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ABSTRACT

Two contradictory claims occur in the literature in relation to
the arts in education,.and specifically to creative dance in children's
education: the arts, which include creative dance, are of significance
and importance in children's education; and the arts, particularly
creative dance, are not being taught in elementary schools.

The purpose of this study was to examine factors related to these

two claim.: the design and implementation of a resource unit in Y

creative dance for children at the grade three level; the design and
conduct ¢f an inservice program to assist grade‘tﬁree teachers in

N ‘ - . .
utilizing the resource unit in their classrooms; and the identifica-

" tion of significant variables that could guide future development of

resource units and 1nservfce programs in creative dance.

The study was carried out in two phases. Phase one involved the
selection, creation and organization of a series of creative dance
activities in the crea;or-performer-spectator dimensions for grade
three ehildrenT The dance material was then piloted and evaluated with
two grade three classes of children. From the results of phase one;

a resource unit in creative dance was designed for use by classroom
teachers at the grade three level.

Phase two involved the des1gn and conduct of an inservice program
with seven grade three teachers. Upon completion of the inservice
sessions, the teachers and their respective classes were interviewed
to determine the effect1veness of the resource un1t and the inservice
program. The findings from phase twO confirmed that a resource unit

designed to include written materialss live performance-spectator

v



experiences and audio-video resources was considered effective for use
by éﬁaserOm teachers. The results from this phase also confirmed
that, during an inservice program, teacher concerns related to the.
provision of direct and concrete experiéncés with the materials of
creatiye dance and to the"opportunities to Observe_demonstration
lessons and participate in peer coachinb situations.

In phases one and two, the findings revealed that involvement in
creative dance was a positive experience for both teachers and children.
The study therefore reaffirmed the findings in the literature that
children's dance_education is important. It also suggested that the
absence of cregifve dance in most e]ementary school curricula may
result from a lack of appropriate resource matérials and a lack of
teacher exper%ence in creative dance. Thus the study supported the
existence of’the two contradictory claims in the literature on
chi]dren'g dance and offered suggestions for the design of resource

.d

units and inservice programs to assist in rectifying these claims.
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Chapter 1

THE PROBLEM

Introduction

Education has a tendency to emphasize the verbal and mathematical
forms of communication. Ma;fin Engel (1979) believes a fallacy is
inherent in this practice as it assumes that the verbal and mathematical
codes include all meanings necessary for human functioning (p. 44). It
is clear, however, that we communicate not only by meéns of words, but
also by means of musical sounds, visual forms, expressive movements
and other symbolic systems, each of which represent different modes
of communication. Eaéh'of these svmbolic svstems offers different wavs
of perceiving, interpreting and communicating our world. Thev are
symbol systems that humans have invented to express that which they
have come to know about reality. As Eisner (1978) explained:

Each symbol system—mathematics, art, music, literature,

poetry, and the like—functions as a means for both the

conceptualization of ideas about aspects of reality and

as a means for conveying what one knows to others. (p. 618)

Each symbol system is a 'mode of consciousness'—a way of
representing 1ife. Our experiences in reality are transformed into
symbols or ideas that generate and refine our thiiking. - Moreover,
as Cassirer (1944) pointed out:

* None of these forms can simply be reduced to, or derived
from the other: each of them designates a particular

approach, in which and through which it constitutes its .
own aspect of "reality". (p. 78) '



fach symbolic syster appears o provide @ untoue wan of concenta-
alizing, expressing and communicating ideas about ourselves and our
environment. It would seer to‘}o110w that knowledoc of ane participa-
tion ir many ¢f the symbolic systers woute Teds "o @ vioner ana meve
meaningf.l 1ife, ratver tha one in which symbolic capacity was
Cassirer {1934 supported trhis belief wher he stated that:

The deptt of humar experience depends on the fact that

we are ahle tc vary our modes of seeing, that we can

alternate our views of realrtyv, (o, 170}

1f education can be conceived as "the coming to know throuah
the symbelic transformatior of experience” {Srith, Goodmanr and
. A .

Mereaith, 1070, ;. T4, then it would seer to sugagest that introculing
stucents to all of the symboisg cueteme 0f Lo riratior—the avic s
well as language. mathemati s, science—wo.ld be an imporiant role

of educaticn. 1t follows that introducton o the power of the
symbolic recresentation of music, visual art and dance shouic be a
major part ¢f education.

The literature orn cance ir education (Boorman, 1d- . Dimendstein,
1077; =317, 1878 Recferrn, 1073 incdicates that ore of the ma’or .
concerns 0f dance as & facet of ckilaren's edusation shouid be the
recogrition o dance as a form of symbolic representation. Through

syrhiTic vepresentation, tre ol Tearne that the acttons ihad

constitute dance suck as lears. twirls, spins, skips, can conver

various ideas, images and fee?incg. Another avenue of communication,
g

.\
of knowing the worlc. s cpernec to the chiic.

Since darce is one of the primary forms of human communication

and a symbcl svster that uses movement as its "lanauage’ anc the
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human body as its medium, it is the most intimate and direct medium
of all the arts (Lange, 1978, p. 55). As such, dance is a "language"
5u1t§d to children, for it is constituted of "the veryv raw material
whicﬁ‘[a child's] natural desire has already led him to explore and
over which he has already gained considerable contro14 (Goorman,
1970).

For young children, particularly those in elementary schools,
Dimondstein (1971) described dance as "the interpretation of a child's
ideas, feelings, and sensory impressions expressed symholically in
moverent forrs through the unigue use of his bOd;“ (p.. 3).

Through experiences in creative dance. children mayﬁﬁeé}% how to
use moverment to communicate their 1deas, images and feef%ngs, and to
interpret those of others., According to Dimondstein (1971), the
essence of the c¢reative dance ‘\periencéuﬁS'that children "become
aware of another wayv of knowing and‘fee11ng ab0ut.themse1ves and <

others" (p. 19}, |

1f dance is a symbol system, as the ]iterature 1gdicates, then
it appears it has possibilities for challenging the‘infe11ect and
stimulating the imagination of the children in our schools. In other
words: "The possibi]ity of learning the 'language' of dance .
has implications of the highest importance for the subject as an
educatioﬁa] activity" (Redfern, 1973, p. 129

Thus, when we speak of the development of communication skills
as a primary goal of_educétion (A]berta Education, 1982; QOntario

Ministry of Education., 1975), we must be prepared to extend our

concept of iiteracy to fnciude nom-verbal and artistic modes of



symbolization (Engel, 1979, p. 48).

Boorman (1980) supported this concept of literacy when she
stated that:

unless there is curriculum expansion to include all of the

major symbolic systems with which man expresses and impresses

himself through and in society, then the children of the

Canadian society will be illiterate. (p. 10)

The above position was shared by those educators responsible
for outlining the physical education curricula forlthe Provinces of
Alberta and Ontario. In referring to the role of creative dance,
the physical education curriculum guides stated that dance was g
medium of communication for ideas*and feelings, and stressed that
children be given opportuniFies to learn the "language" of movement
(Alberta Education, 1983, p. 2; Ontario Ministry of Education, 1975,
p. 17). )

\lhile the provincial curriculum guides clearly recognﬁzed the
role of creative dance in the development of young children and
emphasized its p]éce in the physical education program, investiga-

jons have shown that in Edmonton, at least, “it is probable that :
\s_#~\:;;:\fﬁ§ﬁ 50 per'ceﬁt of teachers even teéch creative dance and many
of these'on1y ir very small portions of the total physical education
program" (Padfield, 1973, gf 115).

At the national lev = studies in the Unifed States, Canada and

Great Britain reported siai ““1dings (American Association for

Hea]fh, Physical Educaticr ar »atjon, 1971; Calouste Gulbenkian
Foundation, 1980; Dance anc the ©, 1978). Thus it would appear
that 1ittle emphasis is b~ing '=- -~ danc- as an important educa-

tional activity for elermentary <Cow R



In summarizing, it becomes obvious that two contradictory claims
appear to exist in the literature. The first emphasizes the importance
of the a;}s in education, and specifically the importance of dance in
the formal education of children. The second reveals. the apparent

minor role of dance in the curricula of elementary schools.

Purpose of the Study

The issue which must be qddressed is why there exists such an
qpﬁarent disparity between findings in the literature on dance,
officié] curriculum policy and gctua] classroom practice. Two reasons
may account for the disparity. The first reason may be the lack of
and inappropriateness of existing curriculum unifs. As stated by the
1978 International Conference on Dance and the Child, the focus on the

child as creator in past CUrricuTa did not seem adequate (Brinson,

—

1978; Lange, 1978; Redfern, 1978). Contemporary thought indicatedr
that three dimensions were necessary for the total dance education
bf the child—the creator, the performer and the spectator. The
second reason for the disparity may be that given suitable resourte
units of instruction, the processes involved in implementing these
units have not been fully identified and developed.

Hith these major reasons in mind, the purposes of the study
addressed the following concerns:

1. The design of a resource unit in creative dance for grade
three children that focused on the child as a creator, a performer and

a spectator.

2. The design, conduct and evaluation of an inservice program to

~—



assist teachers in implementing the resource unit in their classrooms.

As the study progressed, it became apparent to the researcher that
additional purposes were evolving. Consequently, the purposes of the
study were expanded to include. the following:

3. The identification of significant variables that could guide
future development of resource units in creative dance.

4. The identification of signif%éant variables that could guide
future development in the design and conduct of inservice programs in

creative dance.

Research Nuestions

-To address purposes 1 and 2 of the study, the following research
questions were posed:

1. Would Taboratory prepared creative dances designed to focus
upon the creator—performer aspects of children's dance experiences be
appropria?g for children at the grade three level in the elementary
"school sysiem?

2. In what ways could the performer and spectator dimensioﬁ.of
chi]dreh's creative dance experiences be built into the resource unit?
3. Could grade three teachers, following upon an inservice

program, utilize the reserce‘unjt in their classes/schools?

The following questions were asked in relation to purposes 3 and 4:

4. Which aspects of the resource unit would teachers find most
effective for classroom use?

5. Mhich aspecfs of an inservice program would assist teachers

in utilizing the creative dance resource unit in their classrooms?



Description of Terms

For the purpose of this study, the following descriptions will

be used. ¢

Creative Dance. (reative dance finds its traditions and roots in

the work of Rudolf Laban (1879-1959). It has emerged in Canada as a
dance form found predominant}} in the curriculum of elementary schools.
In this study, creative dance is viewed as an art form and a mode of

"symbolic representation.

Creator. Creator refers to a child who is involved in the
teacher-guided process of discovering, selecting, clarifying, and
refining a sequence of dance movements that culminate in a simple

creative dance.

Performer. Performer refers to a child who is involved in the
performance aspect of dance. Performance may range from sharing or
showing a dance sequence with a partner to sharing or perferming with

an audience.

»

Spectator. Spectator refers to a child who is observing dance

performances. The act of spectating is a process that requires active

involvement-with and response to the dance being observed.

Resource Unit. Resource unit-refers to a package of multi-media

materials designed to assist the classroom teacher in teaching a-series
of creative dance activities to a grade three class of children., The
resource unit includes a teacher's :uidebook, audiocassette, video-

cassette, flash cards, and overhead transparencies.



Design of the Study

This study emphasizes developmental, rather than experimental
research. Therefore, the design of the stﬁdy necessitates deviation
from selected aspects normally associated with experimental research.
As a result, the study took the following form:

Phase One: Design of the Resource
Unit in Creative Dance

{

Fourteen dances, appropriate for chi]dreh aged seven to nige,
were selected from a combination of the resources of the-AlbertJ
Children's Creative Dance Theatre and dances developed by the
researcher. These dances focused primarily upon the creator-performer
aspects of creative dance. Three_videotapgd dance performances were
selected to focus on the spectator aspect of dance. These fourteen
dances and three videotaped performances were then piloted wﬁth two
grade three classes in Edmonton, Alberta. At the conclusion 6f the
pilot, interviews were conducted with the'teacher-and the students.
Observations and findings from the interviews and from a review of
relevant literature were used to design the content and materials of
the creative dance resource unit.

Phase Two: Implementation of ‘the
Resource Unit in Creative Dance

Following the deveiopment of the creative dance resource unit,
an inservice program was designed for seven grade three teachers in
Thynqer Bay, Ontario. The aim of the inservice program waS'tQ assist
teachers in using the creative dance resource unit in their é]ass-

rooms. At the end of the inservice program, the teachers and their



respective classes were interviewed for the purpose of determining the

effectiveness of the resource unit and the inservice program (Figure 1).

Significance of the Study

1. 'A significant issue addressed in this study relates to belief
systems and attitudes. If curriculum developers and educators believe
that the-arts and creative dance are important 1n'the,fbrma] education
of all children, then education in the «r-ts and dance must be provided.
Research into both the content pf creative dance and its-app]icatipn
to the school situation would seem to be a part of this provision.
This study addressed an aspect of th{s research,

2. The creative dance unit developed in this study is the first
known curricular resource which spetifica]]y attempts to %nfegrate N
the creator-performer-spectator aspect of creative dance for children.
The unit péqvides an immediate, functional resource in creative dance
which can beirevised and expanded with use over timé. ‘ |

3. Field testing is an essential part of‘the on-going process of
modifying, imp-oving and updating laboratory-developed dance materials.
This study selected activities from laboratory-designed materials and
piloted them with grade three children in an elementary school setting.b

4. This study revealed fhat the iﬁvo]vemént of children, teachers
and principals in a growing awéreness and commitment to a new
curricular tontent (creative dance) can be significant at the personal,
professional level and the total school level.

5. This study indicated that, in an inservice program in creative

dance, specific demands were made upon the teachers that related
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primariiy to the teachers' percébtions'of their dfeative abilitie¥y and
their "moving seTves.“ These perceptions reflected the level of
insecurity that teacheﬁs felt in workina with creative dance and mayv
not have manifested in workina with other subject areas more familigr
and thus more»c0mfbrtab1e to teachers in inservice“situations.
?articipation in the creative dance inservice program ﬁéy have depidnded

a strong personal and professional commitment on the part of the

teachers.
L'ed

6. In this study, the researcher's role shifted from;that of a :
classroom teacher with minimal dance exposufe;exberjémcg to that of an
1nsérvice leader in creative dance. The rESearcﬁer's érowth in under-
standing and in skill deve]obment indicated that significant changes
could occur in a classroom teacher's confidence and knovledge of
~creative ce.

7. This study provided insight.on the p]acement_df cfeative
dance within the elementary schooi program and»spécific$11y’within

the arts curricu]um.

EN

Limitations of. the Study

1. The design of the study was developmental in nature, in that

G . : . . -
phase two evolved from phase one. The creative dance resource unit

used in the inservice proaram in phase two was developed from the review

of the literature and the interview findings in phase one. The pro-

cedure in each inservice session was based on the revizw of the

literature and teacher discussion and reflection upon previous sessions.. .

Thus, the perceptions and profeésiona] needs of the teachers were

11
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incorporated in the developmental process of the study!

2. This study was limited to tegchers who were approached by
the researcher andusubsequent1y cbnsented to be involved. These
teachers were favourable to physical education and desired further
undérstanding of dance. Their professional commitment and ability to
refTéct upon théir experience may have 2nf1uenced the findings.

3: This study was inﬂ]uenced by tpe researcherzs restricted
background in creative dance countered by extens{ve experience in the
classroom. The teachers' 1den£if1cation with the researcher as a
“c]assroomrieacher” and a "peer," rather than as a "dance specialist,"
may have had a positive effect on their perceptions of the resource

. . . . ¢
unit and the inservice program.

4. 1In phase two, the study was limited by the individual* teacher's

Qbility in presenting the dance materials to the children, and by the
children's abilities and experiences in movement and dance. These
factors may havé influenced the children's and teachers' perceptions
of the resource unit.’

5. Time constraints timited the study to a survey of the per-
c.. ~ns of a small sample of teachers and children. A more detailed
ctuay would haue.inv61¢ed many teachers in the sample and'would have
inc]hded observation‘of‘feachersf actual use of the resource unif in

their classrooms over a longer period of time.

P]én of-the Research

‘In Chapter 1, the problem has been identified and the study out-

lined. A review of the sign{ficance of the arts generally, and of

L)

12



e
¥

dance specifically, in the formal education of children is outlined in

Chapter 2. A review of curriculum development and implementation in

the arts and iﬁ dahce is also presented. C(hapter 3 describes phase

one: “the piloting of the dance mgteria1s in Edmonton and the devé]op-
ment of the resource unit in creativeé dence. Chapter 4-presents

phase two: thg‘inservice program and interview finding; in Thunder
Bay. Chapter 5 contains the conclusions based on the findings-and

the recommendations for further research.

or
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Chapter 2

A REVIEY OF RELATED LITERATURE. /

- Introduction

—

The review of the literature falls into four major sections:
The Arts in“ﬁﬂycation; NDance in Education; the Arts and Dance in
. k4
Curriculum; and Curriculum Design and Implementation.

The Arts in Education section examines the significance of the

-arts as an educational force from the essentialist viewpoint. From

this stance, it deve]dps symbolic representation as the major con-
tribution to the essentialist viewpoint.

The second section of this review, Dance in Education, is written

.in three parts. The first part examines the-current shift from a

contextualist to an essentialist view of dance. The second part
discusses the significance of dance as a ﬁnique symbolic form of
representation; And the last part emphasizes the importance of
educating children in the three dimensions of dance: creator,
performer, and spectator. |

The section on the arts and dance in curriculum examines the role
of [dance and the arts as evident in statements of curriculum intent
or policy. This discussion is followed by findings that reveal
general practices in many schools today. .

-The last section of the review examines the process of curriculum

design and 1mp1eméntation and applies the findings in the development

+
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of a resource unit in creative dance and an inservice program for

teachers.

The Arts 1in Education

The essentialist viewpoint of the arts has been explained by

Eisner (1972, p. 2) as the consideration that many writers have given

to the importance of art for its own sake. Participation in the act
of creating, viewing or performing in the arts is considered an end

in itself requiring no rationalization or justification. This section

of the review of the literature examines the significant contribution

of symbolic representation to an essentialist view of the arts,

Cassirer (1944) defined mankind as an "animal symbolicum" and
believed that symbolic thought and symbolic behavior were among the
most characteristic features of human.life:

. man lives in a symbolic universe. Languagé, myth,

art and religion are parts of this universe. They are the

varied threads which weave the symbolic net, the tangled web

of human experience. (p. 25)

This symbolic world has becr described by many: Best (1974);
Cassirer (1944); Langer (1957); Silberman (1973). .Each, from a
different perspective, writes that human beings have created diverse
symbolic forms of representation through which they organize
experiences and thén proceed both to impress and express these
experiences through different idioms.

In exqmining this general need to organizg and symbolize the
world, Langer (1957) wrote that:

In this physical, space-time world of our experience, there
are things which do not fit the grammatical scheme of

15
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expression . . . which require to be conceived through some
symbolistic schema other than discursive language.s (p. 88)

She cﬁaiméd there werc two major 'ways of knowing' or 'modes of
symbolization' which had evolved, the discursive and the non-
djscursive. In discursive modes such as language and mathematics,
ideas tend to be organized sequentially according to the rules of
ordinary 1ogic: In non-discursive systems such as the arts, meanings
are presented immediately, in a ‘gestalt-like' manner. Langer (1957)
referred to these direct visual forms as “preséntationa] symbolism."
She argued that tﬁis form of symbolism was a normal, prevalent
vehicle of meaning, and was as capable of articulation as words

(p. 97). | ’

As early as 1934, Dewey considered the a}ts‘as modes of intelli-
gent thinking and c0mmunicétion:

Any idea that ignores the necessary rdle of inte]ligence‘

in production of works of art is based upon identification

of thinking with use of one special kind of material, verbal

signs and words. (p. 46)

More recently, Engel (1979) supported this view of the arts when
he wfotg: "My contention is that the arts . . . are essential con-
taiqers of meaning, formed by and informing the cognitive process"
(pp. 47, 48). |

Engel's (1979) concept of the arts as "essential containers of
heaning“ appears to link Eisner's essentia]ist.concept with'the
perspective of art as symbolic systems of representation. If the
arts are containers of symbolic meaning, then’the arts have merit of

theiﬁ own. For each symbolic system is unique, and as Eisner (1978)

explained, "each symbol system sets parameters upon what can be
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conceived and what can be expressed” (p. 618).
Children, born into a particular society, are immersed in the
“symbolic world of that society. As Schmidt (1973) explained:
The symbolic systems are nevertheless inescapable for the
child, for he cannot be encultured or realize his potentiality
as a human being except by sharing the symbolic world through

which the society of which he is a member interprets reality
and human experiences. (p. 65)

U

If a child's potential as a human being is meshed with the symbol
systems of soéiety, then education must be concerned with the sharing
of this symbolic world. Herbert Read (1951) defined education as

". . . the cu]tivatidn_of modes of symbolic communication . . . it is
teaching children and adults to express themselves in sound, images, °
movement . . ." (p. 16).

Since it is being suggested that the arts are a major mode of
symbolic communication, then it follows that the arts should share
equal time witH mathematics and language in the education of children.
The absence of any symbol system and, in this case, therunique'symbo1
systems of the arts, deprives children of a major frame of reference
or means of organization, and a major channel of communication or
means of articulation. The meanings that children are able to 'get

from' Tife, and in turn, ‘give to' life can be realized only by

participation in éll_of the major éymbo] systems invented by mankind.

Dance in Education

Dance: Contextual to Essential

The symbol systems of the arts offer children the 'languages' of

music, visual art, dance and drama with which to reach out and touch



reality énd, hopefully, to extend the boundaries of reality. Hixon
(1969) expressed this potential when he wrote:

Theirs aré songs to sing that the.world has not yet heard,

pictures to create that others have not seen, and rhythmic

forms to express that are yet unimagined interpretations of

harmony and grace and perfection. (p. 301)

Of all the arts, dahce seems a most appropriate 'language' for
7yohng children. Aécording to H'Doubler (1957):

Children bring a wealth of natural endowment to a study of

- movement. They come with a structure made for action, another

for its perception and control, a rich inheritance of reaction

patterns, and an innate Jove to move. {p. XXVI)
As the dance experfence involves the child's total self, not just
pért, 1ike the voice in singing or the hand in painting (Murray, 1977,
p. 20), dance provides children with "a unique opportunity to meet
art in its most direct, personal form" (Lange, 1978, p. 55).

Traditiona]]y, dance was Jjustified as an educétioﬁa] aétivity on
the basis of the instrumental consequences of dance on the social,
emotional and physical development of children. Dance was used as a
recreational, non-academic pursuit, a balancer to 'inteTTectua]'
studies, a socia]izing‘agent, a form of ph}sica] exercise, and a means
of expression (Redfern, 1978, p. 7). Research emphasized the effects
of dance on the chi]d’g abilities in subjects such as language and
art (Boorman, 1972; Macpherson, 1976; Vallance, 1975). This tvpe of
justification, referred tb as §pntextua] justification by Eisner.
(1972), emphasized the needs of children or society in forming the
objeétives of dance in education. Dance, in this context, was being

used as an instrument for other ends.

Cassirer (1944) wrote that each art form wa% unique and special

18



in its ovn right:

Every art has its own characteristic idiom, which is unmistakable

and unexchangeable. The idioms of the various arts may be

inter-connected, as for instance, when a lvric is set to music

or a poem is illustrated, but thev are not translatable into

each other. Each idiom has a special task to fulfill in the

"architectonic" of art. (p. 154)

Dance, as an art form, would seem to have a "special task to fulfill"
in a child's education by virtue of its own characteristic idiom.
Only recently, in the 1980's, are educators beginning to consider
dance as a unique aspect of education. Recently, Boorman (1982)
statedf

There are ideas, images and feelings that can be expressed

and communicated in dance that cannot be rendered in verbal

.language, be it spoken or written, music, the visual arts,

or any other idiom. (p. 2)

For example, one can comprchend the story of "Alice in Jonderland"
through two modes of knowing—the discursive or the non-discursive;
that is, through the printed words of Lewis Carroll or through the
visual images of the Alberta Ballet Company. In the literary mode,
one must be skilled in jnterpreting words, the symbols of 1anguagé;
whilst in the ballet mode, one must be trained in interpreting move-
ments, the symbols of dance. ‘Each of these symbol systems, language
and dance, offers a different mode for articulating and for under-
standing the adventures of Alice. However, the particular images, .
ideas and feelings conveyed in the ballet can be expressed only through
~ the medium of dance and cannot be articulated through the medium of
1anguage('

This type of justification, referred to as an essentia1ist Justi-

fication (Eisher, 1972, p. 2), argues that what dance has to contribute

19



to a child's education is precisely what other disciplines cannot.
“Uhile recognizing the value of the many diverse forms of dance,
such as folk, squafe, modern, jazz and the like, dance educators are
firmly committed to the belief that creative dance should be the major
danée form taught in the schools (Boorman, 1982; Dimondstein, 1971,
Murray, 1975). To quote the Canadian Association for Health and

Physical Education and Recreation Journal (1976):

. creative modern dance should he the primary dance form
taught from early childhood through most secondary education
.. [and] should be given time and place in the education of
both sexes. (vol. 42, no. 3, p. 3)
The above statement is made in the belief that ereativé dance has
greater edubationa] possibilities than any other dance form. It has
a strong conceptual structure based upon the research and theories of-
Rudolf Laban (1879-1958). Laban (1971) examined the principles of
moving within a framework of Sody, effort, space and relationship,
and thus 1if£ed movement beyond the phy§1ca1 realm into the conceptual.
This cohbeptua] apprdach to movement encourages children to
explore the entire range of bodily movement rather than restricting
them to a\prescribed series of gestures or steps. .In creative dance
children organize actions to cdnvey and clarify to themselves or others
an idea, é story, a mood, a feeling, a sensation, a thought, or a
movement désign. On the basis of this consideration, creative dance
%;g the potential to.offer children the broadest and deepest movement

vocabulary of all the dance forms, thereby providing for individual

differences and permitting the invélvement of all children.

20



Dance: Symbolic Representation

Creative dance also offers children opportunities to think and
express crgqtive]y within a symbol system or a discipline. As Schmidt
(1973) stated:-

Only within the symbolic systems that 1imit the child's

freedom by imposing pattern and al-eady developed meanings

on him, and by forcing him to interpret his experience in

terms of the possibilities inherent in the symbolic systems,

can he become creative. (p. 65)

Reid (1969) believed that we learn to. do creative things "not
by\'first' but by 'second' nature" and that we learn how to become
natural, to acquire spontaneity, "through paséing through stages of
hard discipline” (p. 281). The concept of creativity emerging only
within the confines of discipline and structure‘was echoed hy
Witkin (1974) who wrote that control of the medium was "essential to
all development and all expression," and that children could not use
freedom of expreésion effectively unless reflexive control of the
medium was within their competence (p. 140).

Creative dance is a symbol svstem or ‘'language’ that uses movement

as its vocabulary and the,body as its medium. Creative dance goes

beyond functional moyément and into the realm of expressive movement

whereb meanjngé efbodieg-n the movements of the dance are con-
ceived and expre;sed in symbols. By learning the symbo1§ of dance,
children learn another 'language' or way of know{ng and understanding
their world. In order to comprehend the meanings of the images, ideas
and feé]ings in the movements of dancers, the total context of the

dance must be considered. As Best (1974) poﬁhted out: '"Meanings,

whether of words or of expressive movements, cah be understood

21
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ultimately only in relation to a context” (p. 42). For example, a
child having mastered the action of turning mav use this movement to
represent the idea of a leaf swirling in the wind, the image of
colours blending in a paint pot, or the feeling of happiness and
joy. The meaning of the turning movement depends upon the context
in which it is used by the child.

The discipline of creative dance, with its own cbnceptua] )
structure and symbolic system, provides children with a unique means

of perceiving and expressing their thoughts, images, and feelings,

with control and with creativity.

Dance: C(reator, Performer, Spectator-

In past years, the focus of creative dance has been on the child
as a creator of dances (Boorman, 1969; Dimondstein, 1971; Murray,
1975; Stanley, 1977). In 1978, the Dance and the Child Conference
advocated a more balanced approach to dance in education. Educator§
were encouraged to consider three dimensions or modes of involvement
of the child in dance: the child as a performer, a spectator, and a
creator. The following year, the Commission on Children's Dance of
the National Dance Association (1979) reported that:

Quality children's dance includes opportunities to be a

spectator of appropriate and varied dance forms; a creator,

including self expression and the shaping of that expression
into form; and a performer, including both original work and
traditional form. (p. 56) :

The concept of the child as a 'creator' of dance is not bound by

the normal day—to?day spontaneous actions of children. The movements

produced by such emotional discharges and those arising from true
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creative expression are vastly different. As Dewey (1934) explained,
'to discharge' means to get rid of, tgwdismiss; whereas 'to express'

means "to stay bv, to carry forward in development, to work out to

n

completion . . ." (p. 62).

In creative dance, the sequences created by a chj1d are not a
co]]e;tion of random movements but a particular selection g{lmovements
that are ordefed and organized to express an image, idea or‘feeling |
(Redfern, 1978, p. 15). The choice of movements w1]1 be made within
the 1imits of the technical skill and experience, and the perceptual
and conceptual development of the children involved (Murphy, 1980,

p. 46). Although major dance wofks .are not 1ike1; to be created bv
everyone, Redfern (1973) advocated that:

Ih structuring even short sequences the learner comes to

grips with the material of his art in a way similar to that

dn which, in music, knowledge is both achieved and exemplified

by composing a few bars based on a given selection of musical

ideas. (p. 131) .

The child as creator then learns to express ideas, images and
feelings within the framework of fhe discipline of ‘creative dance.

The second dimension of dance, that of per%brmance, has’been
described by Knieter (1973) as the ”re-creatidn” or the act of bringing
back into e%istence a work which had already been created. \The
creative act resided in the unique interpretation that each performer
brings to the dance (p. 87).

Murray (1975) believed that a child should learn patterns of
movement which have been made by othefs in order to develop a "vocabu-

lary' of dance movement and an understanding oﬁ its many uses (p. 14).

Similarly, the Calouste Gulbenkian Foundation (9980) wrote-of the need
]
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to expand a child's movement vocabulary: ". . . in order to enlarge
the child's ability to discriminate, react with imagination, come face
to face with feelings, thoughts and images" (p. 49).

Moreover, the performance of dances created by oneself or by
others offers children opnortunities to develop new skills of pro-
jecting and communicating to an audience. Redfern (1973) contends that
these new skills "provide a further dimension of experience and under-
standing" (p. 13@).

Stanistreet (1975) wrote that activity concerned with any form
of c0mmunicatioﬁ required'a "receiving station," @anad response from an
audience could be a vital contribution to a child's dévelopment.
However, two conditions were mogt important. The teacher and the
children must Qiew the performance as 'sharing' rathér than 'showing,’
and the audience must béﬂprepared aﬁd educated to play its part
as an empathetic "receiving station" (pp. 141-142).

The creating and performing of dances does not imply formal
presentations to a public audience. A private audience of teacher
and peers, and occasionally of family and friend;? can offer support
and encouragement to children as thev attempt to c]a#ify and‘project
what theyv have learned.

Thus the performing of dances in a sensitive, caringlenvironment
can provide children with manv opportunifies, The opportbnitj to
“interpret or re-create a work of .art; to expand and enhance a personal
1nventor§ of ﬁgvements and movement patterns; and to develop and refine
new skills in projecting and cohﬁunicating with an audience.

In the third dimension, dance education fosters active and
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knowledgeable."spectatorship." According to Redfern (1973), the
creating and performing aspects of dance are themselves 11ke1y;to
suffer if children are not .given opportunities to see the compogitions

of others (pp. 39-40):

4

. one has only to consider the impoverished nature of
their understanding of music and poetry, for instance, if
their experience of these were limited to their own inventions
or those of their fellows. (p. 82)

Redfern (1978),be1ieved that the imaginary resources necessary for
developing cHi]dren's own efforts in composition and performance were
enriched by viewing the dances of others, especially those of
professional dancers (p. 20).

The American.AssociatiOn for Health, Physical Education and Recrea-
tion (1971) recommended th# following audience-centred expefiences for
exposing children to dance as a performing art:
“““Sharingﬁang;ﬁgaéting to other children's dances.

Seeing pictures and slides of dance.

Seeing films of concert dance artists.

Seeing and discussing lecture-demonstrations by professional

ahd semi-professional dancers, with active participation when

possible.

Seeing concert or theatre dance programs appropr1ate to age

level and experience.

Participating in other enr1ch1nq experiences, such as dramatic

performances, music concerts, museum exhibits, or book and
science fairs. (p. 22)

Likewise, the literature on drama clearly documents the importance
of the-gpectator role. As Siks (1977) pointed out, children need to’
learn to concentrate and to observe otheré, and to recognize that "in -
the éreative process there are many alternative and 1maginative ways
to reach a given goal or solve a problem" (p. 141).

The act of spectating cannot be séparaied entirely from the act

af creating and performing. For one who creates and performs is 4
- ¢/
4
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continué]]y_invo]ved.ih response, both in relation to one's own moving
and to the movement of others (Knicter, 1973, p. 87; Redfern, 1978,
4p. 21).. However, the response modality i< especially relevant for the
“spectator because the major focus of energy is expended in looking and
listening. The perggiuer fsvact%vely jnvo]ved with the work of art or,
as Knieter (1973) explained, a reciprocal interaction occurs between
the work of art and the perceiver (p.. 87). |
Hi11 (1978) claimed that dance teathers should not be Etressing
“expréssidn” es much as "impression.' That 1is, training the body as
an instrument of expression should not be emphasized md}e than the
Tinking of performed movement and its attendant imagery (pp. 74;75).
Children must be helped to perceive the connection between a movement
and its meaning, as occurs when ", . . the twwst ceases to be a
physical shape and becomes the ob3ect1f1cat1on for the particular
idea or fee]ing which demands that particular shape." This
know]edge of connections has importance in developing a child's
aesthetic appreciation of dance as an art form (Hil11, 19768,
. 76, 75). 0 ° : |
Curl (19;H§ wrote of bheﬁaesthetic realm in movement and proposed |
s'a tripartite model to represent the three worlds of the dancer (p. 74).
World 1, the Phys1ca1 World, focuses on the gg}ggl_physwca] movements
of thegdancer. World 2, the Phenomenal ‘Yorld of conscious experience,
encompasses the perceived qualities of movement. World 3, the
Symbolic World of created dance forms, focuses on the exmbolic

significance of the movements in the dance.

Chi]dren can be guided in recognizing and responding to the three



worlds of dance in their own movement sequences. The basic actions

of travelling and turning belong in the Physical lorld of moveﬁent.
World 2, the Phenomenal llorld, occu.. when the travellina and turning
sequence is perceived as "weightless,"” "1ifting," floating" (Curl,
1971, p. 70). World 1 belongs to the physical properties of movement,
whereas Vlorld 2 operétes within the perceived qualities of movement.
llorld 3, the Symbolic llorld, emerges when the sequence of travelling
and turning 1s‘used: for instance, to represent the image, idea or

feeling of a leaf falling from a tree, or a kite tossing in the wind.

These three worlds of a dancer are significant elements in the process
of educating children to become knowledgeable spectators.

During the child-centred era of the 1960's and 1970's, education
in ‘dance emphasized the child as a creator of danceé. Dance education
in the 1980's should emphasize all three dimensions—creator,
performer ;nd spectator (Dance apd the Child, 1978). The possibj1ity
of helping children to become imaginative performers and know]edgeable
spectators is a facét of dance education which must be addressed by
educators today. Educators, then, must plan appropriate activities
that will engage children in all three dimensions‘bf dance.

While recognizing that an experiénced teacher wf]] use a variety
of teaching methods to meet the varied learning styles of ch11dren,
| *creative dance'1ends ftse]f primarily to the problem-solving approach
(Boorman, 1969; Dimondstein, 1971; Murray, 1971). The teacher
identifies or structures the prob]em within one of the dimenéions of
dancé: creating, performing or spectating. 'Through guided exploration

and discovery, and an open-ended approach, a variety of acceptable
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solutions are generated. Within the creator and performer mode
of experience, the chosen solution 'is refined through pracfice
so that it is performed with greater control, clarity and expression,

or is developed into a more complex sequence (Murray, 1971, p: 21).

Hithin the spectating dimensfon,'there is need for children to
view dance on a regular basis. For Hill (1978), this meant that
children should watch dance performances as frequentjy as theyv dance
(p. 78). As well as viewing peer dances, children need\opportunities
to view first-rate dances created for youna audiences and performed
by sensitive professionals. Moreover, a dance 11teratyre must be
provided analogous to the books available to children in the area of
written literature. This dance literature mav take the form of. fi]mst
videotapes, artifacts, books and dénce notation (Brinson, 1978, p. 43).

A contémporary CUrriculﬁm in dance should also provide oppor-
tunities for children tb experience first-hénd, the relationship of
dance to literature, music, visual art and other disciplines. Although
each of the disciplines is a uﬁique mode of knowing, children méy be
enéouraged to see their inter-relationship by conceptualizing in one
mode and expressing in another. Eisner's (1978) writing clarifies
this interaction between modes of svmbolic representation:n

One can conceptualize iﬁ one mode and express in another.

In this sense, there is a rich and productive interaction

between modes of conceptualization (which are themselves

symbolic since all aspects of reality are abstracted for

conception) and the form one chooses to use to publicly

render what one has conceptualized. (p. 619)

Hitkin (1974) believed that the use of a different medium, from

that in which the child's expressive act was taking place, encouraged
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a greater awareness of the range and possibilities of the various
symbol systems and helped the child grasp the resemblance between

the different forms, the 'gestalt,' they had in common (p. 171).

The Arts and Dénce in Curriculum

As early as 1959, the Crowther Report endorsed the central role
of the arts in formal education: "The arts are not the flowers but
the roots of education" (in Calouste, 1980, p. 3). Silberman (1973)
also emphasized the importance of the arts:

Painting, sculpture, music, dance—these are not frills to

be indulged in if time is left over from the real business

of education: they are the business of education as much as

reading, writing, maths or science. For the arts are the

language of a whole range of human experience; to neglect

them is to neglect ourselves and to deny children the full

development that education should provide. (p. 749)

At the 1975 Canadian Conference of the Arts in Toronto, a report
from Direction Canada strongly recommended that "arts education be
awarded a centré] priority in all future educational pfanning and
policy development" (p. 9). At the same conference, the Graham Report

made a similar recommendation: "Expressive arts and crafts should be

an integral part of the programme in all common schools" (p..15).

In the United S£ates of America, the panél members of Coming to
~Dur Senses (1977) also maintained that the arts were basic to children's
development. They suggested that art not replace 1an§uage and mathe-
matics but that the concept of literacyv be expanded bheyond words (b. 6).
Eisner (1978) likewise pleaded for instruction in the arts.
A]thohéh he recognized that 1nd1vidua1s'did acquire some undefstanding

of the arts through natural maturation, he stressed .that "the ability



to see what is subtle, to tasfe what is delicate, to hear what is

muted, and to fe1 what is fleeting, is a result of learning" (p. 618).

If the arts are to bg used by children as intelligent modes of
knowing and expressing, then it seems that education in tﬁe arts is
necessary. Children must be aiven opportunities to acquire knowledge,
attitudes and skills in the arts in order to use the arts effectively
as symbolic vehicles of meaning. ‘The symbolic forms or 'language' of
visual ant, music; dance and drama musf be 1earhed hv children before
thev can be used to ma.e sense-of their encounters with realityv.
Feldman (1979) challenged educators to realize that:

. . we cannot imagine any more urgent—or basic—educational

task than emploving art to assist children in acquiring the

languages of vision, motion, and gesture that enable them to
manipulate .and represent the world symbolicallv. (p. 88)

The importance of teathing children to communicate through the
syhbo] systems of'the arts has been recognized by the Ontario Ministry
of Education for man} vears. In 1975, the Ministry auideline,

Fducation in the Primary and Junior Divisions, emphasized that:

The expression of attitudes, fee]in@s and ideas requires
the acquisition and mastery of symbols of many kinds:
sounds, gestures, movement, pictures, signs, letters,
words or numerals. (p. 27)

The long term objectives of the Ministry's communication program
stressed introducing children to many modes of knowing and expressing.
More recently, the Ministry addressed arts education directly

when it indicated in a memo to administrators that "the Ministry of

Education is concerned that the arts remain a vital component in

educational programs" (November, 1981).

Ontario Ministry of Education curriculum guides, such as Dramatic
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Arts (1981) and Towards Visual Awareness (1978), and a major research

study, Learning Through the Arts (Courtney and Park, 1980) have "

indicated a commitment of the Ontario Ministry to retain the arts in
the basic education of chi1dfen.

While review of the 1iferature emphasizes the significant role of
the arts %n the development of chi]dfen and the central place of the
arts in education, Eisner (1972) reported that art education actually
has very low priority in many schools: .

The teaching of art in American schools has seldom been and

is not now a central aspect of school programs. Most Americans

view the arts as peripheral rather than central to the educa-
tional process as it occurs quer the auspices of the school.

(p. 1)
7 ) ,

Eisner's (1978) survey of elementary school curricula revealed
that approximately 60 to 70 percent of all formal teaching was devoted
to the language arts and mathematics, whereas approximately 6 percent
of teaching time was\é1]otted to art, music and physical education.
He concluded that children seemed to spend more time at recess than
they did studying the arts (p. 616).

Goodlad (1979) reported similar findings in a study conducted in
Oregon:

After studying time distributed among subjects in the primary

grades, the researcher concluded that mathematics, reading,

and the language arts consume sO much of classroom time that

only a few minutes a day are left for everything else—
social studies, science, and the arts. (p. 23)

In this study, students were asked to rate school subjecfs in
1iking and importance. They consistently rated the arts at the top
of the 1ist in 1iking and at the bottom in importance.

In England, Yitkin (1974) conducted a similar study. He asked



five thousand pupils of all ages to construct their own hypothetical
curficu]ﬁm from a list of twenty gybjects. In the schools attended
by these students, the “non-académic” curriculum (physical education,
music,,ijual art, vocational crafts) accounted for some 3é percent
of actual provision. In their hypothetical curriculum, the students
raised this to 56 percent, while reducing the 68 percent of "academic"
provision to 41.5 perceﬁt. These students wished to spend about han
their time on physical education, visual art, music and vocational
crafts, and the other half on the traditional "academic” subjects of
lanqguage, mathematics, science, history, etc.

Despite the apparent desire of students for a more balanced
curriculum, a publication of the Calouste Gulbenkian Foundation (1980)
revealed that in Britain schools cont%g::d to agive Tow priority to

i |
arts education:

For all practical purposes, arts education remains a matter of
only peripheral concern. HNeither the arts subjects nor the
teachers have ever been taken seriously. Such has been the
reluctant conclusion of every major education report published
in the last 50 years, and such is-ours. (p. 4)
The report cancluded that fai]ure,to comprehend the nature of the arts
was a major reason for underestimating their educational value (p. 57;
In Ontario, the status of the»arts in education appears to be as
low as in the United States and Britain, despité the Ministry of °
Education's strong support for the arts. According to Wilson (1979), in
a newsletter of the Canadian Conference of the Arts Task Force on
Arts and Education, in actualitv, school boards were moving

awav from the Ministry's position. In reference to local boards of

education, Wilson (1979) stated: "Faced W1th economic. cutbacks
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ana declining enrollment, they are cutting back on precisely those
Art programs which the Ministry 1s'p1ac1ng at the core of education"
(p; 2). Local school boards seemed to be eliminating not only future
expansion of artsvprograms, but were "moving to reduce the existence

of current arts programs in elementary and secondary schools" (p. 2).

Creative Dance in Practice

This study considered éreative dance a symbol system and an art
form inter-related with the Fine Arts such-as music, visuaT art and
draha. |

However, creative dance seems to have a particular prob]eﬁ pf
jdentification withfn the schoo1FCUrr1cu1um. There appear to be. two
alternative abproaches'to the teaching of danée: "as a physical
éxpressive movement. or as an art form with a bias towards physical
activity" (Murphy, 1980, pp. 39-40).

Alberta Education (1983) viewed creative dance as pakt_gf\the
physical education curriculum in 1ts elementary schools (p. 2). The
Ontario Ministry of Education also considered dance an aspect of

physical education. In the curriculum-policy guide, The Formative

Years, the‘Hinistry (]975) stated that the physical education program
will provide the child with experiences designed to develop creativity
énd an understanding of mdvement through physical activities that
include dance (pp. 17, 19). |

The Ministry's accompanyving document, Education in the Primary

and Junior Divisions, placed physical education within the arts
subjects. This document stressed that "physical education uses move-

ment as‘the child's medium of self-expression” (p. 87), and that



during dance "the body becomes an instrument of communication and
expression” (p. 88).

“In both provincés, educators seem to view creativé dance as an
expressive aspect of physical education. They believe that good
programs in physical education must provide experiences that are
aesthetic and expressivé, as well as those that are functional and
objective (anadian Aésociation‘for Health, Physical Education and

Recreation, 1976, pp. 17-18).

However; a major study in 1971 by the American Association for
Health, Physical Education, Recreation, and Dance f0und>that the
'majority of educators'thought of e]émeq}ary school dance in terms of
folk and squagf dance units, and that prgrams in grades three to Six
seemed definitely 1%%1ted 1hsbfar as rhythmit activity was concerned:
"The responses raise the question as to whether any dance or rhythmic
attivity is cérried on other than folk or square dancing" (p.'6).' |
Little emphasis was. given to creatdve activities in phvsical education
and there was "little or no relationship 6f rhythmic activity ér dance
to literature, creative dramatics, science, or social studies" (b. 6).

In Edmonton, Alberta, fesearch by Padffe]d (1973) and Bell (1974).
reportéd that approximately odk half of all the classes in‘their studies
had no dance whatsoever. Bell stated that most dance programs about
which information was proffered "were concerned with aspects at an -

~introductory level." He concluded that "dance is not considered

\'v’-—\'

In British Columbia, Marcuse (1979) found that principals and -

important” by teachers in elementary schools (p. 157). -

teachers in the public schools had "generally a low awareness of the
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realities of dance" (p. 27). Consequently, there were few dance
resources in schools, and very few qualified dance teachers on

staff. Most importantly, dance constituted "a trivial component of

the curriculum, both as an element of physical education and as an

aspect of general arts education” (p. 27). Several years later, Carre,
Mosher and Schute (1982) reported that present physical education

.programs in British Columbia continued to emphasize team games and

i

Y
"de-emphasized such basic activity areas as dance, gymnastics, and

aquatics" (p. 10).

Goodlad (1979) surveyed schools in Oregon and found that while
more than 75 percent of the elementary classrooms appea;éd to4have
some instructiop in music and the visual arts,. "seventy-eight peréent”‘
of the teachers reported "no dance" (p, 24).

Murphy (1980) reconfirmed the approach to dance in Great Britain
when she wrote:

In many schools ft is regaréed as a pleasant enjovable

pastime, mot to be taken seriously. Certainly its inclusion

on the timetable is very spasmodic. and rarely regarded as

making a serious contribution to the educative process. (p: 38)

~The survey of the literature pﬁ physicaT education in elementary
schools, and specif}ca]]y on -dance education, is limited by the Tlack |
of attention given to this area. According to Almond (1980):
| lle do not know what is happening in our schools. There

is also a lack of literature about curriculum development, .
- and what is available is rarely made accessible to others.

(p. 17) - |
The Calouste Gulbenkian Foundation (1980) pointed out that few facts and

statistics were available about dance education and training in

Britain, and that the contribution of dance education at every level
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was "profoundly unstudied" (p. 2).

Clearly the foregoing literature recognizes the importance of
the arts and creStive dance in the education of children, and is
directing' educators toward providing experiences for children in
creating and expressing generally through the arts, and in some
instances through the symbol system of creative dance. However,
Tittle evidence has been found of the successful implementation of
the policies and recomméndations of the Ministries of Education.
According to the American Association for Health, Physical Education
and Recreation (1971):

The striking absence of creative activity and of re]atﬁon-

ships with other areas of the curriculum and the limited

involvement for most children, reflect lack of clarity of
~ purpose and poor curriculum design. (p. 18)

These findings point to the need for a new 1ook at the process of

designing and 1mplement1ng curriculum in creative dance

Curriculum Desiqn and Imp]ementétioh'

Introduction ‘ ~

A review of the available literature in curriculum was conducted
“0 pfovide the researcher with an overview of'the'issues relating to
the design and‘imp1ementation of a resource unit of study.

The development of curriculum is a vastvand complex field
: _(Eisne;ﬂand Vallance, 1974; Schaffarzick and Hampson, 1975; Zais,

).

Xt

«n

Mehlinger (1975) proposed that curriculum development be considered:

A process through which an idea for improved instruction
~acquires concrete form, is tested in representative settinas,
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is revised and retested until judged successful, and is
ultimately made available for use in classrooms. (p. 130)

Ben-Perez (1980) has summarized two ways in which teachers might
be involved in the curriculum process: as participants in the external
development process carried on by central agencies outside the class-
room; or, as participants in the continuing process of adaptation and
development of externally derived curricula (p. 53). This study
investigéted the latter mode of involvement.

Connelly (1972) revealed that teachers were High]y autonomous
agents with respect to externally developed curriculum materials.

That is, teachers would actively adapt curriculum materials to their
own specific situations, regardless of the developer's original
jntentions (p. 175). Connelly éohsidered this "user-developer" concept
of teachers an important aspect of the curriculum process and claimed
that "external developers and local user developers each have their
special functions to perférm in the overall activity of curriculum
developﬁentJ (p. f75).

Since it appears that teachers do adapt externally derived
curricula to suit their own purposes, then developers ;hou]d address,

" and indeed take advantage of, this “1oca1_user-deve16per" element.
However, failure to plan for the involvement of those using thev

" curricula has been a hajor source of neglect (Patterson and Czajkowski,
1979, p. 205). In their extensive review of the literature, Fullan
and Pomfret'(1977) stresséd:

Research has shown time and again that there is no

substitute for the primacy of personal contact among

implementers, and between implementers and planners/

consultants, if the difficult process of unlearning old
roles and learning new ones is to occur. (p. 391)



The available literature sugoests that teachers' approaches to
curricula should be considered in the process of designing a

curriculum.

4
Curriculum Design

Although the concept of curriculum has many intérpretations in
current educational 1{terature, for the purposes of this study the term
curriculum is used to denote "a progrém that is intentionally designed
to engage students in activities or events that will have educational
benefits for them" (Eisner, 1979, p. 40).
| The model first proposed by Tyler (1950), and later Taba (1962),
considered four factors basic in the design of any curriculum:
specifiéﬁtion of objectives; se]ection and organization of learning
activities; and specification of evaluation procedures.

A review of the available literature reveals that teachers
do not seem to follow this "rational, means-end"‘modelhof curricu]uh
design; rather, "teachers first focus on the type of learning
. activity that will be provided for the students" (Clark and Yinger,
1977, p. 281). |

Taylor (1970) ident..ied four factors that teachers considered
important in the planning process: first, factors associated with
the teaching context.(e.g., materials and resources); second, pupil
intereét; third, aims and pufposes of teachfng; and last, evaluation
procedures (p. 59). It appeafed that teachers began with the
content materials; next considered activities likely to interest
and 1nvo]Ve their children; and only after this, considered the

purposes of their teaching (Taylor, 1970, p. 60).
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Tom (1973) concluded that curriculum developers may be “dea]ing
with a hierarchy of needs in teachers, with the pragmatic response
pattern Leing a firét level need" (p.‘81).

In the areas of physical education and creative dance,-.some
aspects of teacher needs have been identified.

A compreheﬁsive study by the Dance Division of the American
Association for Héa]th, Physical Education and Recreation (1971)
indicated that educators wanted more information on the need for

dance in the elementary school curriculum (p. 16). ' Teachers seemed

to feel that they lacked preparation in teaching creative dance.and
desired a:more basic understanding of moyement and fundamental rhythp
mical experiences for children (p. 17). ‘A number of suggestions ford
improving dante in elementary education were offered: help teacheré
understand the relationship of dance with other curriculum areas;
improve administrative support and aid from competent personne]Q
e.g., demonstration lessons and curriculum development; and provide
meaningful inservice education and resource materials such as
records, books, films, rhythmlgnstruments (p. 19). ,
A study by Padfield (1973) indicated that teachers 16 Edmonton,
Alberta felt "unprepared to work onvcreative'dance at the eﬁementary
school level” (p. 16) and that they seemed to feel "insecure and
fnhibited'in instructing creative dance" (p. 116). Padfield
recommended that a definite K-6 creative-dance program should be

written which would be easily followed by all teachers‘(p. 117).

Thompson (1979) surveyed the needs of teachers for the develbpment

of resource materials in gymnastics. Teachers indicated g preference

/-
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for detailed, progressive lesson plans to help them developvtheir dwn
units. However, condensed writtén materials in the form of charts, |
diagrams or point form were considered va]uab]e (pp. 84, 85). In
addition. videotape presentations which showed'expécted‘pehgviOrs of
students working with the gymnastic conceptsdappeared té be of value

to teachers who had little background in this area (p. 86). Thompson
(i979) suggésted that "several units containing content informétion and

learning experiences should be developed in all areas of the elementary

school physical education program" (p. 85).

Curriculum Implementation . .
' ' 0 :
Curriculum implementation is an integral, but often neglected,

. aspect ofEthe éurricu1Um process. Curriculum 1mp1éméntation can be
vigwed as '"the process necessary to put the curriculum to work and .
the vital link between theorv and practice" (Carre and Tdrkington;
1982, p. 11).

Accohding to Fu]]an and Park (1981), implementation occurs when
'a peréon or gr0ua‘of peop]e.éffempt to use é new or revised program ©
for the first time" (p. 6). Such a view places emphasis on the

_people in the process, not the things. Implementation is regarded
as a process of resocialization (Dow and Hhitehead, 1981; Fullan and
Park, 1981; Patterson and Czajkowski, 1979); with the key element in
the process being the people—their ideas, be]iefs, attitudes, | '

y
decdsions and actions (Cavanagh and Styles, 1982, p. 22).

During the implementation process, people are involved with at -
least three kinds of changes. First, the possib1é use of new or revised

materials; second, the poésib]e use-of new teaching approaches or



strategies; and third, the incorporation of new or revised beliefs.

,ering practice means changing in these three dimensions

In effect, %

RA i -3 -
(materials, methods, beliefs) and a teacher may implement none, one,
two, or all three dimensions (Fullan and Park, 1981, pp. 6, 8).

Although many factors influence implementation, Fullan and Park

(1981) have identified twelve factors as especiaTIy critical to this

process. These twelve factors are related to the nature of the chang‘

itself, to the characteristics at the school andlgystem levels, and to\
the role of the Ministries -of Education and other educationa1-agencie;.
A1l the factors operate as o svstem of interacting variables, and the
more faczdrs that‘support the implementation, the more effective the
implementation (p. 14).

Ohe‘important means of addressing the factors critical to

implementation seems to be inservice training of teachers. For as

- Fullan and Park (1981) stated: "Effective professional development

is synonymous w%th effective implementation” (p. 44). 'A search of
the literature b%ﬁTherrien (1980) revealed a paucity of resgarch
findings on inserv{Ee pfoqrams fbr public school teachers:
", . . we simply do not have much information,.systematically
gathered, upon which we might base inservice planning activities"
(p..4).

~ Nevertheless, the available literature does suggest a number of
programm%ng Luraicaies that' seem to contribute to successful’ inservice
progrémé‘[ der " - 1977) emphésized that the techniques and methods
used in inz-r « «aucatic be consistent with fundamental

principles of good teac:. - irning (p. 18). Similarly, Hentschel
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(1977) reminded us that inservice teachers are adult learners and tech-
niques used in facilitating adult ]earning must be based on the adult
as learner (p. 110). 1In other words, to plan and conduct effective
inservice programs, an awareness of principles related to adult educa-
tion is necessary.

0f primary importance is the brincip]e that adults can and do
learn throughout their entire lifetime, and that they learn mofé
easily when past experience can be applied directly to current |
experience (Brundage'and Mackeracher, 1980, pp. 97, 99). Cbnsequently,
inservice education must place an emphasis on practical and immediate
application for the problem-centered learner (Hentschel, 1977, p. 110).
In fact, Wood and Thompson (1980) beiieved thaf é higher proportion of
adu]tg than formerly thought ﬁay be operating at what Piaget called
‘the'conérete operational stage rather than the formaf operations stage
of intellectual development, and declared that "direct and concrete
experiences where the learner aﬁp]iés what is being learned are an
_‘eésent1a1 1né;§diént'for inservice education". (p. 376).

Adu]% learning is also fapi]ifated‘when these experiences-occur
in jnfofmai situations where social interactions take place over a
reTative]y\]ong period ofltime (Brundage and Mackeracher, 1980,
p. 115; Hood and Thompson, 1980, p. 374). Dawsonv(1978) refer}ed to
this brocess as the deve1dpment of a "psychological sense .of commﬁnity“
(p. 55) and bg]ieved it to be anlimportant criterion for effective
inservice education.

Jensen, Betz and Zigarmi (1978) indicated that a variety of

teaching methods should be used in inservice sessions to accommodate

’
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different adult learning styles: demonstration of materials and
techniques, directed small group discussions, work groups resulting
in production, lectures followed by group discussions, and brain-
Pstorming (p. 12). |

Joyce and Showérs (1980) found that, to be most effective, in-
service training should include theory, demonstration, practice,-
feedback and classroom application. During the c1éssroom phase,‘
”éoa;hing” for application by peers appeared to significantly increase
the transfer of neQ]y acquired skills and strategies into th~
classroom (p. 380). Teachers helping teachers seemed to be an effective
strategy for successful 1mp1eméntation;

Fullan and Park (H981) suggested that the inser&ice approach
should incorporate at least the following four characteristics: one,
that it uses intefna1 school system staff as sessional leaders,
assisted by selected external reSOUrge people; two, that it be
continuous during implementation so that there is follow-up; three,
that it involve both group and one-to-one forms of communication; and
four, that it contain procedures for orienting_néw members. In other
words, Fullan and Park (1981) believed that:

\lhat is needed is a series of sessions focussing on a

parcicular revision in which teachers receive and give

input, try out and discuss things in between sessions, have

access to one-to-one contact with consultants . . . and

- review and address needs at subsequent sessions.. (p. 44,

The timé period requested for inservice training was consistent

throﬁghout the 1iterature. Teachers favouredltime during regular

instfﬁttional hdurs,for inservice education (Brim and Tollett, 1974;

Edelfelt, 1977; Jensen, Betz and Zizarmi, 1978). : _ Ly
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Implementation has been described as a process of change, during
which time, teachers alter their practice to assimilate a new
curriculum, and frequentlyv alter the new curriculum as well. One
means of facilitating the implementation process would seem to be

effective inservice education for teachers.

Application to the Study

Based on a review of available literature, and tﬁe personal
experience of the researcher as a classroom teacher and a physical
education resource teacher, it is evident that there are a number of
factors which are essential for the effective design énd implementa- &
tion of a resource unit of studies in creative dance.

The design of the content and materials of the resource unit for
‘teachers was guided by consideration of the fo]]é@ing factbrs:

1. Teachers adapt curricula to sqit theiFvown purposes.

2. Teachers prefer practical concerns to theoreticai.boncerng.-

3. Teachers are as likely to start their planning with

3

‘activffies as they are with objectives (Young, 1982). )
| Thé'fol1bwing elements were considered by the researcherlin
developing the inservice program for teachers: |
1. Awareness4of adult learning principles. ‘ |

2. Use of a variety of teaching methods. . : \\
3. Opportunities for experiental learning in a social context.\

4. Immediate classroom application of new skills.

_5. Opportunity for feedback.



Summary

This Chaptef presented a review of the literature relating to the
four areas from which this study was developed. .The first area con-
cerned the significance of the arts in education. The second area
pertained to the ro]e of creative dance in the formai education of .
children. The third area related the presence of the arts and creatiQe
dance in curriculum. The fourth area concerned’ the process of
designing and implementing curricufa.

The following chapter describes phase one: the piloting and
validation of creative dance materials in Edmonton, ‘Alberta; and the
subsequent development of a resource unit in creative dance'and an

inservice program in Thunder Bay, Ontario.



Chapter 3

PHASE ONE: DESIGN OF THE RESOURCE UNIT
IN CREATIVE DANCE ‘

Introduction

- This éhapter explains phase one of the study: the piloting of
the dance activities‘and the designing of a resource unit in creative
dance. Tﬁe first section describes the content of the dance activities,
and, the population and specific sample involved in this studyv. The
next section outlines the procedure, data collection, analysis of the
data, and summary of the findings. The final part of this chapter
deals with the implications of the f{ndings for the desian of a

resource unit in creative dance.

Content of the Dance Activities

. FQurteen dances for:children aged seven to nine years were selected
o for the study. Eleven dances had been designed, recorded and lahoratory
’tested‘by Dr. Joyce Boorﬁan, Associate Prefessor, University of Alberta,
in cooperation with the staff and children af the A]befta Chi]dren's
Creative Dance Theatre which is associated with the Faculty of Phyéica]
Education and Recreation, University of.Alberta. Three dances were
designed by the researcher ahd two. graduate students in Elementary
Education, University of Alberta (Appendix A). Three dance performances
- were selected from the Children and Creative Dance Resburce Video |

Library, Instructional Technoloayv Centre, Facultv of Education,

46



47

University of Alberta (Appendix B).

The dance activitiés were chosen to involve children in the three
dimensions of creative dance: performer, spéctator, and creator.
Fourteen of the dances offered the children opportunities to create
within the framework of simple action sequences. The emphasis in
these dance activities was on the "creator! aspect. In addition, two
of the fourteen dances provided chi]dfen with opportunities to share
whqt they had created, thereby experiencing the "performance" aspect
of dance. The three dance selections on videotape made possible the
guided viewing of dances performed by other children, university‘
students, and professional dancers, and thus offered children a
"spectator" experience. Altogether, the bi]ot program in dance
consistéd of nineteen-dance activities—fourteen dances, two perforf
mances and three guided viewings of videotaped dance performances.

The content of the fourteen dances focused on various aspects
of creative danée: action words and sentences, imagery, rhythm,
folkdance, story telling, and dance-drama. The imagefy and story
themes selected for the dances reflected involvement of children
aged seveh to nine with the classic fairy tales. According to
Go]dberé (1974), children in this age group begin to be able to
identify strong]j with a heroic charaéter anu in their reading seek

out fables, myths, fairy tales, foreign lands and mysteries (p. 82).

Population and Sample

“Two grade three classes from the Edmonton Separate School Board

were selected from the total population of all grade three classes in
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the Edmonton Separate School system. The selection was.based on the
following considerations: . ‘ |

1. The selection of two classes a]]owea the study to be conducted
over a,reasonéb]e,period of four weeks since the dances could be
divided into two equﬁva]ent parts of seven dances each. Each class -
'feceived instruction in seven different dances.

2. Both c]assesiwere housed in the same schooi and the school
was in close prOxim{ty to the university, thus minimizing travel time
for the researcher.

3. Both'grade three c1assé§ were téught physical education
by'the samé jtinerant phys{caT education facilitator, thus
- maximizing the similarity of their physical education background

and environment.

Procedure

Permission to conduct the research was dbtained from the Edmonton
Separate School Boarq. The researché;itonducted the pilot program in
dance with the two grade thrée classes during the month of May, 1980.
The dance experiences were divided into two équiya]ent-parts, with each
class receiving instrﬁction in seven different dances. Both clasées
had two thirty minutev;essions of creative dance per week over a ¥0ur
week period (Chart 1). |

‘In a typical thirty minute session, the children were guided

through one or two dances, such as ”Percy'the Balloon" and "Growly

Yumpic"; and ‘then if time permitted, thev engaged in a follow-up
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actfvity in the area of language, visual art or music. Guided viewing
of the videotapes occufred during.weeks 2, 4, 8 of the pilot program.

In the last week of the pf09ram, each class developed a dance with the
intention of sharing what they had created with the other class durihg

the final session.

. t o
Data Collection

Structured Interviews. &s-a
Soliciting Teacher's Percep
[ -
Structured or standan

R

study. As Mouly (1979), % i . the sqructured interview ha5~mipy
ST - -y

“important strengths over the qdégﬂﬁdnnaife as a data-gathering tech-
nique. ’It permits the estahlishment of géod rapport and thus encourages
the respondents to give complete and valid answers. It permits the
interviewer tb hélp the respdndenté ciarify their thinking where they
would normally plead ignorance (p. 265).

A major weékngésrof the interview is- the interviewer bias, since
research has sﬁﬁwn that interviewers tend to obtain data that agree
with their own personal‘conVictions (Mouly, p. 267). Adams (1958).
belijeved fhat interviewer bias could be lessened by minimizing two
sources of bias—direct énd indirect suggesting of responsesvby the
interviewer (p.'46). Direct suggestions are those which are actually
vefba]ized and are most likely to occur during probing, when the inter-
viewef is not using carefully designed questions. In this study, the
use of-a structured interview schedule reduced the incidence of direct

‘suggesting since the wording and sequence of the probes were determined
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in advance of the interviews.

The second source of bia;, indirect suagestion, is very subtle
and results from the attitudes, manner, and characteristics of the
interviewer. Adams (1958) explained that indirect suggestion results
in the respondents adjusting their true responses, especially on
questions of opinion, in fccordance with the perceived demands of the
situation:

Generally if there is a discrepancy between what respondents

personally think and what they believe the interviewer

thinks, tihey will give a response which minimizes the.

discrepancy. (p. 47) o

The form of sfendardized‘interview used in this study was the
schedu]é interview, in which the wording and sequence of questions
were determined in advance and thevquestions on the schedule were
asked of all respondents in a similar manner. However, during the
actual interviews, the researcher occasionally deperted from the
schedule in order fo clarify questions or to amplify responses.

According to Richardson (1965), t;is form of interview is used
when .the same, or predominantly the same, 1nformation is to he
collected from each respondent (p. 34). A basic assumption of this
technique is that differences or similarities between responses must
reflect actual differences or similarities between respondents and not
éifferences due to the questions they were asked (Richardson, 1965,
p. 35). Furthermore, ﬁichardson (1965) believed fhat the schedule
standafdized jnterview was appropriate when the respondents were
re]a@ively homogeneous with respect to fheir background andvpersona1

characteristics (p. 52). The respondents in this study were assumed

to be relatively homogeneous as they were teachers in the same school,
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had similar educational backgrounds (a degree in education), and had

taught the children in both grade three classes.

Development of the Schedule Interview

Two schedule interviews were developed—one for teachers and

ancther for children.

Teachers' schedule.interview. An 1nterview.f0r teachers was

designed using a forhat and sequence similar to the schedule interviews

of Padfield (1973) and Thompson (197¢). Interview questions wer

> .

u

organized into five general areas:

A. Teacher's Background: QUa11fiCations and Teaching Experience
B. Teachers' Attitudes Towards Creative Dance
[N

C. - Teachers' Perceptions of the Appropriateness of the Content

of the Dance ‘Activities
D. Teachers' Perceptions of the Method of Presentation of the
Dance Activities J

E. Teachers' Perceptions of the Classroom Application of the
Dance Activities. |

Questions of a generé], factual nature were asked initially to
put the respondent at easé and to establish rapport. These were
fol tdwed by questions that requi%ed the teachers fo express their
perceptiohs and opinions.‘ The researcher attempted to use the jnter-
view schedule in an informal, easy-going ménner, without appearing to
read too closely the items printed on the schedule. This manner was
advoéated by Adams (1958) so_that respondents would nof be given the

K

impression that they were being "measured, tested or investigated (even

AR
A,

.‘_;:W‘,’
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. though this .is really the case)" (p. 24). If this impression was.given,
Adams (1958) believed that-the respondent would 1ikely become self-
conscious, on guard and give biased answers to‘some questions, or give
"don't know" answers. |
Fox (1969) stressed that the researcher mustﬁre1ate the vocabulary,

the language structure, the conceptual level, and the sophistfcation ef
the information in the questidns to the abi]ities, 1evels, and hack—
ground of the respondents (p._529). This studv attempted to use terms
and language structure that-would be fam111ar to the c]assroom teacher
The probes associated with each item wére intended to keep the dis-
cussion open and to c]arify the information heing sought.

| A schedule gu1de was wr1tten, based on a similar guide prepared
"~ by Padf1e1d (1973), and .was to be read “to the respondents prior to the -
interview so that each'w0u1d receive the same information regarding .

the nature and structure of the interview.

- The 1nterv1ew schedu]e was given to six Judges who were cons1dered

~

know]edgeable in the f1e1d of curr1Cu1um, phys1ca1 education, and oy

1nterv1ew1ng techn1ques two- professors1n the FaCulty of Phys1ca1y

o

Education, two 1n»the @epartment of Elementary Educat1on, and two -
N
.colleagues in Graduate Stud1es The Judges were asked to. c0mment on

the suitability and comprehens1veness of the five maJor areas and to

reword, add or de]ete anv 1tems in the schedule. _ The f1na1 draft of

the ‘interview 1ncorporated the suggest1ons of the s1x Judgesa(Append1x ,

- '

c).

Children's schedule interview., The schedule Jaterview

developed for the children incorporatedthree aré%s'common to the

Y

. A
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teachers' schedule:

Ch?*dren's Attitudes towards Creative Dance (Items 1, 2, 7,
.. .
11, 12). T
B. Children's Perceptions of the Content of the Dances (Items

> .

3, 4, 5, 6, 8, 9). . ’ 2,

C. Children's Perceptions of the Method of PresentatiOn of the

Dances (Item 10) t

’

In order to encourage the children to speak’ free]y and openly
about’ thewr experiences in the creat1ve dance p11ot progr:zm, the
context of the 1nterv7ew was set in an imaginative outer space setting.
The children were withdrawn from the classroom alphabetically in

groups of tWo or three and interviewed by the re: -r(li.-  Each sma11

group was -asked to respond to two 1tems in the sC- eoule, and the sitems

were rotated in ‘'sequence thrOugh0ut the 1nterv1ewc /Apnend1x Dy. - ?L

K]

v Procedure

- During ‘he first week 1n June, 1980, the researcher concucted

" interviews with the children of both grade threé c]asses and with the

: fo110w1ng five teachers- the two grade three teachers, the principal,

the. itinerant phys1ca1 educat1on facilitator, and a fourth year student -

teacher ass1gned to one;of the grade three teachers These five

o )

“teachers had opportun1t1es to v1ew the dance sessions conductea by’the-

a5
PapEa

3e$ and the1r varied: pos1t1ons within the school made a breadth

v }‘, ,,_:

e

L f»'- : «od v
3 pdﬁses ava1]ab1e to. the researcher Interv1ews w1th the ch1]dren

3

tooh@f@ce d§r1ng two consecut1ve afternoons, while . 1nterv1ews ‘with %

i

“the teachers took p]ace before school, at. 1unch breaks, dur1ng spares

-and after schoo?r The average time for the_1nterv1ews was ten minutes

;,.“

4 H Ea Y
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for each group of children and forty-five minutes for each teacher.

ATl interviews were recorded on\a\portab1e Sony cassette recorder

in adherence to the five precautions outTined by Gorden (1975, p. 275).

At a later date, responses to each item were summarized and recorded

in chart form by the investigator.

= 3 ,«"1 R k ) he

e s Analysis of the Data

N T - Y JEP Sny

ST L . ) - Ce T - v
.-~ Teachers' Interviews‘ . S
i N S -

E,‘ S Part™A. Teachers Background The teachers 1nterv1ewed had

< U 3 N

from twe]ve to twentw 0ne years “of teaching experience, with the,
except1on of the student teacher who was cpmp]et1nq the final fourth
year of a teacher educatwon program. Four Qf;the fnve,respondents had

!

/at'1east4a B.Ed. and several were involved in additional university

-courses. The physﬁca1'education facilitator had an undergraduate.minor -

in phy§ECa1‘education, and had taken two university courses in creative
dance.: TWd'respondents haddbartiéipated,in'one ehysica1 education
'course.during‘their teachfnq'care‘< and another two had received no

- tra1n1ng at all in phyvsical education. 1t was ifiteresting to note

that the p110t dances were the f1rst physical educat1on 1essons that

the student teacher had ever observed or been 1nvo1ved w1th in four P

., A

years of student teach1ng in_the schoo] svstem

Part B. Teachers Att1tudes Towards Creat1ve Dance. In th1s

school; a th1rty minute phys1ca] educat1on per1od was schedu1gd twice

a week for each c1ass but most of the teachers 1nd1cated that the . :

children usua]]y rece1ved only one per1od a week due to time demands

of the other subJects and the behav1or of the children immediately

LF

Sa



prior to the physical education class. One teacher remarked that
quite often the one period of physical education was cancelled because
the ch11dren misbehaved in the classroom or the teachers did not enjoy
teaching physical education.

Four ~f the five teachefs interiewcd “elt most comfortahleo
teaching games, because, as one teachc 1d, "We've b]ayéd games since _
',we were little and also that's the kind of program we all héd in
school." One teacher indicated that she felt "at ease" tgaching
gymnastics. All the teachers expressed7a'ﬁeed'for assistanée in the
area of creative dance; They fe]F.thatva dance lesson required more
preparation than a games or gymnastic lesson, and that;materia1s'such
as records and Tesson plans were not readily-available in dance. As
‘a result, e teachers felpythey did hot know "where to start, what to

start with" and "where to f?nd the mater1als requ1red " Fyrthermore,
~ they fe]t they did not have the time to search out the 1nformat10n and
’ mater1a1s necessary for a. dance program.

Three of the teachers had not read the creative dance sections of
the Alberta ’Tementary Physical Education curr1cu1um @;wde The two
teachers who had 1ooked at the guide, felt it was not usefy],in their 4
teaching of dance. Both believed that in order fo~jnterpre€;and'maké
use of the guide, érteachef would require some previous knowledae of
creative danice. | | ”

After observing the creatiye danEé pilot prograM'WitH the grade
T;threé:c1as§es, thevfeaéhéré remarked that-thé“chi]dren seemed to

'

"really, ﬁea11y enjoyvit” and one teacher expressed surprise that the

&

children participated to such a great extent. lhen asked to outline

L]

e
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any benefits received from creative dance, the teachers reported that
their children learned such things as rhythm and responding to music,
better use of ‘their whole body as well as individual parts,
co-ordination, balance, body shapes, confidence and social skills.

A1l teachers commented on the amount of “e%ercise“ the children
received during a creative dance session, and one teacher said,
"Physica]]y,ll'think it has the best fitness component, even better
than games." Another teacher remarked that the children “%ad to thihk
a lot," and believed that creative dance was similar to creative |

writing in that both activities demanded knowledge of a "vocabulary"

in order to create a product, i.e., a story or a dance. A third teacher = .

EARR IR

also stated-that "creative dance is to the physical educatfdn program
what creative writing is to the language arts program," and believed
~that dance provided an opportunity for movement '"to be expressive as

well as functional." : .
A

KA

. Part C. Teachers' Perceptions of the Appropriateness of the@}&v

Content of the Dance Activities. When beginning a program in creative

‘dance, the teachers indicated that they wou]d‘]ike to start with single

action words and use a simple percus?ﬁon instrument, such as a drum.

Gradually they would lead their childrén into creating movemeﬁt.

sentences and responding to sfort pieces 6f music. One_té&éher

-emphasized that the chilarén should learn the basic terminology of

movement, such as theAdiffereqt Teve1s,‘b0dy éctions and body parts.
The teachers identified ﬁfhe E1f and the Dormeuse",and “Po]]y'

Put the Kettle On" as thedances they would use later on in their _

-3

creative dance program because of the lenéth of the "E1f" dance and -

v
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the complexity of thehrhythm cards in the "Polly" dance. Regarding the
possibilities for inter;reIatihg creative dance with the rest of the
classroom program, the teachert felt that dance could be combined with‘
art, story writing, poetry, science and music.

Instances when the children created their own dances werevthoughtl
by the teachers to occur during the development of action.word sentences,
during the ”Huck]ebehries Dance" when the children made ue their own
poems and accompany1ng actions, and dur1ng‘the "Shoemaker and the Elves"

,"'y‘ g
dance when the children improvised the act1ons of the elves.

In reference to the three videotaped dance selections, }he
“teachers indicated that the children “watched very closely" and "were
very attentive." They believed that the videotapes gave the children
jdeas and other possibilities with which to create their own dances,
and gave them mode]s at which to aim their efforts in dance. One

teacher rep]wed that children in our schools are “shortchanged“ as
‘/‘} .
- they seldom get the opportunity to see and hear good mus1c, good plays

or good dance. She believed that videotaped recordings of ‘dances o s

~could provide such opportunities since videotapes were easy to
produce and easy for teachers to use. ‘

Accohdﬁng to the teachers, the dances host enjoyed by the children
were "Gr0w1y Yumpic," “P1ck1ng Huck]eberr1es,”f”The Shoemaker and the

E]ves;ﬂ and “The E]f and the Dorm0use”; the f1rst three because they iy

8

were "11ve1y” and had concrete 1magery~and a definite story line and

the last. two because theyiweﬁg shared with the other class and 1nvo1ved

the construct1on o? s1mp1e cosZumeSfand prdps

-

The teachers fe]t that the ch1]dren responded very favourably to

MR



the two dance perfokmances. They expressed genuine Surprise at the
children's degree of enthusiasm for sharing their dance with the other
class aﬁd remarked that the children were eager and proud to show the
dancesvthey had‘created. As one teacher stated, the performance was
"great because everyone was doing it, everyone got their chance and
everyone was appretﬁated.” She thought that the sharing of dances
helped the chj]dren learn "to appreciate other people's creativity"
and to become "more accepting of other peop]e'é ideas." Howevef, she
believed that bérformances should be done.in a non—thréatening, sharing
atmosphere and should be the product of an educational activity, not
the product af weeks of rehearsal. | |

‘The dances considered most difficult for the chi]brén were "Polly
Put the Kettle On," which used rhythmic phrasing cards, and those
dances in which the chi]dren had‘to'move very slowly, as in "The

Opposites."” Generally, the five teachers felt th;t the. dances

encouraged active participation of a11'the chi]drﬁﬁQ that is "everyone

oA

was doing something." As one teacher noted, the cHi]dren were ‘very

enthus1ast1c" and "always ready to Tine up and go to the gvm .

Everyone was made tO‘fee1 pos1t1ve about themse]ves and was\encouraged :

[t

to do as’ we]] as they were able.'

Part D. Teachers' Perceptions of the Method of Presentation of

the Dance Activities. A1l the teachers felt that, in order to develop

a creative'dance'program, it was essential to observe someone teaching
dance to children.. They'be]ieved'that seeing dance being taught to a
class was far superior to mere]y ri?d1ng a book on children's dance or

watching a dance ]esson on v1deotaﬁé " For these five teachers, the

59



most effectijve dance resource would be a teacher who could come ‘into

their school and do demonstration lessons with thejr students.
. £y

v

Workshops during school time and credit courses in the summer were
considered other important resources. The teachers stressed that these
traini 1 sessions be practica1, "where everyone participates and we
don't just talk." | | oot

Lastly, the teacherc asked for readily available re50urce materials
such as records andl1essqn plans. Two teachers thought daily, sequen-
tial lesson p]ans'WOuld‘be beneficial when beginning a dance program. |
Another teachervfe1t that lesson plans were helpful if they were
specific;&nd in point form, with "no rambling paragraphs.” She also
thought that "1ong paragraphs of objectives" were not desirable.

J«

Another teacher did not want lesson: 1ans but thought that awgu1de

or out11ne of what should be covered in creative dance would be useful.
A1l the teachers desired immediate access to tapes and records

soO that time waszhot wasted in hunting for appropriate music.
& . ) :

_aPart £. .Teachers' Perceptions of the Classroom Application of

the Dance Activities. Several of the teachers said that a resource

package of deta11ed 1esson plans for the dance activities used in the
pilot program wou]d be helpful in p]ann1ng the1r own dance curr1cu1um.
As they became more familiar w1th creat1ve dance, they felt that they
could "pick andrchoose” from the lesson plans and gradually begih to

'deve1op a program that suiteg their own pahtiCUlar style of teaching.;
However, one teaCher expressed cOncern‘about developing her own dance
program amd stated, "I doii't know- if 1'm that creative." \

When questioned about any carry-over from creative dance into
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Children's fgterview Findings

classroom activities, one teacher observed that her children often
used,'in their language arts lessons, wbrds that had been taught in
dance, for example "swirl" and “é}plode}“ Also, in their spare time,
the children would ask to work on their costumes for their final

dance performance,

Part A. Children's Attitudes Toward Creative Dance (Items 1, 2,

7, 11, 12). The grade three children believed that most children would.

enjoy doing creative dance and gave many reasons:for their dnswer:
)r /,A.
"Because they feel fine.' mﬂ)
"Their heart pumps faster and faster "
"Because there would be people watch1ng them.'

Hhen performing a dance for others, the children felt that other

‘chi]dren might feel SOmewhat nervous,“ "shv" or "embarrassed" and they

might "tickle inside" or "shake a little." But they added that they

would also feel "proud," "happy" and "excited" when perfo%ming in front

“of othprs. \

The children thought that teachers would feel "proud," "haDDyftﬁﬁd

A“good” about teaching creative dance. And they believed that boys and

girls would want to continue to do. creative dance in school for the

o

following reasons:

"You use y0ur 1mag1nat1on "

"You can pretend you are things vou are not."

"It is different than what we u5ua11y do."

"The music is good."

"It js different than sitting around in class and at recess."
"It was something you had to do but you could do .it the way
_you wanted to." _

"It makes me feel good."

61



Part B. Children's Perceptions-of the Content of the Dance

Activities (Items 3, 4, 5, 6, 8, 9). The children thought that the
following dances would be appropriate to teach a younger brather-or
sister: "Picking Huckleberries" and "The Prairie Suite."  They chose
“Scissor's Dance” and "The Prairie Suite" as suitable dances to teach
. théir parents. |

The dances most enjoyed by the children themselves were "The
Prairie Suite Dances," "Picking Huckleberries," "The E1f and the .
Dormouse,: and "Growly Yumpic." Tﬁeir févor;le musical ‘selections were
~the music for "Percy the Balloon" (Electronic Sound Patterns) and for
“Tﬁe Elf and the Dormouse" (Petite Ballerina by Shostakovitch). | |

The children reported that they wou]dilike4t6'make the following
stories into dances: L

Brer Rabbit

The Hare and the Tortoise

Goldilocks and the Three Bears

B
‘“$St0nies about witches and kings.

Part C. Children's Perceptions of the Method of Presentation of

the Dance Activities {Item 10). All the children replied that in

lTearning a new dance they would prefer watching the teacher do the
dance; rather‘fhan observing their classmates or watching the.dance on

- videotape.

~ Summary of the Findings

The teachers'interviéwed had extensive educational backgrounds

and much teaching experience, but 1ittle or no-training in physical
. ‘ _ _ ’
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_ )
education or in creative dance.

In this school, minimal time was devoted to physica] education—
less than 2 percent of the total schdo] curriculum. However, at the
completion of tﬁe pilot program, both teachers and chijdren expfessed
positive attitudes toward creative dance.

Although the teachers and children observed many benefits of a
dance program, the teachers did not feel confident in teéching'creative
dance. Their request for written materié]s to start a dance program
ranged from.detai1ed‘1¢sson plans-to outlines in point form.

/

, L. : . . .
begin with single ‘action words and a simple percussion instrument;

The teachers sdggested that a program in creative dance should

and then proceed fo action word sentences and short selections of
mu$1c. The dances perceived as most appropriate for the children were
dances‘that had large, “11ve1y” actions in general space, concrete
imagery or a story line, and a perféﬁmance aspect. g

Both teaghers and children preferred to learn about creative dance
by observing a person actually teach the déncgs. For teachers, credit

courses during the summer and workshops during school hours. were con-

sidered the best means of increasimgtheir knowledge of creative dance.

R

Implications for the sigh of the
Resource Ur

As a result of the interview findings, and the researcher's

expérience dUring the pilot program, the ferteen dances and three
videotaped dance performances were considered appropriate for grade

three children and were included in the resource unit.

3

Since the interview findings revealed that teacher preference

)
ra

/
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for written materials ranged from deié{led lesson p]éns'to brief
outlines, and since Thompson's study showed that teachers_preferred
condensed material in the form of charts, diagrams, or point form
(1976, p. 84), a decis%on was made to incorporate a range of teacher
preference in designing the written materials for the creative dance
resource Qnit.

Fach dance lesson was written in three formats: A, B, and C.
Format A, Dance Ana1ysis,‘was a one page 52313‘0utjjnjng the musié,
éctions, dynamics, re1ationships, use df space and images Or sequences
that could be emphasized in the dance (Boorman, 1980). Format B was
a detai]@g lTesson plan, written in teaching "blocks" and sevéra] pages

’

in length, that 1nd1cated word-for- word what a teacher m1ght say to

gu1de the children through the dance. Format C “vr.onsis, was a o

page condensation gﬁ the previous detailed lesson plan, written in kS

point form.

Each dance was preceded by a brief description of the 0bJect1ves

7

or "Hays of anw1ng“ that focussed, on Curl's (1971) three wor]ds of

the dancer: the Physical, the'Phenomenaf(and the Symbolic VWorlds.
In the resource unit, the three worlds were referred to as the “Doing,“

the “Me%niﬁg,” and the‘“S'eeing"'i diméﬁsions. The Doing Dimension

dealt with the mdvement concepts'in the dance, such as body actions,-

effort, use 6f'space and‘re1ationships. The Seeing Dimension focused-
on awareness of the peréeived.images} ideas and fee]ings in the dance,

an aspect of aesthetic education. The Meaning Dimension attended to

" the symbolic meanings embodied in the movements of the -dance, another

"aspect of aesthetic' education.

64



Finally, each dance lesson was conc]uded by a brief outline of
suggested instructional support-materials and related classroom
~activities. A\détai]ed lesson plan for the dance, "The E1f and the
Dormouse," 1is located in Appendik E.
| The teachers involved in Phase Ohe suggested that a creative
daﬁce preréh}sh&u1d begin with single action words and simple move-
ment sentences, and progress grad&a]]y tQ hore complex dance seguences.
The written part of the resource unit, a teacher's guidebook, was
designed in such a manner. The 1nitia1 three pages of the guidebook
contained an outline summary of movement concepts, a list of action
words, and a brief discussion regarding the deVe]opﬁent of sentences -
‘of actions (Boormah, 1971, pp. 2, 3, 4, 132, 133). The - inder ¢
the booklet contained the written information for eleven dances and
-one videotaped dgnce performance. Due to time constraints in editing
and printing, the remaining‘dancés were not included in the teacher's
guidebook, but were made avaiJab]é to the teachers at a later date.

SincevThbmp;On's (1976) study revealed that teachefs in fhe"fie1d
felt videotapes would be useful in deve]oping igssonslas they helped
to c]arifyAgesired student behaviors (p..82); and since in the present
stddy: teachers and children also responded positively towards tﬁe use
of videotapes.in a creative dance prOgram, a videotape of three dance
N se]ect1ons was included in the resource unit. The videotaped per-

formancesuwere accompan1ed by written descriptions that 1nc1uded Ways

Yoo

of Know1ng the v1deotaped dances, prev1ew1ng and postviewing act1v1t1es,

1nstrutt1ona1vsupport materials, and classroom activities inter-

‘related with art, musicland literature. A 1esson plan for "The Pedlar

1

€5



and the Caps" is found in Appendix F.

The review of fhe literature suggested that a child's education
in creative dance should encompass performer and spectator elements,
as well as a creator element. Consequently, the resource unit provided
for experiences iﬁ all three dimensions of creafive dance. Fourteen
dances emphasized créating, two dances stressed performing, and three
dance activities focused on viewing or spectating dancc 2rformances.

As a result of the findings from Phase bne, and a review of the
related 1iterafure;'fhe content of the resource'unit in creative dance,
deve]oped for this study, was as follows:. ‘

];. A teacher s guidebook of lesson p]ans in three d1fferent
~written formats. |
ﬂ‘»2...An audiocassette tape of musical $e1ections.to accompany the ’

\

3. A v1deocassette tape of three-dance performances: (1) "The

Moonmonster," by the ch1]dren of the Alberta Children's Creat1ve Dance
Theatre;o(Z) "The Pedlar and the Caps," by students in the Faculty of
Education, University of Alberta; (3) se]ections'fromb“A11ce in
Monderland" by the Alberta Ballet Co@pany.
4. F]ash.cardé of single action words.
5. Overhead trahsparencies of_movement concepts, action word
}hymes, and poem;.

’ Tﬁe-tota] resource unit contained sufficient content and materials

for sixteen thirty—minute periods of creative dance.



Summark

1

This chapter described phase one of the study: design of the‘
. ) :

ré50urce unit in creative dénce, Fourteen dances were'selected for.

A s
the\%tudy from a combinatign of dances developed by the Alberta
Chjldren's Creative Dance Theatre and the researcher. These dances
vwere chosen to invo]vé children in the creator-pérformek aspect of
creative dance. Three videotaped dance performances were selected to
provide experience§ for “children in the spectator dimension of dance.
The fourteen danée§ and three videotaped berformances were subseéuéﬁf]y
pi]otéd witﬁ two gréde‘threé c]asses'in Edmonton, Alberta. Upon
completion of theipi]ot p;bgram; thé teachers and children were inter-
viewed to determine their perteptions of the dance activities. The

\

,findings from the interviews and from tﬁe"review of available
literature were used to develop a resource unit in cFeative dancékfl‘
for-grade three teachers. The following chabter: Chapter 4, oﬁt]inés
phase two of the study: 1mpfqmehtét§on of the resource unit in qug
Thdndef Bay, Ontarfo.

-4



Chapter‘ 4"

3

PHASE T!0: INPLEMENTATION OF THE RFSOURCE UNIT
IN CREATIVE DANCE

.
.
N

R
thoove
P qk

e o " Introduction

I - «) B

The purpose of this chapter is to descr1be phase two of thexétudy:
‘-the amp]ementat1on of the resource un1t in creative dance A descrip-

tion of the resource unit and the populat1on and sample is followed by
¥ R
an out11ne of the procedure and methods of data collection.

The last part of the chapter contains an ana]x§1s and syrmar e
N . " - - ) - - o - - [
: R ‘

e

findings in pHase two.

v ORI Pl
. ORI

irt]“f%p ‘ a . ~ . e ' . ‘_\:"' N PN . ! . A
- ' L ’The Resource pn1t . L ﬁ%'wz'. : ,
. . . ;‘EB ! " o . ) o ." ‘K. ) . i R ‘;\‘ " ‘ ' [, m“ ‘,‘.‘

Na mu]t1 -media re50urce un1t in creatave dance had been»deve]oped '

ey

'_gghe f1nd1ng> 1n phase one

\,.

. The un1t conta1ned dance exper1ences approp?Tate for ch11dren in nrade
oo . i 4

" three and focused on the chi1$ as creg%or, performer andwspectator 5
) . 3 B . . ‘

based on a rev1ew of the 11teratur%

-~

-

'(App%nddces A and B). The resodrceﬁpackage consisted of a EEacherEs;
v.guide‘hook, t]ash,cards, overhead transparencies,.apdioCassette=and
videocassette.’ Copiestot the resource unit’are located intthe
E-'Department of Phys1ca1 Educat10n and Sport Studies, Facu]ty of Phys1ca1

~Educat1on and_Recreat1on, and in the Department of E]ementary.Educa-

tfoni'Facu1ty'of'EHdcatﬁpn;~DPﬁvensity‘of Aberta. .
A : EEE ! : . s .

N o :68-w



b . S i
Population and Sample |

5%

b Seven grade three teacherdi*four female and three male, were
i E
e
se]ected frOm the tota] po§u1at1on of all grade ‘three teachers in the .
=N ﬁ Y 1 r

The teacﬁErs ‘wére selected on.the basis

v .

4 N

Lakehead Board of Educ-_ﬁts£=
Ay

of hav1n0»shown Los1t Ve arujtudes toward phvs1ca1 educat1on dur1ng

¢§n their assocuat1on wath the researcher as an 1t1nerant phys1cé] edUca- ,h
tion resource team 1975- 76. " In add1t1on the teachers were
8 e
drawn from four geograph1c zones w1th1n the Board to ensure representa-
Oy

tion from both north and souih zone schoo]s and: from?rural andﬁc1ty 59'

) j

K

program - The seven teachers agreed and were gn&ﬁted perm1ss1on by

Skt

l} o i ]
- u«, ) ; ,' r\;’; v\;
B the;r“pr:nc1@a1s to part1c1pate 1n.the study o < W gt
. . & - ) . e 2t
) " procedure

. , o " \\x) S ——'———.4 . e

- g&' . e ;Al.a, L

{’ The creat1ve dance resqurce un1t was 1mp1em ed by means of an

ke 7

R v A E - '~’ : o Lo
P 1nserv1ce educat1on prOgram Perm1sswon to f“nduct the 1nserv1ce was i‘g’p a

6
obtalneQdfrOm the Lakehead Board of Educat1on The Board prov1ded

f]nanc1a1 ass1stance in the form of re]ease t1me for teachers,

P 'AG

preparat1on of the teacher's gu1de, and purchase of resource mgtenga]s
. " : %
suchgg's records and v1deocassettes S e S

. ‘
In determining the 10cat1on of the proposed 1nserv1ce, coné1dera-‘f

tion was g1ven to a number of factors: opt1mum size for phys1ca1

act1ulty, ava11ab111ty of audwo v15ua1 equ1pment and accessf%111ty and

1

centra11ty of the 1ocat1on K1ngsway Park Schoo] 1n thé southuard of

Thunder Bay, met these cr1ter1a and was chosen for the 1nserv1ce program.

o : & 19
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N

o

—

(

: fallbterm of 1980 Tuesdax,morn1ng was séﬁéyf‘°
, and teacheryiabu]d be more refréshed ;1t gave

. h0]1day5 . J.. ,‘ ‘.. » ‘SS o

of the crcat1ve da

Y] A

A]] sessions but one’ were conducted n the gymnas1um of the

o

vschoo] Due to a doub]e book1ng of the gymnas1um, one sess1on was

Ll

re]ocated in the schob] 11brary

“he area of the gymnas1um used for d1scuss1ons was sectioned

e

off by benches p]aced in-a semi- c1rc1e facing a cha]kboard and wa]] ‘jﬁg

charts Another sect1on was set up for refreshments wh1ch were
& > ,
ava1]ab1e before the session began, - dyr1ng a ha]f time break .and at

‘e

. :
., Y ,:

the end of the session. ’,;(,:'

..«-'
ERES

The 1nserv1ce program cons1sted (o sevén sess10nstdur1ng the - ¥ .
¥ ‘.
saap approprwate

s

)

time to conduct the 1nserv1Ce for the f0110w1ng four” reasons morninggw

L i 2

'was constdered an”&ﬁt1mdm t1me‘for 1eandang :>vms ear]y 1n the week

A eacherslnoﬁdav toi @

prepare the1r c]asses for qust1tute teachers, and the 1nse;v1ce

schedu]e Wohdd not be 1n%erngpted due to profess1ona1 act1v1ty days or o

/

/ a0 o . , < ' )
. [ - B A

The f1rst three 1nserv1ce sess10ns Wereh

and- were d°s1gned tb
i??»-fe o

~esource unit.The remainihg four. sessions were

ST o . e
he]d on a b1;week]y bésis, TeaChers were asked to use the resourcé'

3

'un1t week]y dur1ng at ]east one of their regu]ar phys1ca1 education

A
classes and to bring to 1nsery1ce sess1ons any 1deas, concerns or’

|
pr0b1ems they encountered 1n us1ng the dance act1v1t1es

At the beg1nnang of the 1nserv1ce sess1ons, part1c1pants were‘
~..
g1ven a teacher s guidebook for the danCe actmv1t1es, an aud1o—-

cassette of accompanying musical se]ect1ons and a_v‘dedcassette of

-

5
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v R ’ - B
. Selected dance performances.

(1971) by Dr.J. L+ orman, University of Alb T

Q

.section outlining movement concepts, fﬁwi]ies_of action words and
‘J;’fwlh . ) <0 . . :
movement sentences rep: duced from the texts Creative Dance in the

A
AiN-Gx
A

First THree Grades ’ ©o9) and Creative Dances

es Four to §ix

-

» The remaining

.part;of*the'guidezwak cohsﬁsted of lesson Rlans for the «dance

activitiesv_ Each lesson plan contained a series of objectives, a
) K

dance ana1ysws chart detailed 1esson plan, a point- form synopsis of

s

" the 1esson, related c1assroom act1v1t1es in music, art, drama, and

~a list of reSOurce mater1a1s such as records, books, f11ms Lesson

p]ans for the v1deo .dance performances tOQk the form of pre- u;ew1ng

AY

and post- v1ew1ng act1v1t1es re1ated to the performancdgn A b1b11ography

5')?

and selected read1ngs concluded the book As ‘the gu1debook contajned

Bpages it was not-included in the text of the the§1s :Excerots.

'k

‘;;fromJthe gutpebook are found in Append1ces E and F.

The format of the 1nserv1ce program was des1gned in accordance

with the f1nd1ngs in the literature and the f1nd1ngs ﬁrﬁm phﬁfe one.

!v-

The basic deswgn for each-sess1on cons1sted of. an open1ng discussion

'of past sessgons or classroom actiyities, an 1ntroduct1on to the -

, =

session, a. br1ef theoretical presentat1on, exper1ent1a1 act1v1t1es,

‘discussaon;%r debriefing, and reference materqa]s. .

L WO 4

The guidebook contained an introductory ™

gy

v

The opening dis;ﬁssion was an informg) 5sharing' time'that'focused

X

4 . , - .
-on the teachers use of the. reSOurce-unit in the c]aserOm. The

.\,

1ntroduct1on that fo]]owed conmsisted of an overv1ew of the morn1ng s

agenda and clarification of'any<items from the previous sess10n;_ The

-~ theoretical presentation was in the form of a short, clear analysis:

- N .’
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and discussion of the movement concepts, mdsica] se]éctidns, and -
imagery of the particular dance activity to he exp]dred, and occurred
,either before or after the participants had c0mb1eted the activity.
As several dance experiences were included in each inservice session,
this theorefﬁca1'compnnent was repeated throughouf the morning. |
The experientiaT exercises in. the ‘inservice program took the -

fo110w1ng forms» small and whole grodp discussion&; praciice in

A

- movement sk11}§§fcreat1on and performance of dances 1nd1v1dua11y,

Lq .pairs, in groups; use of v1deorecordergltaperecorder, record

!
pﬁayer ‘and- rhythm 1nstruments, 1nterre1at1on of dance and music,

v1sua1 art, Niterature; demonstrat1on lessons; lesson plarining;

’<v1ew1p§>pf dance performances, and pract¢g§1 app]1cat1on in the’

/f‘a%m . ‘ ‘ : » u‘q w

A d1scuss.ron on”debmefang fime v"v?éasequentwﬂy p]aced a*fter 4
—‘each dance )e;pernence to serve a number of( pu‘r"'go.ses. Immedlate feed- = . a
back from teachers enabled the researcher/1nserv1ce 1eader to assess |
.the su1tab111ty and va]ue of edch part1cu1ar act1v1ty PrOV1s1on for

the sharing of reactions and responses 1N’ap 1nforma] ‘non- threaten1ng

~

= .
atmosnh@pe allowed teachers to -express what they had\or had not found '

W

useful. The d1SCUss1ons pfdz1ded the opportunity, for c]ar1f1cat1on
and/or‘revision of the approach toxghe dance act1v1ty. Last1y, an La.

'oppOrtunity'to re]ax‘and 'cooP down' after sometimes intense, vigorous
'. N ’

- ! : . |
!

‘- activity was we1comed by the teachers. ST

&
The seventh and f1na1 1nserv1ce session was an or1entat10n work=

,:.- )
z '-“;' Eo 1"4 »9» :

- shop for adm1n1strators and parents he?d wn>tHe gymnas1um of . the

Facu]ty of Edutat1on, Lakehead University. An open 1nv1tat1on was
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sent to.parents of the classes ingolved in the creative'dance program,
0»_.‘:}\/ , . . )
Board trifstees, superintendents, and atl principals.! The objective of

this session was to increase awareness of and support for creative

o

dance in the education of young children. Demonstration lessons of
dances.in the resource unit were 6&nducted by the researcher, by one
of the inservice teachers and by a professor at the Facu]ty,ot_

Education, Lakehead University, using two classes of grade threg .
’ ' A '3

chi]dren

In Apr11 of 1981, the seven 1nserv1ce teachers and researcher -

conducted a series of workshops in creat1ve dance for, nnterested

g » &

““-shops was based on the dance‘act1v1t1es in the resource units

»teachers 1n thexhakeheaduﬁoard of Educat1on The contént of the work-'

The teachers in the 1nserwace program we@EfQLTVeyed to ascertazn

N \

rthe usefu]ness of the resource ‘unit and the effectiveness of the
inservice program. -The methods chosen to collect the data were a
‘questionnaire, unstructured.groud interviews and structured 1ndividua1
interviews. Structyred group interviews were also carried out with

the children of the inservice teachers. { o ,‘

\ »

‘The Questionnaire
—

Usihg ThompSOn's‘( 979) model as a guide, a questionnaire was
’ deve]oped and adm1n1stered to the seven teachers dur1ng the f1H3t
session of the 1Qserv1ce program (Appendwx G) The purpose of the
&'rl.a“,“ ¥

9 ::
questaonna1re Was. twofo]d to gather factﬁgi 1nformat1on on the

education and teaching exper1ence of the teachers and o reduce the

O .
§ s
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A
=i
e

» home enVironment ~The schoo] environment proved to! be nOT%y and o i
) CoEe

-minutes in 1ength

74

length.of the individual interview at the compietion of the inservice
program.

t'Teachers %chedu]e InterView

' IndiViduai interViews were conducted during the two weeks
immediate]y fo]]oWing the inserVice program (Appendix H) As Gorden

(1975) indicated the interView show}d»take p]ace .as soon after the

re]evant eimeriences ‘as pOSSibie to av01d Simpie forgetting (p. 253).

»
. The interViews were deve]oped and conducted 1n accordance With the
! .~ . ; @ » kg A -"}
procedures outiined 1n Chapter 3o R 'ﬁ}h "

2t OAN open time schedu]e fOr ‘the interViewing processuwas“drawﬁ up

B . ! -4,. .
. J ErY [ _,1 : »u‘”

. ea{gper The teachers were asked to choose a conVenient

i

,‘Ei [ ,}; i 4
andaiocation within 3 two‘@@ek period fo]]owing the :
: ey y S
Six teachers preferred the after schboi period from 4 to oo
-~ »

v o;'

%5 o'clock.’ One teachep requested an evening interView time of

L S) LS

7 o'clock. Four of the teachers chose tu be 1nterv1ewed in their

o \\t

"c]aserOm immediate1y after schoo] and- three were - interViewed in the

*in

»
"‘,a

conversation was often interrupted by te]ephone calls, maintenance

£
-

workers and other staff members. In contq@st, the home situation was .

reiaxing, quiet and more conducive to the interviewing process.’

Two of -the teachers'worked in a team teaching situation and asked
to be 1nterv1ewed together. The other five teachers were interviewed
on an indiv1dua1 basis. The 1nterv1ews were genera]]y forty to- Sixty

-

The interv1ew was diVided into four genera] areas:
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-;Paﬁrt-'/\'t Teachers' Attitudes Toward Creative Dance’ ) o

part B Teachers' Perceptyons of the Content of the Resource *

»

RN

: Unit in Creative Dance *-
L Pavt C Teachers' Perceptions of the Appropriateness of the
Inservice Program ‘ e

Part D »Teachers' Perceptions of the.CIaserOm App]ication.of
the Resource Un1t in Creative Dance. | |
| Informat1on on- the teachers background was omitted from the- .
1@ferV1ew as the data had been co11ected in the form of a questionnaire
at the first inservice session. ‘
Part A was similar to Part B of the phase‘one intervfew and

attempted to exp]ore teachers' attitudes towards creative"dahce ““m ;

The word1ng of some items re]ayae:

,ii‘:.r_
‘the Ontario location. For exanf: ﬁi‘#;'m
read the creatijve dance sect1on of the Prov1nc1a1 Gu1de7" was changed .
. 3; . .,‘_;‘
in the phase two 1ntenvﬁew tooread "Have you read the physical educa- - -

3 in phase one, “Have you . I

t1on sect1on of the Format1ve Years’“

Part B sought teachers percept1ons regarding the usefu]ness of

<

the resource unit’ in the c1assroom Item 1 dea]t w1th}z:e teacher's

t1ve dance ms 2, 3, 4,

undepStand1”9 of general concepts in c”

‘5 and 6 were designed to 1nvest1gate the most usefu] format of the -
'%2hart detailed lesson plan,’ or po1nt form synops1sj'
in 1earn1ng and teach1ng spec1fmc dances Item 7 attempted t@

ascertain whether the resource un1t contqﬁned 5uff1c1ent amounts of

wr1tten mater1a1s

'nfonmation Items 8, 9, 10 and TT were included to f1nd Out whether

teachers taught the dance act1v1t1es to the1r ch11dren“1n any.,



par quTar sequence. Item 12 SOught to discover if teachers perceived

relationships between dance and other schoo] subjects. Items 13 and

14 were designed to e11c1t the opinions of the teachers regarding the

degree of difficu]ty of the daneewaptivities. Items 15, 16, 17 and 18

asked the teachers to describe the1r children's involvement in the

fﬁcreat1ng, performing and spectat1ng aspects - dﬁgthe dance experiences.

Part C was designed to gather 1nformat1on on the inservice
program itself. Items 1 and 2 dea]t with the ]ocat1on and Tength of
time of the sessions, Item 3 sought to discover what 1nservice_

experiences were considered by the teacher to be most helpful in

z]earning about creative-dance. Items 4, 'Sland 6 were designed to

enable teachers to d1scuss their ro]ét and needs during the inservice

program Item & attempted to determ1ne the extent to which teachers

-

fe]t prepared to teach creative dance after the inservice Yessions.

-

,items 9, 10, 11, 12 13 and 14 were des1gned to 1nVest1gate the con-

-

current s1tuat1on of app1y1ng the resource unit 1n the classroom and

ey

part1c1pa¢1ng 4n the inservice pr09ram

.'Part D, Teachers' Perceptions of the Classroom App11cat1on of: the .
\

Resource Unit, was deswgned 'to seek teachers\‘ D1n1ons regarding the

inclusion of creat1ve dance in the1r regu]ar c]assroom schedule.
. ¥

Item 1 sought to ident1fy factors that w0u1d encourage/d1scourage
: o _ v o
teachers' inclusion of darnce in their programs. Item 2 attempted to

discover how teachers felt about developing their own creative danee

programs. Item: 3 and 4‘asked teachers to 5uggest additional mater1a]s

L
.

or infcrmatio- needed to carry on a dance programa Item 5 was \\Q*'

designed *o seen teachers' opinions regarding follow-up- inservice "
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act1v1t1es And item 6 was 1nc1uded to d1scover wheﬁher teachers felt

that tﬁ&phﬁng creative dance had affected them as t&achers

:-;.‘ s ,}, . . ‘ ﬁ ‘Q
LA : S B . .
‘ Grogp Interv1ews

Dur1ng inservice sess1ons 5 and 6, two 1nforma1 group discussions

Were recorded on a Sony cassette recorder with prior knowledge of»the
teachers;.'The responses were summar122d and recorded by the researcher
at a later date. According to Henderson (19785, this form of group
1nterv;ew1ng has several advantages It can -uncover a wide.range.ot
exper1ences and responses wath1n a short time. Second]y;vgroupvinterepﬂ
action'may remind participants of.deta11s'of-experiences whichAthey

may otherw1se have forgotten And thirdﬁy, as each participant.intro- -

duces personal exper1ences and comments, standards are, set for others = ©

&0 report progress1ve1y perSOnahzed %mments (P@7 88) N
‘ | 45’7” "“ ROPS h

17,

rffhderen“s Schedule IntervieWs‘ . Q& L i ST e

The strugtured 1nterv1ew fo ch11dren was des1gned and developed. A

in phase one. The purpose of the }Qterv1ew was to gather ch11dren s
vresponses to the fo]]ow1ng'three areas: ch11dren S att1tudes towards
creative dance, chj]dren's perceptions,of the content_Of/the dances,

1 nd‘chi]dren's perceptjons'of the methods of presibttbgctngydance-

¥ -

act1v1t1es o R - ' é
: i

~After conduct1ng interviews with the ch11dren in phase one, the
researcher found -that the Outer space icontext of the 1nterv1ew
seemed to. dlstract tﬁe ch1édren from the 0r1g1na1 1ntent of the
1nterv1ew (Append1x D Tﬁos a more 11m1t1ng context than outer

space, a désert 1s1and sett1ng, was chosen for the phase two 1nterv1ew

L 2
R
*
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pracess | dend1x 1). ‘ o . _d

. Q»""y; : *
A the*ﬁesearcher was teach1ng full time during phase two, and

Q\ R

therefore unable to have time off dur1ng the school day, the seven

teachers were asked to conduct the interview with their own classes

~at the conclusion of the inservice program and to send the responses

on an audjocassette to the researcher, The group interview process

> . . : -
forgth- children's interview was described to the teachers by the "

. researcher and has been outlined in-Chapter 3. The timing of the

interviews proved to be somewhat inappropriate as most classes were

involved in Christmas actﬁvity. As..a result, only four qf the seven
. , : ) 3

teachers were able to comp]éte the fnterviewing protess ' Of the four

interviews submitted, three c]asses fo]]owed the gufﬁéTt es and used

L

Analysis of “the Data

S

* The Questwonna1re“£1nd1ngs e ' Cep i

TPy
The seven teachers were cons1dered gerieralist- c1assroonﬁ%§§%§ers
. ,) -

as they taught aly subgects to their ‘grade three. c1as§Qs, with the -

except1on of two teachers who g}d not teach the1r own music. The yearsA

of . teach1ng experience ranged from 7 %o 13 yeaps. w1th the average
B ¥ »
beihg 10.5 years., Six teachers had a Bache]or of Arts degree and

Ve

‘f1ve had extra qua11f1tat10hs such-as Bache]or of Educat1on or Master

of Educat1on degrees One teaE“Er was work1ng on the f1na1 year of -a -

Bachelor of Arts degree

-

S1x of the seven teachers stated that they had no previous
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exposure to children's creative dance. Three had taken creative move-

<

.ment courses offered -by local commuhi%y resource people such as. the
Parksrand Recreation erartment, and one teacher had received some
instruction in dance durina a one year teacher training program.at
the Faculty of Education, Lakehead Universitv. A1l teachers indicated

that they had not attended inservica sessions in creative dance and

had not worked with resource people in planning dahce']essons.

Teachers' Interviéew Findings

e

Part A. Teachers' Attitudes‘Toward Creative.Dance.u Items dealing

w1th physica1 education in the schools revealed' the fo]]owinq,findings.

Oonly three of the .teachers had a gymnas1um in the1r schoo]s wh11e four

u .
- "

used their classroom or a basement playvroom. All teachers 1nd1cated
‘. )
'that there seemed to be Tittle co- ord1nat1on 1n bhe scope and sequence'a

N

of phys1ca] educat1oh prOgrams within a schoo] As one teacher sa1d,

-] .
”Everyone does their own th1ng as bestrthey can." 'f?‘i &

Regard1ng the1r own programs, four of the teachers app%ared to .- 2

ylack conf]dence in teach1ng phys1ca1 edUCat1on '”I m not Nery ath]et1c
D

myse]f" was a familiar response. ‘The programs~of five'teachers~tended ¢

to be games or1ented with emphasis on ba]] skills and 1ead up games»

v’ g

~for basketba]], vo]]eyba]] and soccer In the w1nter months, classes;' : fﬂgfﬁaﬂ
with no: gymnasium fac1]1t1es part1c1pated in skat1ng and snow§hoe1ng‘-

out-of-doors, while those with gvmnasia offered, in add1t1on’t0'the1r i 1,;#

regu1ar program, a,house 1eague sports~pr0gram-with f]oor‘hockey ,
L T

r~_be1ng ‘the most popu]ar act1v1ty A]] of the teachers had taught SOmeu‘

_fo]k dances 1n their teach1ng years but none had. 1nstructed in ; ';
' \ B S . b
'vcreat1ve dance AN T

I S
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.g~»the'ﬂ%ca1 Facu]tybof Educat1on

A1l of the teachers had read the physical education section of the

Formative Years and did not find-itausetb1_in teaching. They referred

to the document as "Vaguet“n”tooegenEral,“_fa phi]osophy;“ "a
beautiful dream" and consisting of "broad statements, but not enough
detail." As one teacher'remarked "The nuts and bolts of teaching
;phys1ca1 education are certainly not there You have to scurry around
‘to f1nd 0ut ﬁhat to teach." The teachers tended to use handouts and
packages of 1essons“hroduced by physical educataon supervisqrs in 1976,

M1n1stry of Educatwn personne], at,a phys1ca1 -education professor at

RN
-/'u 7 N

The 1ack of storage space and the 10w pr1or1ty given to phys1ca1”

gé?%atloﬁ~1n schoo] budgets NEre c1ted as other—roadbfocks tooa
o Lo s

qua]1ty phys1ca1 educat1on program A : - &

A

i A '
4 5 i o

: ”an awareness of body movement,“ “a éamnce to fee1 c0mfortable w1th

PR >

‘,iy0ur body,“ and ”an opportun1ty formse]f express1on * FoeJas one

b -
teacher said, "y0u don't al? have-to do. the Same/thﬁﬂg'at.thegsame‘, ;
fgime. " o o ﬂ LY e C -

s A .

Two of the teachers dec]ared that they had to change thewr
: &.

"“$1nk1ng“ when p]ann1ng @ance ];ssons as there seemed to be "& 1ot
"more p]ann1ng 1nvo]ved 1n creat1ve dance than 1n the trad1t1ona1

Jphys1ca1 educat1on 1esson of warm up exerc1ses, ‘a coup]e of sL11]s and

»
S ey - 7‘“" ‘. A . S

a game " ATl of the teachers be]1eved that teachers 1n genera1 would -

T prefer to teach areas of phys1ca1 educatlon other than dance because "

o
teachers kney more ab0ut$other areas. such as games 1ve9fe1t that the

.-’l

LY -~
by

Ked to reveal fheir thoughts about” creative danceafter b

80
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term 'creative dance' was a "scary" name for most teachers as it
. ! \

implied that you had to be creative or talented. As one teacher said,

! - : ’ . . ) oA

“Teachers shy awavﬂfrON'the word 'creative'dance'; they are nervous

about it and feel'that they are not creative enough themse?ves N
Another confessed that the. word "creat1ve“ had frmghtened her but
d1scovered that she could be creat1veﬁw1th1n the structured system of |

activities offered during the inservice. A male teacher reﬁlied that .

some teachers were afraid of creat1ve dance because they viewed it as

a “s1ssy“ activity. Another ma]e teacher sa1d that g1ven the

Sy e

support, re50urces and Ea1n1ng they had teachers would have no

d1ff1cu1ty with creat1 J%nce g;
-w
The teachers wek 5ab]e to Tist.)’ many benef1ts of creat1ve dance for

4 \,

ch11dren A91 fe]t that their: ch11dren ”rea11y enJoyed creat1ve
p*

dance," and “began to think about their body and to feel c0mfortab1e/

L3 \

about mov1ng the;; bod1es " Three of the teachers observed that the

‘u

_ch11dren who tended to be shy or less skilled in- phys1ca1 educat1on ”{fgu

I

: beCame more conf1dent and part1c1pated more act1wg1y Four teachers Q

A be11eved that the dance program creaded a 1ess stressful env1ronment «\\\

IOpportun1t1es to say "I thought of th1s movement\all by myse]f M

!for the ch11dren since they were nothompet1ng aga1nst each other for

¢

po1nts as "the w1nn1ng and 1os1ng, raghtJand wrong parts“ were taken
I

;0ut of - the phys1ca1 1esson and’ rep]aced by co- operat1on ‘Four teachers

fe]t that the se]f worth of thexch11d was 1ncreased by the dance

2
i

exper1ences, for as one teacher remarLed all ch11dren were 1ven . b

l

/

Other responses were. that creat1ve dance "1mproved 11sten1ng sk111s

o

e i . - / 9 .
‘ and wasi"QOOd exerc1se.“ o - R : /

A



lith reference to the place of creative dance in the school
curriculum, on; teacher felt that creative dance "should be equal
with other subjects," however the rest believed thét reading and
mathematics should have much higher priority; Five teachers believed
there was potential for inter-re1atingvcreative dance with language

arts and music and they indicated a desire to do more in this area.

Part B. Teachers' Perceptions of the Content of the Resource

Unit in Creative Dance. All teachers fe}t that the teacher'§ guide-
book contained sUfficient'information to teach the dance activities,
was "well organized," had a "simple layvout" and was “c]éar and easy

to follow." As one teacher said, "It used vocabulary I knew‘and
understood.” Another teacher sUggested that stick figures be included
in the text to illustrate the desired actions.

A1l seven of the teacher§ tended to read over the detailed
lesson plan while Tistening to the abfompanying-music,.and then to
use the synopsis sheet while teaching the dance to their classes.

One teacher suggested that a separate booklet of the synopsig sheets
be cfeated for the inservice paptgbipah{; so that new dances c0u1d be
added from time to time.  ‘ ~

A11‘teachérs stated that th;;\hppreciated having the freedom to
choose the order in which they taught the dances to their children.
At the beginning of their program, the tecue~s tended to work wﬁfh
dances they had- enjoyed themselves during the 1nservicé sessions, and
with dances they thdught their students would enjoy most. As two
teachers explained: "I would not want to Dgig to teach the dances

according to their order in the book," and "I'm a person of moods
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and 1 1ike to teach what suits me Qhenever I can do it." The teachers
also used the action word cards‘and those dances they perceived as
Being short and sipple, e.g., ”Percy“‘and the "Scissor's Dance." At
a_]ater time, they introduced-those dances perceived as:beiné more
complex, e.g., "The E1f and the Dormouse," and dances with "slower
music," e.g., "The Opposites.” o

The teachers' replies seemed to indicate that some bﬁ.the
organization or methodo1ogy of the dances had been changed, but not
the actual coﬁtent. For instance, two of the teacheré used a line
or circle formation to teach the dances rather %hah the scatter
formation outlined in the gdidebook. ,

Five of the teachers'reported that they attempted to in£er;
relate dance with other school subjects.~ One teacher gave her children
the opportunity to read "The Pedlar and His Caps" in their readers, to
dramatize the story, and then to view the dance versioﬁvof the étofy
on the videocassette. Another teacher used the fHuck]eberries
Dance" forba winter theme and had the chi]dreﬁ\create winter stories
and poems to accompany tpernusic. A third teacﬁéf used the musical
selections from the Carnival of the Animals for a Hallowe'en theme
and shared with the rest of the school a series of dances the stgdents
had .developed.

Four teachers felt that the dances enjoyed most by the children
were the "fast ones™ w1th "lots of movement," such as the "Huckle-
berries Dance," "Nver the Hills," "The Sc1ssors Dance" and "Percy
the Ba1100n " Five teachers reported that ”The Huck]eberries Dance"

was considered espec1a11y popular with the ch11dren because ”they cou]d
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put their own words and actions to it." Two teachers believed that
their children a]so’enJOyed "The E1f and the Dormouse" dance and "The
Pedlar and the Caps" videotape because both selections were in the
reading texfs used by the children. Four of the teachers jndicated that
none of the dance acti i 'es seemed particularly difficult for their
Ichi]dren.

In the area of music, the teachers reported that the musical
'§election for "Percy the Balloon" (Electronic.Sound Patterns) seemed
most popu]ar»witﬁ their chi]dren:

Four teachers used the dance musical selections for unstructured

-,warm up periods before their r%guTar physical education lessons.
They repo}ted that in the beginning, thé children engaged 1n much
running about the area. Then gradually, after several dance sessions,
the children began to put actions together and to-bui]d movement
sequences on their own.

tlhen queétioned regarding the effectiveness of the videotaped
dance performance, four teachers replied that the children enjoyed
watching them and often;asked to see the dances several times. One
teacher felt that throQgh videotapes "children get an idea of what
can be done." Another teacher discussed with his chi%%%%n the differ-
ences observed in the written and danced versions of the same story}
Two teachers had not yet used the videotape with their classes.

In the area of performance, six teachefs reported that the
chi]dreﬁ‘enjoyed sharing the dances they had created and that every-

one, éven the shy children, vo1EEEEEpé5~tQ demonstrate movement

sequences. Four teachers indiéated that the children ‘seemed more eager
»
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to share what they had created than to sit and watch while others
performed.
A1l the teachers felt that it was important for children to
perform for each other and to appreciate the capabi]ities of others.
Children sharing with children seemed to be an atcepted activity.
However, the teachers believed that large scale school productions

should not be emphasized at this age Tevel.

‘Part C. Teachers' Perceptions of the Appropriateness of the

Inservice Program. Six teachers favoured the morning sessions as

they felt more alert, refreshed and enthusiastic at that time of day.
One teacher preferred afteanOn-sessions as they wou]d‘not'interfere
'_with“her Language Arts program in the morning.

A1l teachers agreed_fhat Tuesdav was an acceptébie day of the
week as it gave teachers lMonday to prepare for substituté teachers.
Most teachers preferred Tuesday or \ednesday for insérvice programs
as it.provided a mid-week Break. Friday was considered a poor day
for professiona]bdeve1opment programs. | |

The physical setting for the inservice‘seeﬁ¥q appropriate in ~
termé of meeting the various grouping needs for the sessions,
providing optimal size for active involvement, and meeting the
commuting needs of the teachers.

The researcher observed that during the 1n}t1a1 inservice session
the teachers felt that the g&mnasiUm was too large and'too open for
such a small group. - HoWever, as the teachers became more comfortable

with each other, with the setting and with actually moving, they began’

to use more}énd more of the area and eventually utilized all of the



86

available space, Midway through the program‘one session héd to be
re-located in an adjacent library, and six of the participants felt
the smaller area confined them and limited their movements..
A1l seven teachers reported that the three hou} time span for

’ each session was sufficient.and three teachers reported being tired at
the end of thé sessions. (ne teacher explained, "It is a lot of
thinking and therefore you Qou]dn't want to push too many dances into
one session.” Two of the teachers favoured five consecutive sessions;
rathér than seven andksuggested that the remaini%g two seésibns be
held the following year ifter they had worked with the resource unit
for a full sch001 year. |

| Two significant factors appeared to help teaqhers 1éarn about
creative dance. A1l teachers felt that observation of the researcher,h-
as she taught dances té the inservice teachers and to classes of
their understanding of creative dance. - As one teacher remarked,
"When I went back and read the [guide] book I could remember what I
saw." The active participation of teachers in the dances during the
inservice program was be]iéved tQ be of equal importance in ]éarning
about creative dance. :"In the beginning," said a teacher,_”the
theory part didn't mean much to me until I got a feel for the movement
and the music.”
| Four-teachers believed that the viewing of videotaped performances
of children from the Alberta Children's Creative Dance Theatre was a
less éfféctive method of learning about.creative dance. Theyv felt

the dances did not reflect a realistic school situation and therefore
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had 1ittle relevance for c1assro§m teachers.

A1l seven teachers felt the guidebook and audiocassette'were
most important when teaching the dance activities to their classes
and as one teacher stated, "It is the bésis of my program.” In
addition, the teachers expressed satisfaction in owning the resource
unit themselves rather than borrowing it for a limited time from
the local Board's Instructional Materijals Centre;. -

Whe questioned regarding a greater degree of involvement in
developing the resource unit, the seven teachers were satisfied with
the process ysed 1n_thé study as they fe1t‘they had little or no
knowledge of creative dance prior to the inservice prOgrah.

Six teachers reported that the informal discussion sessions in
thch they shared ideas and cofcerns ahout their classroom experiences
were important in helping them dO creative dance with their children.
And at the conclusion of the inservice program, all teachers felt
prepared to teach the dance activities in fhe resource unit to their
children. Moreover, each teacher Se]ected one Or-two‘dance actfvitie;
and presented them at a series of workshops in April 1981 for othér

teachers in the local Board of Education.

¢

Part D. Teachers' Perceptions of the Classroom Application of -

" the Resource Unif in Creative Dance. The teachers cited many factors

that would encourage them to continye teaching dance: the oppontunity;
to observe other teachers doing cregtjvg'dance in a ;1assroom situa-
tion; support‘from‘princi;als and administration; chi]dren's enjoyment ;
of daﬁte; the teacher's own enjOyment; the 'easy—fo-use' aspect of the

resource unit; the inter-relationship of dance and creative writing;
\/ -
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mofe inservice sessions using new mhsic and creeting new dances;
and films on dance rather than books.

The only majer factor that would seeﬁ to discourage teachers was
the search for appropriate materials. As one teacher exp]ained{
"Teachers need a package. They need the book, records, tapes all
together so they don't have to go looking for them." Many of the
teachers fe1t the resource unit had given them an understand1ng of
the interLre]ation between movement and music, ahe now they wished to
begin using their 0wn“huéical selections as welf as music that was
popular with their children.

As follow-ups to the inservice program, the teachers recommended
adding new dance synopses to the teacher's guidebook' developing a
process whereby the inservice teachers could share new dance
_ act1v1t1es they had deve1oped participating in more workshops on
dance; ahd employing resource people to assist' teachers cn a regular
basis by coéchihg in the classroom. |

A]] teachers reported that teaching creative dance had affected
them. The seven teachers revealed that thev had been nervous and
1nh1b1ted during the f1rst inservice session but hecomne more c0mfortab1e
as they realized others in the group wehe Just as unsure of themse]ves.
The sharing of mutual fears, c1assroom problems and 5uccessfu1
experiences was considered~an jmportant activity that contr1buted
tohards a group feeling of togetherness. For as one teacher said,
"We grew tOQether, shared and he1ped each other grow.'

“At the school- level, four of the teachers were be1ng asked to

introduce creative dance to their staffs and to teach dance to other
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classes in the school. Three teachers reported that they had béc0me
more involved in teaching physical educétion to their class because of
c}eative dance. Two male teachers explained that they had taken "a
Tot of ribbing" from their staff at first, but feit confident and
didn't let it bother them. 0ne eventually gave a prééentation on
dance to his colleagues during a_ staff meetfng at the schoo]!

Three teachers felt that teaching dance actually improved their
rapport w%th their students. The children enjoyed-~the dance sessions
and many of the shy, quiet students in c]a;s received pfaise and

recognition in dance. <

Group Interviews

. Two unstructdred,\informa1 group disguséions were taped on a
Spny portable cassette recorder quring sessions 5 and 6. In each
session, the teachers reported that tHey 1iked working with their
studeﬁts in creative dance and were observing many benefits of dance
such as the students' enjoyment of the dance activities, the deVé]op-
ment of listening skills in their students, and the enth’usiastic‘
participation of both boys and girls- in the activ{ties. ‘ L g

An area of concern for some teachers séemed to be the "initial &
silliness" of some chi]drén when beginning the dance unit and the
actions of three or four students which would ”sboi] it for everyone
else." One teacher's solution was fovwork initially with grodps of
four or five ﬁn‘the classroom and then to take the whole class to the
gym whgn everyone knew the dance. Another teacher found that playing

the musical selection in class while the children did their seatwork

”He]ped familiarize the class with the music before going to the gym."



Other teachers felt that the dances'had a "good balance between
structure and freedom" and that the lessons were "getting easier as
the children did the dances and became more confident."
Regarding the class performance, one teacher noted that when his
students performed for the school they did not move as well as they
" moved in class. On the other hand, he ‘expressed surprise that the
audience of one hundred students was attentive and obviously enjoyed
the performance.. Another teqcher discovered that during their
performance, the elaborate costumes made by some students tended to
lessen the quality of their movements. In génera],.the performances
were regarded as learning experiences for both teachers and childreﬁ.
KV The informal discussions revealed that the 1nservice prograﬁ
seemed to be-helping teachers 1eérn about creative dance. As one s
teacher remarked when she played hér stereo after school one day,

"] found I was thinking of movements to accompany the music. I never

did that before," she admitted, "And ncw I'm not afraid to do it."

Children's Interview Findings

| van phase two, the teachers were asked to introduce their'chi]drén

to the dance activities in the résource unit. - As the researcher had

do direct contrp] over classroom situatiohs, some classes may not have
experienced.all of the danée activities. Moreover, only fghr.of the
seven classes were able to complete the interview process. Coﬁsequent]y,
these factors may‘1im1t the findings from the children's interviews '

in.phase tvo.
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Part A. Children's Attitudes Toward ‘Creative Dance. The grade

N
N

three children felt that boys and girls would énjoy doing creative.

dance because it was "fun," "different,” "interesting," "good

exér(ise,“ and "they wouldn't get bored." As one child stated “It 7
2

is a 1ot of fun and if my teacher wouldn't know how [to teach danE

zQ o

1'd show her!" During the actual interview, one boy~¥QJunteerEQ\§
teach his classmates a dance he had created by h1mse1f\at home. \Q§FL

-~ 9

The children believed that an adult would be\“glad " “happy

"

and "proud to help their children dance." It would be "something
different to do" and by teaching dance, the.children felt that an adult
could "make othgf people happy." Only a few children thought an adu1f
might feel a bit~“embar?assed“ or "silly."

The children reported that they would be "happy" and Jpr0ud”
to berform a dance in front of Peop]e they knew, but would feeT
"nervous" and "scared" to perform in front-of én unfamj1iar audience.
One boy said he wou1d feel more comfortable performing a dancé for
people "if they felt they could joié me and do it with me." Another
child remarked that even if the spectators "were from a different

country and they never saw the dance before, I think they'd Tike it."

Part B. Children's Perceptions of -the Content of the Dances. 'fhe
dances most often selected as_app}oﬁriate to teach a younger brother
or sister were as follows: "Percy the Ba11oon,"bbecause it contained
""Jots of action" and was "easy"; "The Elf and the Dormouse" because
it too contained-F1ots of action" and was "fun"; "Over the Hills and
Far AQay”; and the ”Sciésorsﬂ Dance" because it was “éasy.“ Several

of the children had already taught "Percy" and the "Scissors' Dance"

4
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to the1r parents and siblings.

The ch11dren identified the same dances as being appropr1ate to
teach their parents "Over the H111s and Far Away,” "The E1f and the
JDormouse," “Percy the Balloon," and the "Scissors' Dance." Their
exp1anat1ons for choosing these dances seemed to focus on what they
thought their parents liked or needed. For example, one ch11dlchose
"Percy" because his dad "likes to junp around. So he can go up and
come down again."  Another child wanted to teach her parents the
"Scissors' Danee"'because “you do a lot of running around#so they
could lose weight." '\\

The dances most popular with the children themselves weré\fPerCy”
and "The E1f and the Dormouse." In both cases, the children said they
enjoyed the music and-the variety of actions. Many children 1ndicated
tha£ they'1iked all of the creative dances.

The most popular musical selections were, not surpr1s1ng]y,
Electronic Sound Patterns ("Percy the’ ‘Balloon"), Over .the Hills and
Far AWay by Grainger, Wildhorsemen by Schumann ("Scissors' Dance")
and Petite Ballerina by Shostakovitch ("The E1f and the Dormouse" ).

\lhen asked what dances they would choose to write as stories,

“the children rebeated]y picked "The E1f and the Dormouse," "Percy the
~Balloon," the "Scissors' Dance," "Over the Hills," and the "Shoemaker
and the Elves." AThe stories suggested most often for new dances

were Pinocchio, Cinderella, Little Red Riding Hood, S]eeping Beauty,

and Goldilocks and the Three Bears.

-

Part C. Children's Perceptions of the Method of Presentation

of the Dance Activities. Most children believed that, in learning a

- -

-
e
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‘new dance, a teacher or instructor would be mogt helpful to them. The
use of a videotépe'was considered'the next most effective means of
learning new dances. As one child remarked, "You can keep on rewinding
it and seeing it over and'over;“ Hd@évef,'sbmé children were skeptical
of uéing videotapes as reveaied by the_fo]lqwiﬁé comments:

"You can't get into the screen and do it with them."

"If you make a mistake, it woJld be hard because they can't
see you fhr0ugh the videotape." |

"It wouldn't be as alive." , : _ o - -

Summary of the Findings

-

In genénal, three attitudinal elements emerged from the interviews.

- -

Firét; physica]’education was perceived as a games-oriented activity

of little significa%ce in the total school curriculum. Second, creatiye'

.danée wés perceived asAan enjoyable, significant‘ekperience with
. educational be;efits for both teachers and children. Thj}d, thé
teachers felt Qﬁtomforfab]e.wifh the term ‘creative' as they‘did not
QerceiVe them§e1ves as creative individuals.

with respecf to thé teachers™use of the resource unit, a number

.

of patterns became-evident. The teachers tended to become familiar
) _ et _

with a danc;‘by reaping and re-reading the detailed lesson p1an,

wHi1e 1istehingvto the musical se]éction. lthen _actually instructiﬁg
their children in the_dance:‘the teachers used the point-form synqpsTE
sheet. Most teachers bggan their dance program with the action word 7
cards and action sentenées, and progressed to dances they pe;ceived >

as short, simple and enjoyable. The teachers seemed to focus on
' e
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teaching strategies and class managcment, rather than on the concepts
in the dances. |

Several factors appeared to be significant in the teachers' under-
B . <

standing of creéfive dance: démonstration 1essons\Py the researcher,
direct and active involvement With the materials of the resource unit;
and informal 'coaching' ses;ionéiin which teachers shared their
experiences in using the resource uhit in their classrooms.
The interview findings also revealed that-chi1drenbshqwed more
interest than teachegs in the use of videotapes. It appeazf that
. - s

young children may be more receptive than adi.lts to the conceptvof

video Iechnolqu_as a viable mode of learning.

Summary
e B e

A

. - ‘ Y] )
Chapter 4 described phase two: implementation of the®resource unit
in.creative dance. Thp'resource unit was implemented by means of ‘an
inservice program with seven grade three teachers in Thunder Bay,

—

Ontario. At the conclusion of the inservice, the teachers and their

classes were interviewed to determine their perceptions of the resource .

unit and inservice program. The fo11owihg chapter, Chapter 5, reviews
. : .

the research purposes and procedures in the study, and summarizes and . '

discusses the major findings in phase one and phase two. Thé chapter, -
. 1™ . B

. closes by drawing conclusions from the findings and making recommenda-

tions for further research.

<
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Chapter §
‘ !

SUPMARY, DISCUSSION OF THE FINDINGS, CONCLUSIOSH
AND RECOMMENDATIONS

Introduction

This chqpter presents an outline of the research purposes and
procedures. Major findings in phase one &nd phase two are surmarized
and discusged. General conc]usions are drawn from the findings and
fecommendations are made for further research.

Summary of the Research Purposes
and Procedures

The purposes of the study addressed four major concerns:

1. The design of a resource unit in creative dance for grade
three ¢hildren that focused on the child as a creator, a performer and
a spectator.

2, The design, conduct and ~ luation of an insérvice program to
assist teachers in implementing -he re:ource unit in their c1assfooms;
, 3. The identificqtion bf s qnitic nt variables that could guide
future development-of resource unit " creative dance.

4. The identification of sianificant variables that could guide
future development. in the design and conduct of inservice programs in

4f:;creatjve dance.

“The design of the study was developmental in nature and comprised

two separate but interrelated phases.
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Phase One: Development of ‘the Resource
Unit in Creative Dance

Fourteen d7nces, appropriate for children aged sevén to nine,
were selected from a combinétion of the resources of the Alberta
Children's Creative Dance Theatre and dances developed by the researcher.
These dances were selected to provide the creator and performer aspects
of the study. Three videotaped dance performances were chosen from
the Instructional. Technology Cen£re, Facﬂ]ty of Education, University
of Alberta, to provide the spectator element of the studv. The
fourteen dances and three vidgotaped performances were subsequently
piloted with two grade three classes in Edmonton, Alberta in May 1980.
At the conclusion of the pilot program, the teachers and children were
interviewed to ascertain their perceptions of the creative dance
activities (Chart 2). The . interview findings and findings from other

related studies were used to develop the content and materials of the

.
>

creative dance resource unit.

The resource unit in creafive dance consisted of a teacher's
~guidebook of lesson p]ans in three different formats, an audiocassette
Qcpe of the accompanying musical selections, a vidbocassette tape of
thrée dance.performances, flash cards of single action words, and
_ ovérhead tranéparencies of movement concepts, action w rd rhymes and
poems (Appendices A,-B, E and F).

Phase Two: Implementation of the Resource
Unit in Creative Dance

; ~ . .
An inservice program was designed for grade three teachers in

accordance with the literature review in Chapter 2 and the interview

g
91 N

findings in phase one. The purpose Qf the inservice program was to

A
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assist.teachers in using the creative dance resource unit with their
children. Seven grade three teachers in Thunder Bay, Ontario
éttenaed a toté1 of seveh inservice sessions in the 1980 fall term.
At the completion of the inservice program, the teachers and children
‘were interviewed to determine the effectiveness of the resource unit
and inservice program (Chart 2).

Summary and Discussion of the Findings
in Phase One and Phase Two

This section presenté a summary of the major findings in both
phase one and phase two. 'Tﬁe findings are not totally conclusive
because of the limitations of the study outlined in Chapter 1. The
discussion of .the findings is speculative in nature and based largely
on the researcher's observations during the study, and the findings

from the interviews.

Teachers' Background and Qualifications

Ten of the twelve teachers in this study had a B.A. or a B.Ed;,
and eight teachers had taken graduate courses beyond a basic degree.
Their teaching experience ranged from seven to tWenty—one years, with
the average being tHirteen years. The student teacher in phase one
Aand one teacher in phase two were competing theif final year in a
Bachelor's degree. |

Despite academic qualifications and a range of experiences, only
one teacher had completed a course in creative dance, and only three
teachérs had been involved in creative movement activities.

One question which arises from this information relates to the
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limited experiences that teachers have received in their undergraduate
and graduate programs at university, 'th have teachers not received
edugatfon in creative dance? Two factors may be occurring. Féw, if
any, courses may be offered in creativé dance at the university Tevel
for teachers. "Or, if courses in creative dance are beihg offered,
then teachers are not selecting them. 1In either case,nthe offering of
credit courses in creative dance to teachers may be a means of
1ncreésing teachers' knowledge of creative dance.

Teachers' and Children's Attitudes
- Toward Creatiye Dance i

In this study, it was apparent, even in such geographically

diverse areas as ﬁ]perta and Nn=ario, that similar attitudes and

pract%ces wére held by teachers.

The teachers revealed that physical education in their schools
received little emphasis in the‘schoo1 curriculum, as there appeared‘
to be n6 coordination of physical education programs within a ~
particular school, and the ampunt,of time spent on physical education
was minimal. It was the researcher's observation that thfs situation
was J};wed as thé norm and was not cha]1ehged by’the teachérs.. |

In general, there was a feb]ing of security'and confidence with
the teaching of gahes“ and therefore games dominated any physical
activity in the schools. o \

GiQen these attitudes and prégtiées ihvphysica1 education,’it 1s
significant that throughout this sfudy there emerged a positive

attitude toward creative dance. (reative dance was perceived as an

educational activity that provided opportunities for the qualitative

~
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participation of all children, and fostered feelings of self-
confidence and self-worth, so vital to childhood. This finding would

appéar to re-affirm the contextualist-instrumentalist stance favoured

by teachers.

The change in teachers' attitudes and their desire for involvement

in dance would seem to indicate that the absence of creative dance from
‘the cyrricu]a of schools lies not in any.lassitude or indifference
inherent in the teachers, but in a lack of support for, and knowledge
of, creative dance. 1If creative dance is being perceived as a

positive and valuable éducationa] experience, and if physica1§§dgggtion
is receiving minimal support in schools, then perhaps it is éﬁ%egfb
consider whether dance should be taken from the phvsical educat{on
curriculum and placed with the fine arts subjects.

Teachers' and Children's Perceptions of

the Content of the Dance Activities
and the Resource Unit

In phase one, the pilot program revealed that the dance activitjes
were appropriate for children seven to nine years of age and they were
subsequently developed into a resource unft for teaéhers. The design
of the resource unit was based on the interview findings in phaée one
and‘a review of existing literature. The unit contained a'written
teacher's guidebook, an audiocassette of accompanying MUsica1 selec-
tions, a videocaésette of recorded'dance performancés, flash cards of
action words, and overhead_trangparéncies of action word sentences,
rhymgs and poems.

The teacher's guidebdok’consistéd of -an introductory three pages

of general dance concepts, followed by lesson plans for eleven dances
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and one videotaped performance, for a total of twelve dance activities.

Each activity was preceded by a shonrt description of objectives or
“ways of knowing" the dance, and concluded by a lﬁst of instructional
support materials and related classroom actiVitie§§ The content of
fhe eleven dances was’ presented in three formats: ‘format A, a dance
analysis sheet; format B, a detailed lesson plan; agd format C,'a
synopsis of the deta{1ed lesson plan (Appendix E).

Teachers in phase two reported that the guidebook was "easy to

use" and contained language appropriate for classroom teachers. = Their

use of the guidebook was similar. The detailed lesson pTan (format B)

- was read and the musical selection played prior to introducing the
dance activity to the children. Then the synopsis (format C) ﬁys used
during the actual teaching of the dance. '

llone of the teachers reported using the analysis sheet (format A)
to any extent. This finding is contrary to'the personal experience
¢f the researcher. The reséarcher has used the resource unit with
children and teachers for four years, and has found the analysis
shee useful for reviewing quickly the major'concepts of a dance
prior.to ﬁresenting the dance to a group. Also, the researcher uses
the analysis sheet when developing new‘dance activities.

The detailed lesson pxah (format B)'and the synopsis (format C)

focus on "how to teach" a dai Jivity; that is, they describe
teaching strategies and le. "ne ~iences.in a sequential manner.
The dance analysis sheet (for. .a- .zrely outlines the major concepts
of the dance activity. It woulc -- tha® teachers who are

unfamiliar with creative dince _re 2 Se .escript ve 'recipe-

101
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type' written materials when teaching a dance activity for the first
time. >
The sequencingiof the dance activities was left to the discretion

of the teachefs. Many said they liked being able to choose which dance
actjvity to do on a particular day. However, all teachers claimed
that they would begih a dance prograﬁ with single action words and
with dances they perceived as>simp1e and enjoyable.

| fhe reasons for choosing paréicu]ar dances seemed to be based
on pragmatﬁc criteria. When beginning a.dance program, teachers
selected dance activities that they had enjoyed durihg the fnservfce

sessions, or dances that they felt-their children would enjoy. Some

thought was given to the content when teachers reported that they

chose the action words or "simple" dances to begin their program.
Howevéf, the general tendency seemed to be'se1ect%on based on teachers'
or children's perceived enjoyment of the activity.

In this study, teachers did not appear to alter the conteﬁt of
the dance activities. They seemed more concerned with the "how to
teach" factor.than with the “why”vor "what" aspect of the dances.
That is, teachers focused on actual use of the materials in their
classrooms and diséussed their concerns, problems and successes with
the materijals. There was no critical analysis of the concepfs
contained in the dance activities.

A topic of concern was class management during dance lessons.
Theldetai1ed lesson ‘plans in the guidebook used a sbmewhat open-

endeé,iprob]gm solving approach, and had children working individually,
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in pairs, or in small groups. in a loose, scattered formation, Some
teachers used a more direct teaéhing.approachﬂand had "their children
working as one large group in a strugtured circle or line formation.
Another teacher initially worked with small groups, one at a time,
while the rest of the class did seatwork in another subject area.
Several teachers commented on the ”si]]ine;;# of some of their
students in the initial phase of implementing the dance program.

The obsérvatioﬁs notéd‘above may have resulted from a change in
the activity pattern of the classroom. If the children were accustomed
to sedentary work and rote recitation, then the problem solving
approach and physical movement inherent in the danceiactivities may

have caused some .initial confusion for both teachers and children.

Also, the dance activities required that the children engage in

expressive behavior, a type of behavior generally discouraged in
traditional c]asérooms. In most instances, the teachers in this study
were operating in traditional cTéssrooms., As a result, expectations
régarding levels of concentration and group cooperation may not have
been clearly defined bv the teachers or adeduate1y.understood by the
children.

No dance activity was considered too'difijU]t for the children.
Those dance activities b;rceived as being most'enj0yab1é for
children were dances with gross.motor movements in general Space
accompanied by music with a fast tempo and dances with strona
" imagery or a definite story 1inef It mav be that children with 1imited‘

movement experiences are most comfortable using whole body actions

and exploring general space. Imagery and stories may also aid
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children's concentration in the initial stages of a dance program.

The performance aspect of the.resource unit was perceived by the
teachers as a positive experience for the children. Also, the viewing
of videotaped dance performances waS'gonsidered valuable for fncreasing
chi]dreh's movemeﬁt vocabulary, prqviding role models in dénce, and
comparing and contrasting written and danced versions of aAstory.

The children's interest in-and enjoyment of the Videotaped dance
perfdrmances, and the availability of videorecorders in the school,
add furthér evidence to the significance of videotapes in deve]oping.
a literature in dance.

The teachers perceived that children were "creating" their own
dances in several instances. However, the intent of the resource
unit was to involve children asucreators in all of the dance‘activities.
This discrepancy between the unit's inten¢ and the teachers' per-
&eptions may be related to differing concepts of the creative-process.

" Teacher reéponses seemed to indicate that unless the children
were inventing uniqUe actions or rhymes,Athey were not‘inv01ved in
the creator mode of ®experience. In qontraSt, the resource unit was
designed, both in content and in the teaching-learning process, to
involve teacheré and children in fhe qreative process. ~For exahp]e,
when children were encouraged to find their own space, to freeze in
their own starting shape, and to commence their perception ofa

r

"leap' or a 'spin' sequence, they w~ ~ involved in making decisijons,

and in selecting and organizing the materials of dance. In other
words;'the'children were involved in the creative process. \lhen the

teachers translated or reduced these decisions by requiring Tine and
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circle formations (which, though not wrong in themseTves, may lead to
dnity, coﬁformity and rote learning), the teachers were changing the
intent of the teacher-learning process.

This finding w0u1d‘seem to indicate that it is important during
the insérvice program to help teachers understand thét changes in
methodology may not be mere alternative teaching strategiés or class-
room management techniques; rather, such changes may lead to significant

dlterations in the creative process itself. Further understanding of

the creative process may be necessary to clarify the role.of theschild

WV

as a creator.

' Teachers' and Children's Perceptions of the
Method of Presentation of the Dance ‘
Activities and the Inservice Program

Teachers and children were unanimous in choosing observation.of
a teacher/dance leader as their preferred method for learning aboﬁt
creative dance. It would appear that, for the teachers the role
modelling of how to guide the children and how to use the content
and méthodo10gy was mofe effective in an irmediate experience,>i.e.,
a demonstrationzlessoh, than in a secondary expérience, j.e., a video-
tape, a film or a book. Thé.téaching-1earning process and the
children's varied and enthusiastic responses to fhe material were
1mmed1até, relevant, and transferable to the teachers' own classroom
situations. > |

For the éhi]drén, observatién of the teacher actively partici-
pating in dance activities helped to bring about a 'shared' ggperience
of pqrticipation, in contrast to the more traditional situation of

'rote recitation.' As Boorman (1984 explained):
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The teacher in the role becomes, in many instances, the

provider of the material through their own active participation

in the medium of movement; the children receiving with their

eyes the potential use of the material.

As with the teachers, the children preferred the immediacy, and the
intimacy of this method of presentation. .

The phase two teachers felt that it was equally important for
teachers themselves to-participate in and experience the dance
activities. This finding confirmed previous fﬁndings in the review of
the literature (Hentschel, 1977; Hood and Thompson, 1980) that direct, -

concrete experiences and immediate. application were essential elements

for inservice education. : o

-

During the inservice sessions, the teachers experimented with
their own movements, created movement sequences and patterns, and used
rhythm instruments, records and-art materials. The researcher's

observatiohs and the teachers' responses revealed that initial self-
\

1

consciodsné§s and he§itahcy were éoon rep1aced by confidence and'

| active part%cipation. For many of these teachers, expressive moveﬁent,
and perhaps physical activity itself, was not a familiar mode of
involvement. As thé inservjce sessions prOQressed, the %esearéher
observed that the movements of the, teachers hecame more confident and
‘variéd. This was evidenced by the-use.of more shace, and by larger
actijons and gestures. As well, teacher movements which had origfnq]]y
appeéred to be hesitant and interrupted,‘became more fluid with one
action leading smoothly into the next. Finally, teachers' enjoyment
of their own moving and the moving of others appeared to increase

during the course of the inservice program. Some of the child's love

of movement appeared to be re-awakening in these adults. It may be



that to better understand chi]drenfs dance, teachers have to begiq
feeling again the.exhi]aration of their own moving. =

Teachers favourgd workshops that occurred during reguﬁaf instruc-
tional hodrs, and Tuesday morning was considered ah-approbriate time
for the inservice program. The seven half-day sessions were deemed )
sufficient for becomingrfami1iaf with the content and materials in
the ré50urce unﬁt. It was suggested that two follow-up workshops be
held one year_after the inservice program,

The teachers in phase two demonstrated their abilitv to use the
resource un1t in several ways: |

1. The teachers presented the dance act1v1t1?s to their c]asses,

as eviaenced ﬁy the children's and teachers' responses during the
interview process. s

2. The teachers presenzed dance éEtivities to each other during
the inservice sessions.

é. Each teacher se]ected‘and‘presented two dance activities to
coldeagues during a series of|workshops fﬁr the Lakehead Board of
Education{ -

Teachers reported that using the creative dance resource unit:
had affected them. §ome helieved that‘teachihg4creative dance had
' he]ped them become more interested and involved in the1r phvs1ca1

education pr09ram Others noticed that a better teekher ch11d rapport

had deve]oped during their dance prOgram Several teachers assumed

1eadersh1p ro]es as they 1ntroduced creative dance to other staff L

‘members in the1r ‘schools. e

In general, teachers involved in a creative dance program with

107
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their children were having personal and professional experiences of

a positive nature.
©

TeachersLVPerceptions of the Classroom
Application of the Dance Activities v
and the Resource Unit

<

Teachers preferred to have externai]y developed lesson plans andi’v
materials when first implementing a dance program with their children.
The teachers felt that because they had very 11tt1e knowledge of..
creative: dance, they reqd;red some structure or framework from which
to begin a program.. As they became ‘more fam111ar w1th creative dance,
and mOre confident with teaching dance, the teachers expressed a
desire to deye1op thetr own program based on their individual teaching

z

stylev They’wanted to "pick and choose” dance activities from the
resource _t and combine them with dance activities they would
develop, using thewr own musical selections or those selections

, popu]ar wwth the children.

It would . appear that the basic concepts in creative dance were
not foremost in theiminds of teachers when deve]op1ng the1r own dance
activities."Teachers seemed to focus first on selecting su1tab1e
music, that is, music4they or their children would find enjoyable.
Then movement concepts appropr1ate to the musical selettion would be '
sought In other words, teachers w0u1d d1scuss what body act1ons,
spat1a1 patterns and relationships could be developed into-a dance for
auparticu1ar=piece of music. The practical seemed to precede‘the
theoret1ca1 in p]ann1ng dance activities.

A]though this- pragmat1c approach to the curriculum process has

’

been recogn1zed as’'a common, initial response of teachers (Tay]or,

A -
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'1970; Tom, 1973), it would be detrimental to a dance program, and to
children, if teachers continued to make their choice of content ’
dependent upon the music or dance actiQity being enjoyable for them-
selves and children, There;is need for a consistent, planned program
of dance concepts and-music concepts to ensure that children develop
in their knowledge and skills and in their creative endeavours.

From these findings, two significant factors emerge.’ First, it
bécomes apparent that, over'iime; teachers would need to raise their
Tevel of response, so as to address. the concepts in the dance
materials éﬁd the intent of the dance curriculum. Second, it becomes
evident that a resource unit should contain’a balanced program and

should attempt to guide teachers in selecting appropriate dance

activities for their particular situations,

éroup Interviews
| The Qrbug.jnterviews were taped recordings of two of the unstruc-
turéd; informal discussions that‘began each inservice session. -
Teachers sHared their experiences in using the resource unit in the
C ~ooms and discussed tﬁeir brob]ems, concerhs and successes,
The session:c became very”b;actice-oriented as teachers diécussed how
they had used the dance activities with their children. In efféct,
teachers were ”coachjng“ gach other in the use of the materials in
the resource unit.

Teachers felt that these unstructured discussions allowed them
to sbqré similar feelings and thoughts and brought them closer
together as a.gr0up; 1t would appear that a 'psychological sense of

community’_deve]oped among the participants of the inservice program,

1



However, it became clear during these sessions that teachers'
concern with how to use the dance materials needed to be balanced
with. an understanding of why the partZCu1ar content and activities
were significant in the children’s learning.. For instance, why it was
more important that children find their awn gpaces rather than being
placed in structured formations. These group discussion sessions
reconfirm the need for identifying and employing specific inservice
stratébges to.help teachers progress beyond their initial pragmat1c

rgobOnse to new curricula.

Conclusions to the Research Questions

Nuestion 1

tlould Taboratory-prepared creative dances designed to focus
upon the creator-performer aspect of children's dance experiences
be appropriate for children at the gra&e three level in the
elementary school system7

Y

Conclusion 1 e

Laboratory-prepared creative dances designed to focus upon the
creator-performer aspects of children's &ance experiences were
appropriate for cfrildren at thevgrade three level in theve1emeﬁfary
;choo1 system. '

In.phase one of the studv, the fourteen dances and three video-
taped performances were presented by the }esearcher,to the children in
both graae three classes. The researcher's expérience in this situation

affirmed that laboratory-prepared dances were appropriate for children
in grade three. The children in the laboratory situation had prior

experience in creative dance, vere taught bywdance specialists and had

Yy
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parental gupport and involvement in their dance activities, whereas

the children. in qrade three were being {ntroduced to cre&tive dance for
the %irst time. Even with this difference in dance béckground, the
grade three children's responses to the contents of the resource unit
were positive and thus reaffirmed the appropriateness of laboratory-
prepared dances for children at the grade three level.

- In phase twqﬁ%f the sﬁudy, §e1ectioné of the dance activities
were chosen and pregented by the teachers to the children in their
classes;' The reéponses of the children and teachers indicated that
although some dance activities were perceived as being more difficult
than éphers, no dances were considered too difficult for the children.
Those dances using basic bodv actions, strong imagery or storyline,
and a performanceAe1ement were pefceived as being mdét enjoved by the
children. Although these responses would appear té reconfirm the
appropriateness of the danté activities for grade three ch}ldren,

the findings could be considered inconclusive as the interview items

probed enjoyment and difficulty rather than éppropriateness.

Question 2

In what ways could the performer and spectator dimensions
of children's creative dance experiences be built into the
resource unit?

£

Conclusion 2

As indicated in the literature, the inclusion of the performer and
‘spectator dimensions in dance curriculum was important for children's )
total dance education. This studv attempted to build these dimensions

into the resource unit in several ways. First, performer-spectator



112

experiences were imbedded in the Qritten format of the resource unit.
Second, the practice of performer-spectator behavior was developed
through a continuum of experiences that ranged from sharing dances
with a partner or group to showing dances to an invited audience of
familv, friends and peers. Third, spectator awareness was developed
through the viewing of three videotaped dances performed by children
(beers), university students (adults) and professional dancers.
The'findings from the teachers' interviews in phases one and two
' revealed that teachers responded in a positive manner to the performer
and spectator dimensions'in the resource unit. This was determined

from such responses as:

It is important for children to perform to each other .
to see what someone else can do. .

Children saw other possibilities® . . and got ideas they

could try out.

The videotapes . . . helped my students see how it was done .
and gave them something to aim at [i.e., professional dancer
level].

My class enjoyed them [videotaped performances] and watch them
even during lunch breaks!

The children were amazed that they could understand the story

[Pedlar and the Caps, Moonmonster]. Even though it wasn't told,

they could 'read' it through the actions.

The findings from the ch11dren s interviews in phases one and
two also showed a pos1t1ve response to the performer and spectator

dimensions of the unit, as revealed bv such comments as:

When you can see others dancing, it gives vou ideas and helps
you understand how vou look when you dance. A }

After watching the dances on videotape . . .‘y0u can take some’
[ideas] of theirs and some of yours and put it a11 together .
to make. up your own dance.
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Although validation of the performer and spectatér dimensions of
chi]drenfs creative dance vas not 1nhere;t in the research question,
the interview findings in phase one and phase two showed that both
chi]dren and teachers responded in a positive manner to the performer

.and spectator dimensions and considered them important in the dance

education of children,
Question 3

Could grade threé teachers, following upon<an inservice program,

utilize the resource unit in their classes/schools?

Conclusion 3

Grade three teachers, following upon an inservice program, did
utilize the resource unit in their classes/schools. Teachers' responses
in the inservice sessions and teachers' and children's resbonses in the
interviews indicated that generalist teachers were able to present the
, dance materials to their own fiésses of children, to staff members in
their paftiCU1ar schools and to colleagues in the local school system.’

It became evident to the researcher, however, that teachers tehded
to view creative dénce from a contextualist stance and to approach the
dance éctivitieé from a pragmétic ieveT. lithin the contextualist
viewpoint, teacher;"saw that creative dance would contfibute té a
child's social development and sense df selfworth, and wbu]d be valuable-
in interrelating with 1anguagé, music, visual art, etc. As .many of
these ekperiences were built into the re50urﬁe unif, the‘unit itself
may have had a contextualist emphasis. Therefore it would appear that
the teachers could not onlv utilize the résource Jnit in their classes

‘but would reinforce its contextualist bias.
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From a pragmatic stance, the teachers would on occasion subverf
the intent of the resource unit in the prbcess of utilizing it with
their cIasses; Thése instances occurred when teachers, concerned with
class ménagemen; and éontro], altered the teéching—iearning process 1in
the unit. The inservice program, together with the teachers' practical
needs, may have been responsible for this pragmatic approach to the
dance activities in the resource unit,

Although the study indicated that grade three teachers, following
upon'an inservice program, could utilize the resource unit in their
classes/schools, the term "utilize" did not necessarily reflect the
level and quality of utilization of the resource unit.

Question 4

*

lhich aspects of the resource unit would teachers find most
effective for classroom use?

Conclusion 4
The fesOurcé unit contained an audiocassette of musical selections,

~videocassette of dance performances, flashcards of action words and a
guidebook for teachers. The guidebook included a description of each
.dance written in three different formats—dance analysis chart (format
A), detailed lesson plan (format B), and pointform synopsis of the
Tesson p]an (format.C).v |

| Téachers uséd the action word flashcards in tﬁe initial phaées

of théirvdance program, Theréafter, they used the detailed lesson
p]an§_(format B} to become familiar with the dances and the synopses
(format C) to guide the children through the dances. The videotabed

dance performances were considered important in providing role models
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and expanding'children‘s dance vocabulary. As the search for music
was deemed a majdr problem in developing a dance program, the audio-
“tape in the resource unit was highly valued by the teachers.

The least used aspects of the resource unit were the list of
objectives (ways of knowing) preceding each dance and the dance
éna]ysis éhart (fofmat A) found in the teacher's guidebook. This
finding regarding objectives would appear to support the findings in~
the literature that teachers genérg]]y do not begin with objectives
when developing or usfng a program of study. The finding pertaining
to the dance ana]ysfs chart Wou]d seem ﬁo suggest that teachers, in
an initia]lperiod of %mp]ementafion, prefér more detailed written
material that presents in a sequential manner the teaching-learning
processes (i.e., formats B and C), rather than material that outlines
in chart form only the major concepts and.acfions jn the dance (i.e.,
format A). |

Finally, this study revealed that teachers preferred having their
own copy of the resource unit rather than borrowing the unit from a

school media centre.

Question 5 ' e

lhich aspects of an inservice program would assist teachers .
"in utilizing the creative dance resource unit in their classrooms?

“conclusion 5

- This study supported the findings in the literature that.feachers
in an inservice situation value direct and concrete experiences with
the materials, demonstration lessons, and coaching by peers for class-

room appltication of the matéria]s. Secondary sourceé'such as books and.
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videotapes were considered less effective in helping teachers Qnder-
stand creative dance. The latter finding revealed a dichotomyiin
relation to the effectiveness of videotapes. . \hereas the teachers found
videotapes effective in their work with children, they did not find
them valuable in furthering their own understanding of dance wifhin
the inservice program. Teachers suggested that videotapes depicting
a classroom environment rather than a studio setting would have been
more appropriate. |

The study also indicated that inservice edutétiOn in creative

dance made specific demands upon teachers that related to their
& v »

perception of their own creative abilities and their comfort with
their own 'moving selves.' These two factors appeared to be signifi-

cant forces in the teachers' work with creative dance.

Additional Conclusions

]._ Children responded'stitive1y‘to creative dance. The
chitdren in this study enjoyed the dance activities and participated
~actively in- the creating, pefforming, and spectating aspects of the
resourcé unit. |

2. Classroom teachers focused on teaching strategies rathe?
than dance concepts in the initial stages of 1mp1ementing a program
in creative dance.

3. In fhe initial perijod of imp?éméntation, teathers"seiection

of dahce activities was based on pragmatic criteria. From this study,
. 4

. T . . ]
indications are that teachers chose activities they perceived their

children would enjoy.



Recommendations

Recommendations for Further Study

1. Follow-up interviews with the inserviced teachers; The
perceptions of teachers over a period of years could provide insight
on the degree of implementation of a new curriculum with time.

2. An observational study of teachers' application of the
resource unit. A description of teacher practices could reveal
actual Qsesdof a new curriculum.

3. ‘A phenomenological study of children in creative dance. A

description of the 'lived experience' of dance could help illuminate

the world of children's dance.

Recémmendations for Curriculum Design

1. A vériety of matéria]s should be included in curriculum
packages fdr teachers. Materials may include written lesson plans,
outlines, videotapEs;~audiotapés and classroom visual aids. |

2. A variety of teaching strategies should be addressed when
des{gning curricula for teacher use. In this study, a major concern

of teachers was "how to teach" the activities in the resource unit.

Recommendations for Curriculum Implementation

l<: A variety of learning activities should be accessible to

2

teachers during an inservice program. Activities may include direct

and concrete experiences, demonstration lessons, classroom applica-

tion, and coaching by peers.
2. Teacher.inservice should be offered during regular instruc-

tional hours and over a period of time. Teaching strategies, unit
~ .

7
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"~ planning and learning concepts could be areas of focué in an inservice
brogram. |

3. Specifio;strategies should be jdentified and developed in
inservice education to.aésist teachers in progressing beyond their

jnitial pragmatic response to a new curriculum.

Recommendations for Creative Dance

L)

1. Teachers' experience in creative dance should be encouraged.
Inservice pFOQrams could be he1d‘fhroughoutlthe school year and ‘

- continued over  a number of years. ‘Credit courses could be planned
by universities and offered to practicing teachers.

Z. Inservice programs in creative dance should address teacher
concerns that re]afe to perceptions of ‘their creative‘abf]ities and
their 'moving selves.'

3. A "literature’ in creative dance should be compiled and made
available to teachers for classroom usg. Videotapes may be a
' significant‘resouroe in_ereating a dance 'literature.'

4. Creative dance has the potential to be placed with visual .

art, music, and drama ip’the Fine Arts curricula. The symbol system

of dance is mofeﬂc]o ely rel d to the arts subjects than'to the

trad1t1ona1 games'or; ted phys1ca1 educat1on program Horeover,
the Tow status and m1n1ma1 t1me devoted to phys1ca1 education in the(
schools is not, conducive to a quality program in creative dance.

5. ~Creatfve dance is-for all children. Only the fofmalrschoo]
system can safeguard the r1ght of all children to bec0me 11terate in

creative dance.’ Today, as more emphasis is placed upon literacy 1n

mathematics, 1anguage and now computers, it s important for educators
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to be reminded that:

The world is many things, and no single framework is large
enough to contain them all, neither that of man's science

nor that of his poetry, neither that of calculating reason
nor that. of pure intuition. (lleizenbaum, 1976, p. 277)

Creative dance offers a significant framework within which

children are able to create with imagination ahd communicate with =

sensitivity.
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DANCES IN THE STUDY

"Chopin #10." Boorman, J. L. Opus 28, Prelude No. 10-in C sharp m' °r
(Allegro molto) by Chopin. Chopin: The Complete Preludes,
.Rafael Orozco. (C)

"E1f and the Dormouse." Ralph, C. and McDonald, H. Petite Ballerina,
Ballet Suite No. 1 by Shostakovitch. Adventures in Music,
Grade 2, Vol. 1. (C) & (P)

"Forest Fire Suite” or "Fall Suite." Garrett, S, Miniatures—
Music for Children by Prokofiev and Kabalevsky.. (()

“"Growly Yumpic" Boorman, J. L. Creatures of the Garden by Dona]dson
Children's Rhvthms in Symphony (C) ‘

"Hansel and Gretel." Boorman, J. L. Hansel and Gretel by Michael
Herman's Folk Dance Orchestra. Folk Dances for Fun. (()

"Mary, Mary Quite Contrary” or "The Flowers' Dance." Boorman, J. L.
The-llaltz, Fantastic Toyshop by Rossini-Respighi. "Children's
Rhvthms in Svmphony. (C)

"Oppositeé Dance." Boorman, J. L. Prelude Mo. 7 in A major (Andartino)
by Chopin. Chopin: The Complete Preludes, Rafael Orozco. (C)

"Over the Hills and Far Away." Boorman, J. L. Over the Hills and
Far Away byc<Grainger. Children's Rhythms in Symphony (C)

* "Percy the Balloon." Boorman, J. L. Electronic Sound Patterns,
Listen Move and Dance No. 3. (C) )

"Postillion." Boorman, J. L. Postillion by Godard. Basic Rhythms -
Program for Primary and Upper. Grades, Vol. 3. (C) .

"Prairie Suite." Garrett, S. or "Hallowe'en Dances." Boorman, J. L.
Carnival of the Animals by Saint-Saens. (C)

"Scissors' Dance." Boorman, J. L. The Wildhorsemen by Schumann.
. Children's Rhythms in Symphony. (C)

“"Shoemaker and the Elves." Boorman, J. L. Ballet of the Unhatched
Chicks from Pictures at an Exhibition by Moussorgsky. Adventures
in Music, Grade 1. (C) & (P) 3

"Shoemaker's Dance"..or "Picking Huckleberries.' Boormén, J. L.
Shoemaker's Dance by ‘Michael Herman S Fo]k Dance Orchestra.
Folk Dances for Fun. (C) -

(C) Creator ‘Focus , .
(P) Performer Focus ) ' R ' Y
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VIDEOTAPE OF DANCE PERFORMANCES

"Alice in llonderland." Studio performance of aspects of “Alice”
performed by the Alberta Ballet Company. The child as spectator.
Dance and the child conference. Edmonton, Alberta: Access,
April 1980. (A performance by professional dancers)

"Moonmonster." Creative dance and children. Bodrman, J. L. Edmonton,
Alberta: ITC, Faculty of Education, University of Alberta,
April 1980. (A performance by children)

"The Pedlar and the Caps." THeAPEd]ar and.his'cqps. Boorman, J.AL.
Edmonton, Alberta: ITC, Faculty of Education, University of
Alberta, January 1978. (A performance by University students) n

Videotapes are available at the Instructional Technologyv Centre,

Faculty of Education, University of Alberta, Edmonton, Alberta, Canada.
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GUIDE TO THE SCHEDULE

Before I begin asking questions I would like to tell you something
abouf my research. I am trying to develop a resource unit that will
assist grade three teachers in carrying on a prOQram'in éreative daﬁce.
The interview will help me gather information about the general back-
ground of.teachers, their ideas about physical education and creative
dance, the appropriateness and usefulness of such a resource, and any
assistance teachers 'might require in using a resource unit in creative
dance.

I would like to record our interview because it would be
impossible to accurately write down everything vou géy. After the
A interview an anonymous summary of yo@r‘responsés will be made from
| the tape recording, and then the recording will be-erased. So please-
feel free to'make any comments you wiéh»asf¢he information will not be
connected with you personally, but will be included in the study along

with the opinions obtained from the other interviews.

.
~



INTERVIEW SCHEDULE FOR TEACHERSViN PHASE ONE
PART A INFORMATION ABOUT THE INTERVIEWEE

Item 1

What responsibility do you have in this school?

Probe 1:  Are you a classroom teacher, principal, itinerant teacher

or other?

Item 2

In which grade(s) are you teaching physical education?

Item 3

What subjects other than p.e. are you teaching?

Item 4

How Tong have you known (had) these children?

Ttem 5

How m&Ehy years have you taught?

Probe 2: At what grade levels?

Item 6

What educational qualifications do you have?
Probe 3: Do you have a B.Ed., Diploma, M.Ed., other?

Probe 4:  Did you specialize? In what area(s)?

Item 7
Do you have any training in creative dance?
~ Answer yes:

Probe 5:  What type of training? e.g., workshops, inservices,
university courses or other? ‘
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Answer no:
Probe 6: Do you believe that tra1n1ng in creative dance is necessary

in order to teach creative dance to e]ementary school -
students? (Probe for clarification.)

PART B TEACHERS' ATTITUDES TOWARDS CREATIVE DANCE
(Adapted from Padfield, 1973)
Item 1

Could you tell me something about the physical education program in
this school? .

Probe 1: In your opinion is it a good program? (Probe for
clarification.) \hy? ‘ '

Probé 2: What do you think is a "good" program?

Item 2
Could you describe your physf;a] education program?

Probe 3: What do you feel are the strengths of your program?
Probe 4: Whére'do you feel you might need some help?

Probé 5; lihat curricu]ér ré50urces do you use?

Probe‘6£ Did you teach any creative dance?‘

'Answer yés:: How did it go? |

Answer no:  \hy not?

Item 3
Havé.you read the creative dance section of the Provincial Gufde?
- Answer yes: | |

" Probe 7{ Is it useful to you in your teaching?

Probe_8:\ What is the most beneficial aspect of it?

Probe 9: Do you think it is well preparéd from the teacher's
viewpoint? (Probe for clarification.)



Anéwer no:
Probe 10: Do you have any thoughts about creative dance?

Probe 11: What do you think creative dance is or consists of?

Probe 12: Where have you heard (learned) about creative dance?

Item 4

Is creative‘dance taught in other classes in this school?

Probe 13: How do most teachers in this school feel about creative
dance? (Probe for clarification.)

.

Item 5

Do you think teachers prefer other areas of the physical education.
program to creative dance? (Probe for clarification.)

Probe 14: What do they teach mbst‘frequent1yvin p.e.? -

Item 6
How do you think children react to creative'dance?

Probe 15: lhat benefits do you think children get from a creative
dance program?- —physical, social, emotional, mental? -

Item 7 | \
m . N

" Is there any benefit a student receives from creative dance that he/she

receives no where else in the curriculum? (Probe for clarification.)

Item 8

Do you think credtive dance is an important subject in the elementary
s¢hool curriculum? ' :

Answer yes:

Probe 17:- What other subjects are more 1mportant? (Probe for
. clarification.) .
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PART C TEACHERS' PERCEPTIONS OF THE APPROPRIATENESS OF THE CONTENT
OF THE DANCE ACTIVITIES

rr

v

Item 1 . s

When beg1nn1ng_y0ur creative dance program which dances would y0u use?
(Or what type of dances would you use?) .Why?

Item 2

-Which dances would you use later on in your program? . Why?

Item 3
Are there some dances you would not use in your creat1ve dance program?
. Why? -

Item 4

Are there any dances you cou]d inter-relate with your regular classroom
program? (Probe for clarification.)

" Probe. 1: Is there anything you've done in language arts, social

studies, art, music which you could have inter-related
with dance? How? , : ‘ /
Item 5

Would you descr1be any 1nstances where you observed the ch11dren
creating the1r own dances?

- N

Item 6

How. did the children respond to the videotapes?

R

 Probe 2: Did you get any feedback from the ch11dren ‘back in the
classroom? . :

item 7

How did the chi]dren'respond to the performance of the other class?

Probe 3: -. Did you get any. feedback from the children back in the
c1assroom7
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Item 8

How did the performance of the dance for the other class affect your

children?
a

Probe 4: . Did you get any feedback from the children back in the
classroom?

Item 9

Which (or what type of) dances seemed to be most enjoved by the children?
Probe 5:  ‘hy would you think this was s0?

Probe 6: Were you surprised at their selection?

Item 10

Which (or what type of) dances seemed to be most difficult for the
children? ‘ ' : '

Probe 7:  Nhy do you think they were difficult?

I'tem 11

Was there any carry-over from creat1ve dance 1nto the classroom?
(Probe for c]ar1f1cat1on ).

PART D TEACHERS' PERCEPTIONS OF THE PRESENTATION OF'THE_DANCE\ACTIVITIES

Item 1 ' | . [

What support do teachers need in order to develop a creatijve dance
program with their class? : .

Probe 1: " lhat humani resources would help?
Probe 2: What materials would help?

Probe 3: What manner of tra1n1ng in creative dance m1ght they prefer7
' ) workshops? : :
) inservices?
) university courses?
) V.T.R.?
) other? e.g., dance teacher visits?
_consultant visits? .

b
C
e

o(F

(a
(
(
(
-«

(Probe for clarification in all of the above.)
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Ttem ?

Which would you prefer to assist you in developing curricular material
for a creative dance, program? '

(a) a general outline of the concepts in creative dance and
examples of suitable activities to guide your planning for
the year? ' A

(b) a detailed, sequential series of lesson plans for a year's
Program in creative dance?

(c) other?

(Probe for clarification in all of the above.)

Itém 3

As you Observed the creative dance sessions what helped You most in
~understanding creative dance .

Probe 4:  Did the instructor help clarify any concepts?
What concepts? o
How were they clarified?

Probe 5:  |jhat effect did observing your own children's movements -
have? (Probe for clarification.) ‘

Probe 6:  How were the videotapes useful?

PART E  TEACHERS' PERCEPTIONS OF THE APPLICATION OF THE CONTENT OF THE
PROPOSED RESOURCE UNIT S .

-

Item 1

Do you think teachers should use this pro?osed resource in planning
their own creative 'dance program?

Answer yes:

Probe 1: How?

Item 2

In deciding to use such a resource in creative dance what factors would
Yyou usually consider? '

Probe 2:  Yould your know]edge of the 1anguage'of creative dance be a
factor? - o



Probe 3: Would your understanding of perforﬁance objectives in
dance be a factor?

Probe 4: Would your attitude and interest towards creative dance,

and those of your students, be factors that would influence
vour use of this resource?

Item 3

t i

After using some of these dances with a class, how would you feel about
developing your own dance materijal? Why?

oL own would vou feel mdé% secure

Probe 5: What sort of<§

: . with andewould
_(‘ﬂ*‘ '," 3

Probe 6: llhat abougoo ?

o
N

Item-4 N » o

How can what happens in creative dance affect what happens in the
classroom? (Probe for clarification.)
Item 5

Is there anyth1ng else you wou]d like to comment on about the creative
_ dance sess1ons you 0bserved7

u
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. GUIDE TO THE SCHEDULE FOR CHILDREN IN PHASE ONE

/
I would 1ike to ask you some questions about the creative dance

activities we have just completed. I would 1ike to record youf .
answers on a taperecorder because it wou]plbe impossible to accurately
write down everything you sav.

Let's i?agine that you are travelling wi?h your family and
friends in a rocket ship through space. At the end of fwo weeks you

will return home safely.
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INTERVIEW SCHEDULE :FOR CHILDREN IN PHASE ONE

Item 1 | . ' : : ‘ .

Why do you think boys and girls would like to db 50me creat1ve dance
when they are 11v1ng in the rocket for two weeks?'

Item 2‘

How tdo you think the tapta1n of the rocket wou1d fee] about teaching —_
creat1ve dance7

Item 3

Desecribe the dance(s) you would teach a younger brother dr sister. o

 Item 4

.

Describe the dance(slﬁyou would teach your parents;
) i ‘

Item 5 P
tem o B

- Describe the dance(s)“yOQ would Tike to do yourself while you lived
in the rocket. o .

.

© Which music from the dances would you take along w1th y0u if you. were:

allowed only oné recdrd7' . : - .
. m X\ 4 . A .
Item 7 |
Describe how you would fee] while performing a dance for- the other ;
children on the rocket. o e : 5
- for the crew of the rocket L e ) 7'V_V? .

-~ for your parents.

—I}.e_u - ) : | ‘ : “ ‘:u o . e

g

What dance(s) would you choose‘to write a §te¥}£abépt? Uhy?
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Item 9
Can lgd’fhink of a story you would like to mgﬁe«into a dance?

Item 10

What things would help you-learn a new dance? )
(a) studying the teacher's movements? -«
(b) seeing your classmates' movements? .
(c) viewing videotapes?

Item 11

“How do you think teachers feel about teaching ‘creative dance?

‘Item 12

'Nhy would the boys and g1r1s want to continue to do . ceati > dance
in schoo] when they returned home7
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THE ELF AND THE DORMOUSE o Creator and

Performer Focus
1)  WAYS OF KNOWING THE DANCE ertorm

i) The Doing Dimension

- to know, understand. anc¢ mas.er the actions of

e

oo
f

\KING, TURNING, SKIP. ™~ ~d PULLING in isolation

5%
PR

and in sequence. ’ ‘ﬁﬁ%@%
- to know, understand 'and master light-quick and |
light-sustained qualities of movement.

ii) The Seeing Dimension

~

- to be aware of the light, effervescent quality of s
the shaking and skipping sequence.

- fo appreciate the dynamic interplay between the two

2 =
dancers.. oo \
i
'1ii) The Meaning Dimension ' L

’

- - to perceive the sharp, pointed, delicate qualities
of the El1f and the Dormouse..
Y - to attend to the gentle 'tugging' interaction

. N
bet een the E1f and the Dormouse. ‘ -

1

‘fr.,)' .

Nofé: "The E]f‘aﬁd,the Dormouse" was created. by Helen McDonald and . J
_ Coryl Ralph, Graduate Students, University of Alberta, 1980.
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LEARNING ACTIVITIES

2.

DANCE ANALYSIS

AT A

FOR

A)

2
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B) DETAILED LESSON PLAN

- BODY Actions - Shaking
T ' Quivering
' Turning
Skipping
Freezing
\\\gx Sinking
EFFORT [ RELATIONSHIP |
Energy and Time \ Partners

- light, quick

iy “karge group
.- light, sustained ) :

INTRODUCTION . .
GUIDED EXPERIENCE | |
| "Find a spgbe by yourself-and freeze 1n 1t. Quickly
run and find another spacevand freeze in 1it."
This action could be accompanied by a drgm belng beateh_
~for vanyiq& lengths of time - a short inferval. a2 medlum
: > . .

k . » .
.interval and a longer interval. FRepeat these three

time 1ntervals to create a rhythmical sequence of

R

-running and freezing, 1i.e.

T

Freeze!
e . Freeze!

e e e : Freeze!

DISCOVERY y
- S E ‘. . ) ) , l o e
"Cariyou run and freeze at a high level and then run
and fréééé at af@ﬁfferént level?™

gthé?rhythmiéa%;sgguence,of runping and freezing

Repe
oy L b : .
--several times so that the children can experience

freezing.at various levelg? .7

>
= -
o

' ’ ‘f') /



BLOCK 1 - SHAKING ACTION

GUIDED EXPERIENCE

"Good! Now we are ready. Show me your hands. Shake
them very quickly - stop. And again ... and agéin.”
(Tambourine) “Now let's try it to a rhyme:

Shake at the ceiling,
Shake at the floor,

1
Shake and shake and shake no more!.

&Good! Let's do 1t again.” Repeat rhyme and action.

DISCOVERY

MAs I make a light, shaking sound that goes and stops

156

(tambourine), can you make a light, éhaking action with

your toes? Head? Seat? ~Nose?"
CLARIFICATION I
"Now let's try shzking our fingers, seat, head and-
feet to the rhymé:
at the ceiiingl
at the floor,
e and sﬁéﬁe and shake no more!"

U .
=~
I
5=
[¢]

o)
-

o

h
h:

W
)

Ul

Let the children say the rhyme with you.as. they do the

actions. Keep.-the action rhythmical, #ight and

effervescent.

BLOCK 2
GUIDED EXPERIENCE
“Let'é add sdmething else to our dénce. Poke one knee
high in the.sky. . Then the other. Now let those knees

‘take you skipping.nnd_visiting different places in the

SFa -

room."



DISCOVERY
M“Try letting the skip turn you around. Good. Try

skipping backwards a short way and then forwards aéain.U
‘GUIDED EXPERIENCE

"We are now going to make a squence of shakinéﬂtwo

vimes followed by skipping. Here ié somg music fdr

this sequence. 351t and listen to the music and let's

use our hahdé oﬁly to do the actions. Ready

Action sequence: S-h-a-k-e!  S-h-a-k-e! :
' 5kipping} Skipping here and there.
(Repeat three times.) ‘
CLARIFHEATION
“Choose a becinning shape so that your fingers are
" ready fﬁ'éiake ... your k ‘gﬁﬁ'é;ﬁgﬁgk seat an@%toes_
a;é ready‘to‘shake. Hola“yéur shabgvVe{y stili.“
Mow allow the childrer. to go through thé:Shaking and .
skippiﬁg ébquence‘several'times to t%e music. R
_T;;n pérhéps half thé class can observe while the other
‘:half shéfes their sequencéf Children can‘be guided to
fwatch er[the following; .

4

1) Is there.a skip that is so light that it hardly
, touches the flonr? -
2) Can you see hands that shake? ... toes? ... seai”

~

hOS@:

~ BLOCK 3
GUIDED EXPERIENCE
- "Find a space again. Very_lightly.tpuch yoﬁr fingers

to the floor. Let your fingers slowly lead you up to
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.the.ceiliﬁg and then down to the floor again."
'Emphasize beginningisﬁall and géhtly stretching up to
the ceiling and_sinkin%}down small again.
D¥SCOVER¥ ' |
o "Can you turn 1ightly and contihuously as you move
from fhe fioor uﬁ to the ceiling and back down again?
vaiéﬁhike.a spiral turning in'épace. Can you let yéur
oﬁqlbow‘(shdﬁlder;vnosé) lead as you turn? Can your
,£ans open aszyouvmove up and close as you move down?”_
.CLAEIFICATIQN | | |
A116W~téé Childfen‘tq obéerVe.individuals and to<:>_
diééﬁss the differeht kinds of turnidg, such as. how
one'qhild starts vefy shaiilénd tightly closed but
'then Bélf way up ié very wide and opén.
GUIDED_EXPERIENCE |
-“Lef‘s makeia“sequence of turns. .Starting very low,
-make a quick light turn that opéns;upward and then a
£ quick, light‘turn thgt closes downward,;foliowed‘by;ﬁy

" 'several. continuous turns. Here is a rhyme to help you

remember: Twirling up,,Iwiriing down,
Twirding round and round.”

o "'.
g

DISCOVERY.
.""Hdw can the turning hake you travél away from where
you are to another pléce?"
‘GUIDEDlEXPERIENCE
| "Now come énd listen to the music égain. Using our

hands. only, let's go through the dance from. the

beginning to this point.*
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The pattern of the dance to this stage is as follows:

1. "S-h-a-k-e! S-h-a-k-e! |
Skipping, skipping here and there!"
_(Repeat three times)

2, "Twirling up, twirling down,

Twirling round and round."

3. "S-h-a-k-e: S—h—a—k-é!
Skipping»everywhere!"
CLARTFICATION
"Go and find a space. Take a shape with fingersf nose,
seat and ﬁpes reaéy to shake. Hold it very Still:"
Cuide the'children through the‘dance‘from the |
béginning to this point. Let them fepéat it two or

™

three times, always accompanied by the music.

1

- BLOCK &4
GUIDED EXPERIENCE
"Now for the next part. ©Show me a hand that is curled
'é; ui tightly. Let the fingers leave home and reach ouf
far»away .+. and suddeniy snaﬁ back home." . . -~
"3how me an €lbow that is tucked tightly into thé centre s
"~ of your body; Let ip leave home slowly ... and then | .
suddenly Snapvback home. " (Imagery - elastic band)
vRepeat fdrvother body ﬁar{s s@ch as kheesw toes.

Let the children practise these actlions several times

to experience the sudden, strong snapping actions.
DISCOVERY |
;”Héw can your whole body reach outwards and then

éuddenLy snap back?"
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GUIDED EXPERIENCE '
Repeat the above series of actions but this time have

“ the children bring home their fingers (elbow, knee,

toes) very softly and slowly. Do -it several times so

that the children can feel the lingering, delicate

'pul]ing'in“ action as contrasted with the former

" sudden, strong 'snapping in' action. 7
DISCOVERY

"qu.can your whole body reach outwarés'anq theﬁ pull
in very softly and slowly?"

GUIDED EXPERIEN@E
"Here 1is some‘music that will heip us reach out’ahd

pull i, Let's sit and listen to the music and use our

hands only to do the actions. Ready? Follow my hands."”

The rhythmic pattern 1is as#follows:\
"Reach and pull! Reach and pull:s” - duick,light
"Rench-and-pull-and-pull-and-pull!” - continuous, light

'(Repeat:three times)

CLARIFICATION
“Find alspaqe and let's d¢othe actions to the music.”:
Let theJchildrenfpractise this part of the dance

several times stressing two | .1ck, delicate "Reach and
pull” actions and a continuous, light "Reach-and-pull-
~and-pull” action. L

S

BLOCK 5

Lo

‘GUIDED EXPERIENCE

“Now cume and listen to the whole piéée of music and

h's with our hands only." Guide the

PR

ipes
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children through the compiéfe'dance with the music.
The pattern is as follows:

1. "S-h-a-k-e! S-h-a-k-e!
Skipping, Skipﬁing, here and there!™
(Repeat three times)

2. "Twirling up, twirling down,

Twirling round and round."

3. "S-h-a-k-e! S-h-a-k-e!
Skipping everywhere!"

L. "Reach and pull! Reach and pull!
‘ Reach- and-pull-and-pull-and-pull!"
(Repeat three times)

Interlside - Children pause

1., "S-h-a-k-e! S-h-a-k-e!

Skipping, skipping here and there * - ,,
(Repeat,ﬁrO‘times) : Vs

4. "Reach and pull! Reach. and pull!
Reach—and—pull—and—pqlr—andfpull!” .
(Repeat two times) '

Interlude —?bhildreﬁ pauée
1. "S-h-a-k-e! S-h-a-k-e! f _

Skipping, skipping here and there!"

" (Repeat three times) . o . B

a ' . - >’ [y
2. "Twirling up,  twirling down,

Twirling round and round.”
3. "3-h-a-k=e! S5-h-a-k-e!
Skipping everywhere! "

>

CLARIFICATION
Ask the chiidréh.to find a. space, and now let them go

through the whole dance.
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Introduce the elements of ‘the story of the E1f and the

-Dormouse. The elf is out in the rain looking for

shelter and finds a dormouse asleep under a toadstool. .

The. elf tugs at the toadstool, pulls it from the

‘ |

dormouge and sits down under it. The dormouse now

shakes the rain off his fur and begins to look for

another toadstool. Every toadstool has an elf under it

so the dormouse returns to his/her ofiginal toadstool

and begins a tug-of-war with the elf.

At this po it

‘the elf and dormouse decide to share the toa. stool ~nd

dance togethef using the toadstool as an um 1la.

CLARIFICATION

Y

(5

Let the children work in palrs -~ one child can be the

Elf and dance bart A of the story; the other child can

be the Dormouse who sleeps under the toadstool for

Part A and then dances part B of the story. The EAf

and the Dormouse dance the last part, C, together.

Then alternate the parts if the children so wish.

. ACTION

"S-h-a-k-e! S-h-a-k-e!
Skipping, skipping heré and there!"
(Repeat three tim%S)

:u”Twirfing4up, twirling down,
"Twirling round and round."”

. ."S—h-—a—vk—"e! S-h-a-k-e!

Skipping>evefywhére!"

"Reach and pull! Reach and pull!

Reach—and—pull—and;pull—and—puli!" i

(Repeat three times)

it
'

" IMAGERY

Elf shakes the rain .
off and travels to
visit many toadstools.

g

E1f searches up and
down and around for
a toadstool. =~ -

El1f finds a toad-
stool at last.

E1f and Dormouse have

a tug-o-war with the -
toadstool.



Interlude - Children pause ‘ under toadstool.

1.
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Elf goes to sleep
. . . o
"S-h-a-k-e! S-h-a-k-e! e Dormouse searches
Skipping, skipping here and there!" for a toadstool.

(Repeat two times) &

"Reach and pull! Reach and pull! . Dormouse and E1f
R have tug-o-war
Reach—andfpull—and-pull—and—pull- with th. t 2dstool,

(Repeat two- times)

Interlude - Children pause

1,

A

"S-h-a-k-e! S-h-a-k-e! ~ E1f and Dormouse
e Y ' share toadstool
Sklpping, skipping here and there! and dance

(Repeat three times) . . - together.

"Twirling up, twirling down, IR
Twirling round and round."

J.. "Y-h-a-k-e! S-h-a-k-e!
Skipping everywhere!“
ﬁ&-yay take several repetltlons with the music for all
to‘learn the sequences ' Try to keep these light and‘
enJoyable So that the dance is not "overkilled". - B
FORMULATION

Read the poem "The E1f and the Dormouse”. Let half
the class observe while the other half performs the

dance. Guide the children in their viewing of the dance

~with questlons that helghten thelr awareness of

al the beglnnlng of the dance
-b) the Elf and the Dormouse and their 1nteractlon

Examples of such questlons are glven below: '

1) Can we really see what the story is about by lookiné
~at the "cover" of.the béok _i.e. by looking at Bhe o
beginning shaﬁes that are very still and that have

hands. elbows, .seat and toes ready to shake? = o,
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2) Can we see the "sharp", "pointy"l "dellcate" ElfOl

3) Can we see the "light", “whirling", searchlng
Dormouse?
“) . .
- 4) Can we see the "gentle", "rocking" tug-o-war .

oy . : .
between the E1f and the Dormouse?

SUCGESTIONS FOR PERFORMANCE B
1) The class might be'given an opportunity to share

- [

their dance—story with another class in the school,
such as another grade three. . : : I
2) The chlldren,coqld make toadstools for each pair of
,otodents in the dance. |
3) The chlldren COuld create 81mp1e costumes for the
E1f and Dormouse For example, the Elves could wear
brlghtly coloured wrist bands with small bells

.

‘attached The Dormice could wear ears and long °,

tails., ) //"‘
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FGRMAT C - DANCE SYNOPSIS FOR "The E1f and the Dormouse”

'INTRODUCTION Loy,
—.Ruhning and freezing at different levels. ,

e ) . s
. . il

< BLOCK 1
Shaklng - body parts (fingers, Seat,vhead.-feet)
" levels (hlgh and low)
- 11ght. qu1ok‘act10ns

7

!
\

A Cn o T EM L e
L Rhythmical phrasef “Shake at the’ceiling!'Shake-ati%he floort
G . : . Shake and shake and shake no more!"
+ BLOCK & , U B _ .
Skip -71ight, quick W | '
' -~ knees high o
- _ -rair under heels - L N
- sravel : . a o !
Rhythmlcal phrase "S-h-a- k~v.f S-h- aﬁk el ﬂ'= = R
‘g o . Sklpplng. SFlpplng here and there“ '
' ‘ W i‘ (Repeat three tlmes)c ’ ﬁ, gl
) s s ) . C o . - L ' » : PRLE o\ W
BL»OCK 3 ) ‘u ‘ | : . . . o &N “ R .-" iy . .‘&,
Turhing actions -. Twirl -7 Tm@ﬁﬂ sustalned f'1 oY '
S R - pwar&s, openlng o -
o e _ -
o ‘ ) ’ .- qawnwards, 01051ng LT
" Rhythmical phféee Tw1r41ng up, twirlang dgwn, )
e - v ' (quick, light) . N
L o : , . Tw1r11rﬁ round and, round!" . =
o o o , : (contlnaous. 11ght) ‘
Rhythmical seqdence;
"S-h-a-k-e!. S-h-a-k-e! o -
] Sklpplng, sklpplng here and there o
(Repeat three tlges) S
'"Tw1r11ng up, tw1rilng %own,' B
Twirling round and round' o ' .
S-h-a-k-e! Sth-a-k- e’ LT : |
" Skipping egerywhere. - A

[
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K4 2 o A
v Reaching and pulling actions - body parts (flngers.
v elbows, toes) . \
+ . [ 4 i [g"k“;f .
e , ) RS " = sudden and strong 2
o xY - slow'and light Lt
RhyThmlcal phr..ﬂ. v %
. iReach and. % Reach and pull! (quick, light) |
hoo ‘Reach and pull ﬁkd pull-and- pull'“«(continquﬁ,klight)
3 (Repea} ree times) - L e ‘
P - o -
Qf‘g ' . . ety '
BLOCK 5 _ _' : e D N
Work through the COmplete dance— (See‘gfrm A - DaﬁcleL }
J R B
'Analysas‘Sheet)" Introduce the story of t}”aﬁ¥f?§ﬁd,the"h 3
Dormou;g;s Par?her work 'vl Lo . o |

u | | o Lt . 0,
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J .

3. INSTRUCTIONAL SUPPORT MATERIALS
1) Toem - "The Elf and ‘the Dormouse” gj‘oiiﬁer Hereford.
v2)fMusic - Shostakoﬁltch - Ballet Suite No. 1*"Petite’

1

. Ballerina" in Adventures in Music, Grade 2, Vol. 1,

caee

side 1 , Band 8.,1

o

-4, " RELATED CLASSROOM ACTIVITIES

o ' Imaglnatlve Language Actqutle ;g ‘ N
e S ‘4 a' .
: 1) A llterature unit on Elves.: . :
8 B L T I
e + .2) Creative wrltlﬁg,‘such as p3§§8,¢~@ﬁg% and.. storles
- K . ) ! - .
st descrlblng othﬁT adventure“

. ‘,,,

K .
T . o : Loy v, ' 9 o %f'.»
S L ,Dormouse,. o A , . c 2
- PN Ty - ’ - . . . EX N i

y : . L ‘ PR ) . L ¥ : s o Lo
. . o - s i
. , NPT Ry »,;nb /
& N :_11. >l P ) o -
; "ﬂ)%’ o el - N - \"i")
PR ’ - end >
LR e v E <Y R & .
A -
&t - ‘
. . a .
e - ¥ Q) b ’
¢ ‘ s e - :
4 4 by @ : . @ s 4 ap
f E N ) - e A
. - SRS - . Hor . i
& - £} o - . ' (\;' .
& ‘i .
5 - N o ) "2
W - o !
& ]
#a .
Al o (’x-
e o
. it - »
" . - MO 43
i T ! ¢
! B ‘a
< ..
v ! - 3 w
e -
N o : ’ ) ' . .
Th R -
- N
0 ~
\ .
™~ ! « .
e , -
- ,
N - v - - ;
1 o~ .
or - : ‘ \
. o . ho-
- ' #
- “ % . , N



. APPENDIX F _
"LESSON PLAN FOR® "THE -PEDLAR AND THE CAPS" -
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‘ THE PEDLAR AND THE CAPS . . Spectator
_ . Focus
WAYS OF KNOWING THE DANCE "The Pedlar and the Caps"”

i) The Doing Dimension b

- to understand that body parts can be emphasized
in movement sequences .

11) The Meaning . Dlmensuon

b

- .to attend to movements that express percelved

1mage§P ideas and feellngs assoc1ated with anger.

1 et

i .happiness, surprlse.' , Wj

fq)
111) The ‘Seeing Diméension

93

- to describe the theme of the dance-story.

- %o ‘attend to the formal prdﬁ%rtles af the dance

2
//’ dMN Tpatterns of movement, fhythm and phra81ng,

_— ‘3"4 v .ﬁﬁ: 1}« 2 . ) & e
contré"st vetc ) , ~ » ' ST o #a

ha “
- to dlscuss thHe approprlateness and e?fect of

costumes and props g "‘»”

o

- to dlscuss the relatlonshlp of tne dance “form to

the prlnted form of the stofy) - :
o~ | : | R
/ . W"-' ' » . C ’ v

LEARNING ACTIVITIES RS ' . -

- N
A) PRE—VIEWING ACTIVITIES i R
\B : - 'és;’
Sometlmes. as we knoy, a story can be told wlthout

’ |
words., I'm going to give. you j clues to the:story.,

' 1) Here is one clueﬂf.. Teke out the actions of the'
p&d&amﬁ % g hand actlonsﬂ thromlng cap on. the
floor. Now allow the chlldren to practlse these

patterns.
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b

—

N Vldeo—tape Cassettev

"2) "Two of the characpgrs want something .the third

' g/ .
“J/person has. Find out what it is."

3) "Ope character foes something in the story that
. Y ) -
) R . : il .
makes it possible for the other two to do something.
. What is it?" : %% P |

2

Also: .you might want to discuss the elements of a story fﬁ

with the children, elements such as fheme, plotk,', o
. ' ,,M.J ,5 ’

characterizationp climax, etc.

PR

POST- VIEWING ACTIVITIES . R ﬁ%p
After v1ew1ng "The Pedlar and tpe Caps" the follow1ng
. ) L u. .,‘ZA_ e .
@questloQ§ mlghtwﬁe asked: «ﬁ , s L

® *cg Y &

‘1) Cutline the story belng “told: by fhe dance. e,é;-Whoa

How does the . s%nr Hd '\f'fé,,‘i” i‘ -

| 2) Try to perform thezmovement p rn‘fhat is répeated
often in the dancé . , | :ﬂ u '

N 35 how does'the Pedlar express “drowsiness",r“anger"

.”happihess"? R
L) Discuss the contribution of the .costumes, props, to

the dance E ' ‘h L :

>

'FINSTRUCTINNAL SUPPORT MATERIALS o T

by ¥ qfe
RELATED CLAssRoom ACTIVITIES n

LANGUAGE ARTS

1) therature anlt on "Fables of the World“

¥

are the maln characters in the story° What happens?

170

'5) Respond to the 1nteractlon B%tween the'%hree dancers,

for example the tea51ng and the mlmlcklng or copying.

,of "The Pedlar and the Caps"

?“.A e
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‘ Z)ddreati?e Wri#ing - children'Wpite, and illusfrate;_
v'; thelr own ofiginalLJfolk talesﬁ«
CREATIVE DANCE o -

Chlldren dance tne fable "The Wager of the Wind and

| X the Sun"'(Boorman J L Creatlve Dance 1n Grades Four
- to SlX; Don Mllls. Ontarlo angman Canada Ltd., 1971,
. J,. =y
pp. 150- 155) = P _-\geyl ..f?«
R - - . S
anhTIVE DRAMA ,
v Chlldren dramatlze other fables J;;’ o :U;'“%

Ko §
. ;C 1ldren create sound seqaences to accompany 6ne of T

LL..J o -
8%e dances T, drahas R S

VI .;. Loa e e L Lt " . . -
ST Y 1 "a T e
S . M S N . P
. . ', . Vo . N
. : : Y vl Cg B ¢ E
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f_ 37 Number of years you have taught grade 3 or 4 physical edication: ‘

-

+
E . ~ .
G 5

4
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.

QUESTIONNAIRE FOR TEACHERS IN PHASE TWO

(Adapted from Thompson, 1979)

Vo

~ INFORMATION ABOUT THE RESPONDENT
This 1nformat10n w111 be useful in 1dent1fy1nq the background and
experiences of the sample group. The respondeﬁt will remain anonymous.
1. Sex: Male Female = , - D K s
2.. Number of years teaching experience:
___ total years_teaching‘
_____years teaching at the Pkﬁma}y Tevel
____‘years teaching at the %Unior level

e : ygars'teéching at,the/Intermediatev1eve1

o -2

years ' - B B 3

4, Subjects other than physical . educat1on y0u are present]y teaching:

jo3

\

5. Education: Degree(s) Institution " . Year of Completion

6. ‘Background in dance: : ‘.

iCoursés that dealt partially br totally with creative-dance:‘

. Name of Course: - Briéf,Deséripf%dn of the Dénce Content

B : : . \,\' .
N T
f
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i !
Lv‘-.v

-,

SeminarsInsarvice Se5510ns Pro ‘essijonal Activity D&ya, etc., that
.‘igﬁw reat1ve dance: (P]ease give brief descr&@%}bn

Type of materials f0und useful in Jesson preparat1on for creative
dance lesgons: ' . : .

Other: (élg., work w1th consultants in planning creat1ve dance , S
lessons, help. from a resource teacher on staff . . .) -

t ] ” ) N .t
. . o " - .
9 . . ) N . (.:El? " '— & R EN

| | | ;1% r Ers
. . . C T TR
, ,

!
E
e , =




/\PPENDIX H

. GUIDE TO THE CC.HEDULE AND WERVIEH SCHFDULE‘

FOR TEACHERS IN PHI\SE TWO -

. Iy
(‘_,J . . L. .
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GUIDE -TO THE SCHEDULE

1 4
L]
¥ . . -

Before I begin askihg questions I would like to tell you something
about my research T-am trying to develop a resource unit that will
' ass1st grade three teachers in carryung on a program in creatlve dance.
The interview will help me gather 1nf0rmat1on about the general back-
ground of teachers, the1r 1deas abeut phys1ce1 education and creatjve
dance, fhe appropriateness ahd usefulness of such a resource, and‘any

assistance teachers might require in using a resoufce unit_.in creative .
B L R : ’

. dance. v ‘ . RS

B would 11ke to* record our‘1nterv1ew because 1tiyou1d be f

1mposs1b]e to accurate]y write. down everyth1ng y0u say. —'After the.

interview an anonym0us summary of vour responses wv?inbe made from o
~the tape record1ng, and then the record1ng w11] be erased So-p1ease,

TR - a
fee] free to comment on the study as the-wnformatqon w111 not be 1

connecteﬁvwith y0u persoha11y, but will: be ihc]uded'in‘the study .

along with the opinions obtained from thé dther fnterviews? :

17677
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INTERVIEW SCHEDULE FOR'TEACHE'iiS IN PHASE THO

PART A TEACHERS' ATTITUDES TOHARD CREATIVE DANCE
(Adapted from Padf1e1d 1973)

»

ItEm 1

‘C0u1d you tell me someth1ng about the physical educat1on program in ,'.
-th1s school? :

N .

Probe 1: "~ In your op¥nion is it a good program?l “(Probe for clarifica-

"

: B LA -
”Jtem 2@ e L o
. / w'y )b:'. h ) o o P
’ jCOuld JOU descr1be your, phys1ca1 educat1on progran 1n your own
c]as room7 ) ) e 0
w . \ 'M. ’ "hb ¢ ':\ N . .
]‘Pﬁ&be 2 Uhat do you fee1 are the strengths of .your progrig R
oo Prqbe 3: Nhere do you fee1 you ‘might need some he1p? B | %.
o ' \ < [ e e
.-~ Probe 4: ““t curr1cular resQurces do y0u use? . T _
"’ . 3 ‘. ‘;..C- ’ . “ ’ . T .1‘ l
. . ' Item 3 ) ' . J{’D . ) ' i .
R . . . . ?ﬁ .-

Have ybu read thé&%hys1ca1 Educatapnn§ect1on of the’ Formatlye Years or
'Educat1on in the Pr1mary and Jun10r D1v1s1ons7 :

s ! . S, 0

nswer-yes 7 L ’ R
lia . ,
. T . o# La S ’ -

; e 5: IsA1t usefu] to you in y0ur teach1ng?’

Svyesehe 6:° Nhat is the. most benef1c1a] aspect of 1t7 , ‘4_;' &
‘ ‘Probe:7: - Do y0u think it s weTf prepared “from the ‘teacher's.
e : viewpoint? (Probe for clav1f1cat10n ) R
: Answer no:, ,fﬁﬂ’ﬁ;;f? L o e
Probe 8 | was it. nof ava1]ab1e to y0u7 ’I | '
. E . 3 v -
Probe 9: Hhere have you 1earned ab0ut creat1ve dance7' -
. i : ) . o .;, . &) , - . :/,
N - . . ) / . );; ot . ) :’ - ‘ ~‘ ﬁ
. Item 4 . o . -} ",Aj‘.e:’ = . . . .

T ’ - i :. | .,‘ S : .l . . 2 ‘:w' ! .
Whap\do you think creative dance is or consists of? < .
\ T S i : '

A N ‘ . . '0('& .

P



e

B Item 1. w0 e /s
N N . ¥ R ' g ) ' /

Items I ] .‘u - T . - \

Is creative dance taUthfin other classgs in this s6hoo1? x

Probe 10: How do most teachers in this school- fee] about creat1ve
“dance? (Probe for c]ar1f1cat1on ) . .

Item 6 6 / o | K T
Do y0u th1nk teachers prefer other areas of the physical educat1on
progrars to creat1ve dance? (Probe for c1ar1f1cat1on ) :
Probe 11: What do they teach most frequent]y in p.e. 7
* Item 7 : . gm o ,i

‘ :}l . .A,

How do you think the chid 3§%n reacted to creative dance? o
!-\ r B . w

Probe 12: What benef%ﬁ% do you think chqldren gt from a creat1ve

dance program7 _ - _ ‘ -
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Item 8
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Teachers have many. subJects to teach bes1des creative danqe How

©..important :do you. thlnk creative dance is in relation to a11 the other.

SUbJects7 =

S o . 4 4
PART B TEACHERS' PERCEPTIONS OF THE CONTENT OF THE RESOKRCE UNIT IN
CREATIVE DANCE® . o S

./..
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" To what.extent did the resource un1t he1p ‘you understand the genera]
) concepts upon wh1ch the dances were Based, e. g ,~movement concepts?

.~ Probe 1- . How. could theﬂresource un1t better descr1be the genera]

concepts of dance?. - & . A /

// :

. »'*
|

Is there any Jbenefit a student receives from creative dance that he/she ,
receives nowhereﬁglse in the curr;;cu]um7 (Probe fbr c1ar1f1cat1on ) .

‘ L ) . . “:. b
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Item 2

To what extent were you able to understand the four parts of each

dance, i.e., the ways-of knowing, the learning activities, the support/

materials and the related classroom activities?
Probe 2: What helped you understand each part?
Probe 3: What part(s) did you not understand very well? Why?

Probe 4: How could these parts be improved?

Item 3 | . \

Which format—A, B or C—did you find most useful in Jearning about
a new dance yourself?

Item 4

Which format—A, B or C—did you find least useful in learning a new
dance? VWhy?

-

Item 5

Which format—A, B or C—did you find most useful for teaching a dance
to your class? Why?

Item 6

Nhich format—A, B or G—did you find least useful for teaﬁhing a new -

dance? llhy? .

N
1tem'7 : o

-t <
Do you feel thé resource contains a sufficient amount of information?

Answer yes:
Probe 5: MWhat details did you find quite useful? Why?
Answer no: |

Probe 6: What details could be added to the resource?

179.

P



180

L
Item 8

What (type of) dances did you use at the beginning of your dance
program? llhy? :

Item 9
. . ¢~
What (type of) dances did you use later on in your program? llhy? -

a

Item 10
Are there some (types of) dances you would not use in your dance.
program? ilhy? . : } ¥
7
Item 11

You were given the opportunity to choose the order in. which you taught
the dances How did you feel about that? ~ _

Probe 7: Are there any advéntages in<einag able to choose the order?

Probe 8: Are there any disadvantages?

Item 12

Were there any dances that you inter-related with your regu]ér
c1qssr00m program?

Probe 9: \as there anythingAyou dyd in language arts, social studies,
art or music which could have inter-related with dance?

Item 13

What (type of) dances seemed to be most enjoyed by the children?

Probe 10: Why do you think tn1s Was 's0?

Probe 17: lere you surprised at their preferences?

Item 14
What (type of) dances seemed to ‘be most difficult for the children?

Probe 12: Why do you think they were difficult?



The rescurce unit attempts to address three aspects of ‘creative dance:

(1) the child as creator; (2) the child as performer; and (3) the
chj]d as spectator.

Item 15

Would you describe any instances where you observed the children
creating their own dances? : '

Item 16

How did the children respond to the videotgpes?

Probe 13: Did you get any feedback from the children back in the
classroom? .

item 17
How !"A your children respond to the dance performance of the other
cla_ .

Probe 14: Did you get any feedback from the children back in the—
classroom? .

‘ ltem 18 '

How were your chi]dren affected when they performéd their dance for
another class?

probe 15: Did you get any feedback from the children béck in the
classroom? p .

PART C TEACHERS' PERCEPTIONS OF THE APPROPRIATENESS OF THE INSERVICE
SESSIONS o

Item 1

To what extent was the time of day and Nocation of the inservice
satisfactory? '

Probe 1: How could it have been more satisfactory?

Item 2 : J

: To what extent was the length of time devoted to learning about the
resource satisfactory? (Probe for clarification.)

-4
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Item 3

What helped you most in 1earn1ng about creative dance durina the pre-

service sessions?

Probe 2:
Probe 3:
Probe 4:
Probe 5:

Probe 6:

Item 4

To

To

‘To

To

To

‘How would you

sessions?

Probe 7:

Item 5

Do you think the teachers should have been more involved in developing
this resource? : ‘

Answer yes:

Probe 8:
'Answer no:

Prohe 9:

-Item 6

what extent did the written résource help?

what extent did the v 1deota9e help?

what extent did participating in the dances help?

what- extent did the persons involved help?

what extent did the music help?

describé the teachers'

roles in these preservice

To what extent did the teachers participate, in pr0b1em
solving and dec1swon making?- /

i
4

-

S~

How could they have been more involved?

)

~.

l ' N
Why do you think this extent of involvement was satisfactory?

Did these sessions meet any of .your needs?

Probe 8:

Probe 9:

What needs? - .

How were they met?
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Item 7

What needs did these sessions not meet?

Probe 10: How could these sessions have better met those needs?

Item 8

To what extent did you feel prepared to begin teaching dance after
these first three sessions?

4

Item 9

Could you comment on the length of time (two weeks) between meetings?

Iteﬁ 0,

Nhat occurred during these meetings that helped you 1mp1ement the
resource with your students?

Probe 11: \hat helped you the most?

Probe 12: Hhat helped you the least?

Item 11

How useful was the feedback from the other partﬁcipat{ng teachers?

Probe 13: How useful was the feedback from the workshop leader?

Item 12

To what extent did working with your own c]ass help clarify your
understanding of dance? _

Item 13

What successes did you exper1ence in teaching the resource to your
class?

Probe 14: MWere any of these successes related to anything that took
place during the inservice sessions? ,
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Item 14

What problems did you encounter in teaching the resource to your
class? '

Probe 15: How were these problems overcome?

PART D TEkCHERS' PERCEPTIONS OF THE CLASSROOM APPLICATION OF THE
RESOURCE UNIT

Item 1

How do you feel about including daince in your program for nbxt term?

Probe 1: ‘hat factors would encourage you to continue with dance?

" probe 2: What factors would discourage you?

Item 2
How do you feel about developing your own creative dance program?
Probe 3: What factors would help you develop a program?

Probe 4: What factors would hinder your deve]dpment of a program?

Item 3

Would this resource help you in planning a year's program in dance?

Answer yes:

Probe 5:  How?

Answer no: g

Probe 6: What source(s) of information would you seek in planning
your program? .

Nhét support materials would you need to expand your dance program?

Item 5

Now that these sessions over wHEf/kind(s) of follow-up activity would
help you continue to teach dance to your students?

&

L4 ) .
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a
Has teaching creative qénce affected you, as a teacher, ih!any way?
Prdbe 7: Has it affecfed how you approach other subjects? 3\
Probe 8: Has it affected your relationship with your students?

< Probe 9: Has it affected you?,re]ationship with the other teachers
on your staff? _ ‘ ¢ -



APPENDIX 1

GUIDE TO THE SCHEDULFE AND INTERVIEW SCHEDULE
FOR CHILDREN IN PHASE TWO
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GUIDE TO THE SCHEDULE

o

Imagine that you were travelling on a ship with your family and
your friends. The ship sinks but your family, friends and the ship's
crew escape to a desert island in the middle of the ocean. You live

together on this island for two weeks before you are rescued.

9.
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INTERVIEW SCHEDULE FOR CHILDREN IN GRADE TWO
Item 1
Why do you think the boys and girls would like to do. some creative

dance when they are living on the desert island for two weeks?

Item 2 : '

How do you think the captain would feel about teaching creative dand@?’;?Q’ B :
. > "\\
—~=R
I t em 3 ‘\:"; o . ')‘

Describe the dance(s) you would teach a younger brother or sister
who was on the island with you.

S
Item 4

Describe the dance(s) you would teach your parents who, are on the
island with you. ’ ‘

-~

Item 5 .. , 9

Describe the dances you would like to do yourself while you lived on
the island. ‘

‘Item 6

Which music would you take along with you on the island if you were
allowed only one record? '

Item 7

Describe (tell how) you would feel while doing a dance
(a) for the other children on the island?

(b) for your parents?
(c) for the ship's crew?

Item 8

What dance would you choose to write a story about to bring back home
with you?



Item 9

+

Can you think of a story you would like to make into a dance?

Item 107
What things would help you learn a new dance?

(a) watching the teacher?
(b) seeing your classmates do the dance?
(c) watching the, dance on videotape? .
- s/

1tem 11

3

How do you think teachers feel about teaching creative dance?

Item 12

Why would the boys and girls want to continue to do creative dance in

school when they returned home?
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