggested global approach must surface to provide 

adequate input. The work begun by the National Standards Committee 

needs to continue. Part of its extension ought to include the 

establishment of a stage development theory for aesthetic growth in 

dramatic arts, K-12. This investigation's proposed global model might 

aid in constructing such a framework. As Parsons alluded to above, 

such research may yield the necessary information to establish theatre 

arts as a significant force in the field of education. 

MERGING DISCIPLINE-BASED AND EXPRESSIVE-CENTERED 

APPROACHES 

To effectively accomplish the initiative proposed above, theatre 

educators must find common grounds for agreement among 

themselves. Educators remain split over the issue of discipline-based 

versus creative, self-expression-based methodologies for teaching 

theatre arts. The former approach, called the DBAE orientation, made 

special efforts to "avoid any misjudgments" about itself that dated to a 

prior initiative in the 1960s (Smith and Simpson 238). This reference 



harkens back to the explanation offered by Feldman et al. in the first 

chapter of this investigation. Therein, Feldman, Csikszentmihalyi, 

and Gardner provided insight for creativity research being perceived as 

education's problem rather than its salvation. Since that time various 

theorists and educators distanced themselves from the creative-

centered approach. The approach offered by the global methodology, 

however, contains the potential to minimize the distance between the 

two educational styles because it integrates the elements of both 

approaches in its proposed K-12 curriculum. Following Gardner's 

model for visual art, expressive, creative-centered production projects 

lead to a more discipline-based approach by middle school. Throughout 

the curriculum, however, elements of both orientations appear. 

Gilbert Clark et al . outline the differences between the two 

teaching styles under nine different headings: goals, content, 

curriculum, conception of learner, conception of teacher, creativity, 

implementation, works of art, and evaluation. If advocates from both 

sides make room for concession, a way to merge the two approaches 

exists. By way of illustrating the compromise in action, a section of 

the accepted approach for meeting goals declared by each camp 

appears below; and a compromise approach based on the global model 

espoused by this work follows (Smith and Simpson 239-40). The 

suggestion also includes practical lesson ideas for different grade levels 

K-12 : 

CREATIVE SELF-EXPRESSION DISCIPLINE-BASED 

Goals: Goals: 



Development of creativity; self-

expression; personality integration; 

focus on child. 

Development of understanding 

of art; art essential for a well-

rounded education; focus on art 

as study subject. 

GLOBAL APPROACH 

Goals: A deepening of the human experience as expressed in mastery 

of life skills and aesthetic understanding through the study of 

culturally diverse dramatic art forms. 

Example number one-primary grade level: 

Use storytelling and mask-making. Read fables from Greece and Bali. 

Present children samples of Greek masks and Bali puppets inspired by 

pictures of actual art objects. Where possible (large metropolitan 

centers) take children to museum to see actual masks. Tie in 

storytelling and mask making to introduction of characterization. Let 

children create their own masks and talk about their characters in the 

form of monologues. 

Example number two-high school, advanced drama level: 

Focus on styles of modern drama. Students read plays in style of their 

choice, write a scene in that style, and produce it on stage. 

The writer contends that by allowing children to work from a point 

of intrinsic motivation, beginning in the earliest grades, students 

arrive at the high school level better prepared to interpret and 

appreciate art forms that DBAE typically draws from in the area of 

aesthetics, theatre criticism, and theatre history. Imaginative methods 



exist for studying these forms. Unfortunately, in the tug of everyday 

administrative demands in the public school system, all too often 

educators fail to take advantage of their own creativity . Additionally, 

classes range anywhere from 20 to 50 students. Dealing with this size 

class leaves little room for teachers to deviate from their tried but 

"perhaps less than true" method of teaching. Based on the author's 

experience in the classroom and the indications in the literature, now 

is the time to integrate techniques for giving children the best of both 

approaches. 

Unfortunately, vitriolic attacks and counterattacks mark this 

scholarly debate among theatre educators. Until the fervor of the 

attacks diminishes, the value of drama continues to falter. Drama 

stands as the only fine art that embodies the potential to encompass all 

art forms. As such, drama remains a powerful, multi-purpose tool for 

comprehensively aiding child development. The potential as creative 

drama moves into theatrical art never diminishes. Whether for group 

or for stage, the global or holistic approach empowers the child to 

create. Children draw on their experiential world, and use 

imagination to shape ideas into art on various levels of the creativity 

continuum. The proposed goal of this approach remains that of 

promoting lifelong interest in expanded awareness, empathic response, 

and divergent thinking for the purpose of living a humane, aesthetic, 

and creative existence. 

Introducing the global approach K-12 strengthens the likelihood of 

meeting the goal. Certainly at the ages of four to six the emphasis 



tends less towards writing and more towards making children aware of 

the imaginative world within them. As Gardner proposes in the field 

of art education, let children do their own intrinsically motivated work 

and talk with them about the bigger concepts on a more informal level. 

"In my view, it is in the course of working on their own projects that 

students ought gradually and sensitively to be introduced to notational 

and formal aspects of artistic styles. . ." (Gardner, Art Education 41). 

At the pre-school and primary grade school levels, several key tasks 

exist for theatre educators. Teachers need to foster and preserve the 

playfulness of the environment and structure learning experience that 

stimulate literacy and expressive language at every opportunity to 

improve the child's ability to communicate. 

THE GLOBAL METHOD AND DEVELOPMENTAL THEORY 

Teaching creative drama and theatre arts from a global 

perspective inherently embraces developmental theory as an aspect of 

its approach. To under teach or fail to teach playwriting is to deny 

children total access to the dramatic process. The "terminus for 

development. . . [includes total] participation in the artistic process 

[in] the capacity to be a creator, performer, critic, or audience member 

in the art form" (Gardner, Arts and Human Development vi). To lead 

children in this direction, educators cannot underestimate the 

importance of developmental theory. As an art form drama uses both 

discursive and presentational symbols. Creativity depends on the 

ability to perceive and imbue power to these symbols. "Lack of 



understanding of symbols will ... adversely affect art and poetry 

appreciation" because not understanding the value of the symbols, 

students attach no importance to them (Smith and Carlsson 53-54). 

In terms of developmental theory, the child's readiness to grasp, 

integrate, and expand understanding falls within varying optimal 

periods based on the evolution of cognition. By working to understand 

the framing of developmental periods, educators may maximize 

sensitivity to the art form's symbol system. A second important aspect 

of this rationale contends with the affective response. As Gardner, 

Parsons, and others previously noted in this inquiry suggest, one 

cannot totally intellectualize the arts. Although the foundation rests 

on cognition, affect does play an important role. For example, 

researchers note that emotional anxiety appears to play a necessary 

part of the creative process. Solid understanding of developmental 

theory, enables the theatre educator to extend challenges that stretch 

students without overwhelming them. This study utilizes the work of 

Howard Gardner, Gudmund Smith and Ingegerd Carlsson in the study 

of art/creativity development. The exploration aims to indicate the 

relevance of these theories to the proposed methodology, and to 

establish baselines for sequencing concepts in order to maximize 

receptivity. 

Gardner writes about stage theory of development from wide-

ranging viewpoints. All perspectives, however, concern various art 

forms. This overview gathers highlights from three of his books. Smith 

and Carlsson's effort focuses on developmental theory from the 



perspective of creative functioning in children. According to Gardner, 

parental efforts to stimulate artistic growth by premature training is 

counter-productive. Smith and Carlsson define the period prior to age 

four as a pre-creative period in which children makes sensori-motor 

responses to the world. Beginning at age two, children start to develop 

fluency in the use of symbols. Fluency depends in a supportive 

environment that offers a reasonable sampling of stories, songs, 

drawings marked by some degree of participation. 

Between the ages of about four and seven children engage in a 

dialectic process from which they emerge with a heightened 

consciousness of Self. As part of this process, they also become 

overwhelmed by their own creativity and inventiveness. In part, 

children experiment with rhythmic sound and forms, images, 

structures, and word play; and during this time, they master syntax. 

Smith and Carlsson designate the ages between four and six as the 

start of the true creative period. Children can direct their own 

activities towards a well- defined stimulus even though the reality of 

an independent Self remains only partially fulfilled (108). 

When the child enters school, this sense of creativity wanes as he or 

she deals with the adjustment to external structure. As the latency 

period begins, around age seven, children demonstrate great 

sensitivity to sensory stimulation, ability to work, and appreciate the 

efforts of others. The child's capacity to perceive connections between 

stimuli and express ideas adequately heightens creative response. 

Additionally, children show a predisposition towards wide-ranging 



empathy and agility in sensori-motor activity (Gardner, Arts and 

Human Development 256). Around the age of eight children become 

interested in the rules governing given domains. Children 

demonstrate little fascination for any art form that deviates from 

reality and the accepted ways of doing things. Gardner notes that in 

educating children in artistic forms, this age marks the time to train 

for skills through repeated drilling. Reminding children of alternative 

problem solving helps them remain flexible in their thinking. This 

period remains an optimal time for teaching the concept of 

consequences for actions. Assuming on-going arts training, at this 

point the child may undertake "full-fledged artistic projects such as 

working on a class play." If creativity goes unencouraged, however, it 

begins to wane (Gardner, Open Minds 101-02). 

By age nine or ten, as verbal skills multiply, the critic in children 

begins to emerge. The child becomes more aware of his or her 

weaknesses. As a correlate of expanded verbal expression, the child's 

use of graphic acts and nonverbal symbols to express feeling 

diminishes. By this time, sufficient training in his or her art form 

benefits the child. This training aids a sense of centeredness that 

prevents children from being too hard on themselves. While this takes 

place, the child's personality traits begin to coalesce and he or she 

demonstrate increased sensitivity to others (Gardner, Arts and 

Human Development 257). Smith and Carlsson report the first stage 

of true creativity begins towards the end of the latency period, around 

the ages of ten to eleven (130). Gardner recommends that during this 



period additional learning be available upon request. The emphasis 

includes on-going introduction of alternative problem solving 

approaches, large complex projects, and apprentice-like opportunities. 

Since adolescence becomes a time marked by decreases in creative 

response, training prior to puberty takes on added significance 

(Gardner, Open Minds 102). 

The child profits from skill building opportunities in a given art 

form during the middle years of childhood and the world of creativity 

opens up to him or her. "Equipped now with component skills, with 

technical and expressive tools, and having increasing familiarity with 

the traditions and practices of the culture, the youth finds him/herself 

in a favorable position to create works that make sense to those around 

him and are faithful to his own needs and standards as well ... he 

exhibits a personal voice " (Gardner, Open Minds 115). Why the 

adolescent pulls away from the role of creative artist remains unclear. 

While some youths may opt for total immersion in the art form, "the 

more normal child, talented but not highly motivated," will either drop 

out of the art or regress (Gardner, The Arts and Human Development 

258-59). Smith and Carlsson's review of the research, however, 

indicate several reasons for the drop off in creativity for adolescence 

that include: the demands of both school and home; a tendency to turn 

inward to consolidate knowledge; the rise of a second period of 

individuation characterized by confusion, low self-reliance, and peer 

group dependence; and unwillingness to confide. A final explanation 

calls attention to the child's compulsive-like strategies during pre-



puberty that reduce the strength of the child's creative impulses during 

early adolescence. The results suggest that children emotionally 

deplete their resources during this early adolescent surge of 

compulsivity (135-43). 

In the light of the above reported research, the dilemma for the 

theatre arts educator becomes apparent. This problem quickens in 

relation to the implementation of the global approach for teaching 

dramatic art recommended by this investigation. A "catch-22" exists. 

This condition relates to the reality that few public middle schools offer 

a theatre arts program and even fewer school districts sponsor a 

creative dramatics curriculum at the primary grade level. The 

creativity research as reported by both Gardner and Smith and 

Carlsson highlights the importance of "our pedagogical efforts during 

the pre-adolescent period" if educators intend to prevent decline of 

interest in the arts and "possibly even decline in skill" (Gardner, Art-

Mind and Brain 216). The difficulty of directing any pedagogical effort 

becomes apparent when no schools offer programs in which to 

implement them. 

Without this early childhood arts training foundation, the task of 

training children in the fine arts remains challenging. Exactly at the 

time in the proposed curriculum when children enter high school 

prepared to deepen their understanding of the dramatic form through 

playwriting projects, creative responses begin to drop off. In the face of 

prior training this situation might be overcome. Gardner notes that 

during middle school the child remains open, non-defensive and 



receptive to aid, inspiration and adult models. But "by the time of 

adolescence, it is in all probability too late to begin a rigorously 

structured educational program" (Gardner, Art, Mind, and Brain 217). 

In view of these words, an alternative approach to the global K-12 

curriculum might attempt to introduce playwriting at the high school 

level as part of the advanced drama program. To begin the unit at the 

intermediate level or sooner invites the type of student response the 

writer encountered and related earlier in this study. Units similar to 

the personal monologue effort discussed at the opening of this chapter 

and other dramatic writing exercises that elicit intrinsic responses are 

advisable. This remains the option of choice until a rise in creative 

response occurs, typically around the age of sixteen. 

Having completed this theoretical journey, the writer moves back 

into the realm of practice, where theory comes alive. The following 

chapter describes findings from a case study conducted at an small, 

private learning center. As a test of the global approach, the study 

takes much of the theory reported in the first two chapters of this 

thesis and uses it as a framework for interpreting outcomes. 



CHAPTER THREE 

Chapter Three describes a three month theatre arts program 

undertaken at a small private school for children ages three to 

eighteen. A decidedly different approach to learning distinguishes the 

school from the public school system. First, the author explains the 

original intent behind the study and then highlights modifications 

necessary for its implementation at the above site. The second section 

outlines the curriculum and the methodology utilized to accommodate 

the students who expressed an interest in the program. Next, an 

overview of the process calls attention to highlights of the study, 

writing, and production period. Finally, the author evaluates the 

process in relationship to theories outlined in the first two chapters 

which served as a theoretical base for a global methodology. 

The impetus behind the original study came from a much discussed 

drama issue relating to aesthetic development in children. This 

discussion grew out of the Arizona State seven year longitudinal study. 

One objective of the study was to determine how regularly scheduled 

classroom drama and theatre viewing experiences affected the way a 

treatment group perceived and responded to theatre differently than a 

control group with no treatment (Saldana 14). Towards the end of the 

study concerns arose that children with no production experience may 

possess equal or greater ability to aesthetically evaluate dramatic 

productions than those with experience (Husted, Personal Interview). 

Reasons to explain this condition might include the notions that non-

thespians better understand dramatic structure because they read 



more dramatic literature, engage in more creative writing, and/or 

attend more productions of classical dramatic literature. 

Consequently, these students might cultivate greater understanding 

of concepts relating to aesthetic evaluation than do thespians with 

more active involvement but less literary experience. One avenue for 

addressing this condition investigates changing methodological 

considerations for teaching dramatic art. 

The hypothesis for the original investigation theorized that children 

with playwriting experience might deepen their understanding of 

dramatic structure, and thus, develop greater sensitivity for and 

aesthetic understanding of theatre. The original study encompassed 

the implementation of a one-semester curriculum with a group of high 

school students. At the end of the course, one group was to write and 

produce its own play while the other produced an existing script of its 

choice. In phase two, all the students were to attend a theatrical 

performance and evaluate it. The author hypothesized that comparing 

their written evaluations might shed light on the process of aesthetic 

conceptualization for each group. The bureaucratic demands made the 

implementation of the project in the public school system unrealistic. 

One private school, however, embraced the project but, based on the 

physical size of the school and the small student body, expressed 

reservations about dividing the class into two distinct sub-groups at 

the end of the course. Respecting their concerns, I amended the 

study's statement of purpose. The focus became descriptive in nature 

and centered on the teacher's role as facilitator in the overall process of 



writing and producing an original script, if the students chose to 

undertake the project. 

DESCRIPTION 

The institution, known as a learning center, dates back to the late 

sixties. The school works in a cooperative fashion. Teachers, workers, 

and volunteers have children who attend or attended the school. Those 

parents involved appear motivated to send their children to the school 

because of their commitment to alternative, student-centered learning. 

The school population of 90 students outgrew the physical facility a 

number of years ago but financial constraints prevent expansion. 

Students meet in every nook and cranny of the building which is a type 

of oversized, one room school house. Only two self-contained 

educational areas exist, the computer room and the music center. The 

dominant thinking of the school emphasizes the personal rights of each 

student. The ensuing guidelines require educators to trust students' 

ability to make choices within the learning and decision-making 

process. The institution fosters a warm, visually stimulating 

environment based on mutual respect, to nurture intellectual 

creativity, risk-taking, self-direction, decision-making, and personal 

responsibility as basic necessities for creative success in today's world. 

Based on the school's philosophy, educational objectives stress: 

providing opportunities to develop personal value systems promoting 

the common good; helping each student develop the power to think 

constructively, reason independently, and act cooperatively; assisting 

students in the development of basic educational and social skills; 
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providing experiences that develop an appreciation of his or her 

aesthetic senses; and cultivating learning that reveals the sense of 

partnership among all people (Kino Learning Center 1-2). 

Each morning, in various sections of the building, children meet in a 

mixed-ages, living-room styled homeroom setting that educators intend 

to mirror the real world. Typically, smaller children sit on the laps of 

older students. As the day begins, teachers remind students of their 

schedules for the day and then the students begin their day. A basic 

set of assumptions about learning underlie teacher policy of non

interference in student learning choices. These include an 

understanding that: students are innately curious and will explore 

without teacher intervention; personal confidence is a function of 

making important choices affecting one's learning; students learn and 

develop intellectually at their own rate, and in their own style; and 

mistakes or errors are a necessary part of learning (4). 

Traditional classrooms, school bells, monitors, and rules for class 

attendance do not exist. With regard to electives, student interest 

determines the curriculum. Consequently, if the students felt the 

curriculum was of value and found time for it in their respective 

schedules, administrators agreed to support the author's research 

proposal. The implications of the agreement made a number of 

homeroom announcements necessary. The advertisements appeared in 

the school's homeroom bulletin over a three-day period, Wednesday 

through Friday. Following the weekend, a fourth announcement 

appeared. As part of the marketing campaign, on the fifth day, I 



presented a sample class. At that meeting, 17 children ranging in age 

from 8 to 16 attended. Ultimately, that number grew to 24. Of these, 

19 attended class regularly: 1 African-American, 2 Hispanic, and 15 

Anglo children made-up the cultural profile of these regulars. The 

regular students breakdown by age and gender included: 1 boy age 14; 

4 girls and 5 boys ages 11 to 13; 3 girls and 2 boys ages 9 to 10; and 2 

girls and 2 boys ages 7 to 8. 

After the lesson, the students met with me to discuss two issues. 

When and where to meet and whether to arrange for two classes based 

on age. The author proposed the second idea. Students decided the 

second issue. They chose to study as one class. The first issue, 

however, remained complicated. Because of the school's accent on 

experiential learning, the children's schedules are full of plans for class 

projects and field trips. Nonetheless, students wanted to fit a drama 

experience into their schedules. As a result, they agreed to meet 

during the only period available to everyone, the lunch period. We 

agreed to meet for one hour, three days a week. In discussing location, 

the students felt the animal center, an outdoor area behind the school 

that housed goats and chickens, provided an ideal location for class 

meetings. The animal center consisted of a row of simple wooden 

structures. At one end, a covered area butted up against an enclosed 

tack room. The verandah-type structure continued on the other side of 

the tack room and ended with two enclosed areas that contained a 

number of chickens and several goats. Under the verandah, stacked 

bales of hay formed a natural bleacher area. A round table and some 



benches adjoined the hay area and next to that stood a medium-sized 

sand pit. Beyond the pit lay a number of miscellaneous building 

supplies. No seating plan for the class ever materialized. Students 

found seats on a first come, first served basis. The students agreed to 

begin meeting there the following Tuesday at 11:00 a.m. 

One problem arose around holding a class at lunch time: children 

had to eat. To remedy this predicament, the students and I decided to 

devote the initial part of the class, their eating time, to storytelling. 

After recommending the students explore fables and stories from 

around the world, they named countries of interest to them. The list 

consisted of Iceland, Ireland, Norway, Africa, India, Japan and Native 

American Indian cultures. I began to research stories from these 

countries and looked for ways to thread them into a series of lessons on 

theatrical and story writing principles. The lessons needed to provide 

students with a foundation for their culminating project, writing and 

producing their own play. I divided the curriculum for this eleven-

week program into three segments. Using a multi-cultural focus, the 

first part of the class sought to introduce children to the nature of 

theatre, explore the six dramatic elements, several basic story 

elements, and the types of drama, while building group cohesion and 

trust. The second segment planned to incorporate playwriting, acting, 

and directing into the curriculum. During these segments I planned to 

meet with the children three hours per week. The final segment of the 

course focused on the production and presentation of the script. 

During that time, at the beginning of the production period, I worked 



with the children eight hours per week. Closer to the performance, I 

spent about twelve hours a week at the school. 

OBSERVATIONS 

The above concludes the description of the setting and the study's 

plan of action. A series of observations, based on recorded notes made 

after each session with the students, now follows. Prior to beginning 

the course, I perceived the greatest challenge related to teaching 

students who so widely varied in age. The concern lay in presenting 

material that sufficiently challenged everyone without alienating, 

intimidating, or losing the interest of anyone. The common 

denominator in this effort was storytelling. As the classes began, I 

remained uncertain about the ability of a story to capture the attention 

of children ages seven to sixteen. After the sample lesson, however, 

only one fifteen-year-old came to the animal center for the first class, 

and he dropped out after the first week. The remaining students 

ranged in age from seven to fourteen. By the third day I wrote, "every 

student in the class appeared focused on the story" (Leedberg 23). 

Every time I prepared to read the story, the children sat next to 

friends more or less according to age and gender. Students needed to 

heat their lunches or stop at the refrigerator to pick them up and this 

cut into the starting time of the class. While most of the students 

arrived and settled down immediately to listen to the story, several did 

not. A number of things, wood or tools in the area, distracted them. 

Distractions caught the attention of the eleven-to thirteen-year-old 



boys more than other members of the class. The first ten minutes of 

the class proved unsettling. Soon after the story began, however, 

students usually began to focus on it. They frequently commented on 

what they heard or asked questions about things they did not hear or 

understand. As the class continued, the most asked questions at the 

beginning of the class were, "What's the story today?" or "What country 

are we in today?" In the third week of class I wrote, "The story 

reading has become somewhat of a ritual. The children have 

established a pattern of arriving and immediately asking what the 

. story for the day is" (38). 

By the end of the first week, I made several observations. The 

students related to one another across age lines easily. One such 

example relates to seating arrangements. Although no defined seating 

chart ever existed, students favored sitting on the stacks of hay. Many 

of the students wanted those seats but they always accommodated 

each other and shared the area. The second observation related to 

content. Even though no drama program existed at the school and 

none of them studied it outside the school, students demonstrated an 

understanding of theatre. Students did attend theatre more than once 

a school year, however, through school outings. Questions, as part of 

the lesson plan that related back to dramatic elements, revealed the 

students possessed a greater than average awareness of these facts. 

Finally, the greatest challenge in this open environment (both the 

school and the class meeting area) appeared to relate to harnessing 

their concentration and focus. 



The class pursued an open door policy. As stated above, a core of 19 

students consistently attended class. Towards the end of April a new 

student arrived at the school and she began attending classes on a 

regular basis. In addition to the regular class members, five children 

came on an irregular basis and either participated sporadically or 

observed from the sidelines. Of these, all but two participated in the 

play. In the weeks just prior to the presentation of the class play, two 

young brothers wanted to participate. One drama member objected 

but changed her mind after realizing roles were available. The 

younger children never appeared or acted inhibited by the presence of 

the older children in the class. They came and went at will. All of the 

younger ones asked for what they needed, whether it related to some 

aspect of the story told during class, understanding class content, or 

participating in class activities. All but one of the younger children, 

age nine or less, remained in the class. 

As the classes continued to meet at the animal center, areas 

naturally emerged. The bales of hay defined the lunch and storytelling 

area. The sand pit to the right became the staging area for many of 

the improvisations. The tack room provided a meeting place during 

inclement weather, and the area behind the tack room served as a 

meeting space for the playwriting committee. A large expansive area 

in front of the covered verandah offered the class a large staging area 

for whole class activities. Over time, it became necessary to define 

boundaries within the open space to keep children from wandering off 

too far. 



Children made choices about when to come or not to come to class. 

Students made their decision to atend drama class based on either 

other scheduled outings or lunch time activities and individual moods 

on a given day. This issue of attendance became problematic during 

the playwriting and production phases. The student-centered 

philosophy of the school and the open-ended nature of the class 

demanded that I remain flexible at all times. Student attendance 

became more of an issue as the presentation date drew nearer. 

There were never any serious problems with misconduct or name 

calling. Generally, both the older and younger girls continued to be 

more focused on class discussions and activities. Two types of 

disruptions persisted. First, children frequently tossed hay at one 

another; second, the older boys acted out "little scenarios" during class 

that sometimes proved disruptive. The boys became caught up with 

fantasy characters from other realms or domains who battled each 

other. Whatever scene they acted out, they were quick to respond and 

re-direct their attention when I asked for it. The more action-oriented 

the activity, the more the boys responded to it. Generally, the 

students wanted to participate in class exercises and activities. In 

addition, the students usually cooperated with each other when they 

divided into mixed-age and gender groups. 

As we began the planned theatre sports activities and 

improvisations on stories, a noticeable pattern of development 

emerged. The first time I introduced an activity or improvisation, 

students consistently demonstrated a lack of focus and concentration. 



99 

By the second day, however, they seemed to master it. This pattern 

persisted across age and gender divisions and continued up until the 

rehearsal period for the play. At that point, the students demonstrated 

less ability to integrate techniques into what they were doing on stage. 

Towards the end of March, after covering the six elements of drama 

according to Aristotle and discussing comedy, tragedy, and melodrama, 

based on examples from storytelling, the class began to discuss a final 

project. Most of the students wanted to focus on acting. Three of the 

older girls wanted to perform Shakespeare while a group of eight to ten 

other students wanted to write their own script and act it out. 

Members of both projects aimed to perform for the entire school. The 

playwriting group consisted of eight or nine students. Two nine-year-

old students, one eleven-year-old girl, and six eleven-to fourteen-year-

old boys participated in the playwriting experience as a core group. 

Almost everyone among the regulars, however, contributed at least one 

line to the text. The eleven-year-old female on the committee agreed to 

design the set and work on costumes while the nine-year-old boy 

insisted on being the lighting designer. Of the remainder only one boy 

never missed a meeting. 

By the beginning of April, I found myself introducing many concepts 

into the curriculum in order to prepare the class for undertaking their 

chosen projects. In one class period, for example, students attempted 

to integrate vocal exercises, body work, improvisation and blocking 

exercises all into one lesson. Despite the fast moving pace of the class, 

the children willingly worked within and outside their respective age 
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groups. Additionally, girls and boys began to work together more 

frequently in group exercises. "Their sense of group identity has grown 

and appears to rest on a solid foundation" (42). 

Because of spring breaks (I was unable to coordinate my break with 

the learning center) we lost two weeks. By mid-April, I noticed a 

"willingness among the students to give up the idea of performing. 

When I asked them why, they told me they were afraid they didn't 

have enough time to prepare" (49). The target date for the 

performance of both the Shakespeare program and the play was May 

13th. I discussed the students' concerns with a school board member. 

We decided to delay the presentation of the play until the last day of 

school, and to present the Shakespeare program on the 13th, as part of 

a reception for members of their sister school from Mexico. We thought 

the first performance might serve two purposes. First, the show 

provided student-centered entertainment for the evening and second, 

bolstered the children's confidence for their play performance at the 

end of the year. To effectively accomplish this, more students needed 

to find a way of performing in the events of the 13th. After a lengthy 

discussion following the presentation of this plan to the class, the class 

agreed. The students planned a program for the 13th that included: a 

dramatic play adaptation of Goldilocks and the Three Bears entitled, 

Goldilocks and the Three Urbans. written by two nine-year-olds in the 

class; a song and dance number; a series of theatre sports activities 

geared to promote audience participation; and a collage of 

Shakespearean lines adapted from Such Stuff As Dreams are Made Of. 
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a collection of Shakespearean scenes. In all about half of the drama 

class prepared for this event, while the others began working on the 

script. The two nine-year-old children on the writing committee 

attempted to write the Goldilocks script, work on the playwriting 

committee, and do lights for both productions. Because of the time 

demands on their schedules, they canceled the Goldilocks script, even 

though they did complete and dedicate it to me. Scheduling conflicts 

flared because the class continued to meet as a whole at lunch time. 

But, everyone had to find additional time to work in smaller groups on 

their respective projects. 

The first playwriting meeting took place behind the tack room. A 

herd of goats and several chickens escaped from their pens and caused 

disruption throughout most of the meeting. In spite of this disruption, 

the group managed to brainstorm ideas and come up with an outline 

for a fantasy. The pattern for leadership in the playwriting committee 

emerged out of this meeting. Although the process was not free of 

conflict, the children shared leadership easily. The group never 

wanted for vivid and fanciful images or argued over whose ideas to 

keep or discard. If a student felt strongly about an idea, the committee 

found a way to use it in the script. The difficulty arose in threading 

the images together to form a series of scenes that resembled a play. 

Extending the scenes through meaningful dialogue also challenged the 

group. They agreed that all characters were outcasts living in a 

timeless place on "the forest's edge of a far away land." The first 
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meeting, April 14th, conveys the prevailing spirit of the entire process. 

For that reason the transcript of the meeting follows: 

[ All student names are coded. The first one or two letters of the child's given name 
appears with two spaces on either side of the letters.] 

LINDA 
Okay. So, we have this play and so far the action of the play, or what 
one group of characters is doing is trying to rule the world. What is 
scene one? First of all, we need to start the play. How does it start? 
Where does it start? 

FEMALE: E-AGE NINE 
Okay. It's a great big forest and we start with the first character. 
Okay. The first character—well the first people who would be there 
would probably be Chippiehackie, the Slug, and Cream Puff. 

LINDA 
Why are they meeting in the forest? 

FEMALE: E-AGE NINE 
Well, they're not meeting. They just encounter each other there. 

LINDA 
Why are they there? 

SEVERAL MALES 
They're out to rule the world. Yeah-to rule the world. 

LINDA 
So, they're out to rule the world. But why? There has to be a reason. 

UNKNOWN STUDENT 
They're waiting for their porridge to cool. 

LINDA 
They might be waiting for that, but why? Why in the forest. Why are 
they there? 

VARIOUS STUDENTS 
Because, they feel like it. It's a nice place. It's okay there. 

LINDA 
Not enough. 

UNKNOWN STUDENT 
Because they're outcasts. 
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LINDA 
They're outcasts. Why have they been cast out? 

STUDENT 
Because the slug ate all the food. 

ALL STUDENTS 
Yeah! 

LINDA 
Who cast them out? 

UNKNOWN STUDENT 
The townspeople. 

LINDA 
The townspeople. Are the townspeople good or bad? 

FEMALE: E-AGE NINE 
They're just people. 

LINDA 
Regular human people who don't understand people who are different 
from themselves? 

MALE: J AGE-THIRTEEN 
No, they just hate 'em for no reason. 

MALE: A AGE-FOURTEEN 
They're an angry mob of villagers. 

LINDA 
That makes sense-that have cast out these people. 

FEMALE: E AGE-NINE 
You don't need this in the story. 

MALE: A AGE-FOURTEEN 
Actually, you do need it. 

LINDA 
You need it to establish why they're there [in the forest]. 
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MALE: J AGE-TWELVE 
You have the weirdoes, like the person with 12 fingers and the person 
with two heads, in the forest because they have reason to be cast out~ 
because they're screwed up. 

LINDA 
According to the angry mob of villagers? 

MALE: JA AGE-TWELVE 
Right, right. 

LINDA 
Okay. So, the people who are cast out are all the people who are 
different. 

STUDENTS 
Yeah. Yeah. 

LINDA 
So, all the people who are cast out are cast out by the angry mob of 
villagers. So, when the play opens we need to establish that through 
the dialogue. 

FEMALE: E AGE-NINE 
Then along comes PufF the Dragon and Cream Puff; and out of sheer 
violence the Slug knocks them over. 

LINDA 
Now wait a minute, wait a minute. You have to stick with . . . 

MALE: A AGE-FOURTEEN 
You're getting carried away. 

FEMALE: EL AGE-ELEVEN 
There has to be one perfectly normal person, who hasn't done anything 
at all. 

LINDA 
It appears to me that these strange people, whoever they are, haven't 
done anything wrong except that they're different 

FEMALE: EL AGE-ELEVEN 
But that's too goodie goodie. 

LINDA 
Well, that's the way it starts out. But we don't know what's going to 
happen from here. 
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FEMALE: EL AGE-ELEVEN 
Let's just have it that they're cast out because they murderized all 
these people or they tried to murderize all these people. 

MALE: JA AGE-TWELVE 
But they're supposed to be the good people. 

LINDA 
All these strange looking characters have been cast out because they 
killed some people? 

OTHERS 
No! 

FEMALE: EL AGE-ELEVEN 
Well, they did something. It's not just because they're different. 

UNKNOWN STUDENT 
They were framed. 

LINDA 
For what reason? 

FEMALE: E AGE-NINE 
They were framed for killing people on purpose. But actually they just 
had a really bad cold [various unclear exchanges]. 

MALE: EY AGE-NINE 
If we want to establish that they're outcasts, maybe they can be 
walking in the forest and turn to each other and say, "Hello fellow 
outcast."~or something like that. 

LINDA 
Yeah, that's the idea. 

MALE: EY AGE-NINE 
Well, we have to make this story up somehow. 

LINDA 
Okay, we have a start on why they are there. Now, we have to make 
something happen and it has to be something that leads to something 
else-that leads us on and on to the ending. 

FEMALE: E AGE-NINE 
Okay, so they're out Chippiehacki and the Giant Slug. 
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UNKNOWN STUDENT 
... and Death says, I wonder what that slug would look like, if it were 
incinerated into a million pieces with a big neutron bomb. 

UNKNOWN STUDENT 
But why is he there? What is he doing there? 

MALE: B AGE-TWELVE 
I'm [DEATH] sitting there watching people. 

LINDA 
You're creating drama by rushing into that one? You want to build 
into something big to make it more interesting. 

FEMALE: E AGE-NINE 
Linda, okay! So, going in the opposite direction as the Slug and the 
Chipmunk come the Elf and the Dragon. So they're coming across the 
river and there's a little bridge and they're going a different way. Both 
being sort of rude people they um . . . 

UNKNOWN STUDENT 
Try to shove each other . . . 

FEMALE: E AGE-NINE 
Yeah, they try to shove each other and . .. 

MALE: A AGE-FOUKTEEN 
The river is actually sulfuric acid. 

FEMALE: EY AGE-NINE 
Yeah, it's sulfuric acid from a nearby geyser from Old Faithful. They 
encounter each other. Of course leading up to this, and they say, "Go 
back." And they say, "We're going this way." "No." Then they start 
pushing and shoving and argue about who was there first. 

LINDA 
That's a good scene. 

FEMALE: E AGE-NINE 
The bridge lays only a few inches over the sulfuric acid and then one of 
the characters falls, almost completely into the river, and screams and 
scars his face horribly. 

FEMALE: EL AGE-ELEVEN 
Hey, and one of them gives a yell that would raise the dead and then 
they show Death waking up and then Death goes along . . . 
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FEMALE: E AGE-NINE 
[unclear]... and the narrator would say [unclear]... "and then the 
baby Elf [unclear]wake up the dead .. . and as it so happened, It did." 

LINDA 
Okay, so what does Death do in response? Is he mad because he was 
awakened? 

FEMALE: E AGE-NINE 
He gets up and drinks a cup of coffee. 

MALE: A AGE-FOURTEEN 
Wait. . . His coffee turns out to be decaf which makes him really mad. 

[various talk] 

MALE: B AGE-TWELVE 
I want to find the person who woke me up and put the decaf in my 
coffee. 

LINDA 
So, let's see. Scene one is when they are waiting in the forest, waiting 
for their porridge to cool. Scene two is when everyone is trying to cross 
the bridge. Scene three is when Death wakes up. So, what happens 
next? 

MALE: JA AGE-TWELVE 
Okay. So, they go to get a car because they have to find a way to get to 

somewhere to do something. So, they go to Otto's auto store. Death is 
following them there but they don't know it. Then, they barely get out 
with the auto by the time Death comes and blows up Otto's auto 
house. 

MALE: A AGE-FOURTEEN 
Because he thought Otto was . .. [unclear] 

MALE: E AGE-NINE 
There are no cars in it. 

MALE: A AGE-FOURTEEN 
Now, Otto is the only one in the whole place who drinks decaf so . . . 

MALE: B AGE-TWELVE 
I think he's the one who put decaf in my coffee . . . [unclear] 

LINDA 
So, then what happens? 
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FEMALE: E AGE-NINE 
They turn around and they figure out what's just happened. They say, 
"well either we have some Arabs after us or. .." 

LINDA 
Arabs! How did they get into it? 

FEMALE: E AGE-NINE 
Well, they're terrorists. They've got this thing against this country. 

[Unclear-various people talking] 

LINDA 
Now, remember you people are going to have to write the dialogue for 
this after you get the outline. So, how does this all end? Death is 
following them . . . 

FEMALE: E AGE-NINE 
Death keeps on trying to kill them repeatedly but he just keeps 
messing up the place. 

MALE: A AGE-FOURTEEN 
And he finds out, in fact, that Otto is the one who put decaf in his 
coffee. 

FEMALE: EL AGE-TWELVE 
He [Otto] is the normal person who caused all the problems. 

FEMALE: E AGE-NINE 
Can we do a really fast time switch? 

LINDA 
Sure. 

FEMALE: E AGE-NINE 
And a few months later, after being repeatedly chased by Death, they 
all went insane and decided to make toothpaste the rest of their lives. 

FEMALE: EL AGE-ELEVEN 
Anyway, when does the slug or the dragon do something interesting. I 
want my slug to do something interesting. 

MALE: JA AGE-TWELVE 
The dragon and the slug have kids. 



LINDA 
"Ey" [male, age nine], what were you going to say? 

MALE: EY AGE-NINE 
It's been so long. The Arabs can just be people who come in from the 
other end of the stage. 

FEMALE: E AGE-NINE 
They find themselves running away from the Arabs in fiight and 
terror. 

LINDA 
We have to get the Arabs into the play somehow. The last part that 
made sense to me was when time goes by and Death is still pursuing 
them. 

FEMALE: E AGE-NINE 
Yeah, so one day the some Arabs came. 

UNKNOWN OTHER 
They just show up? 

LINDA 
But should you call them Arabs or just terrorists? 

FEMALE: E AGE-NINE 
Some terrorists came. 

FEMALE: EL AGE-ELEVEN 
They're all IRS people. They're all tax people. 

FEMALE: E AGE-NINE 
No, the IRA terrorist. 

LINDA 
IRS or IRA? 

ALL 
IRA. 

LINDA 
Okay, IRA terrorists arrive. 

MALE: EY AGE-NINE 
Wow, this is going to be crazy. 
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LINDA 
It's already crazy. The IRA terrorist comes and then what happens, 

[unclear section] 

MALE: A AGE-FOURTEEN 
I need you in here. You're one of the writers here. 

FEMALE: E AGE-NINE 
Then, they start running for their lives. Then, Chippiehacki, the Giant 
Slug, and hum . .. [unclear] find themselves comrades. For some odd 
reason they all seem to stick together for company, even though they're 
in a world domination strike, and they run away. And Death finds 
himself running away. But then he realizes that he's Death. So, he 
decides to go and scare the IRA himself. So, he goes out there and he 
raises dead British from armies a long time ago. 

MALE: JA AGE-TWELVE 
There aren't any British here. 

FEMALE: E AGE-NINE 
Oh, it doesn't matter but there were some dead British there anyway a 
long time ago. 

MALE: A AGE-FOURTEEN 
How'd they get there? 

FEMALE: E AGE-NINE 
Well, they died there. 

MALE: A AGE-FOURTEEN 
How? 

FEMALE: E AGE-NINE 
Why not? 

LINDA 
I like the idea where they're all making toothpaste together. But from 
there we still have to get to an ending. 

MALE: JA AGE-TWELVE 
All the British soldiers . . . 

LINDA 
So far, I think you're doing okay. 

MALE: A AGE-FOURTEEN 
All that remains of the British soldiers are their hands. 
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FEMALE: E AGE-NINE 
Yeah! 

MALE: EY AGE-NINE 
Yeah! 

FEMALE: E AGE-NINE 
Their hands and their heads. 

LINDA 
How are you going to show this on stage? 

FEMALE: E AGE-NINE 
Well, we can ... 

FEMALE: EL AGE-ELEVEN 
We can make costumes! 

LINDA 
All black? 

FEMALE: EL AGE-ELEVEN 
How do we do that? Like dangle them? 

MALE: A AGE-FOURTEEN 
No, they'll just sit on the ground with dead expressions on their faces. 

FEMALE: E AGE-NINE 
And they scare the IRA terribly. So, they decided to go away. They all 
got so tired. 

MALE: A AGE-FOURTEEN 
[unclear]. . . Their finger [unclear]. . . That's it. 

FEMALE: E AGE-NINE 
And Chippiehacki, Death, blah, blah, blah, etc. All those folks get so 
sick and tired of trying to make it to world domination, they just 
gradually go insane and then one of them suggests they all make 
toothpaste tasting .. . 

MALE: JA AGE-TWELVE 
Not toothpaste. No, euw . . . No! 

FEMALE: EL AGE-ELEVEN 
The dragon and the elf and the dwarf all make toothpaste out of the 
slug. 



MALE: A AGE-FOURTEEN 
What Ja [age twelve] wants is a Planet of the Apes ending. Where 
you see ... [unclear] 

FEMALE: E AGE-NINE 
All of a sudden they go insane and they just fade into going crazy and 
walk around saying, "I got tears." 

LINDA 
Remember some of the stories I read. You need to develop suspense 
and conflict ideas. 

FEMALE: EL AGE-ELEVEN 
But we're only kids. 

MALE: JA AGE-TWELVE 
But we're not doing that yet. 

LINDA 
No, no, I know you're . .. Just inject into all these ideas a story line. 

FEMALE: E AGE-NINE 
Okay. So, then the slug starts really crying and thinking, "I was 
ruthless." Then, everyone says to him, "No you're not." You're a 
perfect slug, you make great toothpaste. And he says, "Toothpaste? 
Would you really . . . [unclear] 

MALE: EY AGE-NINE 
Toothpaste? 

MALE: JA AGE-TWELVE 
Toothpaste? 

MALE: EY AGE-NINE 
This is stupid! 

MALE: JA AGE-TWELVE 
Why not a Planet of the Apes ending? 

FEMALE: E AGE-NINE 
Well, slug toothpaste is interesting. 

LINDA 
Okay. Now ... so E's [age nine] idea is one suggestion. Okay. Now, 
let's hear the other ending that Ja is proposing. 

FEMALE: E AGE-NINE 
Wait! I haven't finished it yet. 
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LINDA 
Oh, okay. 

FEMALE: E AGE-NINE 
[unclear]. .. and they brush their teeth with it every night. Don't slap 
that disgusting wet thing on my arm! Ey, please! 

LINDA 
Ja, let's hear your Planet of the Apes ending. 

MALE: JA AGE-TWELVE 
No, let's have several endings. 

MALE: A AGE-FOURTEEN 
Let's just have a bunch of different endings . . . for each of the 
characters. 

LINDA 
This is definitely Absurdist drama. 

MALE: EY AGE-NINE 
How about this . ..? 

TWO MALES: JA AND A AGES-12 AND 14 
They all go back because they didn't like the ending. 

MALE: A AGE-FOURTEEN 
Yeah. 

LINDA 
That's kind of cool. You mean like they say, "No, no, no, we don't like 
that ending," and they go back and create a new ending? 

MALE: A AGE-FOURTEEN 
And they do it several times. 

LINDA 
That's a neat idea. I like that. That's cool. 

MALE: A AGE-FOURTEEN 
And they all live happily together ever after making 

LINDA 
Endings? 
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MALE: A AGE-FOURTEEN 
They make commercials, CD's and TV shows. 

UNKNOWN STUDENT 
[unclear] 

LINDA 
I'm getting very confused. Personally, I like the idea where you have 
different endings. Should we do something like that? 

ALL 
Yes! 

LINDA 
Okay, that's a go. 

After reading the above transcript in class the next day, their 

classmates approved the outcome of the committee's first meeting. The 

group guaranteed roles for everyone who wanted to act. At the class 

meeting, the final story line took shape. The class agreed on a series of 

scenes: deep in the forest, Death's lair, beside a river of sulfuric acid, 

at Otto's Auto Shop, and in a desert far from the forest. The final list 

of characters included: a Narrator; Death; Death's assistant, Frank; a 

dragon, Puff; Puff s elf, Cream Puff; the twelve fingered dwarf, Pepe; 

Pepe's two headed friend, Billie Jo-Bob; the chipmunk, Chippiehacki; 

Slug; Warren, the Blue Wizard; the Green Peace terrorist; the Irish 

terrorist; the Arab terrorist; and two dead British Soldiers. At that 

same class meeting, students finalized the program for the May 13th 

event. Several students agreed to share the role of emcee. The class 

promised to made schedule adjustments to accommodate rehearsals for 

both events. 

In mid-April I recorded these notes, "It's evident that their ability to 

concentrate and focus, even in the midst of the distractions in the 
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Animal Center, really has grown" (58). The students delighted in the 

unusual. Meeting at the animal center never annoyed them. On rare 

rainy days, we met in the small tack room and this delighted the 

students because it "had a magic feeling." The pre-adolescent 

students "appear to be captivated by things out of the ordinary . . . the 

mysteries of magic and evil ..." They were excited about entertaining 

their parents on Friday the 13th (60). Overall, the children took 

ownership of everything they undertook. Finding time and space to 

work on projects continued to plague the group. Scheduling conflicts 

constantly arose. A meeting almost never occurred with everyone in 

attendance. At the onset, the two nine-year-old playwriting committee 

members, "seem to be the motivating forces .. ." (61). Almost always 

the committee members worked by consensus. Those unable to attend 

meetings usually went to the computer room afterwards to read over 

the script. 

As the play grew and committee members began to enter more 

dialogue into the computer, differences of opinion intensified. On the 

occasions when the committee met after school, many of the students 

appeared tired and unable to focus. After one particularly difficult 

session, male, nine-year-old Ey turned to me and said, "Boy, this is 

gonna take a long time" (62). At another meeting, after a clash of wills 

between female, nine-year-old E and male, twelve-year-old Ja, the 

former confided to me, "This playwriting thing is very difficult. It's 

very hard work" (78). The difficulties did not deter the committee. By 
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the tenth day of working on the script, I recorded the following 

reaction: 

There does appear to be a lot of give-and-take with the children. 

They're all strong-willed [and] not people who are going to back 

down from what they think. They all have thoughts about the 

way it should go. It's important for me to stay calm .. . [it's] 

difficult for me to remain impartial and mediate" (78). 

The children each used different coping strategies when tensions 

flared. Sometimes, children sat behind those entering dialogue into 

the computer and might say something like, "I'm here, in case you need 

me. I'm just going to stay here, and if you need anything, you know 

I'm here" (65). Following an arduous meeting the previous day, one of 

the students came into the room and after five minutes reported, "I've 

had enough drama today." He came afterwards, when he felt ready, 

and continued to work at the computer with the other children (77). 

One of the older boys, Ja, insisted on being present at all playwriting 

meetings. He lobbied for his viewpoint. He and another boy his age 

"worked with concentrated focus to get that script on paper so it 

sounded right. . . . They paid attention to the words . . . and how those 

words would sound on the stage. One of them cautioned the other that 

it not be too academic because it had to be really natural and to flow 

easily" (66). Generally, "if something is explained to these kids and it 

makes sense to them, they will compromise or agree to changes" (79). 

The children continually listened to the dialogue they created and 

debated points of interest and changes for the good of the script. Once, 
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female student El, age eleven, presented me with two pages she had 

written at home. After I reassured her we would work to include it, 

she said, "Well, not necessarily. If it doesn't fit, don't use it. We'll just 

have to see if it fits." After recording this incident I went on to record, 

. . these are bright, lively children who enjoy the give and take of 

ideas and who seem to feel good about their ideas. No one is afraid of 

connecting to another person or tying ideas together." (79). Their 

ability to extend an improvisation grew both while working on the 

script and in the exercises done in class. The students' class 

improvisations proved easier than the playwriting experience. 

"Writing the script has been so demanding because it takes longer time 

periods of concentration ... it is somewhat surprising to me that no 

one has thrown up arms and walked out" (80). 

While transcribing another meeting of the writing committee, it 

became apparent to me that I sometimes found it difficult to follow 

their ideas. At the beginning of May, I noted on the recorder, "these 

kids are deeply involved in the process of creating, and I really am not 

part of this process. . . . It's hard for me to follow their line of thought 

which to me seems to be all over the place .. . There's a very specific 

creative thing happening here . . ." (91). The process belonged to the 

children. Whenever the children felt I took too much control, they let 

me know. One captures a sense of that in listening to the above 

excerpt of the first playwriting meeting. In another transcript, it 

becomes more obvious. One of the older boys tells me to, "stay away 

from the tape. Your voice is too loud and overpowers everything." 
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Shortly afterwards he referred to a section that I accidentally erased, 

"Yeah, now we have to rewrite that whole thing that you messed up" 

(91). 

As the committee continued to put scenes together and struggled to 

create dialogue, the need for special effects began to mount. Before the 

class could deal with the two-headed person, the twelve-fingered dwarf, 

the pointed-eared, scar-faced elf, and dead British soldiers with only 

hands and faces, we had to give consideration to how to use the 

portable stage. No theatre or performance area exists at the school. In 

lieu of a permanent stage, the school kept a portable, modular stage in 

storage. A scaled model gave our designer an opportunity to create a 

design for the production. As I left school one afternoon, I presented 

the model to her. The next day, "I went in and was met by tremendous 

excitement." Five of the students sat gathered about the set design. 

"Eleven-year-old El had created a model. . . with different levels . . . 

It was quite functional" (94). The designer and one of the key 

members of the writing committee sat huddled over the set discussing 

how to stage dead soldiers. "Should they have strings with heads and 

hands on them? Or should they have live bodies, dressed in black, and 

just their heads and hands showing?" (94). 

Following the lead of the other girls in her age group, one student, 

who did not want to act in the play, remained excited about doing 

make-up for both drama class events. I arranged for a university 

student to do a make-up presentation for the class. Following that, I 

scheduled a field trip for our make-up artist and several interested 
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others to a local theatrical supply store. During the talk, the children 

asked many questions. The two seven-year-old students were curious 

about make-up for their characters but too timid to ask. They wanted 

me to find out the information for them. I observed that all the 

children took marked interest in the make-up needs for their 

character. After the presentation, as the class make-up artist 

composed a list of materials to buy on our field trip, everyone reminded 

her of their needs. Just before the May 13th performance, six students 

joined me on the field trip. 

Our nine-year-old, male writer, Ey, continued to make plans for 

lighting the show. While he was active on the writing committee, he 

primarily focused on gathering sufficient information to create the 

"right mood." He approached me with a light plot he devised. After 

our meeting I recorded, "He has tremendous ideas" (95). To encourage 

him, I asked if he wanted to talk with a lighting designer from the 

university. At first, he declined. Later he changed his mind. I 

recorded these observations, "He says he's never done lighting for 

anything where people were moving on the stage. He may have been a 

little overwhelmed when he saw the printed script. I think all of the 

kids were" (97). I arranged for one of the university students to meet 

with him one afternoon. 

The other nine-year-old on the committee, E, expressed concern 

about an eight-year-old actress slated to play the Irish terrorist. The 

child felt her classmate "didn't have the 'evil persona' necessary for the 

character" (95). The set designer, El, reassured her that "through 
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make-up we can create the kind of persona that a terrorist needs ..." 

(95). The children also decided that the smallest boy in the group 

should play the role of CHIPPIEHACKI, the chipmunk. Privately, I 

worried about this decision because of his learning disabilities. Much 

of the play revolved around his role. The entire group stood by him, 

however, and supported him in the role. The twelve-year-old, 

playwriting committee member, Ja, who never missed a writing 

session, committed himself to helping the youngster learn his part. A 

second twelve-year-old, male student, who came to class regularly but 

rarely participated, began to participate in vocal exercises and 

improvisations when he realized everyone wanted him to play the role 

of SLUG. Since he played opposite CHIPPIEHACKI throughout the 

play, he also agreed to help the eight-year-old with his part. 

By the end of the first week of May, the class received the 

committee's script. I attempted to talk them out of using the narrator, 

but the students envisioned him as a necessary character. If there was 

no narrator, they reasoned, one of them would not have a part in the 

play. The narrator did serve a useful purpose since the students 

envisioned using a series of different endings to conclude the play. 

Various students were to write endings. The narrator planned to 

announce the individual endings and then have the actors act them 

out. Although I asked them for their scenes repeatedly, they never 

materialized. Finally, at the end of April, I urged them to print a copy 

of their manuscript without the different endings. 

I recorded the following the day the children received their scripts: 



I observed they were amazed that they had really done this 

thing... and pleased. Our set designer sat and read the script 

and then she provided me with a list of corrections .. . After 

completing this task, she presented me with her drawings for 

props. [One of the older girls], looked at the script and then 

jumped out to announce she wanted to be the stage manager. 

All of the kids seem to have found a niche for themselves (98). 

After receiving the scripts, the children began to prepare for the 

rehearsal and production period. Because of the May 13th reception, 

upcoming graduation ceremonies, and regularly scheduled school 

events, finding rehearsal time became more problematic. Many of the 

class journeyed to Mexico for a ten-day period prior to the May 13th 

program. Consequently, these students were not available to rehearse. 

In trying to accommodate the constant changes in scheduling, I grew 

irritable. The students involved in the song and dance act bickered up 

to 30 minutes before going on stage, May 13th. Lunch duty 

responsibilities made it necessary for students to leave rehearsals 

early. Concentration evaporated in the face of other school activities 

and excitement over the end of the school year. When we did begin 

rehearsals, the committee envisioned lively banter back and forth 

among the characters which failed to happen. One of the writers "took 

me aside [after the initial read through] and said, 'you know, Linda, 

they need to express themselves more clearly. We need to hear them'" 

(107). I took this opportunity to explain to the class why the rehearsal 

period was important. 
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Working at the animal center, we attempted to begin blocking the 

show. The students did not have the actual stage but our designer 

explained the set using the model. At the same meeting, the costume 

designer for the Shakespeare scene presented costumes sketches she 

prepared. I observed, "The kids are really taking charge ... in a way 

that somewhat astounds me" (94). There was nothing any of them 

could do to compensate for not having a stage, however. The situation 

became impossible. On the ninth of May, one of the parent/teachers 

found the space and time to set the stage up in the music room. Other 

teachers agreed to work around it which was difficult for everyone. 

Because of the size of the stage, we had little room to maneuver off 

stage. Children needed to adjust from working outdoors to working in 

a confined area with less than three feet of off-stage space. 

As the blocking process began, I elected to work with the students. 

They took such ownership in the work, it seemed like the only choice. 

Students sat and listened and continually made suggestions. I 

recorded, "there is no way that I can just go in there [the rehearsal 

room] and direct these kids, 'You move here, you do this, you do that.' 

They are so bought-into this project... it would be almost 

unconscionable to begin to do that at this point" (116). 

This rehearsal period required discipline on the part of every 

student in the class. As a result, it also proved to be the most 

challenging. Inter-personal skirmishes arose between students; the 

younger students found it difficult to follow the script. The student 

playing CHIPPIEHACKI continued to meet with his twelve-year-old 
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mentor to learn his lines. One day I worked with him. "He appeared 

to be very tired, and [it was] hard for him to sit still. The child is up 

and down even to the point of standing on his head on a chair while 

delivering his lines. But he shows . . . great fortitude. He stayed there 

for forty-five minutes as we went through lines" (115a). Periodically, 

he and other actors decided to skip rehearsal. 

Unable to use the stage because of scheduling conflicts on May 

eleventh, the class met at the animal center. Two of the students 

arrived with numerous costumes they collected for the play. Everyone 

began grabbing them and tossing them around, and general chaos 

reigned. Next, because of confusion over the homeroom 

announcements, almost no one came to the rehearsal. Personally, I 

was living under increased tension because of complications involved 

in purchasing a new home. Lack of sleep and general fatigue left me 

intolerant. I canceled the class and spoke with one of the board 

members about my frustrations. She and the school administrator 

agreed to speak with the children. The next day he appeared with the 

class and they promised to keep their focus on the work ahead of them. 

Before meeting the administrator and the class, our thirteen-year-

old, assistant director appeared at the entrance into the school. She 

grabbed me and in the midst of tears told me her job was impossible 

because no one listened to her. The discussion continued down at the 

Animal Center as she and twelve-year-old, Ja, carried on a heated 

argument about how she managed them. While the students argued 

[another boy] wanted to know if I was angry with him. [A third] 
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tugged at me and insisted no one should listen to the complaints of the 

assistant director any longer. We began to discuss the philosophy of 

theatre and the concept of collaboration from an insider's perspective. 

"When I left, everyone appeared calm and ... on track again " (127). 

Later our assistant director admitted she was nervous because of the 

impending performance for their Mexican guests. 

Shortly after I reflected that, "They [the students] certainly have 

made an  a t tempt  to  respond to  the  tasks  I  ask  them to  carry  out . .  .  

they do things in the best way possible, as they reason it out" (129). 

Tensions mounted once again on the evening of the Enpalme Reception 

performance. While eating dinner with several parents, one of the 

students came up to me and said, "You have to come, we need you 

now." I went with her to discover three of the girls speaking sharply 

with one another. They all accused their friend, the make-up artist, of 

being irresponsible. "You should have asked more questions about how 

to do this right," they shouted. Outside this room, one of the younger 

students stood crying. The second quarrel centered on who had the 

right to be in the song and dance routine the group choreographed. 

One student was angry and shouted at me. A second student stood 

there distraught and shaking her head, while a third begged me to 

help  them.  After  more  than 30 minutes ,  " I  th ink we f inal ly  resolved i t .  

. . perhaps they resolved it themselves, I'm not really sure." But 

everyone calmed down and found a place in the stage routine (130). 

Just prior to their performances, I tried doing a little meditation 

with them. One of the students looked up in the middle of it and said, 
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"This is not working." The others insisted I continue. "Asking them to 

see themselves in a nice comfortable spot, where they were surrounded 

by people who loved them, I suggested they feel confident and allow the 

love within them to come out in their performances" (131). I observed 

that to a large extent they wanted to be nervous. The students 

appeared to instinctively understand that this helped prepare them to 

perform. As best I could, I worked to channel their nervousness 

constructively. The excitement generated by a large audience 

contributed to their nervousness. The strategy of providing the 

children with an initial drama experience before attempting the play 

appeared to work. The children expressed delight with the turn out 

and their performances. Our nine-year-old lighting designer expressed 

the general reactions of everyone when he said, "Yes! Now that we've 

done this, I have so much more confidence in the Outcasts" [the name 

of the students'play] (132). 

After the performance the children appeared to grow in confidence. 

During rehearsals they questioned one another about blocking and line 

delivery. I recorded the following in my into the tape recorder: 

They maintained a good degree of calm and even though the set is 

crammed into this small room, the students appear to work quite well 

together. In terms of blocking, they have a good understanding of 

levels and planes. They continue to critique one another throughout 

rehearsals and debate the logic of certain lines among themselves 

(133-135). Students took notes on blocking and props. Because the 

play required three physical struggles between characters, I arranged 
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a two day workshop on stage combat with a university student. The 

students were attentive and worked in pairs quite well for both 

sessions. I taped the following response, [the workshop] "served as a 

kind of  unifying force  around which a l l  the  s tudents  ra l l ied  . . . .  

Everything going on here is making this an interesting exploration into 

the dynamics of collaborative playwriting and the teacher's 

relationship to the children in the process" (134-36). 

Ten days before their opening I observed steady improvements in 

the quality of the acting and in the flow of production activity. The 

children in charge of lighting and design held their own and continued 

to take initiative in all areas relating to their tasks. Five days before 

the scheduled premiere, major concerns mounted in two areas. First, 

students kept demanding changes in the script; and second, children 

failed to consistently work at developing character. Generally, 

students felt that if they possessed a sense of character that was 

sufficient. I attempted to listen to a wide range of opinions about the 

play and at times found myself growing short tempered. In the 

meantime, the older students continued to work with CHIPPIEHACKI 

on his lines. The set designer began working with one of the younger 

writers to oversee all the preparations for costuming. 

One other significant difficulty arose when the administrator asked 

us to surrender the stage for graduation ceremonies. Whether or not 

the class would have it for the first dress rehearsal remained 

uncertain. Several teachers and older students, however, found the 
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time to reassemble the stage for the children. I recorded these notes 

following the rehearsal: 

Everything was disjointed, [the students were] not really getting 

it [the blocking and characterization] at all. All of the children 

had low energy. It was after school and they were very tired . . . 

It was a two-hour rehearsal and I ended it with a tremendous 

headache. There are no words to describe how bad it was (142). 

After the rehearsal, I arranged to drive five of the children home. 

The assistant director and stage manager, both thirteen-year-olds, rode 

with me. Both of the girls began to complain about the rehearsal and 

the play. One of the girls reported, "my mother said you shouldn't 

have let them write this script. You should have taken a proven script 

and let them do that." Then, they began to complain about the 

children in the play being, "irresponsible and not making good use of 

their time or listening to me." Her younger sister attempted to say 

something in defense of the play and the older sister turned to her and 

said, "shut up, keep your mouth shut." The two brothers playing the 

parts of the dead British soldiers were also in the car. Both the boys 

joined the class in late April and, therefore, their classmates tended to 

overlook them. The older brother began to register his complaints 

about nobody finding him or his brother a costume. He continued by 

commenting on how everybody agreed the glare of the stage lights was 

too much. As the last child left the car, she complained about one of 

the older boys who refused to wear the costume and use the props she 

gave him (143-44). 
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That night I took stock of the situation at the school. The class was 

two days away from their opening. Dissension kept rising in the ranks; 

the play still had no ending; everyone did not know their parts; props 

and costumes were still not finalized; some set pieces, like a car that 

was to blow up on stage, had not materialized; and a sound effects plan 

remained unfinalized. I began planning to deal with these concerns. 

Early the next morning, I dropped off cardboard at school. The design 

crew promised to work on the car and several other pieces of scenery 

that remained unfinished. At the beginning of May, I spoke with one 

of the high school students at the school about playing piano for the 

play. He appeared uncertain and insecure about his ability to perform. 

Before leaving that morning, he agreed to play for the performance. 

He explained, however, he would not be available until the day of the 

play, and I agreed to wait. The situation was not ideal but everyone 

wanted live music and at that late date no alternative options seemed 

realistic. 

Later that day I returned to the school with a university colleague 

who agreed to critique the show. Several of the students took him 

aside, including the two older girls I drove home the day before. They 

told him "this show wasn't as good as their Shakespeare performance." 

Several boys also expressed concern about whether the show was 

ready. While students spoke with my friend, one of the board members 

took me aside. She related her conversation with one of the older, 

more serious students, who participated minimally in the writing when 

it involved his character, and took his role seriously by spending time 
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learning his lines. He told the board member, "The rehearsal was 

awful yesterday, just awful. These kids don't know their lines. 

They've waited too late and this play should have been good, not for 

our sake, for Linda's sake because she worked so hard." As the board 

member related the story, she started to cry (149-50). 

Following our conversation, I meet with the NARRATOR. We 

discussed ideas I presented for the opening and the closing of the play. 

After a lengthy discussion between us, we talked with the class and 

everyone reached consensus on the following plan whereby, at the end 

of the play, OTTO called for a Planet of the Apes-type ending. The 

NARRATOR would then silence him and end the show. Next, we 

discussed some of the special effects. One of our seven-year-old 

students found a solution for the exploding car. She suggested letting 

the OTTO auto drop to the ground and then taking aluminum foil and 

throwing it onto the stage while the lights flashed. Everyone 

supported her idea. The group also decided to use baby powder to 

simulate the BLUE WIZARD'S magical appearance and disappearance. 

I agreed to purchase some aluminum foil and baby powder. Before 

beginning the rehearsal, students were all responsible for checking the 

box for their props. 

As a last item of business, I called the students out onto the stage. 

They left their preparations for the show but continued eating their 

lunches on stage. We talked about the need for group loyalty to the 

show and to each other. We discussed the negative consequences 

resulting from lack of mutual support. Everyone remained quiet and 



130 

appeared to listen intently. While I reassured the class they had a 

play to be proud of, the older girls sat in the front and did not say a 

word. Following the talk we began our rehearsal. We reduced the 

running time by 30 minutes to one hour. Things were coming together. 

I recorded the following after the rehearsal: 

[CHIPPIEHACKI] has grown a tremendous amount in his role . 

.. There's a lot of growth everywhere I look. Perfection: I'm not 

sure we'll get to that, but . . . we're going to make it [to show 

time]. ... I think going over and over and over the beginning has 

helped .. . they're starting to feel. . . more comfortable . . . 

Pacing, timing--I don't know-let's just see how that goes. I 

spoke with my colleague after the rehearsal. [He] seems to 

think I've carried consensus too far and at this point, I should 

not be asking any of them what they think about anything . . . 

I'm just a natural consensus seeker . . . [the assistant director] 

feels the class could be better organized if I took more control. . . 

It's difficult for her. . . She is a perfectionist. Right now . . . I'm 

just trying to get all of this done. Later, I have to think this 

through . . . and get a sense of what the issues really are here 

(146). 

When leaving that afternoon, the biggest concern related to two of 

the older characters who still did not know their lines, DEATH and his 

assistant, FRANK. The student playing the former character missed 

ten days of school because of a trip out of the country. His absence 

affected their scenes. He also insisted on keeping his face covered 
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because he conceives of DEATH as having no face. Offstage, he 

assured me he would push the veil back. But the moment he stepped 

on-stage, he pulled the veil over his face. Regarding memorization of 

lines, both boys promised to run their lines together as much as 

possible before the last dress rehearsal the next day. 

I arrived early the following day to work with both boys on their 

parts. The run-through went well. The boys reduced much of the 

miscellaneous movement and Frank's diction improved. DEATH 

tried but just could not unveil his face. Overall, "they certainly are 

willing workers" (150). By this time we were ready for rehearsal but it 

never began because children were late arriving. The NARRATOR 

complained, "They're not even here. No one wants to help this show. 

It's not going to go on because they're not taking it seriously" (152). 

The older girls who formed our production crew refused to come. They 

said they did not have to be there. When students finally arrived they 

were angry with each other and the assistant director began to cry. By 

that time a crew arrived to take the stage down. The administrator 

needed the stage to rehearse for the graduation ceremony that night. 

Everyone felt tense. I arrived exhausted. Preparing for the show 

produced a given amount of tension as did the preparations for buying 

and moving into a new house. The situation worsened when I spoke 

with the class about the need to work in a timely fashion. Then one of 

the older boys, Ja, who throughout the production and writing process 

questioned or challenged everything I did, began it again. I spoke with 

him and the others sternly about not undermining the play and 
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keeping their commitments. Part of that commitment I explained was 

arriving at rehearsal on time. In reprisal for the talk I had with the 

class about mutual support, the older girls probably decided to act out 

by not coming to rehearsal. After this discussion, two of the younger 

students went into the art room and began working on the last of the 

props. The two girls insisted, "this is going to be a good show" (161). 

One of the children was the sister of the student who complained about 

the play in the car. As I left, the older sister took me aside and told 

me, while crying, that I demanded too much of them. I left unsure of 

what to expect the next day. 

I returned to the school the next morning. While the entire school 

participated in their final community-wide meeting before summer 

vacation, which began the next day, I set up an ironing board in the 

music room. Following the meeting, our eleven-year-old designer, El, 

and nine-year-old writer and actor, E, began ironing costumes. They 

devised a plan for organizing everything. Around the perimeter of the 

room they placed chairs. As the two girls finished ironing a particular 

costume, they called the appropriate actor in for fittings and 

adjustments. Because they were uncomfortable sewing, I agreed to 

help with any mending. Then the actor folded the costumes and placed 

the proper one on the assigned chair with his/her character's props. 

While they continued to organize costumes, our assistant director 

came into the room. I walked over to her and asked for a hug. She 

willingly gave me one. We spoke about the graduation ceremony she 

attended the night before. Our make-up artist talked with both of us, 
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as she prepared a list of make-up sheets. After she finished each, she 

sent it over to me to review her work. Everyone appeared much more 

relaxed about the make-up, compared to the May 13th performance. 

While the children prepared, I asked the assistant director to place a 

bouquet of carnations on the piano. Just before we began the line-

through, I called the group's attention to it. I reminded all the 

students that there was a flower for each of them in the vase and that 

throughout the performance, it would remain on top of the piano, as a 

symbol of our unity. I asked them to look at it whenever they felt 

nervous or upset with each other. 

As the line-through began, DEATH, who still did not know his lines, 

began to improvise. The eleven-year-old used a line that he just heard, 

Ja, the twelve-fingered dwarf, invent. Ja wanted the line for his 

character. So, the child began shouting, "You can't use that line." 

Then, the nine-year-old, E, turned around and shouted, "Look, this 

isn't your play." Ja stood up and yelled, "I quit this play," as he ran 

out of the room (156). This incident occurred one hour before curtain 

time. I asked the stage manager to continue the line-through while the 

designer and I tried to find the boy. The line-through fell apart, 

however, as the older students jumped off the stage and began running 

through the rest of the building and outside the school, shouting for the 

boy to come back. 

Outside the building I saw him run down the hillside past his 

classmate, another cast member, preparing to play OTTO. The 

student told me, "I think he'll be okay, he just needs to vent" (157). I 
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followed him down towards the wash and noticed an opening beneath 

an overhead deck. The darkness coupled with the child's black 

costume, made it difficult for me to spot him. Before I saw him, I 

heard him crying. I went up to him and asked if I could sit down. The 

first thing I did was apologize for being short with him the day before. 

I explained to him about our family's scheduled move. He stopped 

crying, looked up at me, and said, "I thought that something was 

wrong. You didn't seem quite right. I hope you're feeling better today." 

I assured him that I was. Then I continued: 

You know how awful I felt yesterday and how angry and upset I 

was? Believe me, I just wanted to pick up and run away and 

never come back. But, I knew I couldn't do that. I know that's 

how you feel. But this play is part of you. It has your spirit all 

through it. Your stamp, your name all over it. You've made so 

many contributions and you've worked so hard. Do you really 

want to quit the play? He hesitated but agreed to return to the 

rehearsal (157-58). 

As we returned, the children were quite upset. I asked that we 

continue the line-through. The designer nervously said: "We can't do 

this. We've got to get ready. We're running out of time" (159). I 

insisted, however, that we take time to run through the script. After 

the cast completed the line-through, I did a focusing exercise and then 

asked them to come forward when I called their name. It was then 

that I gave each of them a hand-written card and sent them into the 

dressing room. As the children prepared, I met with the older boy who 
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agreed to play the piano for the performance. I talked with the 

children before-hand to prepare them for the music. As a group, we 

planned to synchronize the music with the action during the line-

through. But, after Ja ran off, that plan failed. Just before going on 

stage, I reassured the children about their lines. I suggested everyone 

ask the NARRATOR for any dialogue they forgot by calling, "line." The 

suggestion made them all feel better and some of the older students 

comforted the younger ones by saying, "people will think it was part of 

the script." The cast now appeared fairly relaxed and ready. The older 

girls came up to me and in disbelief two of them said, "Wow, this is 

really going to happen. This really came together" (161). Despite 

their earlier anger and discontent, the older girls rejoined the group 

effort, and prepared to change scenery, provide special effects, and 

assist the actors where needed. 

The children performed to a full house. Fellow students from three 

to eighteen attended. Parents and family members also came (a 

detailed interpretation of the production appears under the sub

heading "Interpretation"). No one broke character and whenever a 

student forgot a line, he or she asked the NARRATOR for it. Following 

the play, I observed that each cast member felt good about what they 

accomplished. An example of this fact is that after the cast party, 

students repeatedly came back to collect their program, note card, 

and/or flowers before going home. 
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INTERPRETATION 

At this juncture an interpretive commentary on the data seeks to 

highlight insights and questions arising from the work, and point out 

how this study provided insight for the conceptualization of K-12 global 

approach. A closer look at the script entitled The Outcasts begins this 

analysis. Earlier the writer defined creativity as the ability to access 

personal experience, dreams, and fantasies and inventively and 

playfully shape them into meaning. Assuming this definition, the 

authors of this script did delve into the world of creativity. As the 

Narrator explains in the opening lines, "No, it's not Disneyland for it is 

also a land of magic, only seen by normal mortals like you and I in our 

wildest dreams." This play brings to life the "wildest dreams" of these 

children. The characters embody the average, evil, mystical, enraged, 

normal, and wheeling-dealing aspects of the human experience. In 

nature, the characters lean towards the archetypal. Reading the script 

calls to mind the writings of Bruno Bettleheim in his book, Uses of 

Enchantment. Using Bettleheim's criteria, the children's tale is a-

moral and celebrates the success of the imperfect and the weak in 

finding peace, prosperity, and dominion over the world from the 

"ultimate power in all the universes," Wanabunni. (Bettleheim 10). 

From a developmental perspective the play seemed to allow the 

children the opportunity to give life to many dialectical tensions within 

themselves. They did this with a good deal of joy, openness, and 

abandon to the creative process, which reinforces the findings of Daiute 

quoted in Chapter Two. According to psychoanalytical thought, as the 

students shape these characters, they take increasing control over the 
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Being free from internal pressures, the children find openness towards 

and acceptance of their classmates easier. Perhaps this state of being, 

coupled with the intimacy and supportive nature of the learning 

center, provide reasons to explain the absence of disciplinary problems. 

The improvisations used during the storytelling and playwriting 

explorations gave children an opportunity to express themselves fully. 

The rehearsal/production period provided them additional expressive 

moments. These opportunities contributed to their mastery of skills 

both as evolving creative artists and as human beings. 

The play resonates with bold and fanciful images and theatrical 

conventions born out of the children's vivid imaginations. In The 

Courage to Create. Rollo May talks about living out imagination 

through a willingness to play openly with your own symbols and forms, 

as derived through dreams and fantasies. This process leads to 

expanded consciousness (22-26). The text yields evidence that the 

children did what May describes in his writing. Their collaborative 

work resulted in plays on words, sight gags, and other theatricalities 

that lifted the script out of the ordinary. Line examples include: "He's 

not deaf." "No, He'ssss DDDDeathhhh;" or "Celery, I mean accelerate." 

As the BLUE WIZARD talks about his kingdom of Wanabunni, SLUG 

comments, "I don't wanna' bunny. I wanna' turtle." Another example 

finds one of the dead British soldiers explaining to DEATH'S assistant 

FRANK that they were blown apart. FRANK responds, "You mean you 

served under Linoleum Blownapart." In another scene, DEATH 



wants FRANK to thump the Staff of Raising British Soldiers from the 

Dead, while he speaks his magic words to rouse them. The script calls 

for a routine where FRANK does everything but thump the staff on the 

floor, as DEATH attempts to teach him the ritual. 

Characters speak in asides and at one point DEATH jumps into the 

audience to demand if any of them put decaf in his coffee cup. When 

the BLUE WIZARD appears in robes of blue satin carrying an eggplant 

atop his staff, SLUG comments, "Eggplant!! My favorite." The BLUE 

WIZARD tells him it is his sacred eggplant to which CHIPPIHACKIE 

responds, "It reminds me of my mother." Like the foregoing, much of 

the dialogue calls for quick, rapid-fire line delivery between characters 

who remain immersed in their own peculiar, self-centered worlds. The 

script also requires two short sequences involving stage combat. The 

students demonstrated competence and careful execution in each of 

these segments. In one scene, the youngest and shortest member of 

the cast, age seven, battles with one of the tallest members of the class, 

age thirteen, to create a humorous and engaging segment. Generally, 

the music and spectacle cast an engaging aura as the play unfolds. 

Although the script tends toward the episodic and the narrator's 

role does thread the action together, the script still possesses a creative 

flair. The production, however, faltered because of the timing and 

pacing. As noted above, the dialogue contains short, punchy lines that 

demand spontaneous delivery. A variety of explanations offer insight 

into why the timing never improved. Students virtually possessed no 

experience in the content area. Within a twelve-week period, the class 
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attempted to master a myriad of concepts relating to theoretical and 

production aspects of theatre. That the children accomplished as much 

as they did remains a testament to the power of intrinsic motivation. 

Still, their lack of experience made it difficult for them to sustain the 

demands of the script. During the rehearsal period they rushed about 

meeting production demands, doing other school projects and dealing 

with "end of the year" fever. The students needed more time to 

integrate what they learned and cultivate mastery of various theatrical 

techniques through on-going practice. Other factors that may be 

responsible for the poor timing and pacing of the show include trying to 

produce two events instead of one which split the focus of the group, as 

well as working with different age levels characterized by both high 

and low creative response. 

The fact that these children engage in writing across the 

curriculum accounts for another reason the script surpassed the 

production. The walls of the school display numerous creative projects. 

On a regular basis, a newsletter publishes the work of the children. 

The students demonstrate skill in creative writing and the playwriting 

exercise was a natural extension of the existing creative writing 

curriculum. But, the school has no performing arts program. When 

the drama teacher left the school, the school board did not replace her. 

Consequently, the children lack experience in the performance arts. A 

third reason explaining the strength of the script over the performance 

may relate to the project's first phase that focused on storytelling. 

From the outset the children heard about theatre as an outgrowth of 
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storytelling, and as an activity in which all groups of people 

participate. Three days a week students encountered stories from 

different cultures around the world. Storytelling offered a vehicle for 

demonstrating story elements and led to discussions of tragedy, 

comedy and melodrama as types of drama. Beyond the foregoing, 

perhaps the ongoing storytelling ritual demystified the writing process 

for the class. 

Although the script proved to be stronger than the production itself, 

enthusiasm marked the entire process from start to finish. Working 

within the framework of the school necessitated that I market the class 

and this proved advantageous. The series of announcements, aimed at 

capturing attention, and the sample class brought students into the 

planning process. From the outset, the children found ways to take 

ownership of what they were going to learn. Their interest was evident. 

Of the 90 children in the school, 30 percent participated in the 

program. The advertisements billed the class as playful and fun. The 

setting at the animal center reinforced that notion. Next, the class 

took part in making critical choices from the start in establishing both 

the curriculum and the methodology. These opportunities 

strengthened their involvement and intrinsic interest. The nature of 

the program intellectually and artistically challenged them and offered 

them risk-taking adventures in an area where they possessed uneven 

prior experience. The class found empowerment in setting the 

parameters of their own risk-taking. In terms of folk tales and fairy 

tales read in the storytelling period, students decided which country's 
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stories they wanted to hear. The writing committee, in consultation 

with the class, chose the type of play they wanted to create. Everyone 

in the class collaborated on artistic decisions throughout the 

production period and rehearsal process. The older children knew I 

wanted to work reciprocally with them, and the younger children 

trusted that their views were important to the older students and to 

me. One anecdote demonstrates the degree of intrinsic motivation that 

fired this project. A parent described a three-way phone conversation 

between her daughter and two boys in the class. The children 

arranged for a conference call that lasted two hours while they 

discussed details of the play and its production. 

Having the children participate in mixed age groups did not hurt 

motivation. The children chose to work this way. The question I faced 

at the beginning of the study revolved around the feasibility of 

teaching mixed age groups. Certainly, the approach mirrors everyday 

life. The intimacy of the school fosters a spirit of caring for each other. 

While all the children find their favorite group of friends, cliques 

appear to hold less influence over them. The older children more 

willingly focused on helping the younger ones to succeed. The case 

with CHIPPIEHACKI learning his lines provides the best example of 

motivation and students helping each other, and the notes recorded 

over the three-month period contain other such examples. From the 

vantage point of the younger children, they seemed to find a greater 

sense of confidence based on the older students' interest in them. 

Younger students at times perceived the competition for attention 
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difficult. However, as highlighted above during the make-up 

presentation given by a university student during the production phase 

of the project, the little ones knew how to ask for what they needed. 

The major advantage of mixed ages working together showed itself 

during the initial stages of the playwriting effort. As noted previously, 

high creative response characterizes children around the age of nine 

while the opposite is true of early adolescence. My observations 

supported this theory. Two nine-year-old students spear-headed the 

work of the playwriting committee. They generated ideas, did work at 

home, and found ways to continue scenes when the older group 

members seemed stymied (On the other hand, I cannot explain why 

the twelve and thirteen-year-old boys took interest in writing the play 

while the females in their age range made the opposite choice). 

Overall, mixing age groups so that high creative response ages and low 

creative response ages work together appeared to benefit everyone in 

the artistic process. Mixing age groups also appeared to stimulate 

more divergent thinking. 

In addressing the question of whether working in the outdoor 

setting benefited the class, I believe, even though , according to 

Amabile, the literature offers no support for this statement, that it 

did. Just as working in mixed age groups contributed to divergent 

thinking, so did the open environment. In his essay on the power of 

story, Matthew Fox quotes Thomas Aquinas on nature as being one 

certain source of revelation: "Nature holds the keys to mysteries that 

will help all of us rediscover ourselves." Fox goes on to write, "our 
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experience in our earthly bodies is connected to all the wilderness we 

experience on the planet" (qtd. in Simpkinson and Simpkinson 246). 

In the case of the students, being outside appeared to stimulate 

imagination and serve as an outlet for excess energy. The boys might 

arrive at the animal center feeling fidgety. Individually or in pairs, the 

students did something to work it out of their system and then come 

back to focus on the class material. If the children were not as driven 

by intrinsic motivation, I cannot hypothesize with certainty about 

similar results. 

The open setting also appeared to stimulate active imagination. 

Perhaps because the children felt freer and more playful. Clearly, the 

outdoor setting did not prevent them from achieving their goals. The 

first playwriting meeting held out of doors indicated the students' 

ability to concentrate. The above transcription of that meeting 

presents an example of Csikszentmihalyi's concept of flow. The 

transcript demonstrates the energy that carries the children forward. 

As Czikszentmihalyi comments, flow drives people to forsake the 

comfortable life. The children appeared unfazed by the distractions at 

the Animal Center that day. The pre-schoolers from the school were in 

their meeting area and goats and chickens were running loose with the 

younger children. None of the resulting commotion detracted from the 

work of the committee. The committee accomplished what they 

intended. Like Amabile and Csikszentmihalyi, I believe the strength 

of the group's motivation was more a factor in helping them achieve 

their goal than the setting in which they worked. This investigation is 
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not the venue to discuss the contributions of physical space to the 

learning process. But I believe the physical environment reinforced 

the existing high levels of motivation resulting in a strong sense of flow 

among students in this study. 

The gathering momentum of the flow experience probably explains 

how the students accomplished as much as they did in such little time. 

The concept of flow may also explain why the class required almost no 

adjustment time when they moved into the cramped rehearsal space. 

Beyond the above, the students' personal investment in their work 

allowed them to effectively deal with the highs and lows of the creative 

process. In addition to the central themes of intrinsic motivation and 

flow, the students in the study seemed to fit the personality profile of 

creative types. In terms of the personality factors discussed earlier, 

the class clearly demonstrated openness to the experience. The group's 

fantasies demonstrated unconventional values. As the one student 

noted at the first playwriting meeting, "But that's too goodie-goodie." 

The children sought to give life to the unusual. The eleven year-old 

student who played DEATH wrote me a card at the end of the project 

in which he advised me to, "live weird and prosper." The observations 

reported abound with examples of children demonstrating both critical 

decision making and curiosity: the initiatives to create a set, design 

lighting, find costumes, create make-up plans, and decide when to 

speak up and when to say nothing in their efforts to support members 

of their group. The time frame in which the children worked clearly 

demonstrated a preference for challenge, complexity, risk-taking, and 
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self-confidence. In this last area, I did encourage the children when 

they hesitated to begin writing and producing a script. But, I believe 

the class drew back more out of concern for lack of time than for lack of 

confidence. 

The students' ability to engage in the affective states necessary for 

creative work also stood out in this study. The students successfully 

fantasized and called forth material from their imaginations because 

they lacked fear of being put down. Then, the children managed to 

shape the material and give it artistic form that they realized in terms 

of plot, characters, points of view, atmosphere and spectacle on stage. 

All of this work demonstrated passionate involvement, a faculty for 

dealing with tensions in working through problems, and pleasure in 

accomplishing the tasks. The children were more able, however, to 

integrate cognitive and affective material in terms of the playwriting 

and production period. Students lacked background skills to achieve 

the same integration in their performance. Lack of time prevented the 

children from developing a more sound experiential base for acting on 

stage. This highlights the need for some type of continuity in all 

phases of theatrical arts training in order to create a better rounded, 

more unified creative product. Another contributing factor relates to 

the varying ages and cognitive styles of the children. The students 

remembered information at different rates, some dealt with learning 

disabilities, and others found it easier than their classmates to think 

heuristically. Finally, the children dealt with tension and anxiety with 

varying degrees of success. 
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The area of greatest difficulty for the children lay in cultivating the 

discipline to write and rehearse on a consistent basis. Several 

explanations contribute to this dilemma for the students. First, the 

scope of the project, as stated above, was quite broad for the time 

period allotted. The children did not possess the appropriate level of 

skills in the content area. Additionally, working with different age 

levels required that I find more time to work with the younger 

children. The production phase of the project alone demands discipline 

and focus that nine-to thirteen-year-old students need time to 

cultivate. The pressure intensified because this project ran out of time. 

The nature of the school is such that pressure usually does not exist. 

Children make their own decisions about their daily learning routine. 

As part of this routine, students pace themselves according to their 

own needs. Children did not have the luxury of developing discipline 

through a series of projects that cultivated skills in the domain-

relevant area because the project was a one-time event. 

At this point, it becomes pertinent to address the role of the teacher 

in this work. The process belonged to the children and as a group they 

had a time-defined goal to meet. In such a scenario, the teacher looks 

for ways to stimulate meaningful, individual involvement for students 

and focus their efforts in a way that moves the group towards its goal. 

I did not want to intrude on the creative process of the children but I 

did want to guide them through it. I focused on providing information 

during the process that stimulated interest and allowed the children to 

make critical artistic choices. Time and energy I devoted to using the 



147 

interests of the students for teaching content kept intrinsic motivation 

high. 

Throughout the three-month study, my key focus centered on 

providing opportunities for the children to stay self-directed. They 

worked as a collaborative group engaged in the process of creating 

theatrical art. To that end, I felt I needed to facilitate everything in 

the environment and among them to foster independent work. The 

point of this approach revolves in part around creating an insider's 

perspective on the entire process. By providing the children maximum 

opportunities to explore and participate in every facet of the theatrical 

process, they have the best chance to achieve this type of perspective. 

Because the teaching experience resembled the traditional learning 

environment so little, it demanded continual flexibility on my part. 

During the first phase, the storytelling period, I felt insecure without 

clear teacher-student boundaries. Other times, I missed simple things 

like a blackboard and chalk. On occasion, I wrote in the dirt or in the 

sand box because there was no chalkboard. There were times when 

working outside disturbed me. I felt relieved when the children began 

using the sand box as a staging area because its boundaries contained 

the children. As a facilitator, I constantly fought impatience during 

the playwriting process. Working in process with seven to ten children 

in these sessions demanded time to integrate ideas. The children 

became distracted or tired. The situation grew more intense as we 

began to mount the show and I attempted to facilitate the integration 

of their ideas for the production. The temptation to step in and take 
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control grew as the performance date approached. When I did take 

control, as noted above, the students always let me know about it. 

Since the methodology allowed the children to claim so much of the 

process, as the teacher I faced the surrender of primacy in the learning 

process. If intrinsic motivation is high, the teacher's ability to give up 

control enhances student momentum. Less control on the teacher's 

part guarantees a maximum number of learning opportunities for the 

children. Instead of directing everyone, the teacher better uses time by 

functioning as a good listener. In all phases of the project, I took 

opportunities for teaching out of leads provided by the students. 

Everything presented an opportunity for highlighting some part of the 

theatrical process. Sometimes the children resented my calling their 

attention to certain accepted guidelines in writing dramatic literature, 

as noted in the transcript printed above. At that particular moment, 

the students were too caught up in the flow of the meeting to begin 

thinking about concepts in a cognitive way. On the other hand, the 

students needed the guidance of the facilitator to remind them of the 

necessity for discipline in the creative process. My other facilitating 

function involved smoothing over problems and steering the class away 

from pitfalls. These problems arose in the form of misguided parents, 

upset children, conflicting school schedules, etc. A positive orientation 

helped immeasurably and ultimately, it better served the children. As 

the students faced problems my ability to be present for them became a 

function of how centered I felt. Consciousness of my own need to keep 

everything in perspective made it easier for me to facilitate the 
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children's creative process. Thus, I felt empowered to work on multiple 

levels: soothing disappointments, sharing their excitement and 

acknowledging their creativity. The teacher's openness and flexibility 

helps the children to break through in ways they might not imagine 

possible. 

Following the play, the administrator of the school, a board 

member, and three parents approached me about student teaching at 

the school. Two of the children shared with me how much the bouquet 

of flowers sitting on the piano meant to them while they performed. "I 

was so nervous but I kept looking at the flowers every time" (Leedberg 

164). Two months later I met OTTO on the university campus. The 

twelve-year-old child came up to me, took my hand, looked me directly 

in the eye and said, "It was a very good thing you did for us. Thank 

you." He shook my hand and went on. A year later I returned to the 

learning center to gather information for this investigation. As I 

entered the school, one of the children spotted me. Within seconds, 

eight members of the class gathered about me and asked when I was 

coming back to do another play. As I left, the assistant director 

hurried down the path to catch me. Holding me by both shoulders, she 

shook her head and smiled as she spoke with me. "What an 

experience we had." The children's own words and feelings are 

testimonials to the powerful impact of a comprehensive, process-

centered approach to drama as a means of vitalizing both individuals 

and society. 
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CONCLUSIONS 

Observed outcomes of the author's personal teaching experiences 

stimulated interest in research on several topics. The results of that 

research appear as information reported in the first two chapters of 

this investigation, which highlight creativity and uses of drama in 

education. The data provided insight on using a holistic approach as a 

method for both teaching and merging disparate views on drama in 

education. Furthermore, the information provided a context for 

evaluating past teaching experiences which used this approach. The 

method, called the global approach, falls well within the guidelines 

established by the American Alliance for Theatre and Education. In 

their model curriculum, the AATE endorses a comprehensive, process 

centered study highlighting, "collaboration among artists, technicians, 

and audiences to enhance a community effort to understand itself and 

its individuals" (National Theatre Education Project 5). 

Highlights of the method's positive outcomes in practice appear in 

Chapter Three. Two ideas for improving the global methodology 

include: preparing children for what to expect in undertaking this 

process; and structuring into the method greater time for development 

of domain relevant skills and aesthetic evaluation. Regarding the first 

issue, the thinking of Rollo May proves insightful. The analyst refers 

to anxiety as an inherent part of birthing new possibilities. What 

students view as emergencies in this cycle serve only as landmarks in 

the process of emergence. Grappling with their tensions characterizes 

the work of shuffling through a "pile of inhibitions" which stand in the 
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way of children's spontaneous expression (96-116). A simplified but 

clear explanation of the psychodynamics of creativity empowers 

students to develop better coping strategies; and thus, the overall 

momentum of the flow experience remains uninterrupted among the 

collaborators. As the teacher works this way, children begin taking 

greater responsibility for their own feeling. Thus, students find 

solutions within themselves to deal with tensions. In this way, the 

teacher helps each child extend creative individual responses to enrich 

both Self and the social unit in which they work. 

In addressing the second issue noted above, the work of Gardner 

cautions against artistic learning that does not provide ample time for 

feedback, just as he spurns the "one-shot" learning experience. The 

educator stresses "continuing exposure over many developmental 

levels" (Multiple Intelligences 140). In this regard the projects 

highlighted in this investigation failed in two ways. First none of the 

projects offered continuity of experience over time; second, none 

provided ample time to "reflect on the implications [of the children's 

feelings] for their art" (140). All these projects lacked sufficient time 

to view video tapes of performances for evaluative purposes. In this 

endeavor, the teacher serves as a guide fostering aesthetic 

comprehension and growth. 

A need exists for an experimental K-12 curriculum to test the 

methodology in a setting that provides for continuity of experience over 

various developmental stages. Before the development of such a 

course, other topics require investigation. This study generated a 
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number of questions in relationship to generating creativity: did 

working in collaboration impede the creative quality of the playwriting 

ideas generated?; how far does one carry consensus?; does a teacher 

hold students back by not taking more control of the playwriting and 

production process to provide more structure?; can the teacher remain 

flexible enough over time to work in this way? Further literature 

searches or comparative studies might provide insight into these 

questions. Investigation into additional topics necessary to complete 

this research goes beyond the scope of this document. However, 

subjects requiring more investigation include: self-actualization and 

creativity; integration of individual and group creativity; in-depth 

observations of aesthetic development in children; investigation into 

the dynamics and psychology of the writing process and how best to 

facilitate this process in the classroom; understanding the 

nature/benefits of peer interaction in collaborative writing and how to 

facilitate the process in learning situations; and feasibility issues 

regarding use of the global approach in the public school system. 

Information in these areas will deepen understanding on how to begin 

thinking about a K-12 curriculum. 

With respect to the final question posed above—use of the global 

method in public schools-several points made in relation to this issue 

bring this investigation to a close. The literature clearly supports the 

global approach as a pathway to fostering creative artistic development 

and aesthetic growth in drama and theatrical art. But too few schools 

value drama as anything more than an elective beginning at the high 
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school level. The approach also provides an ideal program for teaching 

from a whole language perspective because it focuses on the discipline 

of writing as part of dramatic art. But using drama as part of the 

whole language movement requires a drama specialist to usher in its 

full potential. As theatre educator Karen Husted notes, "problems 

arise because too few teachers are trained to work in this [process-

oriented drama] way. Traditional forms are easier. For example, how 

many teachers are using the Heathcote, O'Neill, or Edmiston teaching 

styles?" (Personal 

Interview). Across the nation school systems search for alternative 

modes and methods. But almost all school systems lack the curricular 

structures to implement alternative approaches. Nonetheless, 

educators must give expression to alternatives because over time they 

push the boundaries of traditional structures to make way for change. 

James Moffett introduces the concept of harmonic learning as a 

keynote for building school reform. As a child lives life, he or she 

comes to understand the connectedness of subject matter, in a way 

they never discover at school. Education must begin to mirror the 

realities of the lived experience, as well as the emerging realities of 

human development. The universalist theory of Howard Gardner used 

to define human intelligence finds roots in biological proclivities 

supported in given cultural contexts. Gardner's theory goes beyond the 

single area of intelligence catered to in existing public schools, 

linguistic and logical/mathematical intelligence, to include spatial, 

musical, bodily/kinesthetic, interpersonal, and intrapersonal 
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intelligence (Multiple Intelligences 5-16). Schools are searching for 

ways to cultivate growth for all students in ways that respond to the 

growing diversity of today's population. In a 1990 meeting of educators 

from various content areas, who were part of various national school 

subject organizations, formulated a joint statement about the 

commonalties across subjects. The implications of their list call for 

collaborative, student-centered, active knowledge-making that results 

in assessment based on actual performance demonstrating problem-

solving, insight, and critical decision-making. The caliber of their 

thinking is "remarkable and heartening" (Moffett, Harmonic Learning 

76). 

Evidence in all content areas points towards a threadbare 

curriculum for public education. The educators' joint but informal 

statement points the way towards a more collaborative, project-

oriented approach to education. At this time, an image for curricular 

change exists in the minds of educators, but only in the primary 

process stages of development. Eventually, the thought will find its 

way into the consciousness of concerned educators. Until that time, 

alternative models like the global approach wait in the wings to help 

with the entrance. The model possesses the power to make the 

entrance a hit. After the performance of The Outcasts, the children 

made a presentation to the author in which the oldest member of the 

class began with these words: "We'd like to say something to Linda 

who has brought us this far in our wonderful 



success.... [and] we hope to continue doing this for many years to 

come ...(Outcasts Videotape). 
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