
Recently a Fulbright scholar, a 
classroom teacher from Norway, 
spent two years studying the creative 
arts at the University of Washing· 
ton. After her return to Oslo she 
wrote, "In working with children 
in creative dramatics it is my con· 
viction that they think more deeply 
in this subject than in other subjects 
I teach." This is the primary premise 
which spurs most classroom teachers 
who understand the fundamentals of 
creative dramatics to include it in the 
school curriculum. 

Although there is no research to 
indicate that creative dramatics stim· 
ulates children into depth of thought, 
it is assumed by authorities in the 
field that it does, particularly in the 
areas of imaginative and critical 
thinking. To consider the probabil· 
ity of this premise, let us briefly ex· 
amine fundamentals, first, of the 
nature of creative dramatics; then, 
of thought; next of creative drama· 
tics practices; finally, conclusions. 

Nature of Creative Dramatica 
This subject is rooted in the art 

of drama. Emerging in the fifth cen· 
tury B.C. in Greece drama, as an art, 
arose out of the very urge for human 
beings to ponder the questions of 
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human existence, conflicts, destiny. 
Creative dramatics is based on the 
principles of the Aristotelian theory 
that drama is an imitation of the ac· 
tions of men. Creative dramatics, for 
the most part, is concerned with the 
activity of children as they develop 
"live'', informal drama. Children are 
guided to consider and play out the 
actions and interactions of characters 
involved in situations reflecting life, 
selected, most frequently, from chil· 
dren's literature. 

Winifred Ward, who introduced 
the term creative dramatics and 
founded the movement in the United 
States, interpreted creative dramatics 
"as the activity in which informal 
drama is created' by the players." Jn. 
stead of memorizing set speeches and 
acting parts, a teacher directs the 
children in such a way that they de· 
velop plays out of their own thoughts, 
imaginations and emotions. In place 
of stressing a finished production 
with theatre trappings, teachers of 
creative dramatics stress the process 
of developing a play. The process, 
for the most part, relies on an in· 
tensive questioning technique which 
stimulates children to think inde· 
pendently. 

In teaching creative dramatics to 
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children there are actually two proc· 
esses at work simultaneously, the 
process of introducing the discipline 
o( dramatic expression to children, 
and the guidance process. The intro· 
ductory process consists, primarily, 
of a systematic series of experiences 
which progress from the simplest 
forms of expression to the more com· 
plex. This process aims to provide a 
child with the ABC's of dramatic ex· 
pression, to prepare him to develop 
an informal play with artistic satis· 
faction to himself and his classmates. 
Above all, it aims to train a child 
to concentrate, so that he thinks for 
himself and expresses his ideas free· 
ly in discussion and dramatic inter· 
pretation. 

The guidance process follows n 
flexible, general pattern which con· 
sisfs essentially, of motivating chil· 
dren into a receptive mood; pre· 
sen ting dramatic material; guiding 
children to plan dramatic action, in· 
terpreting through action and even· 
tually dialogue; and evaluating their 
interpretations. In guiding children 
to plan the dramatic action of char· 
acterizations a questioning technique 
is used to discipline children to 
analyze a character's actions. (what 
he does in terms of action verb) ; his 
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motives l why he does what he does) ; 
and his adjustment lo the situation 
(how he does what he does, frequent· 
ly in terms of adverbs). 

Nature of Thought 

Almost every young child thinks 
freely, boldly, imaginatively. The 
process of thinking is defined simply 
as "an act of forming or conceiving 
in the mind an idea, conception, or 
the like." In general, our process of 
education is a gradual disciplining of 
a child's mind into various, con· 
trolled, intellectual and logical expe­
riences for the purpose of guiding 
him to acquire knowledge and judge­
ment. Gregory Falls, Director of the 
School of Drama, University of 
Washington, in a consideration of 
the place of the arts in education, 
explains, "Channeling this free· 
wheeling imagination in the early 
disciplines of language, thought, and 
art begins the process of preparing it 
to recognize the order of what we 
know. Obviously the best education 
will demand this discipline and 
order, while still retaining and en· 
couraging productive imagination." 

When a child thinks imaginatively 
he is, in effect, exercising his mental 
capacities in various processes de­
scribed, generally, as imaging, pic­
turing, realizing, conceiving, originat­
ing. When a child thinks critically he 
appears to exercise his mental capa­
cities for analyzing, evaluating, sc· 
lecting, judging and the like. To ex­
ercise this kind of thinking regu­
larly, requires disciplined guidance, 
for a child needs to become involved 
if he is to concentrate and participate 
freely. 

Creative Dramatic1J Practice1J 

The teacher of young children 
who understands the guidance proc· 
ess of creative dramatics stimulates 
many opportunities for imaginative 
and critical thinking. Examples are 
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evident in children's responses to 
questions asked to evoke mood, to 
analyze dramatic action, and to eval­
uate interpretation. To illustrate, in 
the process of selling a receptive 
mood for the old rhyme "Lady Bug 
Fly Away Home," a group of five 
and six-year.olds were asked, "What 
picture flashes in your mind when 
you hear the word fire?" Among the 
responses w e r e t h e following: 
"Blazes;" "Burning light;" "Flames 
and sparks and skitters;" "Orange 
and pink nnd yellow light that's 
burning hot;" "Hot light that rushes 
up and back and up and back." 

This same group of children was 
guided to analyze Lady Bug's initial 
action with the following questions: 
"In your mind wlial did you see Lady 
Bug do when she heard that her 
house was on fire? Why did she do 
this? How do you think Lady Bug 
flew back to her home?" The fol· 
lowing replies provide examples of 
the nature of the thought process as 
each child responded first lo a con­
sideration of the character's action, 
followed by motive: 

What? (Action) Why? {Motive) 

"She flew to find Ann. 
She had only one left." 

"She shivered and then took off. ---­
She couldn't believe it." 

"She skittered around and around 
and then flew. .. .... . ........... . 

She was scared for her little bug." 

"She spread her wings and 
swooped up like a jet. .. 

She wanted to save Annie bug." 

"She flew like bugs do . .......... . 
She wanted to see if it was true." 

"Lady Bug flew quickly. .... ... .. 
She's the mother." 

While part o[ the children inter· 
preted Lady Bug's action of hearing 
the news and flying home, the other 
children watched ns an audience to 
enjoy the various interpretations. 
Children in the audience were then 

asked to eval uale interpretations as 
they considered the following ques· 
lions: 

"What action did you see that 
caused you lo believe it was a Lndy 
Bug flying?" 
"What did Lady Bug do that 
caused you to know how much she 
cared about getting lo her home 
quickly?" 
"What action caused you to know 
this was a mother hug and not a 
young hug?" 
"Who has an idea of one thing 
Lady Bug might do to make believe 
she is small and light like a Lady 
Bug is?" 
"Who knows what he may do to 
show how Lady Bug unfolds her 
wings when she starts to fly?" 
"Who has thought of what Lady 
Bug might do to show her excite· 
ment when she first hears the 
news?" 
After the main characterization is 

developed other characterizations are 
built in a similar process, and then 
the characterizations are "played to­
gether" to develop a scene. For ex­
ample, in this rhyme, after the chil­
dren had developed Lady Bug they 
worked to build characterizations of 
the Fire, Ann, a "Bluebird to bring 
the news" and Lady Bug's children 
"who were hiding in the cherry tree 
where the bluebird had her nest." 

With older children, critical think· 
ing becomes more complex as they 
become involved with more complex 
characterizations in more compli-

cated situations. For example, begin· 
ning groups of older children in 
summer classes at the University of 
Washington have shown evidence of 
both imaginative and critical think­
ing as they developed inspiring, 
"live" plays from Carl Sandburg's 
"Fog" and James Weldon Johnson's 
"The Creation." Experienced groups 
of older children have reflected un· 
usual abilities to think critically and 
imaginatively as they developed plays 
by grappling with the different prob-
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