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| ABSTRACT ' - R
' ' S = RO i
The central purpose of this study was to investigate precursors to

the development of partnerwork in creative dance with childreﬁ from

three to seven years of age. » ! o

'
/

Drawing uﬁon research evideﬁcea in* the ';ite;aturé. on the
acquisitioﬁ of diangue'in:young éhildren, §eveq major precursofs were
1dent1f1ed;4 tu:n-taking,“echolalia,vdefefred echoihltg, monoloéue gifh 8
'{ts divisions of inner speech and addfeséedlm;nolbgué; ‘hnd'élqméngs.of
dialogue: In addition, tsénty-fuﬁ;fions were 1dehtified which {ndicated
the purpose for the child of using these précursors.  -

| Thesg precursbra‘ and functions ‘were then placed = within a

theoretical framework which became the observation&l tool for the

identification of parallel ‘prec&rsors and functions 1in children's

o) »

-

creatfve dance.

From a data source of videotaped pfograms of children's creative
..‘ . ‘ ’ - :‘& A " ' N
Adgnce. thirty—fiﬁe,eicetﬁts of ptegtive dance were identified for their

i@aralle} beﬁgv?ors of echolalia, ﬁbndlogue aﬁd‘dialoghe. A?process of
random 6fdéfingh-6f 1ﬁe ékéerpté gqg;obsefvationgl fechniqﬁes by four
o‘serverspfollowed.,. . -

~ The findihgs. from this data Qere-fhe; examined and revealed ghat‘

precursors iﬁ- the deGelopment of children's creative dance toward
ApatthérWOrk hppearedifb emerge ahd parallel the development of dialogue

in —language. It also emerged that“fhe dévéldpmeht of partnerwork

‘follows the pattern of social to individual.



In conclusion the study recommends the adoption of a theoretical

model* as an observational tool for further study and research in

partnerwork in children's creative dance development.

A

"
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CHAPTER ONE
The Problem

Introduction

— !
S

\
Writcen and spoken languages use words, the nog-linguilstic system
<

of creative dance uses movement, yet each can be a way, for the child,
to express ideas, 1mages and feelings and to communicate wifhin that
symbol system. Due to the generic nature of the child's developmental
processes, 1t. 1s possible to suppose that parallels may be explored
between the manner in which dialogde in language .and partnerwork 1n
P

creative dance 1s acquired.

This study 1nvestigated the currentvliterature in cthe area of
dialogue 1in youpg'childfen. From thié a theoretical framéwork‘ éyerged

which wmay représent the developmeﬁtal processes that appear to operate

up to  and 4including early dialogue. ‘The‘study then examined the

implementation of this model as an observational tool for creative dance

in order to 1nvest1géte developmental processes that may operate as

- )

young childrenﬂexperience<creative dance and engage'in partnerwork.

’

Background to_the Problem

v . o
o
N .
T

Literatyre 'in children's creative dance has not, to the knowledge

)

of the rgaéarcher! explored, in depth, precursors to partnerwork in the

young cﬁild., There has, however, in fhe field of lénguage acquisition

=




o

-

been research pertaining to the early dialogue of young children. 1t
was therefore considered feasible that an examination  of the
advancements in the arxea of language might shed light upon this facet of

creative dance.

P J
Statement of the Problem

———

To examine the developmental precursors essential to the Jlearning

process as the young child achieves partnerwork in‘'creative dance,
. . .

Purposes of the Study

1. To examine selected current literature 1in £he area of language
acquisition towards conversation.

2. To determine from the literature whether a developmental process
Iwould emerge towards converéation/dialogue.

3. To consider possible parallels between the child's acquisition of
dialoguye 1in language, and partnerwork in creative dance.

4. To determine the precursors to partnerwork 1n creative dance

through an  observational procedure.

Description of Terms

,
—

For the purpose of this study, the description of terms:

Creative .dance provides an open framework of movement concepts,
based on the elements of body, effort, space and relationships;
within this a child can express and communicate the symbolic
representations of ideas, images and feelings.

Movement refers to the physical movements of the child within the

context of creative dance.



Echolalia refers to immediate and voluntary repetition,of a word or

sound involving fascination or attraction on the part of the child. The

intent may be to replicate the word or sound exactly, or to modify {rt.

The focus 18 predominantly on ;he language.

|

Monologue refers to voluntary verbaljization in the presence or

absence of -others, but not specifically directed towards them, and

{nvolving fascination or attraction on the part of the child. The focus

is predominantly on meaningi

_Repetition/Imitation. " In the literature, repetition and 1mitation

are interchangeable.

Research Questions

The study aims to answer the following questions:

What {s the nature of the devei?pmental process that appear to

*

operate as the three- to sevén—year-old children, 1in the source
vidgotapes, are introduced to creative dance and acquire early
experience in the activity, including engaging in partne;work?

What relationships exist bet;een selected current models of
langﬁage acquisition, including early dihlogue—;; young children,
énd the acqﬁisifion of skill 1n creative dance, bincluding

partnerwork?

Design of the Study

From—areview of the literature in the area of the acquisition of

dialogue 1in young children,,‘seven major precursors to dialogue were



l1dentified. Following this a theroetical framework ;as designed which
included the seven major precursors and the subsiduary functions
relating to these precursors.

Wicthin the context (;f videotapes of child{en's creative dance
thirty~five excerpts' were {dentified wusing the same seven major
pg;Eursors that emerged {In the laﬁguage area. Utili?}gg both the
language and movement descriptors an observationél framework was

A

provided. The observational framework, together with a videotape, was

given to four observers,

Delimitat{ions 6f the Study

1.. The study 1involved existing videotapes of children's creative
dance: both process (lessons) and product (performance) of the
Alberta Children'é Creative Dance Theatre, hereafter called the
.C.C.D.T. (Appendix 2). These videotapes were made during the
time period of 1972’pnd 1980. Recent videotapes were used of
kindergarten students at St. " Richard Separate School, Edmonton.
These tapes were made in 1985. This data source, whilst spanning a
period of ﬁine years, utilizes only certain portions of time.
2. The data source'ls cross-sectional with‘regard tob age, situation

and sex.

3. The data source involved two different teachers.

Limitations of ‘the Study

1. . The data-source is dependent upon the "eye of the camera."



o
’ : ’~
2. The language model {s dependent upon the literature that 1s

41scoveféd by the researcher. ‘
3. The data source is dependent on the teach@ng/learning:situatién.

4. The §1deo-taped excerpts were ldentified by the researchers.

Sigﬁificance of the Study

Hill (1978) comments on the abundance of ﬁhow to" literature {in

creative dance and suggests a deficit of:

i

. ... any literature setting out a rétionale or framework, for
example, supported by research into the developmental phases of
children's dance, I have failed to find (p..65). .

Boorman (1982) supports Hill's comments and continues:

Further, I suggest that those stages will be inevitably linked to
the development of symbolic Tepresentations—-an act of cognition--
whaty the child tells us about his world and the way he tells it .
through dance (p. 13). ’

This study could provide information about: -
-
1. The experience and knowledge needed by young children as precursors

to dancing in a partner reigtionship.

e

2. The responses of the yoﬁng child to the teaching‘procéss. -

3. Parallels betwéen developmental processes towards conversation in

. two different symb61 systems.

~..

informat;on provided by this study could.serve as a "starting block" for CE
\ , . \ v

further research in this area of children's creative dance. Vo
Summary , | )

a

This chapter outlines the problems -inherent ‘in the cross-.

referencing of knowledge in language acquisition and creative dance
\ - -

2



\
1

acquisitioﬁ of young «children. It establishes “Ehe. problems, the

purposes, and the design of the study along with the suggested
Y ¢ o ~ .

significances.



CHAPTER TWO ° ,

Review .0of the Literature

Introduction

\

\ ' This chapter encompasses three areas: symbolic representation;
curreet views:of lenguage which relate to the processes of development
toward conversation ?r tﬁe &oung ch114d; éertinentlliterature }n creative
dance\ related to the deveiofment of the childte abilrty to dance“ ie a
pértnerv relationship. .The language secr1on, which proQidesvthe basis
for a thepretical framework to be used in this; study, 1includes an
examingtion of opieonsﬂrelated to.egoeentrism in the foung“child. These
opinions have 1nf1uenced‘research into language deveiopmenc and may also
hevev relevance to the—yay'iﬁlwhich thehioung child has been viewed o n

.

creative dance.

1 . ‘. -

SyﬁLolic Representation'

If Education has as one of its major aims the development'of each
child's ~ability' to create meaning from experience, and 1if the
construction of meaning requires the use of skills ‘applied within a
‘symbol system, ' then the absence of such systems "within. the
curriculum is an 1mpoverishment ‘of the quality of  education
children receive (Eianer, 1978, P. 6;91

It has ° been considered that man 8 abili@y to use symbols is the

"hallmark of human cognition" (Shotwell, 1980, p.175), vae he has'g\Qg::
conscructed for himself a wide range of symbol systems., It is in play
&
L



that the young child combines the usage of some language, some movements
, and'objecte,‘ so that there emerges an increasing ability to use symbols
‘to represent experiencesﬂ and to enrich understanding of the. wqud.

"

These eerlf symbolic uses diversify and with marurity result 1in "the

development of 4intelligence in those modes of perCeption in which the

_system funceions" (Eisner, .1978,. p.618). . Some of man's eymbol systems

—

predominaté “in our culture, - such as language, whereas -mnon-discursive

”-syscems such‘as.creetive dance tend to be-highly influenced Sy societal

. ‘ ! ,
and 'educacienal“ trends.“ Olsen (1978 p.77) suggests that "there 1s

perhaps an over-emphasis in schooling on verbal symbols and a relative X

negiect of nonlinguistic‘ symbols. Children will learn . to operate

‘effectively within a symbol system 1f 1ic is used "in every reelistic way

‘it can be used" (Moffett, 1968, p.7). This occurs with language’ and so

"

_contributes to our understanding of the child who Chukovsky T1963)

»

describes as a "linguistic genius" at an early ‘age. This view 1is.

supported by Tough (1977) as she says that the child is ‘"leerning to

think and communica:e ‘by trying to think and communicate” .(p.9).

e
©

@Sinilarly, a chilqwis,leerning to‘dence and communicate by trying to

’

dance th cdmmunicate, - , . oo Lo

A symbol system.has the potential for bochf conceptualizetion. of

ideas and for expressing that knowledge to others. “Each’ symbol sysreml“

v

/contributes .to a different way of knowing and representing. -Edsner

“'“explains the boundaries of individual’ systeme‘ "Eech symbol system setsﬁ

parameters.vupon what can be conceived ‘and—what can be expreseed" (1978,.'

¢ : >

, p.618). Children may know an. aspect within their real 'or imaginary
W' - ) , ‘ ‘ Q) .

a



s

.world and be able to communicate that knowing effectively by means of a

'parcicular symbol system, providing,opp0ttunit1es‘for learning in that

student 'learns' one of these systems, he learns how to operate it. The
, —_— ‘

main point . 1s to think and talk about other things by means of this

system."” - Olsen (1978) refers to this use of a symbolic system as

involving "the mastery of both 4ts structures and it rules of

: | ‘ I 5 Ca
transformation as modes of thought. . Once mastered, these symbolic

s8kills may  be consideredkaa forms of 1htei}15ence"‘ (p.63). Eisner .

furtherusepporte the uniqueness of'each’symbol system. by saying that one

fact, express 1in non-yerbal ways ﬁhat‘cannot be conveyed in any other

.

. way'™ (1976, p.10), which is also stated by Redfern (1973)§' "The whole

1

‘jpoihf;ﬁof'dahce, as of any other art form, is that what 1s conveyed {is

not reducible,te'other terms" (p.109).

Tcward‘cdnversacion‘in.Languegg‘

te

‘Just - as ‘the enjoiment of a joke can be derived from play with
words, so.does the child enjoy play with words, by repetitions of
dimilar sounds, by his rediscovery of what is familiar to him. But
analagoue ‘to the joke, where there.is sense in nonsense in. the

A

deliberate use of word play, the chitld's play also has sense' the

'pleasure of play is structured so that it serves as a linguistic
exercise (Weir, 1962, p.144) a S : '

Lenguage is an extremely complex phenogeﬁa, .a‘symbol syscem'eﬁployed'by

i

man to explore,  give heanihg‘to,a and'ugderstandvreality and fantasy.

- word without meaning is an emggyieoend“ (1962, p.S).“ The young cﬁild

«

o

symbol system have occurred. - Moffett (1968, p.6) states that "when a

- of the significances of art is "the ability to create forms that, in

-

Vygdtskyfetgtee that word meaning is both thought -and speech. and chatv"a‘

P
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has the task of both conquering the complexities of the structure of the
language and the meanings associated with itshgarts, ‘and 1in addition to,
what has been learned, to express and to communicate with others.

'~ The primary function of language 1s communication’ (Garvey, h}977;

kess, 1976; Slama—Cazacu; 1977; Vygotsky, 1962), and much‘of man's

spoken communication 'is expressed in the- form of dialogue, which ~may be

described lexically as a sharing and interchange of inform%tion, and

the ‘nature of "a form of social contract through verbal means" jSlama—

Cazacu, 1977, p.43), or as described by Snow: "information 1s eichanged

between the partners in both directions" (1977, p.ll). ' Garvey's

description of dialogue as "an intentiomal, verbally. encoded ‘soctial

‘ gesture directed by one person to another" (1977, p.4l) perhaps embraces

the pregious ones by 1including not only the social, verbal and

reciprocal aspects, but introdubing'a sensge -of purpose with the” word
- "{ntentional."’

The - child's acquisition*'of dialogue 18 possibly the least

researched area: of language to date (Lindfors,v 1980) although socio-?
linguists have examined in" detail the ways in which adults use dialogue

in various social contexts. - In order to psrtitipate in a convetsation,

the young child must, ‘ag McTear says, have "mAstered'somezof the basic

ptinciples of conversation L. . . taking turms, 'initiating _and

responding",(1985; p.73)"
The limitéd‘contexts in which observations of children were. made -as

. a basis for study seem to be of great importance from the point of view

10 -

"

ideas. This information pgesupposes that dialogue must be social, as in :
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1

of‘ the oerspective\the researcher took in analyzing the’ data. Some
earlier'creaearchers.\ euch ao E}aget, concentrated mainlf on‘What ~was
"said" by the child, at times removed from the context of what the child
was doing or where he uaskloohing at the time of yerbalizationh
Poesiblf -less than adequate attention was paid to "certn}n\ situational
' ‘4detaile ‘or ‘significant gestures" (Slama—Cazacu, Jl;;?,- 149)

addition. " the environnental setting together with the ages of people

}

talking to the. children in question can affect the nature of language.

vs."Children 8 speech to adults has’ also been found to be more complex than

‘“,that .addressed tof their peerg on a variety of linguistic measures
‘(McTear,‘ 1985,‘ p.71)l 'The. perépective .tahen by ‘an investigator,
depending upon a béckground as a linguiet; sociologist or psycholinguist
445 likely to"affect the way 'in which‘significance is placedl on the
findings. 'Researchers, increaeingly, have recognized the need to be

‘well acquaintéd with lfields,other than their own, 1in order that a
clearer picture of the'"whole" child 1is projected (gruner, 1983; Ragan,
I1984)."Theseydetails in part, could have given rise to one. of the‘major

differences of opinion in the area of children 8 dialogue “acquisition:
B .- \

that of egocentric ‘versus sociocentric speech

kggocentric‘Versus Sociocentric Speech

' <
3 . . \
e !

Piegot'o‘ extensive studies .strongly influenced the field of
y children s dialogue acquisition. ' Among many contributions he described‘

categories of children 8 speech.vnPieget and a colleagueveach ohserved‘a“?
child for half of'each day for a month,"andvfrom'the‘collected'talk of

e




Ple (aged 6 1/2) and . his - friends, explained egocentric }speech,

consisting of echolalia, monologue and ‘collective monologue, and

socialized speech, consisting - of adapted information, 'criticiém.

commands, requests, threats, queecions dﬂd answers. Ptnget obgerved——

that” a large percentage of the children's sneech was egocentric and 4n .
his second edition (1930) of The language ‘and thought of .the child says
When a, child " utters phrases belonging to the first \8TOoup
- (egocentric), he does not bother to know to whom he 1s speaking nor
whether he 18 being listened to. He .talks either® for himself or
for the pleasure of associating anyone who happens to be there with
- the activity of the moment . . . He feels no desire to influence
his hearer. . . . (p.32). ‘ ‘

He has since concluded that "until seVén years of age children scarcely
know how to‘have.discussions among themselves . . (1967, p.20).

Although some "later studies agree with the stages of speech Pilaget

. describes (thoughfdiffer with the ages given), the idea of egocentrien
‘ . o ‘ 3 " 4

itself has been strongly contested (Bruner, 1978b; Kagan, 1984; Slama-

Cazacu, 1977). Bruner explains:

For a numbéer of Years an emphasis on egacentrism 1in the" young child.
has tended ‘to blunt our awareness of the sensitivity of children to
roles, of their capacity to manage role shift and role
transformation. Although there 1is’ little doubt  that it is more

K ‘difficult for a young child to take the view of others than 4t will
be for him later, othis aspect of development has . been greatly
exaggerated (1978, p. 47) ' .

In - a longitudinal study iuvolving children from two categories of home‘

p)

background, sOﬁefwith and others w1thout nursery school‘education, Tough

‘(1977) ‘supports Piaget srview of coIlective monologue among three-year‘_!

-

> olds. éhe‘ says that although other children may be close to the childw‘

-

who 1s talking. that child has no real awareness of them .and thata'

‘ _"often( nhen the young child talks,, he forms his own audience f(ﬁ:éZ).



Piaget believes that unleas the audience is a real person, children talk
nto themselves, thus exhibiting egOCentric behavior, Slama-Cazacu (1977)

disagrees: ~ "The function af communication can be realized throuéh any

expression to another,person,' real or imaginary . . ." (p.40), and in-

the child addressing an imaginary partner,- she sees an'xelement of
' dialogue. This may be an element of vital importance as the young child
read11y3f1uctuates between the real and imaginaty,WOrlds. She continues
by‘saying&
h . . varioda expregssions which ' Were qfteni interpreted as
"collective momologues,” as "egocentric" verbal activities, have in
fact as their basis the intention of communication, which becomes
clear once we .pay. attention to certain situnatdonal details or
ignificant gesturee (for example, turning of the head toward the
other, even in an apparent monologue) (p. 149)

‘ Slama-Cazacu believes that dialogue is present in the latent state, and

. ' . \ ) )
‘that the talk of the co-present children (an audience) acts as a

m

""reinforcement to the speaker. In a study where pairs of children,fsome

“ )

.df whom & were heeting for‘the first“time, were observed in a ' playroom

-

'eituatidn, Garvey and Hogan (1973) . support this view, finding that
;sdcial speech Ln the three and one half to five year olds appeared in =

‘abundance and that 1n the. dyads studied, the children were mutually,

i * A

: engaged the majority of the time and most of their utterances were'
3

"mutually responsive,' that is, adapted‘ to the speech or 'nonverbal
Zbehavior of their partner" (p 567) | Keenan:(l?74) sees the division gf
- ateech" into ‘ egocentric; and-'social ‘categbries aa':;frauéhtnv‘ﬁith
'. difficulties. She states. Lo | ¢ I . o

‘;\' what one investigator .may. call egoceﬁtric or private, another

may call .social .and public. ' Forv example,v Piaget considers.
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utterances‘ which‘repeat,an'immediateiy previous utterance as ' non-
-adaptive and.egocentric, whereas I consider repetitions as.highly

‘ aocia&gL? intent! (p- 165)

The "intent to communicate, re ardless of the. success, ‘may be a ke to
g Y ‘ y

this“issue; Tough (1977), though purportedly agreeing with Riaget, says

3

"often, even though the talk seems to be directed at ,another person,f

there, 1s no real awareness of ‘the other 'personus part in,”theﬁ

Lo A 'y

communication . y,"."z(p,AZ). However, with the. intent being to direct

the talk to'another, the aim to communicate is implied.‘_'SIama~Caeacu'

(1977) clarifies such situations-‘i - ‘ ‘ HTEE L "
lthough the effect of the 1istenerhhas a great deal of importance

in the act of communication, 4t does not, - however, represent arn
essential. criterion for the establishment of the .communication
fpnction in 'a certain speaker s language (p- 30)

N

Vygotsky (1962) also accepts that communication, both in adults and

children, is  the. primary ‘function of speech. in talking . about.
e ' [ , ' I

egocentric speech' he comments:"‘ Y AT _ ‘
R 3

,\A,.‘ . —_—

The- earliest speech of the child 1s therefore essentially sociali
At first it 1s global and«multifunctional ‘later {ts functions ‘
. bécome’ differentiated . At’a- certain age the social speech of ' the -
child ' 1s quite sharply ‘divided into egocentric and. communicativej\
~'gpeéch. . . .‘the two forms, communicative and egocentric are bOth :

social (though their functidns differ) (p. 19)

Jf¢

.Piaget s ‘sequence 'of development‘leads from the. individual ';b’ the

‘socialized whereas Vygotsky conceives that the pattern proceeds from the

ne

"social to the indiviﬁual : Vygotsky appears tonfall between the views of. -

‘_Piaget,‘ based strongly on echentrism, and the most recent researchers <

.‘who agree with the idea that the earliest speech of the child is social, R

but disagree with the emphasis on the term egocentric. : ﬁ'j



§$¢Tear €1985) and Bruner (1978b) state that the child intends to be
socia%:;?owg' before the emergence of actual speech. McTear says that
although "1c has ofﬁen been assumed that newborn babies are devoid of
anyv‘ basic motivatiqn "and that their requirements are purely

phygiologieal " it can now be stated that, 'the neonate participates

/
1mmediately and deeply 1n communication and 1s not at birth a social

1salate’ (Condon & Sande, ‘1974, in McTear, 1985, p.73). This statement
' Lo

1s. a result of the recent attention that has been paid to the gaze of

the infant, the preference shown for human faces over objects, and the

gelective attenciOn to voice sounds. Garvey and Hogan (1973) agree that

- '
! A

4 ' . .
the outlook of the researcher has changed: '

The attention paid to the form, functieﬁ, and, fate of private
speech rest 1@ part i? the assumption thdt the thought and behavior

of children 1is initfally egocentric and that with the passage of
time their actions” become increasingly social as a result of
cognitive development and social experience. Such a viewpoint has
.unfoytunately led social scientists to neglect children's early
soci&I interactious. Recent research suggests, how , that 1t
may be useful to regard children as "sociocentric” ﬁ.ially from
birch . : .:(p.562). - | o
[

Bruner (1978a) and Ryan (197A) believe that mothers have a;thedTy of the
child 8 linguistic ability and that:

The first premise of all such theories is that the child is crying
to communicate, that, in some biologically authentic way, he is an
agent capable of intending to achieve something interpersonal
(Bruner, 1978a, p.251).

_Turn-Taking =

.. -
S

'Brunef tefErs to the fine-tuning theory which considers language

4mastery to involve the mother (or caretaker) as mneg as 1t does the
S "y

child. §now (1977), in her study of conversations between mothers and



babfes, which were recorded in a setting of playing and also when che |

mother was reading to the infan,\ says, "It 1s suggested cthat the
mothers interacted with their infants using a conversational model"
(p.1)4 She views this:conversational mode adopted by the mother as

reciprocal 41n that the mothers, 1n addition to trying to communicate

specific information to the babies, were '"receiving (or frying to ’

receive) snecific information from them," and considers i1t to be of
special interest that mothers would choose this reciprocal system "with
babies so yonng that their ability to communic;:: was very limited"
ép.ll). Shatz and McCloskey term ehis behavior by the mother "as 1f,"
and ' suggest that 'this as if treatment of the child's behaviors 1s
instrumennal in helping tne child to appreciate tne potential
communicative significance of 1ts vehaviors" (1984, p.53). Bruner
(1983) reports a longitudinal study offtwo mothers and their sons which
revealed that the mother sets up simple game situations, such as
'Peekaboo, so’thetltne baby becomes, first, a part of the turn-taking,
and eventually beéomes the conversation initiator. Snow, 1in 'anotner
instance, but with a similef Basis for thonght, deseribes the lack of
maternal utterances duting bottle feeding, showing that:

QB

The_ mother's aim was to engage in adult style conversation with the
turns, and she therefore refrained from talking when the baby was_
prevented from answering. A similar pattern emerged during spoon
feeding, when maternal utterances were produced between spoonfuls,
not when the baby's mouth was full (1977, p.l4).

Such - studies show the very beginning of dialogue to be rooted 1in the

‘ turn-taking that occurs very early in the child's life:

«
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"(“,{W‘\\
The child's entry into language 1s an entry into dialogue, and the
dialogue 1s at first necessarily non-verbal and required both
members of the pair to interpret the communication and its Intent.,
Their relationship is in the form of roles, and each "speech" 1s
determined by a move of either partner. Initial control of the
dialogue depends on the mother's interpretation which {is guided by
a continually updated understanding of her child's competence
(Bruner, 1978, p.44). . . '

Carve} and Hogan (1§73) agree that dialogue must precede what they term
"later derivatives" (p.568), such as monologue and inner thought.
Slama-Cazacu states clearly that, 1in fact, man arrivesvat inner speech
ontogenécically "AFTER HE HAS KNOWN DIALOGUE and after he has acquired
‘consciousness of ché communication function of language"b(f977, 5.36).
Bruner (1983) says of the infants he studied longituainglly: "They were
negotiating proceduréé and meanings and,l in learning to do so, were
learning the ways of Spe culture as well as the ways of its language"
(p.11). ‘Kess (1976) agrees: "As the child acquires language he 1s also

B \ '
being assimilated into a particular society and he learns that language

"

is uged for social purﬁoses" (p.105). Ryan (1974) says that the
’ process of acquiring language itself constituges a form of
sﬁcialization" (p.185), and that fhis is particularly true 1in the
‘earligét stages of development when participatioﬁ’in dialogue starts.
At the eaf;iest stéges, the fofmafion of tufn-takiné and obvious
__~e3553?2t54_by the baby ‘to\fulfillA; soéially ofganized structure of
conversation seem; clear. The question arises as to the less clearly
aescribed scructuré of’fhe intervening years unFil, even Piaget, accepts
" the presence of socialized dialogue. Several investigators contripute
to the éxplanation‘of thq‘intefim_period. 'Slama-Cazacu explains that:

\

N
e
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However, an evolution {n dialogue exists . . . marked by the
growing numbers of replies and partners, through the amplification
and multiplication of themes, through the improvement of linguistic
form, as well as through the accentuation of the role of
cooperation of dialogue (1977, p.47).

It appears’ that the child, having realized the basic structure of

]
A

dialogue needs 1n a sense to take "time out,

to improve his mastery
over some other areas of language development; morén-meanings. more

labell&ng, more syntax and especilally more exploring his world.
Echolalia

Piaget describes echolalia or repetition, one of his ‘egocentric
categories of children's speech, as a "remnant of baby prattle,
obviouély devoild of any social characteristic” (1930, p.32). IHe
believes that the éhild enjoys ;épeating the words for their own sake,
"fo; the pleasuré they give him" (p.35), but without an audience and
without any external adaptation. McTear (1985) disagrees:

It 1is poséible to argue that even exact echoes hgve a éotential

discourse function as a device for maintaining social interaction.

Some evidence for this function can be found in cases. where the

child seems to expect some acknowledgement of his echolatic
utterance and becomes upset if this is not forthcoming (p.238).

Otﬂer researchers agree that repetitioﬁ occurs pairtly bedausgl of the
ple;sﬁre the previous utterance givés to the ch%ld.. for if it did not
holg any f;scination for the chiid, he would nét exert ‘himself to
repeat. - An effect _of‘echolalia, ‘according.to Piaget, 1s that as
cﬂildren repéat utterances, they "invariably imagin;.fhat they have

discovered by themselves what in feality they are only repeating from a
! (e

model” (1930, p.35). Kuczaj (1983) describes this as a plagiariém’
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strategy. The point at which‘ocher researchers deparﬁ from Pilaget's
thinking 4s with his basic description, where the TLgild 18 being
egocentric and non-communicative  when he uses echolalia.- Kuczaj
believes thatAalthough imitation includes mechanical "elements, it {is
also a way for novel forms to be 1nclu§ed in the child's repe;oi:e.
Coulthard (1977) also attributes reasons to the use of echolal;a. He
sees repetition as having some function 1n discourse; fhe child may be
practicing ‘new sounds or words, and practicing or requesting answers.
Kéenan kl9f7) from her observations of mothers and infants; introduces
se;é}gl reasons for echoiaiia, one ‘of which 1s the 1dea of a
communication check, whereby the child lets the carefaker know‘that his
utterance is understood“ﬁy repeating i;. She continues by s;ying:

We can say that in'reﬁeating, the cgild is learning to communiéatg.

tie 1is learning not to construct sentences at random, but to

construct -them to meet specific communicative needs. He 1is

learning  to query, comment, affirm, match a claim and counter-
claim, answer a question, respond to.a demand . . . (1977, p.133).

Keenan indicates that initially the chiid may use echolalia as a dévic;i
for pafcicipating in discourse; later using tﬁis old and mastered'form
to perform new comﬁunicative func?ions. As the ghil& eventually becomes
competent in a greafef number of speech acts, echolalia may be used
lessf new methods being more satisfactory. |
Clgrk‘ (1977), 1in a paper which reviews éviaenée for ana against’
imitation in the écqﬁisigion of syntax; gives .a further reason for the
apparent décline in the use of echolalia as éhildreﬁ grow older. 4 Shev.
be%}gvé; that as the child's memory increases, he may store uttefances

\

instead of immédiately reproducing them, and use them at a latep time, a
. \ . N ' .
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delayed or deferred 1n1tatipn. | Clark noted that her son went through a
period of whispered imitations and she interpreted the behavior as "a
transgtion between overt and covert imitation" (p.342). She feels that
as novel‘forha enter a child'e repetoire through imitation. it:does not
necessarily eignify that these ucreranceé are cémp;etely understood.; In
addition to usiné delayed‘;mitatibns to practice utterances, ‘the‘ child
may use them when he has come to comprehend thelir meaning or context.
Clark concludes, "I have suggested that imitation may be a form of overt

rehearsal that a child engages in before he can rehearse silently"”

(p.356). -

Monologue

!

A form of speech that occurs either when the child 15 alone, or
oblivious to others who may be present, 1is categorized by S%ama—Cazacu

(1977) as soliloquy. This term was‘net emphasized by FPilaget . whose

observations were conducted in situations in which more than one child
was always present. .Slama-Cazacu's research included both groups of
children,. and children~at solitéry play. Some of the characterietics of

soliloquy are present in Piaget' s category of monologue where "The child

’

talks for himseLf as,thoughfhe were thinking alonq" ((1930, p.32).

Slama-Cazacu has this description:
‘After the appearance of language, however, ectual goliloquies are
observed in the course of which the child emits word or even
phraseological series, in spite of the fact he is alone or believes.
himself - to be so, excluding the partner nearby (1977, _P. 31).

She believes that the‘ child repeats words with evident pleasure,

"probabiy as much fdr‘their‘euditory effect as for the satisfaction of a



\

moton onder" ~ (p. 31) Miller, in a foreword to Language in .the crib -

(1962) says' of the subject, Anthony. "But his rehearsals persisted even'

after contacts were withdrawn and under conditions ‘where only .the

pleasure 'of 1increased competence could heveisefved as his reward"

Y ‘ ) . N . ‘
T{p:IS), Lee. and Rubin (1979) explain that as children learn only
.~throngh 'experiencing, ‘arid Iinternalize the"learning through their own
‘vetbalizing of it, this use of" soliloqug 1s impo:tant to the child~

Self talk, either with or without listeners, is a .way -of learning
to . think about things. As children hear themselves echoing or
. passing along others' suggestions or ' commands, .they react by
building these expressions into their own behavioral controls. In
order to learn,  children need to put new knowledge in their own
words (p.75). ) - 2

This seems to concur withy?iagee's\Stagemenf'tﬁat the child uses words
to bring about :action‘end also.to accompan& ectidns. The child '15
constantly practicing language and searching for the contexts in' which
1t belongs. Fugther disagreement occurs between researcners as Piagetl
labels' tnis category es egocentric, wnereas Slama—Cazacu insists that

“soliloquyljis not egocentric behavior.becauSe it occurg_after the\”ehild'
has acquited‘an awafeness of'the‘conmunieation function of language:

For' a° two-year-old who knows that language serves as a - means of
communication,» these exercises can also constitute an imitation of
the ' dialogue = situation which he constantly hears and experiences
during the day (p 3.

]

Weir (1962) sgrees hat soliloquy can invdlve dialogue ‘sitnations, -
' ‘eoeielz in intent, as she describes the bed-time language play of her

. gons
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v ; : ' o ,v«
_ ;'; the child does not talk as Anthqpy, but as someone who talks
to Anthony, . thus assuming both the roles of dictum [a statement of

fact, or opinion] and ‘dixit [an arbitrary statement], ‘making his
ldialogue pattern quite clear (p. 144) .

Therefore, this category appears to be a private, though soclal activity
' .as 1t may involve an imaginary partner, -doll or' animal. _ Such talk is

o

.alsa practice or rehearsal to insure it is committed to long-term memory

and to eiplore alternative ways to use new understandings and rehearse

social applications:ofwthe new content.

Gy
B} d

There . exists- in  the Nliterature’3yetf;furthe;. overlapping of

- L

-categories and terms.‘NSlama;Cazacu (1977) deacrihps monologue as taking

e " ’ "

place 1in the presence 'of one or more partners, "but in- 4 unilateral

' manner;' only one person spaaks for varying lengths of time with the

intention of being listened to by another or others (p.38)“‘ This
G ‘ s ‘

appears. to overlap with Piaget s . description of collective monologue,

Slama—Cazacu says that monologue carries with it the characteristics of.
dialogued speech" (p 38) as it is spoken‘with4 communicative fintent.i
This category eme}gea as story telling which will eventually develop

into a public form of speaking, " an addressed monologue. . Plaget terms

his collective monologue~ as the wmost’ social of the egocentric

categories.’

Despite the -confusion that arises in the literature, it is possible

to divide the combined categories of soliloquy and monologue into two:

' major- sections.~'( i"firét, a predominantly private one, includeS‘

instances when ' the child thinks aloud while exploring fiew ideas, a

X

possible precursor to Vygotsky's description of inner tspeechu (1962),

[

situations where the child verbalizes for the pleasure j;}practicing the

-
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language (Slama—Cazacu, 1977; Weir, 1962); and times when the child

~

reconatructs events either for pleasure or to clarify a situation (Weir,
1962). ~ The second division 1s a predominantly public one, possibly‘.a

forerunner of. addressed monologue, ‘wherelthe child may practice longer
’ o, - \ o
speechea‘or‘reconstruct events for pleasure with the intention of being

heard (Slama-Cazacu, 1977). Both divisions appear; to be social, the

" child being aware of the communicative function of the " language and
concerned with gaining greater conpetence in its use.

a

Prerequisites to Dialogue

N

It 1s apparent that the child learns the basic turn—taking

“

structure of conversation very early in life from a caretaker whose role

"in structuring the interaction and socializing the infant into the
‘convention ofziommunication is crucial" (McTear, 198S'tpl73> .”FrOm that
point"the child has further methods of both adding to’ the vocabulary,“y
and-vexploring the intricacies and possibilitiea of the ’language, 'by

| usiné such means as echolalia, delayed. echolalia, and monologue.‘ At’
some stage the child will be able to converse with a peer, but as Shatz
vand McCloskey (1986) explain. | "In peer interaction children have to be
able to initiate‘ and - sustainldialogue without the assistance ‘and
‘intervention of a conversationally more mature and helpful .partner

'(p 55) There ‘are other prerequisites the child must master in order

that he can express his iaeas conversationally. McTear (1985), who

completed in, depth research in this arga, based on a longitudinal study

1

of free—play interaction between two girls, ‘terms ,these abilities

.



"conversation'repair."v He states: "At a later stage, however; perhapa
aroond- the age of.three years,. chiidren:have already mastered.some oi
the principles of conversation . :‘ . They already have the building
biocka which they can utilize for further dewelopment" (p 73) >Siama—

- Cazacu .(1977) who observed'children under experimental “conditions, at

Y '
» " ' . .

' free—play in a kindergarten, and in such environments as a beach and a
park, says ‘that one of the habits _on which dialogue 1s based the

(

iistener's ahility to inhibit a verbal reaction until the speaker has
finished his rerhal"actiyity. She feels that this develops graduallp.
The child * must 5havehlthe cognitive ability Vnot‘ only" toi\hear and
comprehend what 1s heard, buf alsovto formulate 'a personal.vreaponae,
including\the.aequencing and selection of.meaning,related'tohthe‘ topic.
Initially _this is: too gomprehehéine a‘task—jhence the frequent fpauseL
between-gtteranceé as the responder)digestd_what has been heard”and then.
forms ‘a‘ repiyﬂ Another factor 1is the ability of the child to liaten‘
attentively ; the whole -of the"preyioua ntterance and . not ~react

immediately to’ the first part of 1it. This’”buid‘Seem to‘be in part :a,
cognitive and in part a social acquisition as the child needs to develop

both the memory to retain the meaning of the previous utterance, and the
. confidence to wait until a reply 1s appropriate. ‘Before" the child has:“
' mastered this, one may hear frequent"interruptions ‘and simultaneous;"
’ speechf in COnvefsation;ag ﬁith respect‘to this difficulty of timing<'in
conrersation; 'Keenan (1974) cites Lewis (1969)tinv calling‘ this ‘al

:.‘&coordinationhprobiem." She adds, ' speaker-hearers may establish speech‘

‘conientions concerning turn-taking, points of interruption, audibility".

- . . . . ' ' N
’ - . . : . .
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(p.165). :Lindfore  (1980) belleves that'inCreaséd exposure to ~other
' children may asgsist. the child in widening a communication systenﬂafter‘a
' basic language syetemehaa been acquired . McTear (1985) agrees:

‘,At\ this stage}‘ it may be that situations which evoke those very’

+, behaviours which are in the process of emerging might provide the
child - with opportunities to learn about conversational breakdown
and haw to deal with it (p.73). ] : ‘ .

The children muet have the specific intention of engaging in
'conversation, including the ability to negotiate a topic which requires

hsome‘nutuai knowledge related to that’ topic. Keenan (1974) comments:

Cenerally; 1f the leader recognizes. the category of talk offered by.

the speaker and i1f he responds in the manner appropriate to that

talk, then we can say that the hearer has satisfied the. speaker and
-that the talk—exchange 18' a "happy one" (p 165)

In order to maintain a conversation, the child needs to be_ able to

-

ideptify, incorporate;.and accommodate<the,point of view of the other
peraonz.as well' as his or her‘own which McTear terms the ability‘ to

prodhce. connected and topic-based discourse. Bruner brings 'theae

w

‘several points togéther:

The child takes into account his or. her partner 8 point of view,
. phrases  his turns ‘properly, and says things that are relevant
‘the‘ script they -are working on jointly. This 1s surely not y
egocentridm.  But. ‘even managing the deictic function of . language -
. provides evidence that children realize there are viewpoints other
’ than their own (1978, p 48) :

i

1Summarx'4 S - S : .
- When considering the current research into the behaviors that ~the

ild adopts in moving towards the abiiity to sustain a dialogue with a‘" '

’:peer. it 38 apparent that more than*one of these behaviors 1is being used"

2

L : g.., et e L e
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at any given time. Researchers qgree that certain language may dominate
at.different periods, and that as the child expands the use of language
» structures, a more. complex one may be adopted to fulfill needs Even

so, the behaviors do not appear to be hierarchical, while thes child may

.

‘be using a great deal of echolalia, “the turn-taking format\ with a
caretaker is also'continuingf Although monologue is used, for either

.public or private’ reasons, to explore'ideas‘and practice language, thép,

| child ' may. make use of echolalia to‘incorporate dadditional‘ wocabulary

‘- into the repetoire, or dualify the meaning of a term: Meanwhile the

mastery‘ of the structure‘of‘the dialogue is.advancing‘along with ther

breadth  and depth of “the langnage .so that the child will.hawe content.

for cdnversations with peers: ‘ : i 2 'i :}.fif“?
. .

o

Toward Partnerwork in Creative Dance

As an art form, dance has a two?old purgose, communion with self
~ and communication with others. It communicates through forms which
are nondiscursive but speak through movement (Dimondstein, 1971,

p.5). ‘ ‘ | :

‘Two worlds, the world of words and the world of movement should be

continually interwoven in a child's life. Such interweaving can
~only 'increase ' and deepen the child's capacity ‘td‘ communicate--a

‘capacity vital to his life (Boorman, 1973, »p. 64) . .o

,Creative\ dance seems to defy attempts at a short_. and simple definition

‘pgssibly- because it is subject to Best '8 description of definitional

fallacy, that the meaning of a word is what 1t stands for,"or, 'we can

lbef said. to know the meaning of a word only if we can define 1e" (1974.i'

p 198) In searching therefore for a definition it haa to be recognized
that creative dance encOmpasses the kinaesthetic,f cqgnitive, affective,"f

‘ 4

©
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"
Il

social and emotional domains and {8 also concerned'with‘both process.and’

product It 'is further”broadened by~the contribution of 1anguage and

‘musicg Boorman (1982). Dimondstein (1971) and Langer (1968) agree that
creative ‘dance‘ allows for the expression and " communication of ddeas,

‘images and feelings. The fact that boch language ‘and creative dance are

means of expression “and communication for the‘child is one of”‘the

\

primary reasons why there may be parallels between the acqu151;i32/’9£://

- partnerwork in creative dance and dialogue in, language.
vEngel (1978),‘ who understandsuthe arts to be a form of knowledge,’
says that cognition is a mental activity of creating, perceiving, using

‘and enhancing--that is, learning" the structures within a symbolic code

t

. ] )
'He states that unlike linguistics, the study.of verbal discourSe, Vtherea

. ‘ ‘ . . v ) ’ - . ' ‘
18 not yet a parallel discipline that systeé!E:Lally studies the-

structures of nonverbal modes of. discourse" (p 26)

‘ The non-verbal mode of discoursey creative dance was specifically

+

adapted " for the child and in most instances 1s based - upon Laban s"
‘frameVOrk .which"involves the body, "effort qualities, ‘space ‘and

4relationships ‘of «movement., In creative danee, the child works at a

~

Lpersonal developmental level within the cognitive, affective, social and

psychomotor domains, rather than having .to learn a modified or adapted

i

“'version of an adult form of dance which presupposes ‘the‘jsuccessful f

d

‘4mastery of a predetermined vocabulary in order to communicate. Boorman

@

| (1982) stresses that one of the basis for selection of ‘a’ form.of dance ‘

. ' ‘t

dfor inclusion in the educational system is that creative dance,‘ which

m‘does not have a predetermined vocabulary, "has the greatest potential

.
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~ for the provision of synbolic represencation in children s dance" (p 7)

She states: fng

e Children have many perceptions, ,ideas and feelings . about thetr
.world and a very limited number of skills, ° be these words, ‘'visual
images, actions, with which to cdmmunicste those ‘understandings.
‘If 4in addition we impose upon the child dance formsf which are
already predetermined -4n “their . vocahulary, ~the ohild. 1s
‘confronted with a formidable task (p 7) oo 1

v ' ‘ " '

Bruner (1966) explains that "if information is to be used affectivaly.

At 'must be translated 1nto the learner 8 way of attempting to solve a,

problem" (p.49). Redfern (1978) says that enlarging 'the“child‘s

" vocabulary +of words, ‘sounds or movements'is 'to make available to himl

¢

the means wherebyvfhis experience  may become differEntiated or .

structured——and thus intelligible" (p 18). Boorman (1982) sugges;s that

. '
' {

creative’ dance provides the broadest and deepeat nonverbal system from

"~ which the child can symbolically represent "ideas, images and feelings
(p. 7) As the child 8 kinaesthetic and cognitive capacity increases, so

too do his or her experiences and therefore the number of ideas that can

v o

‘ be expressed and communicated-

K ' B . . +

The broadest nonverbal system relates .to the number of visual and

kinaesthetic symbols that are availaﬂle to the child ¢hild.  The deegest~\l‘

nouverbal ‘system ‘relates to the numberwof different meanings that
each symbol can have for the child (Boorman, 1982 p 7). y“

:iiTPié}statement 1is- r;infofced by Hill (1978) aslshe views creativeidancg
nﬂlsas” being' education in imgression,f the opébrtunity to link pertormed
”.Imovement with its attendant imagery" (p.7$)‘( ‘sithongh Hill is‘speaking

HT

,, . ‘/h sy

y ., \
specifically to aesthetics, her statements are kval\id for symbolic

|

representation as. she says creative dance;§ ” ‘ fcl“ e T
co g

A : ' &
s e permits the child 1n' develo ihgtmovement pattern%,and the

‘opportunitiea it provides‘for him. tO”éelect his-own movements to\}ow

e .
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' depict his 1imagery and to learn the language to describe {1t,
42 together :with opportunities for developing a critical faculty by
Do observing other ctitfldren's dance . . . (1978, p.64).

Engel (1978) quotes Shaw (1976) as saying: -

Let us recognize the fact that much of our knowledge 1s either
tacit or purely nonverbal, ' neither being able to assume a

.. linguistic form . . . Learning to read 1s of course an
indispensible social skill but so is learning to '"see'" in the

" broadest sense of the term (p.28).

Créative dance 1s another way of kﬁowing and expressing, In an education
sys{@m and a world which depends largely upon a 'verbal symhol system,
which provides the child with a.physical, nonverbal means of saying,

"This 1is what I know."

Parfner Relationships .o .
f» . , ‘ ) | TN "/‘/

.The key area of study for this research is the development of  the

child in terms of working towards. partner-- relationships 1in creative

dance. .. The 1literature shows some inconsistencies and omisaionig;qﬁihe'

N A

development of that relationship for the young child. This aspect of

dance possibly has received'the least attention in terms of research

1Y
'

., with ybphg children. Dance researchers and teachers agree that an
important ' aspect of creative dance is "the development of sensitivity
towards other people and ,of an ability to adapt and. relate" (Davies,

. 1968, p.i%E’vhicﬁ Boorman (1968) describes as communication$#ith others.

El

The underlying factors coﬁffibutigg to this :elationship with others are
g'qyeh to the iﬁterprethtiOn‘of the feadé;s‘of dance litbraturgﬁ Jones
(1976) ‘asks: |

What:éhféb gome of the relétionship’ b&ssibilicies which can be

encoé%}ered in a dance lesson? There i1s the usual and easily
. R

K_ . N . V’i\
: . . 5
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/s
understood one of teacher and class where teacher sets tasks and
. children respond with their own interpretation of the task, With
very young children the response 1s likely to be an 1ndividual
one-—-all engaged in the same activity but independently (p.4).

A number of reasons have been offered in explanation of the young child

'

working individually, though in general they have been stated in broad
tefms.l Of children aged seven years and above, Davjes (1968a) says,
"Tllustrating the continuing decrease in egocentricity in this age gabhp

1s cthe increasing ability of Juniors to work together'" (p.8). Bridson

R

(IE}I) makes this analogy:

The child 1s not yet sufficiently decentralised to be concerned
with the meaning of other children's movement just as his speech
tends still to involve separate or parallel monologue rather. than
discussion (p.21).

Boorman "(1971) does not believe that the developménc of group work is a

—

hierarchy, but that '"the tendency to develop relationships

hierarchically-~-partner-work, trio-work, or group-work, étems only from
the readiness or entering behavior of the child" (p.9%). Russell (1975)

Sy

uses Laban's sixteen basic movement themes as a basis for her curriculum
for children,. and introduces adaptation to partnefs for c£e schg and
eighc year oids, though she, like Boorman; agrees thatifhe‘child will
dahce with‘the whole group in relatio&sh&p‘to the teacher'pfior to this
;ge. Boorﬁén also explains that the teacher has to 'recognize the
social development and changing relationships of the childrén"_ as the
"situations éf meeting, parting, regrouping, harmonizing, and
‘coﬁflicting found 1in day-to-day school 1life are'\a{so 'fodnd in the
relationships of creative danée"((1971, p.90). Joyce (1973) describgs

Y

six to eight year olds as working better alone than in groups, and of
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a
nine to twelve year olds she states, ''they énjoy group work becéuég‘of

their gocial development . . ." (p.19).
in general the reasons for the child not to engage in partnerwork
before the age of seven or eight years (Davies, 1968; Russell, [975)

appear to be stated as resting on the social development of the ,child,

;stemming from his egocentric nature. This causes the researcher to.

speculate whether these conclusions are based on actual observations of

the child in the dance context, or rest upon.the understaﬁding'of the

nature of the child as suggested by Plaget, whose writings so stvongly
' "

influenced the whole area of child development. However, Murray (1963)}
- ) \

while agreeing with the age factor, introdutes a different reason:

. « . children of an early school age need to find themselves in

movement: before they can relate well to others, either 1in the

making or learning of a group dance (p.12).

L N

The phrase "find themselves in movement" may be indicative of a range of

‘understandings that children must develop cognitively, socially, and of

creative dance as a "language' before they can work successfully in a

i . .
partner situation. Within even the simplest ' partner situation, the

child wmust be comfortable with far more than a sensitivity = towards
others; the term "an ability to adapt and relate" covers a multitude of

kngwledge as prerequisites for children being able to "progress from

v
-

dancing albngéide one another to dancing with a partner and in small
groups” (Davies, 1968a, p.l). Dimondsféin (1971) explains:

Dance as an art form 1is both an impressive'! and expressive .
experience. Although the act of dancing is expressive (that is,
from the "inside out"), 1t draws' upon impressions in the
efGironment’ (from the "outside in"). yﬁThqs-spontaneity does not
occur in a vacuum, but emerges from sensory ‘data which provides the
sources for expression of ideas or q?ods « « .« In order to be
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spontaneous, children must have a broad range of experiences 1in
movement which call forth their imaginations and allow them to put

together new combinations of ideas (p.10).

These experiencés in movement are the basis for what Boorman "(1969)

4
1

terms "a widening use of movement 'vocabulary'" (p.1), the tools with

j

which children can' let the "actions become symbolic of something else"

\

(1985, p.l4a). ‘ By\ what medns then, does the young child acquire a
\ .

\ N
movement vocabulary?\ Dimondstein (1971) explains:
\ .

deepen and clariﬁ what they perceive by imitating or responding in
some physical way'to what they see, hear, touch, or feel (p.10).

3

Imitation in Creative Dance

-

\
i}

In determining a view of imitation froﬁ the literature, a review of

articles from 1930-1986 re&eals that it 1s an area that has largely been

1

ignored . or avoided, possi&ly the latter. This 1s due perhaps to. the

feeling that as a learning déyice, imitation of the teachers or another

child may not be conducive kp creativity, Althoughvit is an unusual
! ‘ S

procedure for a review of 1ite%€ture, photographic evidence in Boorman

(1973); Dimondstein (1971) and'ﬁugsell (1975) reveals that imitation is

a—~Tactor to be considered (Appendix 1). Dimondstein offers three

reasons for the child to imitate\in creative dance, and these reasons

\

fouch upon the child as a visual earner; he may admire what another
child' or the teacher is-doing and wish to try‘it for himself, he 'may
initially imitate a movement and then iﬁcorporate it into his own

vocabularﬁ. or he may need imitation to lower initial self-consciousness

in a Hew situation. Boorman (1973) \ explains that another use of -

'‘But children doé not passiveiy receive sensory 1impressions; they‘

<

2
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imitation, lwhich goes beyond the visual 1nto the auditory and cognitive
domains, may be made by the child when the problem presented to him is

confusing or‘beyond his understanding in some way:

. . puzzlement, perhaps at my words, would frequently dissolve as
the child copiled others,‘ and at the same- time, shared with me that

he needed my words to be simplified (p.63).

Monologue in Creative Dance

Another way of,reseonding to the stimuli, that of exploraeion of
mpvemeﬂt or eenolbgue, is perceived in this eesearch to be predominantly
‘tﬁe acquisition“of vocebulary and receives the gfeatest accreditatfopr{
(Boorman, 1969,, 1971, 1973, 1983; Dimondstein, 1971; Russell, 1975).
.Russell gives guiqence for the thild's exploration of' bedy, effort

qualities, space and relationships,’ as does Boorman. However, Boorman

Py
[

emphasizes that '"in dance a single word can set a child in mocion or

produce an association 1in his mind with sometﬁ!%g he has seen or felt"

(1973, p.1). She shows how the richness of imagery is a method by which
. ! ) O . ‘

the child can exﬁlore the concepts underlying the dance experience: )

Why couldn't the children simply.enﬂdy‘the'movement experiences of
running, skipping, curling up, followed by running, skipping,

freezing, 'sinking? They could-~that is what an action seéntence. .

would be. But children need a myriad of experiences to Heighten
and increase their movement experience. They need to see,/ to hear,

to touch, to smell, to move in a continual interplay sensory
experiences (p.64). o e

This understanding is in direct opposition to’ Joyce (1973) ag she says:\ -
. .. .1 have become aware of the detrimental infjuence bf teaching

imagery, imitation, andgideas to Qeach dance . . . Onlxafter the
children learn the scope of dance,” only after the
experimented with the craft of dance can they relate to other areas
through imagery (p.23). ‘

- '
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This view of expldration denies, it would seem, the purposé'of cfeative

dance 1in the growth of the young child fin the generation of .symbolic
| ‘ . . .
representation 1in dance" to be "powerfully involved in bringing meaning

%to his world, of knowing it and shaping it through an act of the

"intellect” (Boorman; 1982, P.3). A phase in the developmenc of the
child which Boorman terms open-sense making requires that the child

explore dance throughc'his present perceptions of the lworld; She

explains:

| o g 0 ‘
Throughout' this process of open—éenseﬁﬁaking the child's data-bank

of .actions, with potentially associated meanings, 1is being
credited. The reservoir 4s being filled from which eventual
symbolic representation will be crafted (p.10). -~ !

Summary ‘

3

Of:. the areas pertinent to'this s5tudy, the creative danée\;iterature
shows .that imitatibn has received little attention, .though éxﬁloration
or ménologue has been written Abqut exténsively. Apart from spasmodic
reference to ‘partnetwofk, sgbstanfive fgxts ;éveal that Ehi;dren_ are
placéd in 'pértner situations ag_the age of seven or eigh; years “old.
The 1iterature therefo;e reveals 'én inconsistent picture - of the‘

? :

_ uﬁacquiéitioh of partnerwork with vast areas which have yet.“been

uncovered. s

Conclﬁqions . : . ’ I o = -
& - y | ,. ) - | -

‘This. chapter set out to examine the iiteraturev in the selgcted‘ e
areas of lénguagé andiéreativéldaﬁcé. From the'réview,ig.appEats thﬁt‘é‘
theofetiééj v ffﬁmeworg can .b; 3§sigdéd to ishow"'thev-developﬁehtal"

v . b
N .
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processes of . the young - child toward conversation ffom ‘which an

‘examination of creative dance can be made (Figure 1).
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CHAPTER THREFE

Design of the Study
. Introduction

This ' chapter describes the population and sample followed by the

‘methods andvprocedures‘for’the study. "In addition a brief resume of the

background of ' the four dance observers. is provided, followed ‘bv a

A} N ' o

summary. ca ‘ : ‘ \

- Population and Sample

[
)

The.population'for this study consisted of eight videotaped groups
of children from two situations:

‘ . R o » ' 0 i
A. | Children who attended the Alberta Children's Creative Dance

- Theatre,p: a ,centre for .children's creative hdi The//children,.

predominantly'fgirls, :ranged' in ageifrom three to' six years.“ The '

childrenr'subdivided into fthe following classes with ' approximately
N (‘ ! o .
~‘.twenty-five children in' each cla88°

I,V Three- and four-year—old children during their first and ,second

;ynce experiences (two videotapes)

\ ' K
24 A second group ‘of three- and°four-year—old childrEn after’ six

o hours. and after ten hours of dance experience (two videotapes)

| 3}f:‘FiVe- and sixbyear-old children with- differing amounts of dance:»'

hexperience (one videotape)
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. behaviorsfwith which this study‘is'cdncerned.

* not had any school dance experience;“'Thus a span‘of;nine ‘years - 1is.

. . . | 38
. . . ! .

The ,children' were taught by Dr ‘AJ.L. Boorman and assisted ‘by ‘the

“ researcher. ‘The videotapes were completed baxween 1976 and 1980

A

"B. Children who attended kindergarten at St Richard Separate School

»

Edmonton. This class consisted of boys and girls with ages ranging from
fdur to six years. The children were videotaped during their first,
second and third dance experiences (three videotapes) and were taught by

the researcher. These tapes were recorded in 1985 ‘ SR

v BN

" The videotapes were selected to show both a range in age and. dance

C e ' . ' .,

experience of the children. The children attending the A.C.C.D.T. were

‘engaged for one-half hour weekfﬂifrom'September‘ to April‘?and the

videotapes consist of the dance of young children with no preVious
experience' to children who have had approximately 30 hours "of dance.
The tapes ,vere recorded.before the initiation of this, research and

therefore ' the leﬁéons were not designed to promote examples of the .

“

: Ve ' R v ‘
- The tapes of kindergarten‘childrenlrepresent a group of lboys and

girls, who had worked as a class for two months'prior“to.taping, but had

covered by the‘videotapes uSed<as‘data'source9t o
‘ T ‘ C T T A

o,

The creative dance lessons from each situation involved a range of

N

concepts being taught, together with a range of imagery and music.‘ Some
of - the dance ideas were for individual response, others ‘designed to

involve a‘partner relationship situation.‘:""
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The‘.aample consisted of thirty-five excerpts of{ creative dance,

)

isolated by the reeearcher-for the purposes of the égudy. Co
. X " ' ¢ . o ,H"ti.

’
‘

‘Methods and Procedures ) . S ; . .
| ' ' ' ! ' .

A o . " i '

The methodology for chis study 1s divided 1nto three’ phases.

[ ~ .

Phese‘ One y . ‘7‘ &

Eitecly, from a review Hrent‘iiterature in;the area of dialogue in-

v '

young children, a theoretiehl,framework wes designed. This theoretical

framework was considered to represent the developmental processes that‘

|
o N

appear~to operateaup to and ;ncluding early dialogue.

R o : Figure 2
Theoretical Framework Representing
Develoggental Processes Toward Dialogg_

' . |
. '

A

‘ ECHOLALIA: Immediste and voluntlry repetition of a word or aound

: ., involving fascination or attraction on the part of the: chtid.- The
.-, % ¢ intent may be to replicate the vord or sound exactly, or to modify”
' rics The focu. is prcdoninnntly on the language. P .

“

Motives behind the functions, though with lack of conscious
. awareness oh the part of the child, _may include-an iunadia:o,
" approach to a new behavior: "a uo:d or a aound.- ‘
Responle to ‘the new behavior may: 4
; ~ pardllel the turn taking learned and encoutaged in
., early days with a caretaker. -
o= dcvclop lutouaticxty 4n the practice of articulating
C the new behavior. . Lo

eD

e

%
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More immediately’ obaerved func:ions of echolnlln and reasons for
the child to engage in cthe activity may be:

1)  primarily fascination with wokd or’ sound
14) fascination with succeasive’ epetitions
111) affirmation (like this?, I héar it, can [ producc ic?)
iv) clarification for selfﬁsatisfaction (see (f | can say
+ this) S '
v) clarification’ for pronunciacion Thuv—ﬁla you say 1ic?)
vi). reinvention (listen .to what I‘'ve satdl)/ -
vi1) v questioning (what do you wean?). '

{

N
-~

- A

DEFERRED ECEOLALIA:"Voluntary repetition of a word or sound at ‘a
time removed from eéxposure to the word or sound, 1dbo}v1n&
fascination or attraction vn the part of the child. ' The intent

' ,may be to replicate the word or sound exactly, or to nodlfy tc.

The focus 1s prcdpﬂinnntly on the llnguage. '

;
'
(I

Motives behind the functions, though with lack of comscious
awvareness on the part of the ‘child. may include. s delaytd
.approach to a new behavior: a word of a 3ound
Response to the new behavior may be:
- an associacion of past and immediate lenrning.
. indicating growth of the symbolic process.
- to develop automaticity in the practice of
“articulating the new behavior. e

4

o ~ ‘ N o
D Co _ S

. More meediacely obaerved functions of Hefatred echolalia and ‘
reasons for the ‘child to engage in' the accivity-may be: . '

1) _primarily fascination with the word, or sound . T
11) fascination with successive repetitions :
~'111)'  affirmation (like thia? I heard- 1it, can.I rnproducc Lt”)
iv)“ clarification for self—aacisfaction (aoe if I can say :
. that) '
T v) clarification for pronunciation (how vas chat said?)
vi)  teinvention (listen to what I've satd!) . .
vii) = questioning (what did you mean?)’

40
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MONOLOGUE: Voluntary verbalization in the presence or absence of

others, but not specifically directed towsrds them, and 1nvélving

: * . fsscignation or attraction on- the part . o( the. child
‘ S { wrado-inantly on aeaning.

'
'

The focus

»
. \
" .
L.

' ' “

Motives bchind the functions. though wi
avareness or che part of the child ‘nay
‘ ‘ P - a complex: relationahlp with. 1pner\

?cach; th honologue
is a forerunuer of ilaner speech nnd\alao helps to
: - lnternllizo events.

L

K ) e i
lack of cbheelous
bdlvide tnco:

A
Mors immediacely observed functions for this pre

nantly .
private category of monologue and reeeons fdr the thxld to engage
in the acttvity may be:

. S ‘\‘ '
, 1) ‘prinsrily enjoynen:to(.hcarxng che verbalizatiqn
1 S (self-aonitoring) - . . \\~1‘
. 11) thinking aloud (exploring nev ideas)
111) reconstructing events “for pleasure
iv)

reconstructing events--to sort out ot clarify 1n\>ke case

of puzzling cvents. or to put new words or ideas ine,
context

~ a forerunner of addressed monologue.

\ \
\ \ ) )
More 1nnedlately observed functions 'for this predominanctly public \
. catagory of nonologue and reasons for. the child co cngage in the
lctlvity nay be:

- 1)
11)

prlc:ieing lonéet 'speeches” (1ncreueins competence)
reconetructing aventa for pleaeure.

T T T U L
With the theoreticai,framework as a guide,

u’ ‘,M

drawn for creative dance 1n terms of behaviors only, and were‘ hot
“intended to represent parallels across ages during which the

'behaviers
may emerge (Figure 3) S '; o e .

oy

possible parallels were‘
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. ' ) } L . ' S " ' . o
. \ j t . ) ! i ‘ : .
Phase Two - ; o o Y (/ L :
‘ ‘ The second phase‘involvedgan analysis by thenresearcher\oflthe‘dataf
o ot ! (- ' "‘ o “ ‘ T “
source - tapes . and the>isolatifn ofvthirty—fivePEerrpts',Of Children's‘
. T ‘ i ‘ :
‘ L N P ‘ o , C
dance.' The excerpts were| selected as'examplestok the behaviors Ao
i ! I\v|l‘ “, .
question, ranging in length giom approximately 30 secdqu‘w ©.120
i 1v Lo
seconds.. The excerpts‘ were then edited onto one videotape in  random

B :
1

opéer, each excerpt. being separated by color—bar tracking Two‘copies

. were made ‘of the master videotape of excerpts.

. A package was designed to include written descriptors of the

behaviors, including sub—categories (Appendix 3), an_aid to the order of

|

the excerpts on the videotape consisting of the counterfnumbering of

each excerpt accurate for an R.C. A. video cassette recorder.VK§§26 “the |
excerpt number, verbal cue (the first few words spoken) and a visual cue
(the arrangement of the children) for ‘the' start. of each .excerpt_
(Appendix ~4);. printed sheets on which the behaviors noted vere to be
- recorded (Appendix‘s). | | | |

L o o . , .# j
. Phase Three - . '

In the third‘phase,llthis package,: together with a videotape was .
given to ‘each  of the four obServeré.“fAt 'thié»'time eachw-observer-

AN i
L ih

received a brief verbal resume of the behavior descriptors and vas asked

to. view the videotape and decide-.

4 BEHAVIOR to which category (movement echolalia or imitation, movement

~‘monologue, dialogue) each excerpt belonged ‘It ‘as explained that the*f’

' .
' JEEETY ; .o . . VA
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observer might note that more than one category might apply to an
v ’

[

¢ "excerpt.
Iy 1

OTHER CATEGORIES: Inwaddiciogito noting the overall category for each

.excerpt, the observers were requested to decide, where possible, the
. o : | , ‘ |
, pri$5r§ reasons for the child to engage in the activity and to note
C ] : ! \ .

these, preferably 1in the order of their occurrénce,

COMMENTS: The observe}s were asked to use the space provided to add any

-~
additional comments relevant to thL.excerpt,
Any. queries regar&ing ‘the procedure or clarification of the
, oy
~ behavior descriptors were answered at that time and the observers asked

to contact the researcher if further problems arose.

to

The Obaervers‘r\

The observers were selected on the basis of their experience’

1nvolv1né d;;ée and/or teaching.

One observer gad seven years experience as a glassroom peacher,
iﬁcluding the ages of the children Qn the videotapes. A second observer
had specific knowledge in both the field Jf creative dance and the
teaching of creative daﬁce. This person héd tadgﬁt the child;en.in the°

A.C.C.D.T. excerpts, ' ‘A third obaezﬁer had both knowlédge in the dance
L] . o ’ <. .

area and of movement observation, mainly with children older than those
included in the tapes. The fourth observer had related knowledge in

dance and the teaéhing of creative dance, with an emphasis Ah children

slightly older than the sample selected .for the study.

)
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The observers will be referred to as A, B, C and D, though not in |

the ordef in which they have been &éscribed.

The resulting material from the observers was collected and grouped
into the followdng categories:
1: Excerpts to which all four observer? assigned the same behavfor or

behaviors.

2. Excerpts to which the observers assigned different behavior or

behaviors. ' \

Summarz '

This chapter outlines the population and sample of children

involved 1in the videotapes and thie {solation of the data excerpts used

for this Study. In addition 1t describ%f the two theoretical frameworks
N A ]

developed for the analysis of the data in both language and <creative

dance, and the package presented to the observers for their
‘observations. Finally 41t relates pertinent information regarding -the
/ .

four observers involved in the study.
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< complete agreement by the obsérvers as to the nature of the behavior

FGE

'CHAPTER FOUR

-Description of the Data

. - ' S
Introduction ; '

" This chapter includes the transcripts of 'twenty—five videotape .

excerpts together w the categorization of behaviors and comments of
the observers in relation to each excerpt. It also-introduces emérgent

IS . ) ) R \ RS .
pbints for discussion and major trends in relation to the comments made

by the obsegvers within the context of the, videotape granécripts.

‘Categorization of the Excerpts .

LA . i “
i

. [ ‘ N
A total of 35 excerpts of chil

4

four observers. As a result of,these'.oﬁaervations, the data- was
. i i -

"
.
o

categorized as follows:

Pure movement echolalia or imitation " (3 éxcerpts) -
Pure movement monologue | C » (3 excerpts)
Pure diéiogue o D v&l . (3 excgrﬁts)

These three categories describe those excerpts in which‘ there was
observed.~_-
Movement echolalia or imitation and movement monologue (1)

(IZ excerpts) .

nn ' ' . .

gfén's creative dance was viewed by
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This category describes the excerpts which were“perceived by the

observers to contain  examples of both behaviors on the part of the

.

children.
Movement echolalia or imitation and ‘movement monologue (14)

(4 excerpts)

o

This category describes the excerpts perceived by some observers to  be
eiamples of movement echolalia or imitation, ' the same excerpfs being
perceived by other observers asf_conteining ‘examples - of  movement
monlogue. |

Dialogue and movement monologue S (2 excerpts)

. ¢ - " ) . .rv
This. category ' describes the excerpts which were described by the

- observers as containing examples of both behaviors on the part of "the

; ‘ | . . . ) PN

‘children. . : ' v

-

Dialogue' and movement echolalia or imitation (1 excerpt)

Thip, category describes the excerpt which was considered to be. an'

le of dialogue by some observers, and to be an eiample of movement

-~

echolalia or imitation by others. .
Lo . ]

‘ Dialogue, movement echolalia or imication and .movement monologue
(7 excerpts)
This category describes those excerpts perceived by the observers. to

contain from bne to three elements of the movement descriptors.'

The above categories represent th“‘hirty—fiye excerpts. - In the

following analysis of the data ten ex ‘ts are. in Appendix 6.[ These'
have been placed there as the researcher considers thst any issues
- %emerging in these excerpts are included in the twenty-five excerpts |
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described 1n chis chapter. For pufposes df'identification,ﬁ the : ten
excerpts have also been noted in the text, 1n‘parentheses, under the

category to which they belong.

‘Presentation of the Data .

For each excerpt, the data is presented in the follow;ng‘fbfmaéu‘

.- the transcript ‘of the videotape excerpt.. The aétioﬁs of the
. . ) \ :

. children appear in éapitai‘let;ers” The actions of the teachéq(s)

appear in.parentheses.
- .the responge from the observers A, B, C, and D,
- significant 1ssues for discussion as emerging from the comﬁents

made by the observers, and the concéxtﬂof?the videotape appear at

-the end of each'exceipt and 1its observations. : o

- Hat"thencqmpletion of gach,categofy{‘ a summary of major trends- for -

"

discussion is outlined.

Movement Echolalia or Imitation

- Excerpt #20 S : ' v7< | Counéef‘#490

The . children are. sitting in a ¢ircle . making raindrop toes.

(whispering) 'How panuge‘make‘them[bigger?‘ (rises, takes a high

step) Big ones .. .." . ‘there's a big one (points).  Big onmes, big
.one. Good;.ElizabethL Big ones. Sally's big one is beginning to
" bounce. Big omnes. ' There's a big one, .Kari." THE CHILDREN ALL

TRAVEL USING VARIOUS TYPES OF STEPS, SKIPS,"HALF'.SKIPS. . "Now . -
. there's a. real rainstorm. K Make. them bounce. There you. go,.

- ‘Janelle;"‘

o

Observer A -

o Behavibf: Imitatiop‘ I \-*\<\.

e
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[ A o -

\‘-Ogher‘Cgfegdries: affifmaﬁion,v‘clarification for self—sati%faction;‘
| clarification for execution. o . , .ﬁwf
‘ ‘ ‘ ‘ ‘ . . LT
Qbservef B
BeS;:ior: Echolalia . T - ‘ ’ o | - ' o o
 ‘0;her>Cé£égor1és} primarily fascination with ;helmovemeﬁt o} shape,
affirﬁation, clarification for seif-saéiéf#ction, cla;ificgtion for
" execution. | -
Commenfsr . There was little chénce for monoloéuq—-thng was'a‘log of
informgtioﬁ~f;om teaéhers-in fpé room én&wthis’appéared‘to‘leéd to
‘v01untary reﬁétifionl." "
Observer C R | ' ' "
‘Behavior: ' Imiéétion |
Ocher‘éategories: affifmgtion‘and clafificétion for’se}f—s#tisfagtidgf‘
‘Observer D | |
BehaVior:i Echo1ali§a
| .QgE?eh?s:. I;itating tgacher-;espegiailyv‘

\ 4
P

Significant Issues for Discussion |

[N

Conteitual,confpoi of téahhe:(s);thfépéhnléﬁguage and deménscration
"p:ovig}ngfboth;Vefbal gnd visual information. S L ,/

Q. . : ?

B

a

LI y . L.

Exeerpt #2200 . ¢ . counter #527
vx”'Thélchildrénﬂé:e sittiﬁgﬁih:spaées;g<“Eovely.'gSallyg come;;;;:make-“u
uaﬂrpuddlgifahapgs.f- (Sal}y‘makes\anqinvettgd ope.f_ Herejshe is.

-



A - | g s

See that's the shape of a puddie. _»Heve you ever seen - a, puddle
shaped like that?" (child says, 'no ') HEATHER COMES TO JOIN THE
SITTING CHILDREN AS SALLY MAKES THE SHAPE, BUT INSTEAD OF' SITTING,
MAKES THE SAME SHAPE. ."Haven't you?  You heve to keep your eyes

' open to watch puddles. That s a deep puddle.
Observer A )
Behavior: Imitation

" Other Cetegories. primarily fascination with the movemenc or shape‘

Commentqﬁ Process has 11mited behavior to imitation. . .
ObserverAB

Behavior: nEcholaiia

Other Cetegories:- primary‘ fascination. wiFh the movement or. shape,

- .
LY

affirmation, clarification for self—satisfaction,
'Comnente:  Blond child imitating Saily. Otners ﬁetcn.
Observen D ~ | |
Benevior: Echolalia
,Other\Caeegories:, primarily:satisfactionowith‘the novement or ehape.
vConnenteé Ch;ld.inppurple immediaﬁely copiesﬂSally..n4-

. : ‘; f; ‘

. Signifioent‘lesues for Discnssion

JPEE———

Visual andiverbal_infofmstionVEaecinefe children.  Only one child -

“respdnds.‘

‘ Excerpt #31 o o N o e ‘ Counter #621

‘The children are sitting 1n a group. ‘ "Show us. popping. Big pop,
,Selly, not too much Jumping. (Sally pops, yith one leg going ‘high -
.behind, and landing with one foot first.) Pop, and another. . pop,

'Pop .goes upwards.. Pop." (Heather raises her. hand to volunt er)

~ "Heather 'show. us popping going up.',' HEATHER POPS JUST LIKE‘ .
SALLY'S. "That 's ie." A o L



‘ Onserve: A
pehaﬁio;: ‘Inieation

Ochef”Cdteéor;es:_ affirmaﬁion,‘clafifiCAtion for eelf—éatisfaction.
‘cannéﬁts:’ Again narrowing‘of;ﬁghanior by‘lénguage‘and‘demonetration,
. ObsefverbB: T ‘v‘ o ' o \ ' T o
'Benavion: ‘Echolelia
dtner Categorleé: elafifieae{on for sel}—sacisf&ction,:effitnepion.
Comments:. Heving eeen the teacher, ehe child tries éo‘match the shape.
'.OoserVerVC ‘l o ," o ‘\ _ E ) . o B
Behavion:"initation | |

Other Ceteéoniee:y"affirmafion;

‘ Qbaerver b.

Benanior: Ecbo}elia

Comments: Direct imitation of teacher.

‘ Significant Issuep»for Diécneeion . ‘ o ' ‘ ‘4\
_~  Children are‘"narroﬁed" tonards‘imitation in order to aqqnire‘skill

'and»knoﬁledge;:on

1

:Major'Tfends for Discussion -

[

Through contextual control the teachérs use visual and verbal”"
"‘technique to draw the children towards imitation,: allowing the children
to . acquire a skill and expand movement vocabulary.. The childten areg‘

L

‘fascinated by demonstrations of the teachers.nl Imitation has been usedvf

J

nfto expand the child's knowledge. ; $



A

f
1

Movement Monologue

O

Excerpt‘#8. ot o - ' . o CBunter #129

The children are in spaces, having explored "pops" with the bubble
‘idea.  "Could you just show me your bubble that's-very, very ‘big
. . . and it starts turning . . . don't break 1t. Let me see that.
Let me .see 1t turning you around." CURTIS STARTS TO TURN HIS
“BUBBLE AGAIN AND AGAIN. HE IS JUST FALLING DOWN WHEN SALLY SAYS

"POP" SO HE RECOVERS INTO A FINISHING BUBBLE SHAPE

-
1

Observer A *

1Behayior: Honologue

Vo

Other Categori@s:- reconstructingw an earlier dance for pleasure, ‘pure'

‘enjoyment of the sensation or"feeling of the movement, exploring a

movenent idea.

| show" e 5. again we come. back to the iggnificance of the language
inherent in the teaching process.
Observer B ‘ 4

3

Behavior: ' Movement monologue

' Other Categoriea: 'pure ‘enjo&ment ,of the,aensetionlor\feelingfof‘;tHe

-
movement, exploring a movement idea. o
. . . Y C o

a

A |

Comments. %p could have been the reconstruction of an earlier dance for

fé&gure .as a few of the children anticipated the story and moved

Hon to- the next section.-, The viewer hesitates 'to make the
assumption as .- does not’ know if complete dance has been performed on ,&

'a previous occasion or are those children quicker/more able at o

B :

o«

- joining the‘sections previously explored? R

54

[

;Comments: The words'that appear‘to‘lead to monologue are "Could you L

\
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'Observer C. a0 ;l L ‘fl " .
Behauiof: Movement monologue' o ; o ‘ E - .

“Other'Categofies: pure enjoyment of the sensation or‘feeling of the

“Other‘Categoriee:‘ ~pure enjoymentV of the sensation or feeling of  the
"., movement, exploring a movement 1dea.‘

\ Comments* Curtie 1nterprets movement and, moves, across floor—-he bursts“‘

B

before cue--really getting into it

;,movement.‘ ‘l'- S . ‘ S
| Commenfe:- WhltelﬁleCR'T—ahift:' I {ﬂ.f.‘.l ,--‘;\',"‘
Observer D “- . | - m . : “. -
Behavid}'“_monologue.' ;, -

DA

-

[

L
o

§igglfieant Issues for Discussion

~—

- The sensation of mqQvement takes over and 'appears to produce

monologue in one child. One aotion;isnpulled‘oué‘of a sequence.

erpt #11 IR o »’Jf“.‘7“.‘ S cauﬁéer'#199

. About half of t%e class is ‘dn the space,‘ in starting shapes, ready

' to share their dance with the rest of the ¢lass.. "I think’ they're

?Ateady to do & story for us. ' That's.it, (to audienee) let's watch'~‘H

o fheir etories. (music) (Sally .cues over the music) THEvif
}fCHILDREN DO THEIR DANCES S ,m_‘j. ST )
‘Observer A 1fﬂ lf‘J Hif‘. ‘*x"‘,' - '1;[‘u'e\; 7f:. - ”

) Behavior. Monologue . telT"'-P*fﬁ "“1.f .‘:f'f f‘, ;;”(ﬁ;%ﬁ

quther Categordes'o reatruc;uting an earlier danee for pleasure, ﬁufe~7”'

e

1Y

> ' ’ ’ R

qnjoyment of the sensdfion or feeling of the‘movemenc."

N Yo N . L R

)



” 5 enjoyment‘of the sensation or feeling of the movement. -
lcomments: The chiln in tne béckgfoﬁnd seemed to bé"morexinterested in
‘ watching‘OChers than in participating—~"sgectetot1“ }
bbsérver‘p‘ - o B S
' Behavior: Movement monologue o . . %
Other Categorles. ”oure.enjoyment of the eensation‘ot feeling of the .
movement. ) < ' »
'l.Comnents; }Pure enjoyment of turning and oopping. RJ}
“Ooeerver D v
‘Beheviot:'.ﬁonologue T 'i‘ :hA4

a

[

Observer B

Behaviorl Monologue

»

2

" Other Categoriesk ,pufe enjoyment of the sensation or feeling ﬁy

+ movement, exploring a ‘movement 1dea, reconscructing an~ earlier .

i

dance for pleaSure, reconstructing an earlier dance to Sort out or

U\ ¢ Cy . ’ , E )

. to clarify "in case of -tricky' movements or to put new ideas into

. ) ’ . "-“0, . " I ' ) ‘ ' ’ "
cuv comtext. o7 e

a

. .to intetpret. . Child 1n blue on' floor does not join 1n at all due

“’;;to? noc knowing what to do. | KR ' o
e f7?‘;3"u;”if' R } S ;i - IR ,
Rsignificantilssnes_for Discussion‘,;. RN

Other Categories: reconstru€Q1on of an earlier dance for pleasure, pure

.7;bomnent§§‘[_Lori begins in own shapeland changes. Matthew takes longer‘

Knowledge built thtongh Rtid;‘eigefiencefhesjEnabled“children"Eo

N T ‘ e T
e 5 B .
"fisk" m0n°L°8ue- R A S SO PR P
| Vi . ’ L ) L thoa e i
) R f." R o L A k 5
ok SR R R i - - : '




Excerpt #12 ‘ Counter #222

The other half of the class are ready to share the bubble ’'dance.
(music). TAE ~ CHILDREN DQ THEIR DANCES. SOME OF THE WATCHING
CHILDREN CALL OUT 'POP, JPOP NOW' BUT THE CHILDREN DANCING REMAIN
UNPERTURBED. '

Observer A

Behavior: Monologue o
pthefCEategorles: 'pufe enjoyment of the sensation or feeling of the
)

movement, reconstructing an earlier dance for pleasure.

“u

Observer B | o . » ‘ ' '1

Behavior:} Monologue
Other Categories reconstructing an earlier dance for pleasure, .pure

eﬂjoyment of the sensation or feeling of the movement.

ICommeﬁts: It appeared that the girl (in track suit) and the boy (99)

continued a movement (Curn;ng)\fbr‘longer than the.set phrase--for pure

-

: enjbyment_of the sensation. The boy dn the second performance seemed to’

ﬁahg . to f}tfwithin the time frame (reconstrycting an earlier dance to
\ - ’ ) . i R . . ‘
sort out or clarify in case of tricky movements or to put new ideas or

4
\
"

| /movements 1n’t‘o éonte:t).' .
Obseﬁer c k
Behavior: ‘lMov,eme'nt monologue o g
6thef‘Categor1e§; _pure ;ﬁjoyment: of tﬂé sensation or feeling af thé

&

! L

S ~
n%} ‘ movement.
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" . W I 4 *
' , G " )
0\ R '

' Comments: Little girl at beginning in red. Pure enjoyment of turnihg.
" Observer D
Behavibr: Manologue

' : L .
of the sensatiom or feeling of the

Other CACegories: pure enjoyment
: ‘ h 5 “

movement, exploring-a movement idea.

Comments: Allyson and Curtis really threw themselves into itf

v

‘Significanf Issues for Discussion

- .
2

_ Reconstruction and knowledge enablehthildren‘to acquire monologue.

Major Trends for Discussion

When the  sensation of the movement takes over, monologue may
1 1 '

‘~appear. Knowledge through prior expefience allows the children to
explore. Reconstruction of a dance or’part of a dance enables children

to acquire monologue.

Dialogue

Excerpt #14 ‘_ : ‘” ' ‘ ) Counter #268

The ¢hildren are standing in twos, 1in spaces, facing a partnet,'
"You might bump into them, let's move you two down there a little
'bit, Michael. (points to a space) Great, . now hang on a minute,

" who 1s the first pair of scissors? (children say "me, me"). Only
one of you, so make sure you know who's going to be the number one
pair of scissors. Put your hand up if you're number one. No, (to

a pair who bhoth raise hands) only one of you can be number one.
“Maybe Michelle this time. (goes around checking in cases of doubt)
Here's the bit where it says 'sharpen your blades.' (music) Hang

- on a minute . . . sharpen . . . and (claves) number one.”"  TWO
GIRLS ARE TOGETHER. 'A' TRAVELS, THEN 'B'. THEN 'A' DOES NOT MOVE

SO PARTNER GESTURES TO HER, THEN GOES HERSELF. ‘"Well done, let's

- try it all over again. Go back into your scissor bqkes and try it
- all over again. (children run back to their original places).
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(Sally\helps-reorganize) Alright, here we go again, Sharpen the
blades and shine them up.'" ONE PAIR AT'THE BACK OFGTHE'ROOM CROSS
PAST EACH OTHER AS 'A' TAKES TWO TURNS OF TRAVELLING. '

Observer A ° ,
“Bcvebhaviér:' Dialogue
'Other Cﬁcekorieé: no response by partnér;'misunder§tanding by parfner?.
Comments: Difficult for children to travelfstpp-blap“(l then 2). as only
one sectidn of music 1s left. Does chereforekthe process inhibit
the éialogueT Agafn context -rears its head. Camera work makeéuit
'.aifficﬁlt to détermiﬁe fné response Sy barfnerf as I could not see:
béth childrenﬁall 6f the time. |
'Observer B - | .o . ) o,
| ﬁehaﬁioi: biﬁiogue'J
‘bther;Cafegofies:‘ misundersténdigg by partner.

Comméntg: Time 1. Took turns well--the fact that some did not mqve

seemed becauée—ehey-did:not‘understand the structure of the dance.

Time 2. Two 'boys aware of eath dther. The structure of the dance

w i

seemed strange (no.:l travels twice and no. 2 travels once).. R

g
o
o

Observer C
Behavior: Dialogue

Obégrver D

14

‘Behavior: Dialogue

Coﬁheqts: ~ Michael and"Krigtian-;géod partner work (2nd try). Jill and
' ;Jegny break down due to misunderéianding by par;ner; |



’

Significant Issues for Discussion —

W
3 W

The 'structuse of theldance”pfesumes dialogue.

Excerpt #28 ’ ! N Counter #591
The children are in spaces on the floor with a partner. One 1s.
curled up as playdough, the other ready to sculpg. ‘'Here's your
sound." " (kalimba) THE CHILDREN ,START TO IPULATE THEIR
'PLAYDOUGH, EXCEPT MELISSA, WHO SITS AND LOOKS AROUND. ° "Lovely
plece of playdough.”" (child: !Look at my pilece of playdough')

“"Are' you going to make a shape out of 1t, Eloise? (kalimba)
Lovely, what a shape you made. Did you make that shape? (child:
'Look at my shape') Look at this shape. (points) Did you make
Sarah?" i . ) ‘

Observer A .

Behavior: Dialogue

Commentsa Thib"is Hgsg——it‘ién't really dialogue but manipulatg%n——have
Qe a‘c5fego;y?‘”

Obgetrver B

Behavior: Dialogue g

* Comments: Two girls standing-—cooperate(eeem to understand each other's

role and resﬁbnd accordingly.
Observer C . ) | ' c
Behavior: Dialogue ___ . __ A N

‘Obeerver D

' Behavior: Dialogue

Comments: Pair in black“anq pink--works well. Pair in ‘red and black--

0t

one partner changes.

Significant Issues for Discussion .A ‘
. . . L. - — .
-

The excerpt raises igsues on the nature of dialogue. W



_ Observer B’ c ‘ - -

, Excerpt #33 . ‘ . ' _ ) Counter #639

The children are in spaces, in twos with one high and one low.
(MUSIC).: 1IN EACH PAIR, THE FIRST CHILD LEAVES TQ/ TRAVEL AND
. FREEZES, FOLLOWED BY THE SECOND CHILD. (A - B). AS f/HEY DANCE THE
MAGIC CIRCLE, THE TWO 1IN THE FOREGROUND COORDIFATE. = IN THE
BACKGROUND, RACHEL AND CARLEY ARE IN A MUDDLE.. WHEN THE SECTION OF
THE MUSIC COMES AGAIN, CARLEY SKIPS IN A SORT OF JIGURE EIGHT AND
RACHEL KEEPS ADAPTING SO THAT THEY ARE GOING. IN DIFFERENT
DIRECTIONS. " . .

Observer A N
Behavior: Dialogue | : s
Other Categories: misunderstanding by partner, intérruption by partner,

no response by partger.

N s B “ ¢
Comments:.‘What about disunderstanding by both?

A

ﬂBehaviqr: Dialogue’

Commenté: Aware of. each other-—résponse good; Strﬁéturehof the dance
equal'1mita;ion/repliéstion. '
Observer C | |
Behavior: Dialogue, -
4

CSmments: Somt:mi;;;éerstandings between partners.

Obsé:Vet D

) Bq_havior: Dialogué

~ Comments: ﬂbrka fairl};, well--childreix ’ know-séquex;ce and what they,

. / . . . BN ®
should be doing. . Lo,



Significant-lssnés for Discussion

N
o

Complexity of the dialégue cdntext~tedde}cd bring about monologue

and imitation as the children simplify t6 Eheir*ﬁﬁderstandihg:

n

L N

Major Trends for Discussion

-

The structure of the.dance may preéuqe dialogue. ‘Issues are raised

) , , S :
on the nature ,of dialogue. When the dialogue becomes complex, the child

tends to use monologue and imitation s a means 'of siﬁpiif&ing}Kthe‘

“situation.
1 . )

Movement Echolalia or Imitation and Movement Monologue (i)

Six of'the twelve excerpts in this category have been selected for
discussion. (Excerpts #1, #10, #23, #27, #29, #30, may be found in
lﬁﬁpendix 6.) . - i .
Excerpt #2 - 4 ' . Counter #021

" " The éhildreu are in'bpaces, in shapes. (Saliy runs to girl who is
upside~down with . limbs ‘stretched vertically). "Look at: this

.upside-down one herel! See these fingers and these . toes. Shefs_

.really got them stretched." A BOY IN THE CORNER CHANGES HIS SHAPE. -

TO ASSUME ONE LIKE THE GIRL'S. c . - :
Observer A - »_ ‘ a | - 3

~ Behavior: ' Momologue

" Other Catégorieb:. exploring a movement idea.

o

Observer B . .

Behavior: Movement Mpnblogue ' u L i .
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"

Other Categorfes: pure Jenjofment di the sensation or feeling of ' the
- movement, exploring a movement idea.

Couments: Seemed to be pure enjoyment and exploration——difficult. to

3

consider .(reconstructing an earlier dance for pleasure or to sort,

;N

out or clarify in case of tricky movéments or to put new ideas ' or

movements into context) as viewer is not sure whether shape is from

an earlier dance.
Observer C

‘Behavior: Imitation

"Other Categories: primarily fascination with the movement or shape.

Observer D
Behavior: ,Monologue -~

Other Comments: pure enjoymemt of the sensation or feeling of the

movement, exploring a movement idea.

Siggificant'Issuesmfor Discussion

The teacher 8 affirmation of monologue has triggered an imitative

response kln \another‘ child, " revealing the "dangers" inherent in  the -

wa @

,'teacherfs procese. The child has responded.to the large shape, net the

~

‘details of the intent. .

Excerpt 5 ﬁaf;ﬁ?gﬁ N }f‘ e-f T Counceri#os1‘
The chllaren are in epaces, having worked on splashing gnome steps.
S ", . . end of his pathway; he saw the puddle and he went splash!"

. N
- . A



i

(Sally jumps high and landsvlow)' MANY CHILDﬁEN‘TRX‘THE SAME JUMP
"Very good, ‘that's it, but he wag very careful because he was made
of china . . . not.to land on his seat . . . he had to land on his

toes . . . let me see another splash."

Observer A

Behavior: Imitation‘

Other Categories: affirmation, primarily fascination with the - movement

or shape. ' L,

Obsérver B o ‘ ' l

”»Bphavior: Movement Echolalia

OgLer Categofies: primarily fascination with the movement or shapea

,?affirmation, clarification for self—satisfacfidﬁ"gpd for
Comments: Direct respoﬁse/imitatioh to teacher's-action.

W
SR

Observer C

©

Behavior: Imitation ‘”
btﬁer Catego;ieé: affirmation.
Observer D

-,

Behavior: Echolalia-Monologue . . = j QO

~ Other Categories: primarily fascination with the mHovement. or

idea}’

)

‘to monologue. -

 $ignificant Issues for Discusgion” .~~~

°

Visual qemons;ration‘has'led to imitation, whilst 1angu§gefhas_led ‘

o - -

execut igni®

Lt

shape.

Comment.s: _'ﬁessiéaf-écholalih; . Curtis--monologue; expidripg.a.movement



Excerpt #7 o - “‘ : | o o ‘Counter #110

The children are aitting in a c!rcle. They have been catching
bubbles on their hands.. "I think I could catch a bubble on ‘my
.+ (makes a shape with one foot stretched high) (a- chIld says
"foot") Where did I catch it? "On my toe. Tell me . . ' (sees,
Curtis make a ‘shape, ' then sits down again) that's right,,vCuntis,
make that shape again. Look at this, he did it very carefully, 'he
caught 1t on his back: - (touches Curtis' back) May . . . oh where.
have you caught that one? There (goes to another child) Maybe you
'could catch it on your knee. Could you show me a shape,When'you're
going to catch. it on your knee and hold it very, still;' (Claves)
‘Freeze.'" ' CHILDREN ALL MAKE. SBAPES (child ‘says and does - "I can
‘catch .1t on my stomach.') "You can. catch it oén your stomach, good "
Here 8 one. that's on two knees, (goes to touch) here s one that's
.on ‘one knee . . . that one might even be on 1its toe.

‘Observer A e

'Behavior§ Monologue and‘Imitation

i Other Categories: exploring almovement idea,lreconstructing an earlier

?: dance~for pleasureif

-Comments}'q Again thia is‘an instance of imitation preceeding monoloéue.
This speaks' to‘ the teaching process which intends "to tahe the

t,children Beyond 1mitation. N ‘J“‘. o f:f, EE 5

: Ohserver B | | o ) Co

BehaVior: EChOISIia - Mono]_ogue ‘ ‘ o o AU S R o

’VOther Categories: | (E) primarily fascination with a movement or shape,:

' f affirmation. : (M) exploring a movement idea, pure enjoyment of the L

sensation or feeling of the movement.f‘

‘f‘:'Comments' Initdal response/imitation of teacher -' quicklyfchanginé to

‘-exploration of the movement idea.-;



'~ Observér C .

Behaviorij lmitstion,sMouement Monoloéue '
. Other éstegories:»-(E) sffirmation.‘ (M):exploring.s mobement iééa.
Commentsf Girl in blue pantsévimitation. 'Curtis——movement monologuei
6bserver D “

Behapior' écholalis“

"Other Categories. affirmation.

'Comments: Several children immediately ¢exhibited echolslia‘ exceptt

Curtis who exhibited monologu (pure enjoyment of the" sensation ‘or ‘

_feeling of the movement) Girl in red turtleneck begins sequence* <

from beginning--she blows bubble on both knees--would be monologueﬁ

4

(reconstructing an earlier dance to sort out or clarify in case of

tricky novements or to put new ideas or movements into context).

Significant Issues for Discussion

The process shifts from imitation to monologue due. to the intent of.

the'tesching process. = . . - . . P e

. T : R L T L ﬁ:“‘ ; oy
L e . oL Y TR . ®
‘ o . R '"’f”’ SR ‘“" o ‘ o T
Excerpt #15 ._1, lvzv ! “3:pﬁ‘ R L, e T Counter #312 7‘_‘;_1
.‘,_‘0‘~ o - e ¥ f 3
. 'rThe children _are in spaces,, chianging shapes. (claves) "Make )
. another shape in the sky. autiful. - Look at ... o look at this L
. .star hqu% look at its. points (walks to~gir1) - Isn' t that a love1y,:
+ - star? od. .. . and it says hmm,, L e (runs to another child). .
" “look at.the stretch on this star, -8orgec 18- stretch .jg.?,T and on

"_Jessics star (touches) Nice _one, .
o time- it's going to’ hang very high in
‘Here We go. . (claves) CHILDREN

e
PEIURINS I

olnts) and one more. Thisjii
8ky.. ~Can you try . ,Chﬂt?‘fff
HIGH- SHAPES, . fiold tight

N IR P S . B
. . . ' et - ’ ot
e e N L . e ) E
LT N B : on e S L
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.. trying to sparkle .. . but ‘the big star, the big teacher
star . . . beautiful one (pointa) says, 'no star, that's. not good
enough' . . '. the poor little star says, 'I'm going to find a new -
- place in the’ sky' and he went off and he had pointy little skipa as
" he went, (demonstrates) and he travelled to a new place in the sky.
(clayes)  Off he goes." CHILDREN TRAVEL. '"And he tried. again."
CHILDREN FREEZE. '"Let me have a look at the shapes this time . . .

good one there : .. . and the big teacher star said ev o I don t

"know about this. I néed a star who can't just skip. I need one.
‘who can ‘gleam all over the'sky, (does a wide  high spin) ' with ..
shining raya of light coming out: . . .'and off he went. (claves):
"Turned, “great 'big high on-his toes turn and he made a new shape.
(clavea) (checks shapes) = And do you know the big teacher star
aaid *"that was great but we _hav® té have a shooting star."” " The
shooting star very quietly took "a deep breath - and, whoosh."

. (rughes across room) CHILDREN WHOOSH ACROSS SPACE. "Let me see ' .

you do that. He takes a.big breath and he ssshhh and hangs "himself
up. T . ‘ ‘

Observer A':

.“nA. [ o N

‘Behavior. Monologue and Imitation

Couments: Because of the teaching proéess the teacher asks for bothw
behaviors which the children provide——atarts to raise questions -o£l L

the teacher dominating the behaviors. -

%uwuB -

Behavior: Monologue and Echolalia ;

' Other Categoriea'j" (M) eXploring a- movement idea, pure enjoyment of the‘.

"

aenaation or feeling of the movement.e (E) primarily fascination?xii;;

N
B

! with the movement or shape, affirmation.,_f*} i3 _

- 3Comments.; The examples seem to be composed of the two areas—-some

"

T children imitating and some exploring-; Appeared to be m°re"~

‘u,monologue inf\the making }of star shapes and echolalia in thefdf

’ '7fijperformance of akipping/turning/shobting—-teacher demonstrated andl,




. Behaviort,\lmitationl

Commentp: Monologne——star,shapes."Skips, twirling and shooting star——

A

‘ ,0‘ Signifi(:ant Issues for Discussion'; »

OhgervereC '

[

Other Categarfes: affirmation.

~

Commgnts.\ Imitation—skipping. ‘ <Shape——girl..,in ‘green—fmovement

‘monologue——reconstructing "tricky" movement.. .

f
'

Observer D . o j' T SR

Behavior.- Echolalia, Monologue ‘ f o ’

o

‘Other‘Qetegories: (E) primarily fascination with ‘the movcment or shape,

N

fasoination with successive repetitions. (M) pure enjoyment of theAH~

-

sensation or feeling of the movement, exploring a movement idea."

a

eCholalie”‘then hmonologuer Jerny does her own thing. -"Pointy
, . - , @ . .

little”skipe"-JJessica immediately copies 58119}: L

|t o

.

ﬁ‘ ’L’he teaching process dominates the wb‘eha\?io'r-. Certain actidne'_,/‘

i

‘_“.;appéar ’tO‘develop‘imitaé!g; because of the skill level ‘of the child and

. the action requirement. 'm*,_ TR "‘,f"‘ S

§

Vet

-

K .

Excerpt #24 o Ce "5“‘3 Lo ' ﬂ'v o Counter #545

- 'l‘he children are: in spaces, . in pddai‘e s'ha'vpea.“ v"AlI those little_'f"
Ctiny . winds. - Are . :they ready’ “Are they: réady? - " Here they go..”‘

(cymbal) - .CHILDREN RISE. ' "And they'll have ‘to @in down'.'agsin."

" (cynbal)  THE CHILDREN, PLAY ‘WITH:THE'WIND IDEA EXCEPT FOR ONE CHILDfﬂri

%) WHO ‘HAS "STOOD. THROUGHOUT, - SOME STAND STRAIGHT .UP, 'SOME SIN - UP.

L . " r 3 . . -\» ' Lo
- Py . ,“ . . . L i

A

© e

DROP DOWN’ : OMRS SPIN DOWN-, - "Oh, “let's. watch this Heatherf._f'




69

wind ‘this time.t Baye you got your ‘eyes open to watch thiS‘ wind7'
Ready 0. K., . here's this wind we're going to watch. Got your eyes
"open? Here. that wind goes!" CHILDREN MOVE TO WATCH. (cymbal)
Lt HEATHER SPINS TO HIGH. (cymbal) HEATHER SPINS DOWN ~"Ooh now I'm
going fo blow you all " . L

~Observer A o E

. Behevior: ‘Imitation : . . S
-+ v . ' ' ' v ' ‘. . ' v ' S
~u0tner\Categories:‘ fascﬁnation with successive~repetitions, primarilx
" fascination with the movement or shape. t \j ff ‘nj: e

' Comments: = We . need to look at- “digyancing as 1t affects‘ imitation--I

— . . —

‘euspect that here[they are too close to a demonstration to have
: S ‘

" sbeen ablevto shift to‘monologue; ‘ jmt‘ a o R
' Observer B
Behavior: ‘Echolalia
‘. . . " o . ,_ ; . .
Q_ Other Categories. primarily fescination .with the movement or sﬁape;‘
' : N f -

affirmation, clarification for self—sacisfaction.c

_'Comments:_ Children aeemed to be concerned with repeating/imitating;

something they had. seen and were not into reinvention\or monologue.

- « .
. '

:‘Observer C C AR vtn'o
7Behavior.‘ Imitation, Monologue o ,"5}

@fOther Categories. (E) affirmation. (M) reconstructing an earlier dance

. . ,~

3 to eort out or clarify in case of tricky movements or: to put new

1deaa or movements into context.;uf?_;__;_f%__wé;ﬂ;@j;_wrw_J;;___
e T O UL A AR A ST
E;Observer D : ,F-m‘f:f‘» '_g S ¢
VABehavior. Monologue, Ecﬁolalia ‘iiﬁn"f l?’:.’jf<vi@;?“c‘.,;W"“'E(,$l*t"

.,?Other Categories. pure enjoynent nf the sensation or feeling of ther,”

yE movement. exploring a movement idﬁa-;u 
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. Comments: . Heather and some of "the other children were 4in nonologue;

’

. Child in red misses what the task is--she copiee others.
. N ' \ . ! .

11

‘An older.éhildo(ﬂeather) dan shift\towaf@s monologne.

' OTHER GIRL, AND THE BOY REPEAT THE/RISE, TURN, FLOP WITH THE MUSIC.
"THE BOY IS. WATCHING KARI CLOSELY SEVERAL OTHERS JOIN "IN NOW.  ON
THE LAST DEFLATING - THE BOY, STILL WATCBING KARI TRIES A WOBBLE.
Observet A’ : fifi'”.r;',i,  /Pf

“ Behavior,, Imitation - Monologue

. Significant Issues for Discussion

DN
.

-The children are sitting in sp ces. At Joyce 8 request, Kari isr
,showing her ‘balloon as it blowk up and pops. "Can you do ({t,
~ Kari's. balloon for us? There'

. music."™ - (music) .KARI RISES.

N . . .
| ' . P

. This: raises the retention of actions on the part of the children. .

"\ ,

.. Very yonng children imitate the moét‘importAntifeatures‘of‘tbeﬂuadtion.

. N
" 1 ’ V.2
: S ) Qﬁ”
\ / /F_ § \
. : - , ) : ’ : / ) . \ .
Excerpt #26 [ - R Counter #567
. i o -

Kari's balloon." I STARTS TO
INFLAIE "Wait for your music Keri and 1'1l let youfdo it with the
/A GIRL NEARBY ALSO  RISES WHEN SHE
HEARS. THE MUSIC BUT S IS NOT.WATCHING KARI. ; A BOY ‘NEXT TO, . KART

ALSO RISES. - "pid you see ‘the way: she let the air out?" KARI, THE

a—

4
/,.

Other Categories- (M) reconstructing an. earlier dance for pleasure

Comments. This brings in imitation of 1onger eequences. Again we needr ﬂ

to debate the subtle imitation-monologue shifts.ﬂ‘

o Observer B ‘fn‘f?;‘ ‘ '3"”*,c~ln‘fi'u“
Behavior-' Echolalia or Monologue ,ii."s 'if i“ . i:rvf' -
Other Categories' (ﬁ}.‘ fascination with "BucoeSsive '“repetitiono, .

?

primarily fascination‘ with the movement or-. shape.H _(M)~J§nrefj?¥

£

o



\‘

Al

.

enjoyment of the sensation or feeling of the movement, ekploridg a

¥

‘t movement idea.
3 };@phﬂenta: Having "not seen the preparation it is hard to know 1f the
S . . : ‘

. ; éhildren‘ have_ moved A4nto monologue or ate still 1n<che area of

A . . ,
~echolalia. » : .
| - / ) ‘ »
Observer. C’ c [ L - :
0 ) )‘ \ ‘ .
‘Behavior: Movemeﬁtjﬂpnologue ) L - .

' Othér,Categories: ) ?nfe enjojmené of tbefsenéacion or feeling of the:

oy

N " - : '
“ movement, exploring a movement idea. . . .

.Commean: Kari.

'WIObservgr D \’
Behavior: Monologue . . v
. . . \ "" e 7
Other Categories: pure enjoyment of the sensation or feeling 'of the
} towgment, exploring a movement: idea. . . T N ‘\ N
Comments:; Child in-red and white--féhuious interpretation.. Boy in red
. e ‘ n : .
'stripes copies her. A 2L
L . 'S e P .k“ . * oL . .
. ‘

) §£gnificant Issues for Discussién

.Iﬁi;atipnf -3"Mbnoiogue shifts are .shown according to the child's
Do - ) o : O -

ability to inﬁérnal@ze tﬁe'sedqencei

) . L : .
" Major Trends for Diacliéibnfiv . o | -
¥ . The 'téacher'sA;ftﬁrmatiqn of meiolbgué in one child.may tn{éger an .
_:'infficizéVreéﬁané in and%het*ght}dt#;hovéﬁer. thé‘chilq who Imitates in- l

V'.this“situhqﬁéh;fmay:'reépoﬁdiéo ;ﬁ%fgénéfél Shapexfather__fhan ‘to the
N . . . N o ‘ _

e : ’ L . . o . . " . : e
\ v p . .

2
7



decaila of the intent. Whén the teacher uses both a visual and verhal
process, the visual demonstration tends to lead to 1m1t;£1on. ‘bpf the
language may. lead to moqologu;. The teaching process may intend to lead

the children from imicati&n to-monblogdé. The skiil level of‘the child
.dﬁy, reéult in imitation of an action 1in a.yéunger or‘lesg experienced
child. Response to longer sequences méy be 1mita£10n or monologue

depending on the child's ability to intqrnélizé the sequence.

(s

Movement Echolalia or Imitation and Movement Monologue (11)

.
* -

)Three of the four excerpts in this éategory»havg been selected for

\

discussion. (Excerpt #25 may be found in Appendix 6.) |

Excerpt #17 ; s Counter {414
. R _

.The children are sitting in spaces. '"So if I start here and®I go,
Nancy watch this, "and I go all the way around here (skips), what
shape am I making? ‘'(Children: 'a circle') Alright, this time
dance a circle for me. Either a little circle (demonstrates) . .-.
18 that a 1little circle? .(' yes " Alright, or -a big .circle
(demonstrates) (children: 'a big circle') Let me see. Away you
go. big '‘circles and little circles. Ready for youx music.
(music) THE CHILDREN SKIP, MAINLY IN BIG CIRCLES.

Observer A o .
. . i - t .
Behavior: Momnologue

P

'i0£het Catego:ies: ﬁxﬁloring q- movéﬁent‘idea,~!pﬁre"éﬁjoymépt'of the

sensation or feéling of the movement. . -

,Cbmments: »Because“ the childten have bee; given'the choice. ;chpy 'éte
freed from iﬁit;tion and ‘shift’ intothonologue.'

FObserver B , "“ 'ufﬁJ?*‘ |

- Behavior: Eéhc;lai'ia B , N

,g.“,;:‘t.’ P Lo ,: R‘\ .‘ . ..':_ i ¢

.(I
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W 3 . '
Other Categories: primarily fascination with the movement or shape,

affirmation, clarification for self-satisfaction, reimvention.

. Comments: Téachér having demonstrated small and big circles may have

\hprompted imitation.
0bser§er”C‘
fBehaviAr: Imitation
Other Categories:‘ ﬁrimarily faécination with the movement or, éhape,l
ifascinafion with successive repetitibns.

tommente: Little one with glasses. -

-

Observer D

Behavior: Echolalia

Other Categories: affirmation.

Comments: children don't put in any of their own input.

Significant Issues Yor Discussion k

This raises the quest'iozas to whether given a chéice, one can

' claim imitation or moﬁoidgue is present.

e .
B ] E
Excerpt #19? ' - ) ) - T -Couﬁter #@82
_The children ,are in spaces. (Music) *THE CHILDREN TRAVEL USING
SKIPS AND GALLOPS SAYING 'POP' AS THEY GO. o o

Observer A .

_Behéviot: .Hoholog\_;e o




[ o 74
» ‘ : .
}o . . I

Other Categories: pure enjoyment of the sensation or feeling of the

movement, reconettucting”an earlier dance fot pleasure.

Observer B , ' .

Behavior: ‘Monqlogue

Other Categories: pure enjéyment of the sensation or feeling of the
movement, exploring a movement 1dea.'b

Commen‘ts: It was not clear why,‘ the childr.en iere travelling,. ;.e., yhet
"they were gxploring..

Observer C | |

Behavior:  Imitation N

Other Categories: fagcination with succes;ive r;petitione.

Comments: Little blonde girl 1r‘; black leotard.

Observer D A !

Behavior: Monologue ‘ C N
[ I . v Py

Other Categories:  pure enjoyment of the sensétion or feeling of the

movement.
]

‘Comments: Blonde child skips with just enjayment in mind.

“

Sigfificant Issues for Discussion .

! C A ’ S .
' ‘This raises questions*regardﬁng the background or experience of the

13

observers. The context is -difficult as the observer did not see L

- G

material leading up to this‘exéerﬁ;; P

- ) -



Excerpt #21 o o ‘ Cotinter. #504°

r RN

. The children have come to.sit in a big group puddle. ' "Heather, go
and' be a big raindrop and dance for us. . There ' she .goes. Big
raindrop.”  HEATHER SCAMPERS.  "0.K., come back in the puddle,
Heather. Sally, do you think you could make a really big raindrop
for us? Watch Sally's raindrop. Hey look what a big storm she's .
making. (Sally 4s an adult, does exaggerated skips).. Come in the

. - puddle, ‘Sally. . Who ‘else. would.like to go and . be "a raindrop?

(child: ‘'me'). Janelle, you go.and show us a raindrop. Oh boy .

. . . it's really coming." JANELLE DOES A ONE-LEGGED SKIP. "Look
at that one-legged raindrop. Come back in a puddle. Who‘ else -
would like to make a raindrop? Heather, (another Heather raises
her hand) go and.make one for us. Heather, that's a lovely
raindrop . . .-.go and make the ground all wet out there." HEATHER
SKIPS. - "Back to thed*uddle.,~ . . and now Cathy, off you go, big
raindrop, Cathy, off you go, .oh, oh." - CATHY SCAMPERS, ’Monica.
would you 1like .to go? And one more raindrop.4 MONICA -RUNS.
“Those are Trele’ tiny pitty—patty raindrops, aren't they?"

Observer A .
'Behavior: Imitation

v . ,.f\ ' ) . ! .
Other Categories: clarification’ for self-satisfaction, clarification
e o ‘ oo o ‘ '

for execution. - . .,

mments: | Interesting excerpt for the children beiieﬁel they vare

N A .. .
imitating, yet it wduld be construed as monologue. -When the. -

\teaching intent 18- to  shape a narrow skilled behavior then I

P . S : .
41suspect we must categorize as, imitation.

. Qbserver B

: Behavi‘r. Echolalia . ‘ ‘ ;" .

-»

Other Categories'vl primarily fascination with the movement or shape;“

= .
. . s

'tion, clarification for self-satisfaction, reinyention.

'V'COmments:V First child-—primarily fascination with travelling in space.

Sally demonstrated the children imitated in that they lifted

‘ knees. Mbnica's pitter—patter feet--reinvention. ’




Observer D ' . ) e

Behaﬁior: "Monologue

-§i§nificant'Issues for Discussion

_process prior to that point. The background and experience‘~of

‘Observer C ‘ o ' -

Behavior: Imitation

S o

Other Categories: 'affirmation:

Comments: All demonstrations.

Rl

‘Other Categories: pure .enjoyment of the sensation or feeling of .

t -

movement. -
. ARy, e C A

‘Comments: Heather,pJanelle, Saliy.

. . " e
' e ., . o !
.

' ~ Most important‘is the teaching intent and process.‘ Combined with

N Cw

the young child and skill ‘acquisition oné must assume imitation.. .

5
14

yar) v

v ; i Yy

Major Trends for Discussion ' - o l .
.

ny

‘ These. excerpts raise the quesfion of .contekt‘,'underatandiné

_ nature of the lntent is difficult if the observers have not seen

L)

v

‘;observér is important in these more difficult excerpts; { A;ain

« LI

order to acquire a skill.l. o

; .
P : * -

Dialogue and Movement Monologue = - L Sy

" "Excerpt #13

Counter #243

.

?e children are in twos, in shapes, 'in apaces. ; (clavee)

76

'
J' e

the

the'

‘the
‘the

: teaching intent and process are narrowing the behavior into imitation in_

R

"Are

ey still ;ound bubbles, though? Are they still round? Those two

. . . . . . . . o
- . o . L. :A. v
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are joined together (points). That's it. ' This one's over that
one. - (points) Those two are over each other, (points) ' Alright
I'm -going to put your music.on and you can write your ‘story with
‘your two bubbles together. TWO CHILDREN IN FRONT, A 'BOY AND A -
'GIRL, MAINTAIN A RELATIONSHIP, KEEPING AN "EYE ON EACH OTHER. WHEN
"THEY POP THEY LAND IN AN OVER/UNDER RELATIONSHIP. - TWO CHILDREN TO |

¥ THE LEFT DANCE TOGETHER BUT LAND SEPARATELY. 'THE SECOND TIME
ATHROUGH TWO BOYS AT THE BACK START TOGETHER, BUT ONE POPS DOWN TOO .
.~ SOON, THE OTHER 'BOY . TOUCHES HIS PARTNER'S HEAD BUT CONTINUES THE
' -DANCE . BEFORE POPPING DOWN TO MAKE A JOINED FINISHING SHAPE. . TWO
. GIRLS - ARE WORKING TbGETHER BUT ONE¢STARTS TO -SPIN AWAY, SO - HER
i & ' PARTNER CATCHES HER ARM TO KEEP CONTACT. . ’
Observer A L, " ' ‘

Behavior: Dialogue, Monologue. oL T
Commenta: Appeara to be frequent]& monologue in proximity to a partner

How are you going to establish the difference between real iand" ‘
v

contrived dialogue? " Stuld there be categories that - include other

. RS
PRI i N

o than breakdown of dialogue? 'y

ObeerverB B T o ‘L“‘

| Behavior: Dialogue'-—Monologue--Dialogue
Other Categories“n‘ (D') no ‘response by partne'r. . (0:0) reconat‘ructin'g

. Y . : ¢ .

H'~earlier,l dance for pleaaure, ‘pure enjoyment of, the s’e_nsation. or.
feeling of the movement.f (D) no response by partner:/i‘” |

Commenta?” Xhareness of each other in the shape making both at beginningfa’;

0

and ending of gance‘}hraee--»the "'-turning and dropping of the bub‘ble o

tended to be monologue., In the case of the boy and girl, the girl‘._

‘e : i

.,v;,moved to make .the shape with the boy--more aware of dialogue"j

'f;\situation.,, In _the ituation of the two girlal-one girl tried tog-

-."iﬂ_’:maintainjv the dialogue in turning and dropping but partner ;did notf

7 ;Gspond.‘,, R , SRR “ AR




‘Obeerver C

‘Behavior: Dialogue

Comments: boy and girl 1n first part —dialogue. Twé girls in ‘secondf

a

part-—dialogue, 22 response by‘partner to dialogué.
Observer D o . | o | o - ﬂ
 ”Coumehts: _Matthew and girle—realiyf*iﬁﬁerpree ’weilj et: beginuing;
| ‘.Michelle and partner don't work as pertuere;-monoio;ue! Jessica
“and Allyson know they ‘are a pair. - k '!. B

“I‘Commentsvﬂ

_Observer C

éiguificant Tasues for Diseuéeiou'

o

’ “. o ) . .v‘ '.’ ‘v t
‘'The |, context A and 38tructure of the dance leads to dialggueﬁﬁand

ot : : ‘-
monologue. '

;»7Behavior. Dialogue e N ) yffffﬁ'ﬁ

fInvo ed in a structure which 18 replicated and extended upon

affirmation and reinvention of echolalia.”

“78 |

U g
v ¢
Excerpt #35 S - '; i ,'_l,;‘ | :' o " ﬁ" ‘Counter #668
| THE' CHILDREN -ARE, DANCING . THE BUTTERFLY DANCE WITH THE.MUSIC AND ‘NO g
| GUIDANCE FROM JOYCE R . | !
> 4 . A . o N o . R, )
“Observer A “ ‘ :‘ji"" ;_eﬁ%'” « s
"Beh’avierl. Dialogue R = : y
4[? Observer B! :;f; ;‘iﬂf .ﬁﬁ ? f ?A‘ .“3‘n u' ‘{#,“*;i _;f,ﬂ ‘ Qifh

et
-
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: - - X
‘ ‘ -
\<

\ Commehts: ,'VERY CLEAR SﬁARING SITUATION--also movement vmonologue—; :

feconstructing an earlier dance.

- -

Observer D e
Behavior:‘ Dialogue - . into monologue. ‘ . R | L ' s

Other\Comments: - (M) pure enjoyment of the. sensation or feeling of the
movement, exploring ' a movement idea, reconstructing " an ‘earlier_

dance for pleasure, recomstructing and earlier dance to sort out or

\* ' clarify in case of tricky movements or to put new ideas ' into
. "\ ‘» . ‘v '
context. '

-
.

Comments: Working with »each other in a.pattern but iuterpreting the
A movement 1nd1vidually--not structured——where children .work with .a

fal ‘

. set’ ’ partner. 1 Children are working ,with .partners but  are

‘interpreting the movement on own.

' Siggificaut Isauesjfor Discussion s ) .

.Q “ ‘<‘:.'

A question regarding the behavior categories is raised‘ when

ﬂmouologue 0ccurs within the structure of dialogue.'f S

_}.Hhi;rvfreﬁagVfbr,Diecussiou-r'% ]‘“

e e

ToLa

The context and structure of a dance may Iead to dialog‘i} and

'; mono1ogue.: When monologue occurs within a. dialogue_ structure, »51 :

?‘:quastior}is:tais d with reference to the categories. ‘;'f 'u‘ﬁ 3xj$;7eﬁt’
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Dialgogue and Movement Echolalia or Imitation ' '
, ) ‘ _‘-: ) o ‘ R ‘\» ‘ |
Excerpt #32 B :QT~;hU‘: o 1f o ‘Counter #627

The children are sitting ta"a group watching parts of children
skipping "magic circles”: - one child skips clockwise while _the
other skips anti—clockwise. THREE PAIRS -OF CHILDREN SKIP THE MAGIC™
CIRCLE. - THE FOURTH PAIR CANNOT GET STARTED GOING IN OPPOSITE
DIRECTIORS. :

N
oo

Observer A

Behavior: .Dialogue , 14 ) L ‘ ; v ;
‘é;mhents.ﬁ‘ Do ' we not have categories for the success ratio rather than

‘ the breakdown?‘ﬁ?‘ | o

"6bserver'B o fjh¥hﬁt | ‘iui
<Behavio§- Echolalia p‘: .\; ‘_Nh 3 ‘xﬁf..}: L :
OCHeguéatﬁsoriep; affirmation. iW&.J nm'i%.g.'.:t | " ) { -
Observer C I ';,".‘ | “’ ’fTQJ ‘{! '.ih[:‘g o : '.U' fﬂ?‘- :
Behavior*L biaiogue" ‘ ,ﬂ‘ ' | ‘Y" , o e
'Comments" Both seem to' knaw what partner is doing.l‘gyy :'h_ . j C

‘ o - . r L . C . S e
' dbserver D o "5, " n}%' R -0 - . 'f'
| behaviors Dtalome . . . . .o lien T

“Comments:,“ Successful-—otheg than two children in pink getting confused

5 'somewhatut“"




- 4“'

C r . ‘ o . o - v

KR

diséuesion. (Excerpts #4 #9 #34 ‘may be found in Appendix 6.)

Ca -
"Ohserver A 7“‘,:\ o L . ”J."t“ . o
‘iﬁBehauior° wudnbiague

‘;'Comments., Monologue in spatial proximity, but does not appear to become

. Movement’ Echolalia or Imitation; Monologue and Dialogue = =~ -

\
a N

"'_Four‘of the‘seVen excerpte in this eetegory'have been selected -for -

x v

. Excerpt #16 R T : R o Counter #374 '._'

Two children are together, one high; "one low. ' ‘The‘rest of'. the

:‘class‘_are_in a ‘group, watching.  "And off goes Jessica ‘shooting
star' . .. .. shoots away .- . . .and she jumped . « . and freezes.

(claves) - And .the little one says, 'but now I'm such_a good.star,

~ you watch me-too' ., . '. and she.goes and she shoots'. . . (child .

Joins the first one) ooh. Do you think you could do 1t with a
friend like that? (children say 'yes') Welve j st‘got time 1f youl

' ' hang - yourself up with a friend--a big one an little -one.
'CHIEDREN GET - INTO SPACES WITH A PARTNER. "Now if I come’ .around

. ~ Just listen . « . I can tell that this one was going to be .

. the big sta?. (touches boy) This one ‘thd' 'little star.
“ . (touches) If we put him even closer, (picks up Yow star and moves

him to his “partner) .we can see :they're together. (Helps to

"vorganize children) Hére's the music ready for the. grown up star,’
to go first (mnsic) .*. Off goéa the big one . . .. skipping
star.”  (Sally cues through Tusic) MOST PAIRS COMPLETE . - THE' STAR

. 'DANCE, ', ONE GIRL IS NOT JOINED BY HER PARTNER AT THE END,’ S0 GOES

-.TO JOIN HER., . o S

P

v

.

\.,\,_v
e

dialogue..' }, . again the teaching process "dominates ‘rthed' :

on-.the,,
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o the ‘majority "chanéed‘to skipping.' Many wanted to turn as ' they
-\ 4, 1 o R .

q,q(‘ ‘, > - "

VWW qwf q:qvelle&ﬂ“ With the teacherAs 1nstructlons the children moved tin R
) J\ o i ,,' . ' - , ., .
LT ‘ ‘ &n’&n ‘ did not reform theirr relationsb‘ips.‘ It appeared el‘So‘_
b | _ /that they were still involved with the exploration of the movement f
4 N. ; . ,‘ Y EEEN

1dea, therefore unable to atténd to qhe relaticnship :5

'Obeerver,C ‘ ‘. T fv . ‘ o ,‘l*\
Behaﬁior: Imitation, Dlalogue ‘ .
vl : . ‘ \
Other Qatagories (E)<reinvention,- - ' .‘_l‘ lh
Comments?§' The demonstration is imit tion; C'Dialogue in pertnere (tho« |

s \

. $ o U
boys in black) vSomesbreakdown because of lack of fascination with

movement." ‘-« o c . T ,gh-
R ‘ o . ‘
Observer D ./, *, , ' .y
- "‘\J: . ; [ ' » .
Behavior:- Dialogué b L R
. L:Comménté? Curtis [and‘ boy  cued . right ‘t partners, super’
‘ Al interpretations-—knew all of he sequences. Christopher and'ﬂp
Matthew broke down--Christophe? did not join in—-no respdnse.'“‘,.f%"
: o i . | K . " '\\ L
,§;gnificant,Issues,fornqgscussion I
L | T L - ‘6/- S ’y!‘.‘.-_‘“r .'. . s . e R , )
”ﬁture of the dance and the teacher emphasis choloor"j the
LN ‘ ad s st A
children & ability to- achieve dialogue. ; ,fﬂ T e
,;~f- '7“h S s ‘,5‘ G e e S e
§ ‘ " - d
e . T . —

‘sitting in a group with Sally theA‘record 5
;She is verbally clarifying the”sequencing‘of a dance.




"The story about two people . . . two friends . . . but this day .
.~ .they're not very friendly. This day they are mad at each other and
| they say .. . . 'you are very naughty, (wags finger. ' Children join
“ .in the words) you-are very maughty'.” . . '(Sally puts hand on her
* ' hips, . shakes head) no, no, no, no, no'". ,TWO GIRLS, JESSICA AND
MICHELLE, IMMEDIATELY PUT THEIR HANDS ON IHEIR HIPS '"And' they . go
right around, don't they? ‘And ‘then they decide. they're oing to go
“fforwards andkbackwards. Let's listen to the music. Stay where you
S are. ‘ s S e :

' Observer A

‘and.Dialogue e j"”‘.; : %g\ : .

! repétitions,

Behavior: ,Imitati
- ‘ s . . . R
" (E) fascination. . with successive.

tion. e L .

i) “l‘}‘-'l [i - , N . . v . * \ .

) Comment3°‘ Dialogue 1s predominant because in fact the.teacher is the °
. . -partner. However' I suspect you intend imitatdon. S

v sterver B

Loy N
.
» e

Behaqdor. Movement Echolalia ; ' o }fw
. B -

Other Categories. primariiy fascinati : with the movement‘ or shape,

fascination with successive repetit ons, affirmation. )

3 Commengs." Replica;inni_nf teacher,seannions__one assumes this wds . the

firstl cime they had seen the action anq, heard che story.:;‘ i

Obsefver C"“””7i?a“.g§f u:& f;*w

A ‘-.,

\‘

Behavior.¢ Imication or Movement Monologue T

dﬁfE:;—Categories-' (E) affirmation. (M) exploring a movement 1d¢a.f;¢f

Commenta Baaed on blonde girl in ted.
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"na.'\' .

. .
i

f .Comments~' Again.l think that the teacher is the partner,. however. if -

- lﬂ'Observer B ‘?"ﬁ‘f:{f -f:.hj;i‘dgkfi

;u”Behavior" Echolalia — udqaiagdif,‘?*“7‘?f‘

e N . ' . o
vt . » . . 0 o "
S K , . o .o R . ey
) . . .
i“

ConmentsE At .the beginning of the sequence a child immediately imitates

’Sally 8 two finger people. ‘ Jessica also exhibits yery expressive
: ‘qﬂ‘ ‘ . S
;” d‘n‘ca:ion. ‘ Majority of ‘the. group are involved in the discussion.h.
s 4 o

¥

N

Boy in the vest— onologue—-he uses the idea that, is presented butﬂ
' | : ® :

.folds his-arms instead of puttinglthem~0n\his hips.
L " ' v ,»’. -0" ’, ‘IAI.‘

LY

Significant Issues for Discussion h : ,

¥ . ' o,
‘ LA cT e

Inh‘the teaching process the teacher will shift easily from lone

behavior to another and the children %’ill tenf to affirm each béhavior.

Excerpt #6 - "”J ‘ o \’- a C Counter #094, el

The children are, sitting in a circle withfﬁally,',whoﬁhas her hands °

' cupped in front of her. "I'm going-to blow them in the ‘air first.

"' (does so, looks and rises up‘a l1ittle) Aah, that's. ib, watch your,

bubble."” . TWO BOYS KNEEL UP, REACRE UP, SAY "POP." "1s it,coming

down? No, .no, . .domn't break it,« keep,it very still, hold still,
- " (Sally gets up to move 1nside ‘the circle} Now look at this. : Look,
-, "he's got a great big bubble on those hands . . 3. . (touches child) -
' she's .. + « ooh, she s caught hers on one!l (touches child) His o,

two fingers C e (touches child) . Look" how high she-reached wi'
L hers." (touches girl who has’ caught her bubble quite high)
o CHILD REACH UP IMMEDIATELY _ .

. ‘,\,.\

Observer A

D

. e . .
v . . ' . L
AT £ e -

. a0 .

Behavior'~ Dialogue, Monologue R ',:‘ ST »

. ' L o -
Other Categories.', M reconstructing'an earlier‘dance for’ pleasure,f

ENRY

pure enjoyment of the sensation or feeling of the movement.t N
» \ “ ’ "‘

'4 *.,

Vthe teacher is not theipartner and this is' process,t then he*f

children reveal both imitation’and mon@logue...:pfh' -

' e | .



Vo ",'\ ‘ Tt “ . 85

!
N | | . N
. Other Categories: (E) primarily fascination with \the movement or shape,
\ ' B
. . N " \ ‘4‘,,.
‘\\ * taffirmation, clarification for self-satisfaction. (M)  pure
“ " "enjoyment of the sensation or feeling of the movement, exploring a
L] .‘\ ' i
" ‘movement idea. '
S €
\ N .
“ Comments : Initially imitation of teacher's action, then  own
" vy N
: “x “ interpretations (bringing two fingers high, etc.).
. Obsérver C
‘Behavior: JImitation ﬁ
_ o «
‘Other.Categories: affirmation, reinvention.
. A
Commént§: Child.in white turtleneck on knees at beginning--reinvention.
s .
Observer D ‘ ~
Behavior: Echolalia
Other Categories: primarily fascination with the movement or shape,
A

affirmation.

Comments: Boy‘ in white turtleneck--monologue--he has bubble explode,
also boy 1in grey/blue shirt who continues :l explode bubbles 1is
“exhibiting monologue—-pure enjoyment and exploring. Majority--

echolalia--the girl who caught bubble in one hand reinvents.

Significant Issues for Discussion

The teacher as partner placthis, in one observer's opinion, as-

dialogue. This issue needs clarification.
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Excerpt f18 " Counter #430
N : '
The childrem are sitting in a group watching Joyce and a child, who
is kneeling. "And I'm going to blow her. When I blow her she gets
bigger . . . whoo. +(child rises) Now I'm going to make her float

through the air (twirls fimger) . . . whoo. I'm trying to turn her
around. My. bubble won't turn around . . . whoo. (bubble turns)
I'm going to put hey down on the ground. (Blows child downward,

child sinks). (Joyce laughs). Find yourself a friendly bubble and
blow them all over the place.'" THE CHILDREN SORT THEMSELVES INTO
PARTNERS.  VARIOUS EXCLAMATIONS 'I'M GOING TO BE THE, BUBBLE' SARAH
BLOWS NANCY, WATCHING HER.. (Joyce talks) '"Blow your bubbles back
d ." NANCY.BLOWS SARAH. TWO BOYS WORK TOGETHER. "And blow them
b§:: down to the ground. Blow your bubble back down, Melissa. Now
here comeg your blowing bubble music. Ready?"  (children talk,
'now I'm a bubble'), Now decide who's the bubble. Here it comes,
blow your bubbles." (music) SARAH BLOWS NANCY. ONE CHILD IS A
BUBBLE ON THE FLOOR BUT HER PARTNER DOES NOT BLOW HER. NANCY SPINS
T00 CLOSE TO THE CAMERA, SARAH PHYSICALLY GUIDES HER BACK INTO A
SPACE. THE BUBBLE ON THE FLOOR IS SPINNING,‘BﬁT HER PARTNER IS NOT
BLOWING HER. '"Down goes the bubble."

Observer A

Behavior: SRtfts from Monologue to Dialogue or Teacher and Child
Dialogue to child and child Dialogue. P

Comments: The Decision making process has been handed over to the

children--again the open process prémotes the behaviors--these
shift back and forth between monologue and dialogue.

Observer B

Behavior: (Dialogue situatién) Echolalia

Other Categories: primatily' fascination with the movement or shape,
affirmatioﬁ, clﬁrification for self-satisfaction, reinvention.

Couments:. Teacher &emonstration with child--echolalia as chiid is
'respénding te teacher's cues, both verbal and non-verbal. A
dialogue situation in which the childrg; seem unable t§ dance the

different toles--ohe ‘blowing -and one moving--no‘ interchange
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(response) between " partners——qui

"blower" followed without underst

-

" Observer C

. Behavior: Dialogue, also monologue

N

Comments: Sometimes no response, 1

sensation of ?jving (not blowing).

~

~6bserver D
Behavior: Dialogue (after much discus
Comments: Blonde child in dark suit

'not break down.

Significant Issues for Discussion

t

"This 1is a similar situation 'to th
. .

dialogue or manipulation or spatial pﬂ

Major Trends for Discussion

'

The structure of the dance and th
an effect on the children's ability to

the teacher changes between processes,
¢

Y ogy

.
~

te ofcan the bubble danced and the

anding role,

|

nt%rruption. 'In monologue enjoy

);Q

~

sion!)

Pnd’paftner cdbperacéd weli——did
|

| .

! -

l

L playdough (excerpt #8). Is this

oximity?

e emphasis of the teacher can have

achieve a dialogue situation.) As

the children tend to:affirm ch

"behavior. The category of dialbghb* requires further explanation;

teacher/child dialogue, manipulation,

/

spatial proximity.

In order to facilitate discussion the major trends are repeated

here.

(3]
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Major Trends for Discussifn .
/

' .

Movement Echolalia

Through contextual control, the teachers use visual V%ﬁﬁ verbal
A
. . ANV
technique to draw the children towards 1e§tation, allowing the children

to acquire a skill and expand movement vocabulary. The children are

fascinated by demonstrations of the teachers.

Movement Monologue

When the sensation of the movement takes over, monologue may

appear. Knowledée through prior experience alldws the children to’

explore. . Reconstruction of a dapce or part of a dance enables children

to acquire monologue.. —
' ~
Dialogue : -

v}

. The structure of\the dance may'presume dialogue. Issues are raised

on the nature of dialogue. When the dialogue becomes cpﬁplex. the child

tends. to use mogologue and imitation as a means of simplifying the

o

31tu5;16h. S ' , ‘ .

Movement Echolalia or Imitation and Movement Monologue (1)

-

The ‘teacher's affirmation of-monologue:in one child may trigger an

. ——

imitative response in another child; however, the child who imitates in

this situation may respond to the general—shépé rather than to the

+ BN

details of the intent. When the'teaéher uses both a visu and verbal
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proéess, -ghe visual demonstrétion tends to lead to 1mitation, ‘but the
“language may lead to monologue. The geachiqg proces# may iﬁtend to lead
tﬁe children from ipitation to monologue. Thé‘ékilf lével of ghé'cﬁiid
may& result in initiation of an aétiop in a youﬁgér'or,less lexperie;eed

child. Response to longer sequences may be imitation or monologué@$

. . L

depending on the ch8ld's ability to internalize the sequence.
. ’ 'y ’ \

\ o . .

Movement Echolalia or Imitation and Movement Monolggue_<ii)n

. . ‘\ ) ‘ SN
These excerpts raise the question of context; understanding !the

. N g

nature of the intent 1is difficult if the observers have not seen. the

. ‘,-E
process prior to that point. ' The background and erEr%ence of
observer 1is important in these more 'difficult excerbts. Again '. the
teaching intent and process are narrowing the behavibr into imitation in

«

order to acquire a skill. o ’ +

Dialogue and Movement Monologue

Lo)

The context . and  structure of a dance may lead to dialogue and

14

monologue% " When monologue occurs within a 'dialogue structure, a’

[N

question is raised with reference to. the categories.

Dialogﬁe and Movement Echolalia or Imitation

- .
-

. H ) : | . R
_The ' category for Dialogue may require some sub-categories which

allowﬂfof success. - . J/ | . : /—
o. /" N ‘ ‘ | - /‘
- /- / :
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Movement Echolalia or Imitation, Monologﬁe and Dialogue

. 1
J i
e - .
T " , e \

. : f . ' ‘
a ) o . e N '

* The structure of the dance and the emphaeiﬁ.ofﬁtﬂe teacher can have
an effect on the children's ability to achieve a dialogue situatioh. .As
: ‘ o B

the teacher changes‘between proceeées,‘ the children tend tovaffirhigach

behavibr. The category of dialogue requires further explanat%pﬁ;,

teacher/child dialogue, manipulation, spatial proximity.
. D - A
Summary' ' . 3 h

1

This . chapter describes the categorization of the 35 ‘videétape

excerpts of‘childran's creativé,dance, and explains the organization of

- N - .

. —

the d;Ea. .The data, cgg?isting of 25 of the excerpts togethér w}th.the_

observations)\ and comments of the four observers are described in ghis

section. Significant issues‘éme:ging from the context of the videotape

excerpts and the observations are iﬂfro4nced for dipcuésion in the

following ch&ﬁcar. Thq_‘remaining 10 excérpté, considered " by the

F

reﬁéarchen to contain information/vhich has recé?ve¢ attention in 'this’

A ' CLE
‘chapter, may be found in Appendix 6.

i

-

(S



CHAPTER FIVE

Discussion of the Data, Conclusions and Recommendations

-

Introduction

.

fhe . purpose * of‘ this chépter .1s to address the two research

i ~ques;ions in the lighf of\theftheorefical framework' outlined in Chaptér‘
‘Three together with the data,describéd in Chapter Four.

,’Iﬁitiglly question one is examined with refe:eﬁce'to the content of

the videotaped‘éxgérptslof childrenfg‘cfaative dance and the information

‘supplied fy ghe,coﬁmentq of’the four observers which are ;elaxed {; thgi

‘thebrggical“fraﬁework. . |

Question“ twob 1;;‘then‘discussed with refe:gnce to ‘the language-

!

e . , , : ) N
creative dance framework drawn from current literature and :h

related *

(I

responses of the four obsetvers to the videotaped excérpts.'

Finally, 'an'.attémp;-fiq made‘to‘drav.somé'”conclusion _from " the"

discussion of the two.research questions, to make some recommendations

for 'furthgt‘atudf‘andffdf pdésibleﬁuée@‘bf the descripfbré‘of"éréqtivg
| \“. | . w ./ |
o -_ ' - 2“ ' - :

. B

"dance.

- ‘{.

. "Question One” - S : S | /,h

B

= Whé;. 1s the nature of the developmental proéesses:thac appear to =
. X " : Co . s /. . . ] .

L : U A ' Lt
. ‘. operate as the three- to seven-year-old children, 1in the source -.
Net o e - S o ‘ Tt

— . b . . . Yot * -

. . L P i
/ =
AR Y . )

t
). .
4
'

Pl
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videotapes, are introduced to creative dance and acquire early

o

experience in the activity, including engaging in partnerwork?

It 1s realized that in an examination of 80 complex an area as

developmental proceaaes of young children; the researcher must settleg

P
|

for less than a perfect‘explanation, but one that 1s informed”by current

knowledge of literature in the field working with young children and

checked’ affinst the insights of the experienced observers involved .in

this study. - This section incorporates the three perspectives in order

—

to‘formulaté an answer by a process of triangulation.‘ “

"

An overview precedes the discussion for- this question which is then

fdixided into the areas of movement Echolalia or Imitation, Movement
. \ g

Monologue and Dialogue. followedrby a summary. ‘

, v oA \

\
]

1

- An Overviewaof theiDeVelopmental1Processes

!

The developmental'processes toward dance in partner-relationship”.

)

suggest a spiralling pattern where. individual elements emerge and récur
a8 vital precursors to dialogue. Although one element may appear before

'another can operate,l the recurrence of earlier forms of learning show

’

‘that the process is not a definite hierarchy._. . .

The turn-taking between teachbr and child emerges,- often in the

guisegb of echglalia as the roots of the dialogue situation, both in

d

T

format and social intent. Movement echolalia and deferred echolalia are7
“a -means for the child to acquire new vocabulary and place that new‘

knowledge within an appropriate context.‘ Honologue with its offshoots‘ '

L
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:of internalized movement and addressed movement is the way in whith a
child explores movement within the context of imagery and meaning.
Q‘AnThe child’ : ability to dance in- partner relationship with a peer
also‘ rests'-upon additional knowledge (element of' dialogue) which {is

learned as part of turn-t aking, echolalia and* monologue situations

o d

hovement‘ﬁcholalia or Imitation

The' situationsvwhen the child used movement echolalia or‘imitation

are separated into two major sections: .

1.“ situations when the teacher either intentionally or unintentionally

!
"

narrowed the response of the children’ through the teaching process.

2. . situations when the demands were beyond the understanding or skill
‘' level of ’the child. o R

.Both of these clearlv indicated that it was the teaching process ‘which
came under close‘examinationl ‘ e ! '

. ¢
i ?

1. Situations when the teacher either intentionally or unintentionallz,

narrowed tde response of the children through the teaching proceas.
In this section the teacher may have cause to narrow1the responseiﬂ
H

of" the child in order to develop automaticity in the - practice ofhl;“

'

executing a new“*RIII ‘ such as the skip or gallop.' Alternately, the -
response may . be narrowed in order to provide further information ‘or

expand ‘the - child's movement knowledge or. vocabulary— by offering an: i

\

3 alternate method of response to a task h Contrary to. suggestiqns in-

EAER ——

literature that imitation 1s restrictive, it can be suggestedithat 3_he;""“

‘o

S

| A
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reverse is also possible. Both causes are'similar in many respects. for -

‘inAinng the one ‘the second may be. achieved " but it is the intent of the

teacher that differs.‘=‘

There are several ways in which the teacher may narrow the response
with these goals 1n mind One method is by the use of a physical
demonatration, which provides an immediate\yisual model for the Child

who may then try, within limitations, to reproduce the movepent. In

Excerpt #20. the: teacher enlarged her skips to draw the attention of the

*

children specifically to the hnees with the intent that the: children try
that response. This appeared to follow the pattern established in early
childhood when the adult and child establish turn—taking as in " "watch

me, now you try‘it. Thus the child may respond to ‘the action for-

‘affirmation '(I can see it, I can do it) and/or clarification for self-

aatisfaction (see 1f I can do this). A danger in this process may occur

when,’ as in'Excerpt #s, . the teacher verbally invited the children to

explore an- idea; and at the end of his pathway, Qé@ saw the puddle and

‘went'splashl", while'at the same moment physically demonstrated?a single.

response _.as’ jumped—high and landed low. in this . instance ’the

.vverbalization suggested monologue while the physical movement suggeSted

‘.echolalia. . The children may then respond immediately to the visual

~

‘model rather than exploring the idea. ‘The - teacher unintentionally:
”narrowed the behavior of some of the children despite the language‘f he'
'hAvused. This also points to the fact that in echolalia the teacher limitszh? 3

“»sthe choice given to the child, whereas in monologue the teacher opens ’

"‘the choice through a variety of demonstrations.‘. This has }important‘

4



wr // . s
' o y . B .

‘ . : v, / ‘ Lo .
k) “ ‘ . A
implication. in 'the literature on creative/dance which tended solely

’ . I
. ;oo

towards monologue. n// '
. Another instance where the teacher//ay use the teaching‘process ‘to
lead the. children to imitation is by/drawing their attention to ‘the

response of a particular child or an?ther adult. An example of this was

seen‘ in Excerpt #31 when,the teaéher uged an adult to demonstrate

"popping” in order to add a turh to that action. The next child td'
R A
offer to show her ' pop ‘made a/clear and accurate imitation of what she
- * o ‘
' had just‘seen. ‘ o S I

A demonstration by //he child offers-several 'reasons- for other

children to use echolaliaA‘ They may then try to achieve a similar

»

movement or shape, . partly due to the genuine desire to see 1f they too

‘ "do" /

. can, ‘whatever /the " novel movement or shape may have been, and
“ / i . .

possibly-partly d;e/to the positive attgntion bestowed upon the selected
child "In Excerpt #26, Eric watched intently as Kari showed' "her
balloon and then attempted to’ incorporate the‘ wobble" of". her deflating

,balloon ‘into his own movement . The wobble had fascinated Eric and was

sufficient y short and clear for him.tq.attempt to imitate. . He ignored

the infl tion. . S h, S _“ -
prov to narrow the response of the éhildren in a somewhat negative way.‘

iis. may occur 1if the teacher is leading the children to further[

/exploration and wishes to add ideas,‘ other means of thinking to theirn o

vocabulary. Unfortunately 1t 1s, possible that a ‘child imitating another?»’,_-' ,'

-

‘ whosershape-has;received attention, may imitate the general features off g

4
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" the movement or . shape rather than responding to tpe details of the

intent. 'ln'Excerpt #2 : the teacher s fiﬂ!t comment ° about the shape of
the child she had noticed was, "Look at this upside—down shape here, at
‘ which point a boy in the camera range changed his shape to one like ir.:"

Th . next statement of the teacher was, "[See these’ fingers and these

toes\\\ She s really got them stretched " The intention was to focus

r upon the ch d's awareness through the extremities of the shape,‘ rather

pside-down" feature, and the boy who imitated missed this.
The foregoing excerpts indicated that the teacher narrowed thé .

', behavior to echolalia in order for the children to develop automaticity

~5

in the practice ,of executing ‘a new skill, to provide further
information;"Of to ekpand their movement‘knonledge or“vocabularr‘ by

‘-(. v (Y

offering an alternate method of response to a task This proves to _be

4

similar to the circumstances that McShane (1980) describes where‘ the“

mother shapes the language of the child Suhsequently in relation to
research question #1 it vappears‘ than,as \the ‘teacher narrows_ the

¢ i

behavior, the' children dre extending their knowledge, showing: that

echolalia plays a part—in_ths__developmental processes involved“in ‘

- creative‘dance. B “\',, o .:' SR e
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2.0 Situations when.the demands were beyondvthe understanding or skill

level of the;child.; .qu~' ‘4“\\.
Co e T

__1,‘.:'}:. s

A ' n .
This section describes the use of movement echolalia or imitqtg:

v

‘ N . “
: ,‘even when ‘@ teaching procésa focusaed npon monologue or. dialogue. ;

2 l

“Three different reasoqs for the use of echolalia in this: context

» N o \" . a .
.,~ S N L

-~ . . 97
A . !
, 3 Figure 4
Situations Where the Teacher Narrowéd thewResponse to Echolalia
Teacher Actions . e oo ‘ ‘ N Teacher, Intent
o oo LA ‘
N I
‘ ’ ) . ,
' leading to one .
. ' or more of o S
LI '
kN "
} ! \ ] ) ‘ .
"Ph§sical demonétration. . PR . L . ' 5utomatid1ty of
' 'verbal information by-teacher . a skill
. . ,'Q‘. . ‘\‘ ' v- . “ . Lo \ . . " N
. } ) \ ) . ‘v‘ .
”Attention drawn to b+ e v alternate method
‘another child S T . , of response
Demonstration by another - v ; ‘ o specific feature
.adult B S o I of a response

"o dn .sitnations where the childsappeared to "fall back" to this lresﬁd§§eni~'

-

: appeared" in the event of complicated or confuping verbal information '

‘ .v~<

v

i from the teacher, when the action rquiremen% was too difficult, and if

the dance sequence had not been internalized

LN A . ’.. »

A Los . .. s m e

)
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An example ‘of "language simplification'" appeared in Excerpt 24
"‘when the teacher said, "And they'll have to spin down again." Some of
the children immediately "dropped" down while others cued from these.
They understgbd that the "wind" was blowing them up and gggﬁ, but

sqreened  out the word '"spin," which was more complex. The

simplification put the action within the comprehension or ability of the
v ,

imitatihg children.

The children may "fell back" to echolalia {f the action requirement
is beyond their skill lev;}. as occurred in Excerpt #15 when some of the
childr;n appear;d‘to imitate the more difficult movements of the, star

dance, such as the travelling while turning. .

Another factor causing echolalia occurred during longer sequences

of movement as in Excerpts #14 and #15 where. the child may not have

internalized the whole dance and needed to use visual cues.
&

These excerpts indicated that the child may.need to use echolalia

—

during monologue-or dialogue situations}

¢

figure 5 a y

. ‘ . : . ‘ Am
Situations Where the Child Narrowed the Response to“Echolalia

B
¢

Complicated or confusing
verbal teacher-information

- Vo

Action requirement PURPOSE FOR Simplify situation
too difficult "' = T <, CHILD to a manageable

- ;;;/)/, | - . level

fLongef dan¢§f§é§uén&e -
that has nof ‘been
internalized

Na
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Insights from Echolalia

Despite being able to observe situations and occasions when the
-

child utilized echolalia as a means of learning, 1t is difficult co
believe that the child was in acéuality imitating at all. Frequently a
g{;uation occurs in dance with young children when the teacher tries to
add an idea or movement to the child's vocabulary either by
demonstration or drawing attention to the movement or shape of another
child, whereubon another chjld makes a similar movement or shape and
exclaims with deiight, "iook . at what I've done!™ or '"Look at my
balloon!" Dimondstein (1971) describés some movements as being foun; by
"seeming imitation" which the child may do in order to incorporate the
movement ''into his own" (p. 11). To that child, echolalia 1is
reinvention--that movement or shape, even 1f it appears to be direct
imitation, now belongs to the imitator who has reinvented. it
for himself. This reinforces the language literature which states: "As
children hear themselves echoing . . . they reactyby buildiné these
ekpressions into thelir own bgﬂaviqral éontrqls. In order to learn,
children need to put néw knowledge in their own words" (Lee and Rubiﬁ,
1979, p. 71). |

Each of the instances when children havé resorted to echolalia,
: despig§ the'sf?ucture of the teaching situation, points to the strong

use of the visual mode of learning employed by the young child. The

response 1s strongly to the visual to which there can be a here and now
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reaction, making that modé of learning a useful ong by which to add to
the store of Rnowledge. Additionally, at this point in the child's
experiences, 1t 1s'hoped that fear of understanding incorrectly, ofﬂ
being slow or of being wrong have not developed. A question arises as
to when the child discovers that socially, a response *must be
Appropriate vaccqrding to the demands of the group rathe; than‘ to the
task. It 1s suggested that it is later in a child's life (and as an
adult) that the surreptitious imitation or visual cueing occurs-in érder
to rtemain socially "correct." It is perhaps this stance that appeared
in the 1literature in ;hi 19608 on creative dance when 1imitation was
hotly denied. |

As in language acquisition (Kuczaj, 1983), the young child appears
to use echolalia to reinvent for himself, therefore allowing fascinating
or novel movements or spapea to be a part of his bank of knowledge;

There seems to be’;nother facet of echolalia. The narrowi;g of the
children's response can be an important part of the teaching/learhing
process in order tﬁét attention is.drawn to a specific skill or idea.
In creative dance that skill or idea always remains within the context
of ;he whole rather than isolating a skill fof its own sake, as Besi
(1974) describes a wotd_ﬁaving meaning only within context. ' Similarly,
the videotape excerpts showed that when the teacher was Qorking' with
dancg paterial designed for individual tesﬁonse, the children were still
working within a soc;al context, very ﬁuch aware of their relationship

.wiﬁh the teacher ‘and aware of the responses of the'other children. As

the teacher talked and gestured, or talked and moved, the children's
. _ . .
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involvement and fascinetion made it natural that they should "reply" to
her gestures/movements. It 1s euggested that a 'partner-reletionsnip
existed ae that time between the teacher and children--again in the
~ guise of echolaxia, and well before the children would be capable of
maintaining a ‘ﬁartner—relationship with a peer. | An example of this
appeared in Excerpt #3 when the children nere quick to respond to the
teacher's whole physical manner and gestures with "no, no, no no no."
This idea 1s examined further in the section which discuséée dialogue.
In conclusion, _this section has set out to examine the role of
movement echolalia or imitation as one of the de&elopmental processes
that appeared to be an important factor in the acquisition of new

vocabulary\:nd as a means of simplifying a situation to a comprehensible,

level.

Movement Monologue

- The category of movement monologue fell into two major seetions:

-‘tituetions )when the tacher‘ guided the children into monologue
through the ‘ceaching{rocesls. |
.2, sitnations when the child hae sufficient knowledge to exploge. of
- -his own aecord._‘ - |

As wieh movement echolalia, both'of tnese clearly indicated that it was

the teaching process which was under close scrutiny, and this will be

examined later as it relates to the developmental processes addressed in

this research question.



| 102

- ' "
't

"l. Situations when the teachegggg}&éd the children- into monologue

through the teaching process. ' , ({
. .

1

in gﬁe first process, the data revealed Eha; the teacher's 1anguage
was an important éactor in opehing a situation which allowed the
;hildren tolmake éhoices. in Excispt #8, the éuéstion,."could you just
show me your bubble- . . .; permitted the children to dance their own -
bubble dances. Similarly, 1in Pkcerpt £11, cﬁi_languége, "I think
they're ready to do a story . . ." placed the confidenée and the
decision making wigh the children. However, in both instances; as with
others conce;ned with monologue, it 1s only possible to guide the
children into monologue when thef‘have the securityv of knowledge. A
furthet‘ security that ié Aecessary is that the consequences of risking
monologue will be reﬁafding. It is also at this stage that laﬁguage is
the vehicle which permits a variety of information to be given to the
children, whereas movement is limited as a vehicie for Preseﬁting many
examplea from thelteachet. : Howe§er, if children watch childfen as in

Excerpts #8 and 11, they cam receive as much-variety of information, (1f

not more), as they can in language. ' : -

E A

Prior to the instance9 of these monologue excerpts, the childrén
_.ha& ‘be;n guided tbrough an experiential phase whicé)had extended the
o mavement vocabulary for. the imagery involved, thus"alreaAy offeting
‘choices and alternatives. This expériential. work had provi. the—
childsea ~with "prior". knovledge in thg area of physical~ skill and
‘movemeﬁf content, - It 1a-necessary to realize the’importance of imaéery

in ‘monologue ’and dialogue. Children acquire an expanding fund of
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. 1magery, without which their ability to wuse monglogue .would be‘

restricted. This knowledge refutes Joyce's (f973) stetemente that using

»

) imegery for the child's early dance experiences is detrimental ' Due to

this prior knowléedge, the children had enough infggmation, confidence
- and security to risk monologue and did not need to rely on vieﬁ—l
information from either the teacher or another child This was‘clear in

Excerpts #11 and 12 where the children showed viry different' "bubble"'

ESY
s

dances. In Excerpt #11, one boy was involved in a sustained fine—touch_
eipanding movement as his bubble was obviously taking a long .time "to

.
"

"orow inside me." In Excerpt #12, two children extended, the middle

1

turning - phase. In spite of reminders of "POP wah by a wptching‘child.

the children |dancing seemed secure enough to stay within thelir qwn

‘ individual time frames and therefore the external comments did not move
them to comply. As the observers commented, the‘ children' were

fascinated with the sensation of the movement (as evidenced by some of

the "spins") nd the story itself, ‘and so became involved -in ‘the

| exploration. ‘

In all of these excerpts the intent was. to take the children to.the
point where phyeically and contextually they have enOUgh knowiedge in
order - that the situation may "open up," offering the opportunity for
monologue fto'occur, to help the children‘"appreciate their own efforts
toward individual exploration" (Dimondstein, 1971, p. 11) - In Excerpt“f
#19, some. of the children showed that they had reached this point and'
afascinated by pops“ they explored the idea for quite a8 long period of

. —

time.
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kn example of the teaching process which intended to take ‘the

“

children from echolalia to monologue occurred in ErLerpt #7 whereas,

heving explored the quality of a bubble by watching it float down to .

,settle. on the children 8 palms, the teacher opened the situation to"
: N ‘

" include other body parts. . This was achieved by first demonstrating a‘

bubble landing on, “her = foot.. Following ' the léad—of Curtis,‘_who
immediately moved 1into monologue,‘ the children started to ;experiment
5.

with 'making shapes where other body parts may: catch the bubble.' Thus
‘he ideas were verbalized, some demonstrated by teacher or child and
‘\ the ° children .guided - through an experience which extended their

~ vocabulary and- understanding. With this knowledge the security was

given to risk 'monologue. ) Jones' (1976, p. 4) description of thie
trelationship "where teacher sets tasks and children respond with their

“wn .'interpretation" as "easily - understood" . appears to be an

"
~ . —

understatement. ‘ ‘ ‘

This - section has shown how the teacher guided the children through

s . u UIRY N

a teaching process where "continuous encouragement .,'. }ﬂ of. momentary

s fragments of interesting movement" will lesd the children into monologue

——

,(deondstein,r l971,“ pi Il). which is a vital- element in\.the’

developmental .processes involved "in creative. dance ¢nd the first

Lo : ©
Py Y

‘research question. © . . .
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~2. 'Situations when the children had sufficient knowledgg'to explore of

1

' their own accord.

“
[

Theré are situations wherehohildren‘moye into monalogue ofﬂltheir‘

‘“own‘aceord,, whether the framework or context 13 one of imitationfor“%f
l"dialogue.“ These  situations serve to reinforce our beliefs. that” the

child who uses monologue possesses at that time.‘allvithe ‘neeesssty

"1ngredients" included 1n knowledge and security., "_ ;

,

- In Excerpt #5 many of the children imitated the teacher 8 jump

T she inadVertently narrowed them to.echolalia. ‘Curtis, who‘throughout-
the excerpts consistently showed his involvement with the story, did not

‘respond to the visual“in this instance, but moved immediately into
monologue with his ™ gnome who definitely'had ideas about how to land in
a puddle!

. In_ Excerpt #26, ~after a,.guided 'experiencéj with‘ 1nflating,
travellings and' deflating "Percy the Balloon," Kari appeated. ts have

internalized the‘wsequenee and took it into monologue with her-

"interpretation of a wohhling, deflating balloon._' It is interesting to

note that Kari, who had shifted to monologue, then became the

o ' . PR

ﬁkinformation pool through which Eric could uge - echolalia.<f This alsoe ;~

'; emergeé in language with regard to the appropriate:time when childrenﬂf

(S N
. " Lo

':. ’

learn well from one another (McTear, 1985) o
These situations showed that the children who moved‘into monologuel”“

/ of their owﬁ)accorﬁ even at. the age of three ot four. appeared to have_,

~.e c

T w acquired knowledge which may be in part physical skill, kinaesthetieg'ff

";Qﬂ, awareness, and in part contextual understanding. . This knowledge,-

e . T Lo L

te L0 - LA



s

- before mentioned ‘may have been achieved at that time or related from
thedr prior knowledge of the world. \Within ayteachinglframework which
"allows for, and encourages decision making on the part of the child the
B child can woék with his-or her own responses B L .
.“ Further’ examples ot,children using.monologue‘can.also be found ‘in
_ dialogue"contexts or'situations;‘ 'It may occur thatia child becomes‘so
‘involvedylin ekploring a section'of a,dance that‘awareness of a partner
1s ‘lost; . Several reasonshfor this emerge: posaibly there has been
/Inadequate time for explanation prior to the children being placed dn a
fdialogue situation, or perhaps the child is unclear about the supposed
rEIationship at that time, or simply not focussed‘on the task. °In
Excerpt #35 however, a complex situation occurred Each child appeared
to completely unders&and the partner—relationship ‘situation, possibly:
u;strengthened because it was devised by themselves. Yet during the
dance, in which there was no verbal or visual guidance from the teacher,‘
{;it appeared that some monologue was. taking place.éj As one "butterfly".
vtravelled towards the museum case where another butterfly was waiting,
the traveller continued to explore the images of a butterfly being blown.
bjjby the wind. resting in the grass, or taking care not to break a flower.Q
While engaged in this, the children also appeared to be aware of their
di‘eventual destination where a partner waited Due to the knowledge of‘
:'the complex structure of this dance,l and of the imagery within it which‘

| they gained through a well developed teaching process, these childrenV

,Qhad the aecurity -to continue to. take risks involved in being decisionf’

N

f nahers,_ : ‘Qk;h T e
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. This section has‘shown thst'in echolalia or dialoguetﬁsituations, .

'those children who possess at that time the necessarj»'knodledge‘ may -

respond with monologue. The precursors necessary to monologue may have' -
\ @ I /l.".
been acquired on a previous occasion or literally immedistely prior to.

the children entering a possible monologue situation, whether, as in the
‘first process, 'they were guided there by a' teacher, or 'in those

situations where they ventured there of their own accord. °

Dialogue - Lo o S
*" The situations which may be called dialogue vary in their nature,

thus demanding correspondingly different knowledge on the part. of the

_children. In each situatiOn'however,.‘it may be said that the teacher

fintends dialogue, or that the situation presumes dialogue.

_ From' the excerpts examined in this study,. four types»of dialogue

situations occurred' - o ‘ ' - .
l,. dancing in spatial proximityvto a Rartner (different from being an
.individual movingywithin the uhole\group?\ ‘ |
2. 'manipulationpof a?partner ‘ | |
3. -action-reaction B

i
.

b, f'turn—taking‘-partnership, kuhich,'may be‘called,an A gdés;;g EbeS'
situation. |
These‘situations3are nOt‘hierarchicallj ordered.f

e,

,iL; Situations where two children dance in spatial proximity have been

consideredg.in-=three,exeerpts,5 In Excerpt #13 the children‘ started

B L C ' . R
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together close to a partner in an 0ver*under shape.. The bubbles'

’
!

' 'eipanded, then turned (at this point within a fairly small space),‘- nd
popped" to land close together once more, The children whO*
successfully" manaé%d the ‘dance as a pair maintained an’' 'awareness: af
each, other‘nthroughout, even though they may not ‘have be:n looking
‘)towards‘ each other,‘ which‘in fsct would be physically difficult during‘
the ‘turning phase. . The times when the awareness wds most acute were.
during the starting shape,‘ as the two bubbles expandednand when‘ they‘
" returned to make a finishing shape together. The middle turning section~.'
was less clearly identifiable as dialogue because the two bubbles were
not Jjoined in any way, yet gome couples appeared to show an obvious:
‘awareness of the movements and whereabouts of the partner. This could
be observed in the sensitivity ‘of turning, peripheral vision and overall

interaction, reminiscent of the certain situational details" which

Slama-Cazacu (1977., p. 149) d€scribed as being: important when observing.

dialogue between young children. . 'd . .'- S
In this particular dance_the children showed knowledge of 'the
beginning (we start together in a small bubble shape) .and of’ the end (we‘
'; finish by popping our bubbles and landing close together in a smalll,

shape) The middle section was less clear, possibly because the

intention had not been clarified by the teacher (I turn my bubble, ‘but

Ly

‘ ywhere?); While some of the children maintained an awareness of a

LY
[

partner, others used monologue, making the situation manageable (I turm,]
my bubble) f A dance situation such as this may be seen as the start of‘:

:T a meetingfparting or’ leading-fdllowing relationship. -‘In this instance, o
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had thé imagery included the bubbles apinning away from each other and

back again, or travelling‘together, the problem of _where I ,turn my
' bubble"‘may have been avoided.

)

Excerpt #32. showed pairs of children skipping in _circles in .

opposite ‘directions (one travelling clockwise, the ~partner counter-.‘
o

‘clockwise) ~ The children understood ‘the imagery uged; in the story the

falry -and the goblin dance this magic circle go' that the children' will

not be- able to see them. This particular relationship was one of floor

‘

’ patterns and directions‘(I‘mustwskip the opposite way‘from my partner'
‘and we mnst pass each otherl. " 'To aqhieve,tn;s, the child must have
knowledge ‘of the travelling action which'in this case was skipping, of
'which direction each will traveI and alsovthe size of the magic circle
‘sov that,they may pass. It appeared that the difficulty was starting
'.out—-purposely going in opposite directions. Excerpt.#33 showed the
magic circles of Excerpt #32 4n the context of the whole idance which

Y

. involved two kinds of partner relationships. When-the 'magic circle

‘music occurred, one girl recognized the section of the dance but did not

‘appearvto have a clear picture of the two opposite circles,. and keptg
changing direction in order to follow her partner, which‘resulted in a.
‘v,figure of eight pathway. Her partner however;i realized that they must‘
)

go in opposite directions and showed a masterful job of . adapting ~her

;movements in order to do so. ~ She exhibited a real awareness of working

I

:lwith a partner and compensating for the partner 8 misunderstanding.;'d

"This has parallels in language as children learn how to repair a

- conversation With a peer (McTear, 1985)
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‘ The dialogue situation.of spatial proxihity demands,\in addition to

N
v

understsnding the imagery and movement content, the child's hnowledge'

and constant awareness of the partner 8 location in relation to his own.

Yo \

Some of the videotaped children showed understanding ‘of what, to do when

the dialogue broke down,wby trying‘to mend the situation.

o .
" o \ ‘ "
) . . . "

2. The situdtion of phzsical manipnlation occurred in~Excerpt #28‘ in-

"which one child was a sculptor and the other ‘a piece of playdOugh The'

children had previously "watched" the story when the teacher shaped

- \

- child. This dance had few restraints as the teacher used a kalimba to

encourage, the sculptor to continue changing the shape of the playdough

but did not tie them to moving at a specific pace. The fascination with

“

the idea of making a live piece of playdough 'Into a shape of one 8 own
choice was motiVation enough as was evidenced by the absolute

involvement of many of the pairs. The two children\needed to cooperate:

W

/the . sculptor in the gentle handling of the partner and in the way 1in

.uwhich he or she placed the body parts in order that the pla§dough _may :

Q;( physically ‘“hold" that shape,' and the playdough in being maleable ‘and‘

-~

trusting the sculptor. ' The'young child's ability to use. fine ‘tension
o £

————

' throughout the body was clear in this situation.
One pair did not get started at all, though the playdough held her

starting shape patiently throughout. It was not clear whether g he
gp3‘hscu1ptor did not understand that she could fashion the partner (deSpite
'nvisual information all around),- or that 1n some way she did not wish to .‘
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physically manipulate the other child. 'It 1s possible that ghe was more.

o q N ' ) . -

" interested in seeing than doing.‘ : o *ﬂ_:[

= .

This type of partner—relationship showed the cooperation. trust and

‘\

confid.ndg;necessary for physical manipulation at this elementary level

) W AT * # . ]

This relates to the language literature which describes children as they

attempt to adapt to the liétener s needs (MeShsne. 1980),

Al 1

3. One episode, #18, stowed the dgvelopment of.han action—reaction

!‘lhnce‘<relationship." In this the teacher used one child as her‘partner

&,

‘f inforder to visually and verbally explain the story of the wind blowing‘

n

“anbubble~;up; along, around, and down - The child who was the bubble wasg

! LY
4 "
4 u . i A [

very responsive and 80 provided a clear example of action—reaction for
the watching children. | The children divided into twos, one starting on_
i o l\ 8 .

the-floor,‘ the other standing. One pair of girls, in the camera range,}

showed a clear awareness of each other, to the extent that when'“the”

“bubble turned too close go a camera in the studio the bloker physically "

. . .
* o "

‘ guided her back into a space. As in the previous‘eection3‘ a situation

¢

occurred when one bubblefyaited on the floor while her partner watched
.4 - 'ﬁ’ oo ' “,

the other chiidren' instead perhaps more involved in ithe actidﬂ

- . i ' " Lo

surrounding her.‘" It was evident that some’ of the children grasped “the:

action—reaction structure (you move,‘ I respond to what'you do),’ but at

I

times where the blower was not sufficiently imaginative for the bubble,'

. the bubble took the initiative and varied the movement anyway!'

»
- i or

j. @Eveﬁ. an elementary action-reaction dialogue eituation required E

oy

\:partner awaieness, codperation aud trust in addition to knowledge of theh;

e v . N 3

—

‘imagery, movement cbntent and sequenting of the dan501 )

- -
1y
. - T,



e~f1nnlldialcgué, the A-B turn-taking appeared in three differenF‘

\r 0
danc%g; chroughout the excerpta. In Excerpt #14 the’children showed a
, fﬁ o ,
necie§$;ﬂ§ dance 1nvolv1ng music with definite phrasing for the length

¥

of time each child had 1n which to "take a turn." The movement content
was one of aideways galloping/sliding. In order to work successfully

\winh a partner, the ch1ld needed to understand and hear the phrasing of

o~

thel music, know whethéf'be or she was A or B, and to understand the
movement content. Adﬂitionally the child needed subtle Kknowledge:

partner .At nceded7 confidence to "go" when the partner (and focus of
-] .

attention); diﬂw not go too, plus'théiconfidence to stop and wait.

Partner B, in reverse, needqd the confidence to stay put as the partner .
fa
.Q“ » ) i

left, and the confidence to start to travel when his or her musical

.

phrase began (evcniif the partner'had not stppped). * These knowledges

have parallels to the :ﬁéeeéh conventions” which young «children must

establish 4 conversqtinn, as described by Keenan.(1974).

>
W), . ’

S A
B W " ) \ . ' n
In:?& t, what appeared-to be a simple partner—relawip required
)

- ISy L8
much knowledge for the situation to.be successful, and nisyfiderstandings

. . - t
may “have occurred. for many. reasons. An 1instance of 'conversation

/
renair" (McTear, 1985) was seen during this episode where in one couple,

A travelled and froze‘and when her partner failed to travel, took the
‘1nit1ac1ve and travelled back to ‘her, thus mending the situation. This
occurred in another A—B-situation at the close of the star dance in

Excerpt #16.. ‘-Asf-..tlief‘miis:»lc finished, A realized that they should end

together and ns'f did not dance the last phrase, moved to join her.

v LI
¥ \
" -

.sf‘m“ N
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Thel star dance was more involved than the scissors dance but
included a similar set of information needed by the children, In
addition .the movement content and musical phfasing were mére difficult 
and varied, 1involving more decisﬁbn making on the part of the children.
‘At times it aépeared that monologue Qas téking plaée during the dance
even (when the children were successfully maintaining the partner
relacionship. This could be because the children were still 1involved
with‘the exploration of the movement idea.

In Excerpt #35 during the butterfly dance, this use of monoiogue
was more apparent even though theée children knew their dance more
thoroughly from experience than did the children in the star dance. | It
éppeared that they were quite capable of‘béing totally aware of the
partner’s‘ situation and be able to continue ;o experiment with and
become extremely involved in the manner in which the butterfly travelled
as kif approached its resting plﬁce with a partner. This revealed a
different. reason for the use of monologue within dialogue from - the
spatial proximity situation of Eicerpt:#19 where éome children resorted
to monologue yheh they were unsure of the’situétion.

Various dialogue situations required different knpwledge from the
Ichild. Some _of the chilar;n éhowed sufficieﬁt understanding to "mend"
it if gmpartner alloqed the dialogﬁe’tolbreak down. It appearéd that
when the childrén were comfortable with the format of a particular
-dialogue, they could continue to use monologue 1n.appropriaﬁe_places, as

occurred with the more experienced children involved in the butterfly

dance.
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Wﬂﬁnsighte from thebDialoggg Situations

Excerpt #3 1ntréduced:another aspect of partnmer reélationship which
arose in the section discussing echolalia. In this excerpt tge children
were‘gitting in a group‘w1§h the teacher who was verbally clarifying the
sequence of a spatial-broximity dance relationship.' As the teacher Qsed
geQCUreé to give deeper siénificance to the words "you'are very naughty"
1t was clear that two of the girls especially had joined in verbally and
physiéally, responding to the relationship with the teacher. It may
seem éo berin the guisé of echolalia, b;t could be the very start of
partner reiationship; the teacher and the child.

If -one e;aminés the methqu the teacher may ;se to helb the
children ;nderstanq'tbe pﬁrticulaf structure of a partner's dance, 1t
becomes evident that the teacher is the first partner; ohg who guides
and assists the child if the dance "conversation" breaks down. As a way
of introducimg a spatial-proximity relatiomship, for example, it may be
that the teachef‘firstt"meéts and parts" with herself taking thg one
role égd the whole of the class taking the other. The natural
progrgssion from there is for a child to work with another child, hav@ng

. first',lea;ned' the structure'with a reliable partner. The movement .
content ‘an& ‘contexf can be gxcendeditﬁrough echolalia and monologue;
whereas the conversational fo?mat of a partner fglationship in 1fs.ear1y

' sfageé with yéuﬁg children require the - coopération of é competent

partner, as is necessary in language development.
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Similafly, to guiée the understandipg of an actilon-reaction
relationship, it may be that the teacher "blows" all the leaves 1in ﬁhe
class, causing a reaction. For manipulation, the teacher ma} "fgld" the

. . .

pyjamas into their boxes. To clgrify an A-B situation, the teacher's
"hands" .ﬁay- danpé 'one part 88tthe children sit4 with her and .they
respond.

. | With this begining teacher-child strategy the rela;ioqship can be
sucéessful' as the teacher understands the conversational format,
visually.and verBally guiding all her partners. A partner relationship
within the symbol sysgem of dance cannot be égpla}ned readily to young
children in the symbol system of language, but when Qorked in the
context of the 1magéry lwith a partner who does noﬁ cause the

conversation to break down, it is well within the capability of fhe

young child.

The Mixed Categoriés

\

Twenty-six of the thirty-five excerpts of children's creative dance
,Gere judged by the observers to contain more than one category.,of
movement echolalia, monologue or dialogue. One of the reasons for this

result will be discussed here; other reasons relate to the " second
| . . R

research question. : '

Within any fragment of children's dance, however short, . it ‘is~

N
-~

liiely‘ that several behaviofs will emerge, possibly for two reasons.
Firstly, in each excerpt, the/ camera covered several children of
differihg ages, experiences and skills, This first research question

o
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hah‘ been examined for the reaséns why a child may use echolalia,
monologue oOT éia;ogue,‘ éccording not only to the lfeaching sitQ;tion
offered, b;f also according to that child's own understanding and

resources. ' Secondly; 1h a gooqvteaching proceés, theﬁchild;én will not
be limited to one method of response.“C;eatigF dance has the-benefit‘of
' involving the various modes of learning for a child so that the
predominahtly visual learner, for examplé, will be as coﬁfortable as the
predominantlf audifory learner. The ﬁe;éhing prdcess allows fér the
child to teapoﬁd‘with whichever behavior is necessary to that child’ at
\ the time, yet bontinually~gpides towards a deeper uéderétanding and

1

éxp:ession of the symbol system.

Conclusions N

During  ;he. creative dgpce‘experience, ' the young child builds a
vvocibﬁlary of movement as a means of the expression of ideas, images and
feelings (Boorman, 1§é$). As this occurs children are. being 'guided
towards altetnative_qhoices, tha; they maf interpret an idea and.exppéss
in a way that become theéir owﬁl kDimondstein, {271). The‘.phygical'
vocabulary is important in éhe_context of leﬁrning to "aeé" aﬁd'to tﬂink.
for ohgsglf. In ctéative_dance the child isAinvolved Qith'the‘re§p§nses
of,écholalia; monélogue and dialogue. The child wiil generally respond
to whatever type of behayior the teacher {s using, but 1if the qhiid;s
uhderstghding of the situation or level of k§hysica1.'abi1ity' is at
fvariancemﬂgith tﬁé task, 'will—respbﬁd with whgtevét behaVi&r.meefs the
needs. - r ” o

- Nl

Do
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v In the teaching process, echolalia is used by the teacher‘to obtain‘
a specific reaponse, but the child may imitate on other occaeions_ for
reasons of his[her ovn. The teacher:intenda to guide the child intof
. monologue which may ‘be successful'if ‘the child naal been - offered
sufficient movemeﬁt ideas 1in relation to the imageryybeing explored, and
has adequate skill and nnderstanding of the task. | A child may ‘use
,monologue instead,of.reegonding with echolalia, or posaiblyy.during a
dialogue‘ situation. ﬁnen the teacner introduces a ‘situation which
presumes dialogue, "the child must have understanding or all the skills
surrounding that particular dialogue situation in order to maintain a

successful partner relationship, ‘
It becomes evident that during.echolalia and dialogue ‘sitnations,

* : . .- . '
the child responds to the social context provided by the teacher and

that the first partner the child dances witnn is the teacher.
Developmentally, gome echolalia situatione‘appear to be precursore to .
dialogue. What emerges from thgse creative dance excerpts 1s that ' the
development proceeds from the social to the individual l which agrees-
with Vygotsky s (1962) understanding of language learning in the child
This section has attempted to investigate thep nature of the
developmental proceasee hat appear to operate as the - children in .:ne
haource‘ videotapea acquire early experience in both individual and

@

partner situations in creative dance.‘.

L

A



guestion‘Two ‘ J : o | ' L -;.J
3 ) | . ‘, ' . ' l“ " ‘ | “‘ o . v‘l”
What relationships -exist between Bselected current models of

language acquisition, including early dialogue in young childrenf“andw

Athe scquisition of skill in creative dance, including partnerwork°
( .

' The researcher understands that ‘when attempting 'a’ comparison

between_the‘vast“area of,gialogue acquisition in language and an areavas
broad as the acuuisition of partnerwork in 'creative dance, | the

_comparison must be a general one.

Discussion for this question will examine the creative dance
,descriptors used by the observers for this study;h This discussion 1s

.divided into the areas of Movement Echolalia"or Imitatiou, ‘Movement
L ot ' ‘ ‘
Monologue and Dialogue, . followed by a summary " The area of Delayed

hEcholalia which was omitted from the descriptors given to the observers

el

is also‘discusaed.w EE

Overview o ' - ‘

«The 'study'revealed the benefitsvdrawn from utilizing knowledge of

'the child's developmental process toward conversation as a"standpoint
from which to. view the child in.creative dance.A,Despite the différences
:between éﬂe dntent of the role of the caretaker in language learning and

ht at of the teachers in creative dance, parallels in the way in whichg f

ithe child acquires knowledge in ‘each area are evident.:‘;

o . i
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”Ihe‘Descfiptors»of“Creative Dance .-

’ﬁThe"descriptors usad by the four ‘observers lto identify the -

s

’children 8. responses in the videotaped excerpts ‘of creative dance are in

vy
L L . . .o .
LA L , (R ' \
. J . . -

.\Appendii.}; "*".'”‘ B Lo D

. ‘The material coliecteddfrom"uhe”observers consiStep of overallr
i v ' ) ' . : v: l\ ' ‘ . “ R '

‘identification'ofna.behavior,_ suggested reasons for thexchild to engage

! / 3

in the activity ,and . comments supporting or clarifying the' <holce of

2}

. descriptor. It was apparent from an examination of: this material that'
. the observers were comfortable with the outlined moVe rent descriptors.

AT, . [o—
L T . L ) -
- .

. Movement‘Echolalia‘or Imitation » ' e .
L . .o . . ; a . ‘ “‘ .°’ . ,’I ' // ‘ . i l‘ . o
t Sy » N “ - . o n 3

‘ This~ descriptor had six sub—categories which described possible

“y B

5.

»reasqns for the child to engage in the activity of movement echolalia or’

»

‘imitation. Each f the sub-categories was used by the observers ‘andf

“together they were adequate in describing the"child 8 ‘reasons' for

r\ . ‘

“engaging in acholalia.'« No additional reasons were suggested by 'the

PR ° " 4 . .

: observers. Each observer used more than one sub-category for an excerpt

—

‘the majority of the time, but the frequency ‘with which an- obaerver used
3a particular sub-category revealed to some extent the way in which 'she‘
understood" the child. ‘For. example, one . observer frequently included

¥

‘affirmation, another often sav the child as using echolalia to clarify a
'““situation,i a third observer tended to ‘see. the child ‘as’ being primarily

‘_fascinated with the movement or shape.. Despite these tendencies,‘in the .

B an

‘fcategory of pure movement echolalia,. the observer 8 choices of reasons

“‘—.q.

for the child to engage in the activity were in agreement.

i . S o . —=1,
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‘Movement Monologge

' lhéﬁ sub-categories or possible reasons for the childbto engage in
the \activity of movement monologue ‘'were divided by the. researcher into
predominantly private and predominantly public categories.‘ The
predominantly private categories congisted of four reasons‘for.the child‘

- to engage in monologue, and each of these was used by the observers, who
recognized internalization’of~movement in -the child. 'INo other reasons
‘Qemerged 80 the sub-categories were‘considered.to be ‘satisfactory.: .Thef
two predominantly public sub-categories did not -appear in the material ,
from,;the“ observers. :There .are two possible explanations for this'
omission: v that\eny difference between predominantly private and public

categories ‘was not clear 1in the descriptors a 'presented to the

';_gbservers, or thst differences between the two were not discernible in

\

the 'children 8 responses.- Theoretically it may be argued .that certain

-iuses c of monologue are precursors ‘to what eventually becomes public‘

- . . at
“na

..performance,; or addressed movement, but this may not be recognized from .

.

¢

”observation based on. the descriptors as presented.

' The descriptor of movement monologue as ‘voluntary execution of~'”

"‘movements"or shapes in the presence or absence of others,b but not ;

N

'specifically"directed: towards ‘them, and involving fascination or.

a

‘!attraction on the part of the chil /was accepted by the observers.’;

o

. . B .. i ks a K . . i
' . cant L b - : ; " ' ! '
: o R L ,
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The Sub;Category‘of'Reinvention

‘It has been stated that'the obaervers were‘comfortable'with‘ both
novement echolalia‘ﬂand movement monologue as descriptors‘ ofl“the
children's responses insthe creative dance excerpts. ) In‘organiaing the
observers' resnonses \hdweyef, the Vresearcher was aware of '5 slight‘
iconiusion with respect to the,"refnvention' sub-category of movement

eoholalia. ‘,One. of thelobservers, in’ recognizing this response in. a

[
"

child, described 1t under monologue as if the response had occurred as a
result of exploration rather than a result of echolalia. " This possibly
occurred due to the term itself involving "invention which the observer -

oo

. assumed to be‘monologue.
‘ Dialogue . .‘ .
The observers were clear 4n ‘their 'recognition of ' dialogue

y

aituations 1] "intentional contributiOn and conmunication‘or ideas to a
shared dance situation with another person.-. The three possible réasons
‘offered to describe‘why dialogue may - break down were all used but'only

',took into consideration situations where the dialogue failed, .causing

one observer‘to question the category. This observer felt tha: ‘there:

should be sub-categories indicating success within dialogue. 5

The difference between the dialogue category and the two preceding )

] ”ones was marked. In both echolalia and monologue the observer firstlyvb

‘ had to recognize the child's response and then to decide where possible o

.the reasons for that child to engage in the activity. i For dialogue the”- o

‘procedure was different. the observer had to decide whether tﬁe‘;:,',



122
‘response _‘of -the‘ children fitted‘lwithin th‘ .parameters“ of ,th;;v
descriptor, but were not asked for reasons why the child may, have done‘
so. ‘Further comment"was necessary only if the dialogue brise‘ down.
<Categories‘ for success were‘not offered because dialogue 4tself was
intended by‘the researcher to indicate success. ‘

In‘ addition ito a'procedural";difference, the dialogue lcategory
parted from echolalia and monologue in a more complex fashion due to the
teaching‘ process.; If' theh teacher intended to introduce a partner

: relationship, ‘as 1ong as the children understood the structure of. that
relationship and had the surrounding knowledge; dialogue occurred,
."Therefore‘ the, reason that the child engaged in dialogue was due to the
inteﬁt of the teacher ‘and’ "posaible reaaons for the child to engage in
“the 1activity did not arise in ways that were possible with echolalia
.jand monologue.” In the teaching process leading to a dialogue situation,‘
the teacher may have: narrowed the behavior to echolalia or guided
.‘towards monologue at appropriate times and the- children responded for
‘their own reasons,‘ but the overall intent was one ot dialogue. If one
" 'or both partnera failed to respond, interrupted‘or misunderstood the'l‘
‘situation, the teacher 8 intention was not successful.‘v;x )
‘g‘Tht dialogue is a whole situation An itself not‘only ‘a teaching‘

‘.‘\

- 'processy . - -

| ‘beferredﬂEcholaliag\ g

oo

q; In the review of the related literature, deferred echolalia in the

iilanguagefﬁrea was examined,and later incorporated into the model for the :

"‘ e e '.



”aeqdieitron :ot ‘pertner;ork in‘creative dance. The tesearcher had
obserVed examples of what mey'oe deecribed as deferred eeholeiia‘on the
coﬁplete creative dance ‘tapes . and during .other creative dance elasses.
Deferred‘:echolalia ‘had been observed when a child had seen‘ e‘;new

. movement or . shape ae part of a demonstration, and at a later ' date ..

(during the same class or on'another day) suddenly reproduoed ‘the
4 movement or shape with an air of reinvention as if contextually an 1dea‘

had fitted into place.

For the purposes of this study 1t WBS'%OQ. possible to include

~

examolesd’ of. 'delayed ‘eeholalia' on the ‘individually 8elf-contained
'videoteped excerpts wdthout alerting the observére to-its ‘existence, a

‘procedure‘ which ‘WOuld nave interfered with the random ordering of“the

excerpts. . S : ' SR ' s

. PRRT
‘ ,.lfv | [N i
The Mixed Categories .-

;%“
| Tnency—eix_of the‘th;rt%:five excerptsubf~Ehildren'stcreat;ve“dance
were jndged 'b& the dooseryereeto*contain’nore‘thenx‘one‘ category‘ of
movenent‘ecnolalia;"nonoiogue orvdia;ogne%‘wpﬁe of tﬁéfreasons‘for‘thie
_reeoitb;wes‘diseu§sed in QU¢8t}Oﬁ One;jfother reeeons-ere pertinentl‘to
fthis section.’ - B o ‘v | | | I
e~:“Bothu~the experience of the obeervers in this field and - their:
Jhmnediate focus on the videotaped excerpts affected the assesSment .of
the ohildren 8 responses.,A Et ‘was’ evident from the valuablg‘ commente"

9‘ section from their observations whether the categorization of’ an excerpt ‘

", was based on the general reaction of the whole group of children.-dcﬁér



| her observations, as in Excerpt #5

124,

particular child, or both.  Observer D in particular tended to qualify

a
n. i

Behavior: Echolalia—Monologue

Other Categories: primarily fascination with the movement ot

i

shape.
Comments: _Jessica——echoialia. \Curtisé—monologue; ;exploring ‘a‘

) S
- movement idea.

In organizing‘the material from the observers, the researcher concluded

that many observations included.bOth group and individual responses,

[ W !

qualified by the comments sections. That'factor infitself revealed that

i

in any grOup of children of differing ages and skills, 62veral behaviors

emerged. One ‘observer tended to comment upon an individual child »and‘

' that factor added'to the quantity of mixed categories.

Conclusions d' ‘ . »

Ve

It vas suggested in Chapter Two that the behaviors of turn-taking,'

echolalia and monologue in language progress in a. spiralling ‘manner

55 along the route of recognizable conversation. From the material in this

study, it would appear that this also occurs in creative dance. i

Bruner (1978b),' Garvey and Hogan (1973),‘ Kess (1976), Ryan (1974):

“Aand Slama-Cazacu (I977) agree that dialogue precedes the . later

|

—

derié%tives of echolalia and monologue and that it is during gthis”
elementary dialogue or\turn-taking between theécaretaker and child that.u

socialization occurs.” It is suggested that it is due to the social’i

- e

A

context in which the children in the source videotapes are taught that’4

Y

RV



. ' : L [ . ' /,l' ‘.)
- and themselves 1n -a tprnecaking mode,| and secondly between themselves

=3 . . v | by . “.
and @ peer. Bruner (1978b) refers 'to“the‘ fin’é~tuning theory‘ \in which o
s R : v S R “Q‘

language mastery {nvolves both the mocher and the child. ‘jIn"iQteaCiVe KD
L, ) o ’u o™
t o W
dance this relationehip operates between the teacher and her clase.| Tq’ A
o . LTS uwﬂﬁ
u e
the episodes showing the turn—taking,between Che teacher and elaséﬂ s (RN '

W' ! I un.,’"‘ ,
: “ [

fs"evident that the framework for the later dialogue between

| . -, » "

children is being laid.u yMcTear (1980) stated that children s'speech Cp“ j
‘ ‘ il |/ ',‘r

*‘adults ‘1s found to Be more complex than their speech with other‘ peera.p ‘

s il . . . W
o [ : " |[‘|l i ( ' ""lr '/'/

:"r The videotapes fshOW/:thac in creative dance the child ‘can Isugtn;n altl.

1
o | N . u": i }’

conversation with the reliable partner; the teacher, before dancing with

: .‘V‘peer., ‘iqdlcreative’ dadce; pas inliangdeée, the main lpurpose is )
J\* dcdpmdn;cetido‘ and.<the children learnlthis eveﬁ“thodgh they have not :;;‘
! L ' . . L ,

pe;tered ’the intricacie;‘ﬁé eitper symbol wsgstem. drhé' Tideotapes &ﬂ
rreinforce Bruner 8 (1978b) and“Mc%ear’é (1980) soatements about the‘ ﬂ \

o . . o / ' ; ," i ) o ! "n‘ .

‘_h child 1ncending to be social" before the emergence of actuel spee@h ;wfr

i i I‘ Pt W

DL

T

Ecbolalia (or 1mitation appears on the spiral as havdng several
v/

B ) K
Il ; KR ‘/ '

functdons and ‘recurs a8 an "old: and mastered form tb perform new
‘f' . St ‘ ' T S

cpmmunicativexfunctions (Keenan‘ 1977) Echola;ia is described by Kessy
o ¥ ,r N . ! . l [\

”(1976) being a plagiarism strategy whereby the child 1earns to.

R ‘ ' N
o ‘involve Lovel forms of his langugge repertoire. The creative dance

/

.videotepes ashow that the child pein#entb as he imitated. C0u1thdrq\'
(1977) offers the reason, for ;;e.pee,as/practiciﬂg new.sodnds or words,“
?ifrf and Keenan (1977) describes: gémé of the uses of echolalia a8 a
t}: dfcommunication check‘on thefpert gfjt_dchildT/‘?hese”%deas vere. doc}uded )

o P
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. | o>
. a - ¢ / //

: -
in the more immediately observed functione of movement echola{?a y{/

imitation and reasons for the child to engage in the activity 1in
£ - :

W ' ' .
,areative . dance and found to be both recognizable and acceptable to the

observers. Possibly creative dance teachers as a group may be sensitive

to the connotations of "imitation." This may account for the little

attention 1t receives %gyﬁhe literature
Lee and Rubin (1979) say that, "in order to learn, children need to
put ’Qew knowledge in their own words" (p. 75). The child finds every
'opportﬁ%ity to practice ienguage and searches for the contexts‘in’ which
it belongs. :Parallel reasons for‘the child to engage in monologue nin

‘rhe area of language are evident in creative dance as a self-monitoring

device for the child to explore'movemegt ideas, reconstruct ideas, and
‘?clarify 1deas. In this study, the relationship between the two,km

~ theoretical frameworks appears to part with regards to the predominantly‘

| -y

public and private categories of monologue. The observers did not use

‘the more' immediately observed functioms offered for a predominzg;

[ %1 %
A ‘ ' LR : B
public category of movement monologue. . This is an area where it 1is ‘ //

. - . v r—A—A—_'-—/
possible to theorize but difficult to differentiate beéween thé’
. : \h\ )

intenrione“of.the ¢hild wich descriptors:=given in this s;udy.' It . is
'suggesteo'thet'further research'may beé required to identify.éhi; area;

Bruner%£1978b) describes convetsacion as a script that children are

' working on. jéintly. In order to do so, the children need to Yinderstand

the topic, be'ablerto-express their ideas and to be able to work within

:ﬁe give and take format of dialogue. fbe aource;videotapes sﬁlpnthat

similar - precursors are necessary to dancing in a partner—relationship

L3 .

PEOSRTIE . Lo
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and that even the young child can handle what McTear (198Q) refers to as
conversational breakdown and repair. This disagrees wilh the cfeacive
- dance 1iterature which éuggescs that a child 4is unable to dance in a
partner—relatioﬁghip until the age of seven or eight, It is possible
that these ages were_thought to be significant due to the effect of
Piagetian theory on Qhe understan@ing of the child.

In‘summary, the study showg that the areas a child explores befor3~‘
"he caﬂ sustain dialogue with a peer follow a similar éattern ‘1n both
language’ and c¢reative dance, and chat‘observable_behavior .de;criptors
also have parallgls in éach area. It 1s suggested that the theoretical
framework dgsigned for language (p. 36) may be extended to apply to the
developmentai processes -of the young child toward paftnerwo;k Iin
creative ‘,&ance. Such a framework could serve as a model for
observatignal use (Figure 6, p. 128).

t

h

Recommendations for the Design of the Descriptors for Creative Dance

~F

riptors. Either the’

1. A modification to the Movemenf Monologue de
predomina%tly ~public catégories could be omitted, or if -included
explanation of these should be developed further

2. 'A modification to the‘sub-categorie; of the Dialogue descriptor.

Categories for success could be included with categories for

breakdown of the dialogue situation.
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Figure 6

Precursors to Partnerwork in Creative Dance

Dialogue

Elements of Dialogue

>

Addrepsed Monologue . o

1 - S

nauzed e

'Monologue

DeferredIEcholélia

Echolalia

Caretaker-Child

Turn—Téking



Recommendations. for Further Study
\ ' ‘ ‘ .
1. The descriptors might prove useful in identifying. developmental
\ .
stages characteristic of young children learning creative dance.
\ .

s

Spch an a#plica;ion might give rise to increased understanding of
: \ .
the developﬁent of competence in creative dance.

L\,

2. 1t may be \possible to elaborate the descriptors for use in the

study of créative dance teachers with,implications‘for identifying
effective béhaviofs . and designing more éffecti#e teaching
strategies.

3. Further 1mpiemen£ation of the creative dance.descriﬁtors as a tool

with which to observe creative dance material such as complete

creative dance classes.
T
Y B

In conclusion this yesearch‘has raised issues that inter-relate the

development of dialogﬁe and creative dance partner acquisition in young
0 \ .
o ‘ n, "
children. An observational model has been recommended that may further
\ . v .
our understanding of children's creative dance development. It would,

however, seem. approﬁriatg \o be alerted to both the‘values and dangers

~ f

inherent in such an observational procedure. Our concern must always be
for the children and the co text AOf their learning. Should such
observational tools become det imental to this primary concern our use

) : .
of them should be contained. . e

N \ . .
s e . ' ’)., -
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R Appendix 2 -
Thevﬁﬁ%Frta‘Chiidren'e Creative Dance Theatre
i ‘
Staff: Dr. Joyce Boorman

Sally Carline

The Alberta Children's Creative Dance Theatre was founded in 1969 .

within the administrative structure of the Faculty of Physical Education

o

“

and Recreation of the University of Albérta, Edmonéon, ' Canada. . It

n "

operates -in 1986 within the auspices of the Departmeht of Physical

Education and Sport Studies and offers a programme of "creative dance to

i

160 children between the'ages af & and 16 YEers.'  The, programme of

studies is built wupon the tradition “and fouddation of the  work of
i : A N

w, " Y W
Rudolph L;;ig/yhilq:\ﬁrawing upon applicable knowledges, theorieslyanq

proce%ses, the North American tradition of modern dance. Drawing upon:

the strengths ' of both”backgrouéds‘a unique programme of children's

creative dance

' i}

has been sculpted. which adhetes to .the foremost

knowledges in how children learn. =~ - . N
‘\ P ’ ) [

. N . .
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Appendix 3.

Identification of Excerpts of Children's Dance

Movement Descriptors

)

1. MOVRMENT ECHOLALIA.OR IMITATION
Immedf}¢te and voluntary repetition of a movement or shape involving
fascination on the part of the child. The 1intent may be to

"replicate the movement or shape exactly, or to modify {it.

Possible reasons for the child to engage in the activity may be:
ii primary fascination with the movement or shape

. 4
11) fascination with successive repetitions

) . ks
111) affirmation (like this?)

iv) clarificatfpn for self-satisfaction (see 1f I .can do this)

v

v) clarificatioﬁ for execution (how did that go?)

v1i) reinvention (look what I've done)

oo - -

H
: [

2.  MOVEMENT MONOLOGUE
’ ‘ » \ o B " . "
Volqntafy execution ‘of movements or shapes in the presenée or .

absence of others, but not speciffhally directed towards.them,‘and

0

involving fasc*natioﬁ or attraction on the part of the .child. .

() w "
@ "

-

: . " é"’ S ‘ ‘ -/
'Possible reasons for th child\ﬁ{;engage in the activity may be: ©

'Predominantly private categories =« L ' .

¥

1) pure enjoyment of‘the sensation or feeling of tje movement

Q&
o

ii) exploring a movement idea {;

3
S
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)
111) reconsfructing sfh earlier dance for pleasure

iv) reconstructing an earlier dance to sort out or clarifx in case "
of tricky movements or to put new ideas or "movements into

context

A\

Possible reasons for the child to engage in the activity may be:
’;:Predominahtly public categoriéa‘~ o

v) practicing "longer" dances

vi) reconstructing an'egrlier dance for pleasure ‘ : &{

DIALOGUE ‘ o &

Infentiqnal contribution and communication of ideas to’ a shared
dance situation with'another pefson.. |
‘Poesible reasong why the dialogue may bfe;k down:

9] intefrﬁption by partner

‘ii) no r;sponée by partner . ,

- 111) misunderstanding by partner
; ‘ ) . . [

The excerpts on the videotape are randomly drdergd. Eggh excerpt

DY Qa .

is separated by colour-bar tracking. .
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Appendix 4
A
CUES FOR THE VIDEOTAPE OF CHILDREN'S DANCE
The ' Counter cues for the excerpts are correct on an R.C.A. video

cassette recorder VKP926. The start of the tape 1s 000.

Excerpt ## Counter " Verbal Cues ' Visual Cues :~
| 1 005-015 "Freezes" _ Children sittiﬁé in
- éreupf |
2 X 021-025 ' "Th$é upside-down one | Chil;renlin spéces,,in
. | here" ‘;I shapes | 1
3 . 02§;041 "Story about two . : Chilé}en‘gitting T; group
people" |
; 4 | 047-089 "0:K., here it comes” Two boys standing
5 | 081-089 . "End Pf his pathw;y& ) _ Childfen in';paces
6 054—105_ ;"Blow them in the air ‘\bh;idreq‘in circle
| first" ‘ | : '»°_-
7 o 110-124 "I think I could catch 'Children %n circie
E " abwbble" . .
. . , . ¥
'8 129-138 "Céuld you jdst show me Children in spaces
| gour bubble" . o | |
9 1143-;65-4 "And‘hidg‘it #éry véfy; Childrép‘ih‘spaces
| | © small” | R
10 - 169-195 "Tt could havé;.pqt foo. thldre;‘in érbup
o | . far awa&“ - ‘ .  .j
°1i . - 199-216 " think they'fe ready"’ Chiidf' ‘lq‘spaces. %ﬁ“w
PR | o sﬁepe:’}ﬂ B
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Excerft i Counter  Qerbai Cues .Visuéi Cues
12 ; 222-239 - Music ! ' 3‘ Children in smail éhapés —_—
13 243—264 Clavéa clicking . Children in spaces
14 268-308 '"You,might3bump stfaight Child;en étaﬁdingl‘

into them"

15. - 312-351 "?Anofher'shape in the Childfen in épaces;viy
sky" - shapes™ IR
16 374411 "And off goes Jessica Two children

. shooting star"

17 . ; 414-428 "O:k. and I go" o . Children ;nlépaces;
. | | l sitting
18 430-4?9 "And I'm goiné to blow Teacher and éh}l&
her" | g -
- ‘ 2 ‘ o . ,
19 '482-48§ Music = ) o Child;en travelling
20 o '4967502 "Big ongs" .,.:' Teacher in group of )
| ‘ *  children
21 4'“504f525 , "Bg a big raiﬁdroﬁ"" Childfen‘siztiﬁgnin érqup
22 "l“‘§27—533 » “Lo§e;y"‘ S éh}ldréhsitslng, :
23 “'536;553'ﬂ "I;llitnrﬁ &ou ;il into Children in ségces, log :
| ' pndqies""'A.   5, . | ) ’
;zav' 545-5567 "all those little tiny"'.‘y‘Childrén‘ 1n'sp;c'eg,,‘1ow c
25’->‘ - 5587564 i-ﬂsgéfifiyou';én.ddit",VCﬁiidgéh‘invg;oup
'Iﬂ26 : ‘567f580 _ﬁ"éan‘ybp dokif;vka:iisl. CﬁiiQren;iﬁ spacég, low

s )

"'ﬁgllpon?? 

27 _5827589' ,"bot'foxb16y you p' ; _Chi1&renlin spaces



. Excerpt #

Counter '’
28 591-603 .
29 - 605-612
30 614-619
31 621-625
32 627-636 -
33 639-657
34 660-666
35

1

668-688

"Show us popping"

Verbal Cues
"Here's your sound"

"A litfle rain"

"Another shﬁbed‘puddle"‘

MusiC‘
Mﬁéicl

"Case . . .
. A

you fly
away'

Music

+ low

R TN i

6Iaual*Cues.

5

Childrenyih épgces

v

~ ‘children stahdihé

Children in spaces

4

L Children in group

Two children
Children in spaées;'higﬁ,

Children wearing skirts

Two children, slide on

wall



Appendik 5
" Recording Sheet for the Observers. — ,

K

'EXCERPT #1 .
‘BfHAVIOR:- S o

OTHER ' CATEGORIES: s

Y
we
-

COMMENTS :

EXCERPT # 2

- BEHAVIOR: T  <‘>

ws
e
U-o
I3
ws

' OTHER CATEGORIES:

- COMMENTS:

ERCERPT #3 \
 BEBAVIOR: . o

. OTHER CATEGORIES:
- COMMENTSF. E—

we
-e
.. ve
.
we
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~ Appendix 6

Movement Echolalia or fmitation and’Movement‘Monologue (1)

Excerpt 1 I o ";” : Counter #OOﬁmv

The children are sitting in a group with Sally . the - record
player. ' Sally 1s verbalizing the ' spinning, spinning sequence'of
the rhyme, talking about wide shapes and travelling to a new space.
"Now each time your spinning shape goes to a new spot and then it
. does it again' . . . freezes (makes motions with hands) . . . uh!
, That's right,“it's frozen . ... you might freeze in 'a big wide
upside~down  shape."  (Sally 1s kneeling and leans body side and

back, reaches up and looks high). MANY CHILDREN IMMEDIATELY MAKE

THE. SAME SHAPE. =  (Sally points to a boy on the edge of the group:
who makes his own upside-down shape) "Lovely,‘ with his toe in the
air . . . you might, freeze in a wide shape on the floor. When it
freezes it doesn t move, right?" . :

Observer A

'Behavior:" Imitation;—Monologue. “ P

(Other Categoriea: . affirmation,‘primarily fascination with the movement
Ior shape, clarification for execution. ‘ ‘

ﬁComments:- Without camera access to teacher one has to take verbal cues -

o

[N

for'context. There could be imitation of "freezing" but then therek‘
nv,l anpears to emerge monologue (reconstructing an earlier dance for
“ pleasure) ;. IR |
Observer B

Behavior° Movement Echolalia

Other Categories-- primarily faseination with the movement or shape,};m‘;“ -

clarification for self~satisfaction..

. &
Ve



- B . - 1s0

Commenta' . Two children move immediately on the word "freezes ——possible
'yreinvention, .i.e.‘ own interpretation ‘of a "freeze v.movement
Definite imitation of teacher 8 actiona o ‘t o
Obaeryer c o
Behavior:' Imitation l,
Other Bategoriea: ‘affirmationg
jObaeryer D o :' o ' S s
Behavior:i Echolalia (éeneral):
» OtherICategoriea: ‘primarily&‘faacination‘with‘the movement or‘mshape;

l affirmatibn, clarification for self—satisfaction.‘

pEommente: '}Atvbeginning; child in front row exhibited monologue. :She d
extended “her 'foot out before the others tried anything ot were‘

‘ euedr She wpuld do this for pure enjoyment and exploring | |

" Excerpt #10 \ . S Counter 169
.~The children are sittingﬂin a group around the record player,
' ~having < listened -to ‘part of the music and mapped 1t with their.
... hands. "I m going to close my eyes and when I open them again I
;“wondér if we could have, not too far away, some red bubbles, blue -
"bubbles, black bubbles, pink bubbles, silver bubbles all curled up
. ‘ready to Jrite their stories, to dance their stories. Off they go.
" (children  run  into spaces) Now I wonder if I can tell by - their
f‘ahapes what colour bubbles they are? (stands and moves ' fggward)
.very small . . . that's. a lovely bubble shape,  (touches ‘gild)
- super one - ‘there in a sideways .shape, - (points) very curled up.  And
- when " T give you the msic you "do the- story. all yourself. “Here
ol ycomea: the - music.; . (music)  Get ready for the bubble to grow all
oy youraelvee, CHILDREN DANCE THE BUBBLE RHYME :
“Obaetver'A ~

Behavior' Mbnolouge "“;f-\b"f o ”:Q'fv T

Other Categories.n affirmation.

H . ) oty
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®) |
"

.Comments. 'Teaoher's language s’ confusing-;"curl up' requiresw;one

P

t

behavior——different shapes and colours another. Inconsistency1has

———

‘led to imitacion of mqyement.
‘Ohserver B “ Yo | |
Behaniorr Monologue‘

'Other Categories.“ reconstructing ‘an earlier dance‘for pleasure. nure

enjoyment of the sensation or feeling of the movement. .exploring a

movement idea.‘ ac e —

‘Comments: ‘ Bere the viewer can assume that - the dance has been performed
previously. 'Some of the children still seem to be exploring the

'

“movement idea, my reason for placing it in the categories. o
‘Ohserver c |
:ﬁehavior; Imitation
AOtherCategories:' fascination with succesaive repetitions. ;

< Observer B REEPP |
vSehavior:‘ Monologue

' Comments: Beginning when éhildren are on floor, have constructed their

:,own"shapes.; Music begins and Matthew and another boy interpret D

b theirf’onn nersion. | Girl in stripes copies Others,r specifically‘

-

Mht“théw'-‘.* B PR
‘ Exeerpc o4 S R E Count‘er #536 ‘
R Cls AT S S

The children ‘are sitting in spaces, ~having just watched Sally.
L making puddles.‘ "I'11l, turn you: all into puddles.: Make puddles for-
. mes - Make me' a puddle. ,Can - you make me ‘a puddle Beth, a great big
E:Ipuddle? ~0.K,, There's, a ‘puddle (walks around) Look. at_ this deepa o
’ ;puddle here.ﬂ (touches a:bridg¥ shaped puddle).. TWO. CHILDREN LOOK *
... AND” PROMPTLY’MAKE THE .SAME SHAPE. ‘. "And ‘this. deep. ‘puddle, 'oh and
*'this one.‘ And here s a deep puddle (travels around) and here 8 . ‘a’

e ; L . oo L K . L . - i

ORI : ' ‘ ; Ten ,’ ‘~.\ :};:.
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round puddlel and here's a round;puddie and here's‘a“standing up

puddle.

Obeerver A _

Behavior: ' Monologue - L ‘;. LT,
Other Categories" exploring a movement idea,_'pure enjoyment of the

EN
W ot

[

dance for pleasure.
.

Comments._ Again ‘the language ‘can you make" has shifted the children to“

monologue-—the language has freed them—~they become ‘the decision
o t [ ; o ) [ \
makers. = — SR : ‘w,

‘Obseryer B

iBehavior: Echolalia

" Other Categories. reinvention, primarily fascination with the movement

h or shape, affirmarfon, clarifieation for self—satisfaction.“

Comménts. Concerned with—reinvention—*—but most are upside down ‘(as

Sally)
<0‘béervervc B T AR
-Behavior' ImICation : vi\\*h ' '__.; e

_Other Categories.‘ clarifiZation for Belf—satisfaction, affirmation.

hObserver D “ "n lr T /

—Behavior. Monologue-'fzyi

Comments'- Child in purple-—own shaoe\\_y;ﬁy of the children copied each

TR

interpretation.f “ff;..ﬁi“ﬂ!ﬂf“§"7;",,‘~y5'f o ; jf?wﬁu“~

- gensation or feeling of the movement, reconstructing’ an earlier

other-—eepecially thoae on the floor. ' Child in black--own é'&



Exoerﬁt‘#27 ‘ | N v ‘ ‘ ‘ ‘ "vCouoter #582

' The ¢hildren cue in shapes.on the floor. "I've goc to blow you up.
I've got a yellow balloon . . ' .. and a rourd balloon . . . & long
skinny balloon (Joyce touches a child each time) .. . . -and a
twisted 'ballood, 'THE CHILD NEXT TO THE TWISTED BALLOON PUTS HER
LEGS THE SAME WAY. "And another twisted balloon.

. Observer A. . . ¢
Behaﬁior:‘ Monologue:

Other Categories: exploring a movemeﬁp‘idea;

1(‘ o 1
A

‘Comments: . Does the choice make monologoe‘imperetive—-are we looking at
children singularly or' colleotioely;-how does vthie affect‘ ouf“
1noerpretaoion? | | | |

‘Obser;e?'B‘ | . .

' l . . ‘ '

BehaQiorfﬁ Monologue<
Other Categories.~‘ exploring a movemenéhfsea; pure enjoyment of the

sensation or feeling of the movement.

uObserver c S o ’ ' y o
Behavior: Imitation ‘ - ‘ ‘ ‘
L ’ , . et ' S |
Other Categories: affirmation, reinvention. - ﬁf ' ‘ -

. k e . ) ! }
"Obse€rver-D: -
. . . S | X o
B L aF R ! ‘ ] P n
Behaviot:* Monologue . ' ; |
' Qoﬁmeute:' : Twistednffbglloon, _long skimny balloon--all different

interpretations. o

-,:fVExcetpt #29 ‘*ﬁf;s" B :l"_f K‘.“:H S Counter #605

The children are ttavelling, (rain) making :he floor ‘all wet.' "And1
little rain comes, ra little rain and a puddle. .(claves) Ooh,

,'f*@?f;fi super ¥ . CHIEDREN FALL INTO PUDDLES.. "And a little bit of = rainm.”.
' ' u_“ «(claves) : CHILDkEN GET UP .AND- TRAVEL i "And a puddle." (cymbal)

Lois (an adult)uﬂmakes a puddle shape On her back with one‘ leg
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pointing up to the ceiling. HEATHER, WHO WAS STILL TRAVELLING
GOES TO LIE BESIDE LOIS AND MAKES THE SAME SHAPE.

Observer A
. Behavior: 'mitatién
Oth;r Cate;ories ;ffirmation, clarification'for self—satisfaction.
Commengs: Too early 1in their careers to: be anything other than aborted
imitation or very rough .dialogue,. ' & .
Obaetver B - O o

'Béhavior Monologue

Other CaCegories‘- pure enjoyment :gfi.the sensation or feeling of the -
movement, exploring a movement 1dé;§ﬂ

-

AObaerver”C 3

Behavior; Imitation

N . . "

Other Categoried: clarification for execution.
‘Observer)D ' s

Behavior: MonoJogue

oy

tomments: 'Child cues in from teacher.
_ Excerpt #30 R Counter #614

The children are in'puddle shapes, 1in spaces. "And another shaped o
puddle. .(cymbal) Good. Oh, look at that shape of that puddle
(points to Sally). - Look at that shape of that puddle, 1it's a bit
.'of a funny shape.that puddle." (points to Lois)  HEATHER, BESIDE
'LOIS, LOOKS AND THEN MAKES THE SAME SHAPE. - S |

. » /
'f‘Obsetver A

‘_'Behavior'ig Imitation

.

Other Categoriea°' affirmation, clatification for self-satisfaction.

‘ Comments.‘ Imitation determineg)by Ianguage of teacher.

a

{3 < ) . . _ ¢
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: .
Observer B ‘ .
o ‘ ' @ IR »
. ( - .‘| .
Behavior: Monblogue
Other Categories: exploring a movement idea, pure enjoyment of the

\ segsgtion or feeling of the movement.
Qbsarve; c | |
Behavior: Imitation | B
OtheFuCagegories; affirmaction.
lbbservér D
‘ ﬁeﬁaviér:‘ Monblogue

Comments: Shapes—~each interpret.

Movement Echolalia or Imitation and Movement Monologue Qii)

~,
Y
Al

Excerpt #25 o - o Counter, #558

The children are sitting in a group having watched Sal{;,do ‘pops’
and said 'pop' to help her. '"Now see if you can do {1t and .say it
to yourselves." THE CHILDREN RISE AND JUMP UP AND DOWN MAINLY IN
,THEIR OWN SPACES, CALLING 'POP'.

4
Observer A ’ .
Behavior: Imitation

Other Categories. faécination with successive repetitions, primarily

"4

ﬁascination with the movement or shape.

‘Observer B

Behavior: Ecﬁolalia -=- Monologue”

Other Categories: (E) primarily fascination with the movement or shape,’

‘ affirmation, éiarification for’ self-eatisfaction. clarification for -

’

'execution, reinvention. (M) _pure enjoyment of the sensation or

feeling of the'ﬁoyement,‘exploring a movement idea.‘
' ’ S @ : . R
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Ca Co : .
Coﬁmenta: Some¢ of the children are engaged in echolalia, imitating and

then reinventing. Others were, already in- monodlogue . ready td
< . . N
. <_')

'éxplpfe.
Obeérv;r C. ‘
Behaviqr: #miﬁa%ion o
Othe; Cat;gorieé: primarily‘fascina§19n~with the movemenﬁgﬁp shape.
Comments: fascinafion with‘the sound.’ |

. Observer D
W . .
Behavior: Monologue "~ . w \

Other Categories: . pure enjoyment of .the sensation or feeling ‘of the

movement, exploring a movement idea.

Couments: Children interpret themselves, especia}iy child 4in pink

4

shorts.

Movement .Echolalia or Imitation, Monologue and Dialogue

Excerpf.#k‘ ‘ R o - . . Counter #047

The children are standing in twos, in spaces, facing a partner.
"0.K., here it comes . . . ' its says,.'l am mad!' (musi¢) I am
mad." .TWO BOYS CLOSEST TO THE CAMERA CONTINUE THE FIRST SECTION OF
THE DANCE RIGHT THROUGH THE SECOND PART. OF THE MUSIC. TWO GIRLS AT
THE BACK DANCE THE WHOLE SEQUENCE WELL., " DURING THE SECTION WHERE
ONE CHILD .SKIPS BACKW!RDS WHILE THE OTHER SKIPS' FORWARDS, THE
KINDERGARTEN TEACHER "AND' HER PARTNER BOTH GO~ BACKWARDS, .SO
SEPARATING.‘. THE. TEACHER BECKONS TO THE CHILD AND < THEY CORRECT
THEMSELVES. . . WHEN IT IS THE CHILD'S TURN TO GO BACKWARDS, SHE DOES,
SO, BUT DOES .NOT SKIP. - AS THE MUSIC REPEATS, ONE BOY HAS LOST.HIS
PARTNER ..AND  STANDS LOOKING AROUND. ONE GIRL DIRECTS HER DANCE TO

. —SALLY, WHO IS NOT HER PARTNER. ~ THE BOY FINDS HIS PARTNER ON THE
THIRD REPETITION BUT THEY DO NOT FACE EACH OTHER., TWO OTHER BOYS
DO THE . WHOLE DANCE.. L .
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Observer A " ‘ coemow

-~
N

Behavior: Dialogue but also imitation. M ‘

Comments: There 1s a problem because so many behaviors are exhibited.

o — )

Also 'there are no options as the situation is partner work--this

1nev1tébly appears td predetermine dialogue. Dialogue also breaks
N .

‘down. You may have ‘aproblem with dialogue because in so many ways

~» all the excerpts are dialogue. 0 |
Observer B

Behavior: Movement Monologue

o

Other Categories: explof;tion of a movement 1dea!
Comments:“' ihe examples Qiewéd'appeared to be predominantly monologue--.
each chiid exploring and clariffing‘ the movement content‘ for
g ”himself/herself: Again difficult to decide on "recons(juct;on an

earlier dance" as viewer is not sure whether they have performed

- . {
\

dance previously.
~ Observer C I
Behavior: _Dialdgue

Other‘éategories: Misunderstanding by partner.

Commenté;‘ Diglégue (misunderstanding)--two girls in red. Two boys--not

‘really dialogue but imitation-~clarification for self-satisfaction.

0bser§ér D.

' Behavidr: Dialogue

:Commentsi ' Jessica and Ailyq?n--dialogue.. Chrtis and partner--
fabulous;-éaryy,riéh;’éhr&uéﬁs} Curt;s-dfhter?retation—éhadd-behind

his back--pure enjoyment and conviciiéng “Andthe% boy-~dialogue but’

-
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ey 1

loses it due to misunderstanding4—doesn't know who his pertner is.

Matthew- onologue--pure enjoyment.

Excerpt #9 ' o : - Counter 0143
: e —d
The children are in spaces, having explored the bubble rhyme » "And
hide it very, very small. Heére comes the bubbles . . . whoosh
.. & make your bubble. " hide it away. (responds to a child's
comment-inaudible) ‘Hide it away very tiny . .. . very small . ..
that's 4t . . . oh, Christie, hide it away quick Are you all
curled up on the_grounﬂ? Now heXe goes the story. I'm going to
watch your story. -I swallowed a bubble . . ." (sdys rhyme slowly)
CHILDREN .DANCE THE RHYME. ONE CHILD SPINS FAST ON THE TURNING
SECTION, SAYING 'OOOH'. .

Observer A v ‘ - a o
behavior: Monologue with a taste of dialogue

. Other Categories~ M) reconstructing an earlier dance for -pleasure,‘

reconstructing an earlier dance ‘to sort out or clarify in case of
tricky‘hovements or to put new ideas or movements into context.

Comments: As the children are responding to rhyme we need to consider

this on the -influence of the . movement behavior. | Supposition--this‘
was diqlogue between teacher ‘and children, and there was a great

deal of communication breakdown (misunderstanding) I suspect the

problem here wae that we saw product not process. As_ children N

shift to. product they often lose earlier behaviors. |
)

' thserver'B, |

_‘Behavior:. Movement Monologue 9&?‘ .

Other Categories '\)pure enjoyment of the'seneation or feeling of the

¢ T - e

movement, eiﬁlbring a movement idea.
Comments: It could have been the‘reconstruction of an earlier dance for .
A ‘pleasure as a few of the children'antlcipateddthe'story,and._moved N

e N . . . . ' .
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onto the next section. The viewer hesitates to make this:
assumption ag does not Ehow 1f complete dance has been performed on
a previous occasion 25 are those children quicker/more, able -

joining the sections brebioualy explored?

Observer C
\ ' . . ' %)

Behavior: Inigetion

Other Categoties: affirmation, clarification for execntion.
‘ Comments; Little girl in ted in front.

Oheerver“D \ B \‘ .

Behavior: Mdnologue

~“

i
Other Categories: ' pure ‘enjoyment of the sensation or feeling of\ the

. movement, exploring a movement idea.

Comments: Matthew4-monologue¥—he was fascinated with the story and cued

o

. in--gradual movements for growin&. ,
- ifcerpt#34 . ‘ . ' Countet #660

The . children are working on the concept of having two " butterflies
in a museum case, with their wings touching. They had used various
points of contact. ". . . case, you fly away. But you don't go so .
fast Carley, they're not racing. driver butterflies. Oh, beautiful,
and they take time in their case. Show me how you . . . like here
was a butterfly 'who touched wings. Look at this, look what
happened. " (The children keep.on dancing as Joyce points to Rachel
and - Carley who are- touching their palms together)  BOBBI IS -
. TRAVELING TOWARDS RACHEL ' AT .THIS TIME AND =AS ' CARLEY. BUTTERFLY
 LEAVES, BOBBI JOINS RACHEL IN HER 'BUTTERFLY CASE' AND TOUCHES HER
' PALMS TO RACHEL'S. ALSO, SEVERAL OTHER CHILDREN IMMEDIATELY . USE
THEIR PALMS FOR THE CONTACT POINT. N.B. :Following this, when the
. children do the Butterfly dance’ with the music, .a11 are now-using
palms as '"wings" touching,  thus losing the usé’' of ‘levels ' and
different body parts in contact they had: previously. ey o

‘ Observer A

x“Behavior; Dialoguel
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¢

Comments: Very dominated . by teacher‘dialogue so almost reverts to

"

éogglégue.
Ob;;:ver B '. | - o | | ' '
tha%ior;} Dialogu; | ‘
Coﬁménts: Iniolvgdﬁin a strugturé which 1§ fepiicated‘upon aéfirmacion
e

. and ;ein?eﬁcion of. echolalia.

Observer C ‘T“ ‘ L .
Beﬂavior: Imiﬁatioﬁ

Othgr Caceéof%es: ”affitmgtioﬂ.
”Obéervér‘D |

Béhaviof: Dialogue with examples of monoloéuel

Comments: . Children are workiﬁg withwﬁartners'but‘are interpreting " the

e

movement on own (i.e. monologue).

N -

&
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Appendix 7
' . N oo b . . »
The -videotapqd excerpts of the creative dance uged for this study

are on V.H.S. 1/2" videocassette. .The tape 18‘avéilable'on request

Y

. from:

The Instructional Technology Centre
‘B-117 Education North .
University of Alberta
Edmonton, Alberta

-T6G 265 - = "

.. Phone: 432-3667.

. It should be noted that "the pg}icy“ié not toé loan vidgotapéa but- to
provide copieé (dubsg) for a fee onto tapes sent, or 1t is possible  to

| purchase thé.tape directly.



