44705

National Library
of Canada

Lo~

) I* Bibliothéque natuonale
: du Canada
. ' Canadlan Theses Division
Ottawa Canada
/ K1A 0N4

Division des theses canadiennes

PERMISSION TO MICROFILM — AUTORISATION DE MICROFILMER

o Please print or type — Ecrire en lettres moulées ou dactylographieg ’

Full Name of Author — Nom complet de |'auteur

BOO.RVM A, ﬁonce Ay

0

Date of Birth — Date de naissance

Q1 2 3%

Country of Birth — Lieu de naissance

=Ewea LA«\)> ,

Permanent Add ress — Res:dence fixe

;.,

/;//C— )22 Streek /:o/moﬂa [4/4@{& /

/ | |
76T /29

;

J

Title of Thesis — Titre de la thése e,

]MM\V\ox*lop V\d\ Qk \/cnm -

Leou.r,ﬁ"l nq te

Bl
’ % ’
‘. . (‘4

/

A\r'v\"\b\uahuy\s for A "TLeoral
G\« \CAICV\ s »

Ve

IMCqu\—\a.,(.OV\ . /\
A ' : a
i ‘ (

-

University — Université

RLRTRTA

Degree for which thesis was presented — Grade pour lequel cette thése fut presentee

Pl

Year this degree conferred — Année d'obtention de ceé;rade

l ag0

Name of Supervisor — Nom du directeur de thése

o

Permission is hereby granted to the NATIONAL LIBRARY OF .
CANADA to microfilm this thesis and to Iend or sell coples of
the film.

The author reserves other publication rights, and neither the
thesis nor extensive extracts from it may be printed or other-
wise reproduced without the author's written permission.

L'autorisation est, par la présente, accordée a la BIBLIOTHE-
QUE NATIONALE DU CANADA de microfilmer cette these et de
préter ou de vendre des exémplaires du film.

L’auteur se réserve ies autres droits de publication; ni la these
ni de longs extraits de celle-ci ne doivent étre imprimés ou
autrement reproduits sans {'autorisation écrite de l'auteur.

’ .

Date
) //L

/9 ﬁ/}/(,[. /95/()

Signature

9 Z,KZ%Oﬂwaw

NL-91 (4/77)



l * National Library of Canada
Collections Development Branch

Canadian Theses on .

Microfiche Service sur microfiche

NOTICE

The quality of this microfiche is heavily dependent
upon the quality of the 6riginal thesis submitted for
microfilming. Every effort has been made to ensure
the highest quality of reproduction possible.

If pages are missing, contact the universiiy which
granted the degree.

Some pages may have indistinct print especially
if the original pages were typed with a poor typewriter
ribbon or if the university sent us a poor photocopy.

Previously copyrighted ‘materials (journal articles,

published tests, etc.} are not filmed.

Reproduction in full or in part of this film is gov-
erned by the Canadian Copyright Act, R.S.C. 1970,
c. C-30. Please read the authorization forms which
‘accompany this thesis. -

&

/ THIS DISSERTATION
{; "HAS BEEN MICROFILMED
" EXACTLY AS RECEIVED

LB

Ottawa, Canada
K1A ON4

Bibliothéque nationale du Canada
Direction du développement des collections

‘Service des théses canadiennes

AVIS

La qualité de cette microfiche dépend grandement de
fa qualité de la thése soumise au microfilmage. Nous
avons tout fait pour assurer une qualité supérieure
de reproduction.

S'il manque des pages, veuillez communiquer
avec I’-université qui a conféré le grade.

La qualité d’impression de _certaines pages peut
laisser & désirer, surtout si les pages orlglnales ont été
dactylographiées a I’aide d’un ruban usé ou si l'univer-
sité nous a fait parvenir une photocopie de mauvaise

. qualité.

Les documents qui font déja l'objet d'un droit
d’auteur (articles de revue, examens publiés, etc.) ne
sont pas microfilmés.

La reproduction, méme partielle, de ce microfilm
est soumise a la Loi canadienne sur le droit d‘auteur,
SRC 1970, c. C-30. Veuillez prendre connaissance des
formules d‘autorisation.qui accompagnent cette these.

LA THESE A ETE
MICROFILMEE TELLE QUE
NOUS L'AVONS RECUE

NL-339 (Rev. 8/80)



THE UNIVERSITY OF ALBERTA

\
txm

IMAGINATION AND'CHILDREN: IMPLICATiONS_FOR A THEORY

OF IMAGINATION IN CHILDREN'S LEARNING

by
@ JOYCE L. BOORMAN

A THESIS
SUBMITTED TO THE FACULTY OF GRADUATE STUDIES AND RESEARCH
IN PARTIAL FULFILMENT OF THE REQUIREMENTS FOR THE DEGREE OF

DOCTOR OF PHILOSOPHY

DEPARTMENT OF ELEMENTARY EDUCATION
2 8

~ : ' ?

-EDMONTON, ALBERTA

SPRING, 1980 -



THE UNIVERSITY OF ALBERTA

FACULTY OF GRADUATE STUDIES AND RESEARCH

&

4
The undersigned certify fhat they have read, ;nd
recommend to the Faculty of Graduafc’Studies and Research,
for acceptance, a thesis entitled -iMAGINATION AND CHILDREN:
IMPLICATIONS FOR A THEORY OF IMAGINATION IN CHILDREN'S
_ LEARNING submitted by JOYCE L. BOORMAN in ;;rtigl fulfilment

of the requirements for the degree of Doctor of Philosophy.

o . Supervisor




ABSTRACT

The concern of this thesis is with imagination and
young children from thfee—years to eight—yeara of age. A
theory 1is built which, initially, inter-relates two dimen-
sions of imagination, both primarily philoaophic: t%e unitary
concept of imagination.as pefceived by modorn philosophers,
and the discipline-bound concept;of‘imagination’as,parcoived
by’modern aestheticlans. |

SimultanéouSly, the thesis delves into the nature
of two worlds in which young children @pbear to opefate, the
agtual world and the imaginary world.:.In considering how
children perform imaginatively in Story-telling, music-

v

making,\dance—making, poetryfmaking and other arts rqlated
activiti;s in the school,curriCulun the thesis'looks at
the nature of the youné child'’'s symbglvsystem and the
fantasy or reality forms in which the child's imaginative
products occur. These three separate, yet inter- yelated
oimensions, the phiiosophical dimension, the two-worlds
dimension, and the publio ooservable imaginatiye activities
 Gimension are subsequently buillt into a theory of imagination
Vin yoﬁng children. » |
The theory elaborates upon the philosophical
concepts of imago, in imagination, with imagination ‘and

supposal and shows how they relate to the two worlds of the

young chlld, the actual and the imaginary world.

iv



Following this it develops the arguments which
substantiate the distinguishing features of the actual world
and the imaginary\world Within the imaginary world the two
forms in which the child operates, the reality form and the
fantasy form are delineated The theory then illustrates
-how the clarification of the actual world and the reality
form in the imaginary world is a,crncial‘distinction which
needs to'be considered when viewing how childrenlperfo}m
imaginatively in various activities - It further identifieS'
the difference between the reality form and the fantasy forml
and clearly offers an alternative view-point on the concept
of fantasy from that used in‘cnrrent psychological studies.
A The theory 1s then utilised as a map for looking'
at how young children pe?formdimaginatively’in creative
dance. Three films on children's creative dance provide
the ¥Tsual aspects of the theory; and‘these are consildered.
‘They are viewed in relation to‘the perceptual—images, action—
images and verbal—images, vhich relate back to¢.imago, the-
root of all imaginative activity. This helps toldetermine'
the extent of the affect of the images on the chilgyep
performance. The films are also viewed in relat to the.
availability of the symbolic systems which childi(:: have
with which to express themselves. These relate tg?the
concept_of discipline}bognd‘imagination. Finally, they are
viewed in relation to the content being created by the '
children in either the reality or fantasy fofm.of»the

imaginary world..



This thesis“represehts a synthesis of both
theoretical and practical view-polints on imagination and

k3

young children.
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CHAPTER I

THE NATURE OF THE STUDY

NI. INTRODUCTION -

It has been suggested-that the young child stands
astride two worlds, the world of reality and the world of
fantasy. Séygrs‘(in Chukbvsky; 1963) explains:

The young child uses fantasy as a means

of learning and adjusts it to reality in

the exagt amount his need demands (p. viii).

The world of reality;,it would appear, 1is control-
led by envirommental, societal and cultural facts and needs.
The:wofld of fantasy is controlled‘by the child; he ii)the
creator and master‘of this world and he ensures that 1t con-
fﬁrms to his needs. Like a scientist or a magician, he
collects data from the real world and processes this aécofd—‘v
ing to his p;rticqlar needs and bapaéities at that time. The

"s%ientist in hiﬁ manipulates and adjusts the data until a new
: féct of reality'is satisfgctorily grasped and.understood; the
v ‘ o o , S
magician in him manlpulates the data to create worlds of
make-believe d%ich satisfy his deép craving for the ﬁystical
aﬁdlunchallengeable, whilst simultaneouslydhelping’him_to
understand and .come to terms with the real world. For
Cﬁukovsky (1963), this ﬁeantvthapz

...the child is so conétifuted that in the

first years of his existence we can plant

realism in his mind not only directly, by

acquainting him with the realitiles in his
surroundings, but also by means of fantasy (p. 90).

‘1



Pursuing a similar viewpoint, Singer, (1973) from

his research on children's make~-believe play,‘suggests:

o~

., One can go beyond the simple rating of
imaginativeness in terms of make-believe
elements in play and also evaluate along
a reality-fantasy dimension, in the
following sense: Some of the make-belleve
play of children presents situations that
are relatively close to their actual life
situations (p. 37).

An in@erest in this continuing adjustment, by the
child, to the world of reality and the wofld of fanﬁasy, or
differently conceived, the journeys which the éhild makes
between these two worlds prompted the beginnings éf this
study. A corner-stone stance waé taken, that the Jjourneys
which.the child makéé between the worlds of reality and
fantasy constitute an "act of imégiqation". Or as Dewey
(1934) said:

WHere old and familiar things are made new

in experience there is imagination (p. 267)

However, as the study developed it became evident
that there were, in fact, two worlds in which the child ap-
peared to operate énd that these were best déscribed as the
actual ﬁorld and the imaginary world. It further‘revealedu
that there were relevant distinctions between the actual
world. and the 1mag1nary world in which children live a large
part of their daily lives, which could relate to a theory of
imagination in childhood. For as novglist_Burnford (1974)

says of her childhood:
. .

e

o/



I inhabited two worlds - the mundane real

one of endless months away at school, small

and insignificant, interrupted only by brief
holidays; and the imaginary world where one
was everythling one was not - strong and
significant, fearless and gallant, nimble

and wise, truthful and not a bit greedy (p. 15).
Similar recognition of these two worlds can be
found in biography or autobiography: Anderson (1926),
Church (1955), Green (1968) of Carroll, .Lane (1969) of
Potter, Lewis (1966), Milne (1939), Wood (1985) of Stevenson;
it is recbgnized by psychologists, and has been a facet of
psychoahalytical theory and theories of play and fantasy

in Klinger (1971), McKellar (1957), Singer (1973); it has
been a study for phildsophers and aestheticians according to
Best (1974), Cassirer (1944), Furlong (1961), Langer (1953);
it has been acknowledged by poets and novelists as a deep .
and powerful awareness, as instanced by Coleridge (1907),
Sandburg'(l955), Wordsworth (1948); and there has been con-
stant pressure to give greater credence to this facet of a
chlld's 1ife from scholars and educators like Chukovsky
(1963), Dewey (1934), Frye (1963).

Further examination of this aspect of children's

lives led to the belief that it could be profitable, for

descriptive purposes, to éoncéptualise this imaginary world:
"to attempt to determine‘whether or not a more total view of
its overt appearance, which was neither psychoiogical,
vphilosophical, diséipline bound, nor tied tb'any spgcifig

educational theory,’would revealrany further understandings



e
of this imaginary world. J

. ' ﬁ theory was consequently developed which drew
initiélly’upon the writings of Furlong (1961), who. had des-
cribed the philésophical territo:y of.imagination, and Best
(1974), who was particularly concerned with "meaning" and

the nature of imagination. This theory revealed several

4o

important components of the young child's imaginary world.
These were that the "imagi ry>world" of children would
appear to function in two/primary formé; the "reality form".
and the."fantasy form"; that-both 6f these forms elicit
concéptual’constiéh becgﬁif of the manner in which the terﬁs,f
reality, éctual, fantasy, iﬁaginary, and imagination, have
been used in the language.

The theory therefore attempted to distinguisﬂ be-

»

tween the actual world and the reality form of the imaginary

world and between the“reality form and the fantasy form. The-

first distinction, that between the actual wgrld and the
reality form, was percelved to be brought about by an "act of
imagination" of the child. In taking this step he cféétesva
different formfof activity which; whilsp bearing clése resem-
blances to the actual world, is not fbat world. Many inci-
Qenﬁs of this transfer haye been déscribéd and oné of many is

a

recorded by the Opies (1969):

The six-year-old child who plays "Mothers
and Fathers" re-enacts the commorn incidents
of his everyday life with what seems tedious
exactness, until one realises that there is
.a thrilling difference: he has promoted him-
self, he 1s no longer the protesting off-



spring being scrubped to bed, but iz the
father or mother; and the six-month.old -
doll is the one being scolded for not
‘getting into the bath (p. 331).

The functidhs and purpéses of this reality form
within the imaginary world have been investigated predominant-
ly in the field of educational psyéhology} In this field the
imaginary world is designated as the érea of fantasy and the
reélity form is enéompassed within this broadér context. It
has -also been closeiy related to theories of play. ‘However
Klinger (1971) states: J

The relevant behgvioural domain has simply

been insufficiently mapped to support the

setting of rigorous positive boundayries on
the concept of fantasy (p. 9),

|

13
1

or in two further statements he comments: .

R

\

There 1is no set'of geﬁéfélly accepted
criteria for discerning the boundarijes
of fantasy (p. 6),

and

o

‘No ‘one pretends to knowljust where fantésy

leaves off and adjacent processes begin (p. 6).

‘The secdnd distinction,,therefore, that was made
was between the re‘{ity form and the fantasy form. The concept
of férm was taken, primarily, from the fielq of aestheticstand:
particular reference was Mmade fo‘the work of H'Doubler (19681,
ho stinguished-betweeh the structural, organic and content

elements of form. For the purpose of this theory the'conténp



elements were selécted as the significant ones in determining

“the differences between the fantasy form and the reality form.

The significant differences between the content in the reality
form and the fantasy form were drawn primarily from the field

of literature and reference was made specifiéally to the

‘works of Gagnon (1971) and Boyer and Zahorski (1978). The

major difference seems to be'that‘the reality form 1s closer

to the primary sources of the actual world whilét,the fantasy

~world is derived from secondary sources predominantly in the

)

field of 1literature.

| Having, therefore, distinguished befweén the aétuél
world; the imaginary world‘and the fantasy.and reality forms,
this theory suggested that a clarification of the conceptual
framework of the actual world and’the imaginafy‘world‘would
be useful as a tool for 1ooking¢a£ the two worlas of the
child, the a?tual world and the imaginary one. A ciarifida—
tion of the £wo forms in which the.child abpears to opefate,

in his imaginary world, wdﬁld provide a further guide for

'understanding'how'the child performsuimaginatively in his

many éendeavours.

'The theory was then further developed on the basis

" that all imaginative performance occurs in relation to a

specifyc discipline and that although one discipline may’
draw upon another, 1in the final analysils one discipline

emerges. Or, as Langer (1953) more graphically states:



Consequently the poetic work can dissolve

“again a4t the touch of an alien imaginative
force and the beautiful, overcharged words
can motivate entirely new expressive forms,
musical instead of poetic (p. 154).

Spedifically the thesls proposed that in the
imaginary world, children's actiriﬁies>ean be seen to emerge’
in two forms, a reality or a fantasy form, and that each form-
) would be governed by the. dlscipline or the medium in which
" the childuwas working. |

Eest (197&) reflects the discipl;ne—bound concept
of imagination reiterated in philosophy and aesthetics:

=3

. But we should be looking in the opposite

ho -~ direction, at actual imaginative performance,
since the criteria for imaginative ability
are particular. to particular activities.
So we should be looking at what it is to
perform imaginatively in the separate )
activities of dance, mathematics, football,

- poetry, philosophy. . The imaginative
, . scientist is not necessarily an imaginative
' pianist (p. 38).

Re-written this could .state: We should be looking at what it

is for children to perform imaginatively in the separate
activities. |

| The theory therefore attempted: to answer the ques-
tion: How does the child perform imaginatively in creative
dance? In’answering this question, it wae_perceived that the
’major 1nfluencing factor would be, initiaily;,fhe availability
of the child's imaginative'symbol system, for. the diSCovery of
‘symbo;e is crucial to’the child. Out of random sounde émerge

words, words that have the{delicious power to command or

4



| descriﬁc From isolated babbling arrives a symbol that =

communicates From scribbling emerges an oval, from the .

oval the radial and as Jameson (1968) explains:

As soon as the chidd has acquired the power

to produce a radial or an.oval recognisable

T to himself as a symbol, he will begin to use
it, to talk to it, to make it act out his
"own fantasies (p. 21).

i%d
i

So emerges a cqntinuing‘understahding-and proliferation of
symbols which the child uses in his two worlds, the actuiij _.
and the imaginary: the same symbol to serve the purpcse of
commerce with the everyday world, or to be imbued with a
different 1ife serving for ths child entirely different
purposes. | ) |
| From the motor patterns of the young child emerge

the kinaesthetic symbols of commerce, of the actual world
énd the kinaestheticssymbols of the-imaginsry.Worla The
kinaesthetic symbols of commerce could lead him to the"
.pursuit and heighgs of athletic excelience. The kinaesthetic
symbols of,she imaginary world could lead him to the height
of srtistic excellence. But'dance, like poetry, is not
~only of_the imaginary but operates imaginatively. For as
Dewey (1934) comﬁcntedt /

The work of -art, however;'unlike the machine,

is not only the outcome of imagination, but

"operates imaginatively rather than in the
realm of physical exisﬁgﬁtes (p. 273)

'So the child must be led to exploreithe symbols of dance as

AN



a power. A power that will free him, through both expression
and impression, to-make his statement. To bﬁing about this
symbolic freedom we havehto‘understand the meaning that the

chi1d~attaches to the symbol, a meaning in all its diversity

and richness. We also have to help him td*acduire new, deeper,

different meanings for the same symbol.

In summary, a theory subsequently emerged that
attempted to distinguish between the actual world and the
imaginarydworld of young children. It distinguisned between
ﬁwo forms in‘theiimaginary worid~in which the young thild
" appeaned to perform, the fantasy form and the reality form.

A further factor, that imagination is discipline
specific, was eonsidered‘and the consequence that these forms
would become discipiine speeifie was tneorised. The nature
of the .specific discipline necessitated that the symbol systenm
in which the child was creating should@ be considered. From
tﬁese factors: | i .

-
(i)e) the actual and the imaginary world of young
children: .

(1ii) the reality and fantasy form inherent in the
imaginary world

(11i) the discipline-bound concept of imagination
» (iv)' tHe meaning of the specific symbol system; -
«the theory was developed to assist with answering the general
question,,"How do children perform imaginatively in.parﬁicular
activities?" The specific question that"it attempted to
answer was, ﬂﬁow do ‘young children, from the ages.of four-

years-old to ten=years-old, perfprm imaginatively in creative

v
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dance?" ,
The applied'focus of this study, thereéfore, was . .
upon the éctuai performance which the,child both simultaneous-
. 1y makes manifest and originates specifgcally'in creative

dance.

II. PURPOSE OF THE STUDY
This is a theoretical and applied study which,

champions the ‘belief that, .as §i§£§r~£;§78),states:

In the.long run, we need a curriculum for

children that does Jjustice to the scope of
: their minds, and we need evaluation prac-

- tices that do justice to the lives that

‘students and teachers lead imr the_ class-

“rooms (p. 623).

The study makes a firm commitment to the bellef that
the -imaginative resources of children must be nurtured. That
these imaginative resources are developed and'refined within
the cpnfines of specific disciplines. That the heglect of the
knowledge of a variety of symbol systems in the young child's
education ié‘tantamount—to symbolic déprivation with its \
subsequent profound effects upon tﬁe deprivation of both
society and culture. That unless there 1s curriculum expan-
sion to include all df the major symbolic systems with which

~ man expresses and impresses himself through and in society,
.then the children of the Canadiaﬁ soclety will be illiterate.
Orf%s Lindsay (in Nixon, 1969)_p1eads{

Let not young souls be smothered out before
they do quaint deeds and fully flaunt their
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pride (p. 308).

Or as.Frye (1963) reminds us: ' ) _ ‘ ‘

The units dori't have to be words; they can
be numbers or tones or colours or bricks

or pieces of marble. It's hardly possible
to understand what the imagination 1s doing
with words without seelrng how 1t operates
with some of these other units (p. 50).

4The main concefn of this thesis, therefore, was to
attenpt to construct a theory that could provide guidance
for understanding hcw children perform imaginatively in many
activities,.'a theory that could offer guidance in‘understand—‘ N
ing how the child uses the reality form and tne fantasy form
in-his imaginative activities, It is a'theory that, in -
particular,:couid offer teachers and parents a guiée to
understanding the symbolic meaning of children's imaginative .
activities. The applied facet of this‘%he51s wnich was:
formulated in"16 mm. films, provided eilther releuant data for
the formulated theory, or, for the concerned teacher or parent,

a way of looking at children as they uere involved in making(

a statement about knowing their world through.creative dance.

U
\ . ‘
¢« III. DESIGN OF THE STUDY

Tne.study took the following form: -

1. A brief statement was made relating to the .

significance of the'development of imaginative activities in
the curriculum ~This led into the development of the theory

and arguments were presented to substantiate the . significant



aspects b the actual world and the’ imaginary world the

reality fo fantasy form of the 1maginary world of

children\ lhis material constituted Chapter II

2. Follow1ng the development of the abov% aspects
of the theory,_an examination was made of two‘Significant
factors affecting or impinging upon “this 1maginary world
These factors were the nature: and meaning of the symbol sys—
tems in wﬂich childrenAarevencultured and the discipline'or_
meiium‘in uhich the child was operating when weiviewed his
- , ‘ .

nimaginative performance. This providedfthe material fér

Yo

‘Chapter III.- |
- | 3. The next Chapter 1V, established the procedures
which were used in selecting the software and the data for

/ﬁpe applied aspect of thé study. It did, in addition, ' |
discuss the observational criteria selected for v1ewing the
5,films.b . |
' M; Chapter V recorded the observations of children
:aged,three—years-sixemonths to five-years-old, in the film
"Moonstars, Sundrops.andzgainbeams".f E
,m.. - ‘ 5. Chapter VI,,similarly, recordedlthe observatiogﬁ
ofythe children aged five—years to six-years—six-mg%thsfold;'
" in the film, "Skip-Skip-Skip". | B
‘ 6. Chapter VII continuéd the Observations'of:the
children, and looked at those chiddren agedvsix-years—sixr'
months to\sightryears—old, in the film,,"Moonmonster".

<



7. Finally, Chapter VIII attempted to draw some
conclusiohs as to the validility of- the theory and suggested

further developments.

13



CHAPTER II

A THEORETICAL STANCE: . PART 1

. I. INTRODUCTION o )

iy

- , -
5 The significance of tkgxnature of imagination has
been a matter which has ebbed and flowed according to the

philosophies and practices of soclety since ancient times

and until the present day} _The concern of this study was,.
however, with the present and the manner in which we can both
nurture and observe the imagination of the child within'the

school curriculuh. Its central premise was that we should

o

be concerned with the development of children's imagination.

For as Miller (in Frazier, 1967) states his belief:

(oY

Every individual has an imagination...the
problem for the educator is to discover
not only the means to keep it from
diminishing but also the means to nourish
~and develop it (p. 21). R

This was expressed in 1962, at the Endicott Confer-
ence, which came about, in parﬁ, as a response toithe concern
‘that the influence of Bruner (1960) and "The Process of
Education" were only half-steps toward a‘fhsgyy of instruc-
tion. Jones (1968) states:

In what follows I shall try to indicate

how Bruner's advances towards a theory of

instruction, made as they have been by

half-steps, have revealed possibilities

for the taking of full steps; that 1s the

coordination of cognitivé moves with'
emotional and imaginal ones (p. 10).

14
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In 1971 similar concerns were still being expressed at the
conference "Tmaginationn -~ Key to Human Potenfial", which took
place at Pasadena, California. As McVickar (1972) recorded

: N ‘

-in the proceedings:

* The meeting began out of an increased concern
that the processes of imagination were getting
lost in a world that seems to value most what
is predictable, .safe and neatly conforming.
This group centred upon the universal capacity -
to imagine, to find new ways and new ldeas,

and to ask the question, "what if". The pur-
pose of the meeting was to experience, and out
of that to find new ways to encourage and
support the thrust of imaginatlon in young
children (p. 6).

- i~

In considering the'need.po develop thie "thrust of
imagination"” in the young child, Walsh (196U)vsaw it as the
power which frees the chiid from his immediate experiences.
Once the child is no longer dependent upon the despdti&ﬂ of
his senees.and his immediate world, then his world becomes

correspondingly enlarged.

The strongest appeal should be to the
imagination, the power by which the

child prises himself from the present and
looses the clutch of the immediate (p. 22)

For Frye (1963) this eXbansion of the child's world

comes through the arts and the sciences for:

No. matter how much experience we may gather
in 1ife, we can never in life get the dimen--
sion of experience that the imagination gives
us. Only the arts and sciences can do that,
and: of" these, only literature gives us the
whole sweep and range of human imagination

as it sees itself (p. U2).

15



As Frye perceives literature to be the largest canvas from
which the child will gain his understanding of humanity S0

Copland (1952) sees in music similar potentials. He says:

An imaginative mind is essential to the
creation of art in any medium, but it is
even more essential in music precisely
because music provides the broadest
possible vista for the imagination since
it is the freest, the most abstract, the-
least fettered of all the arts (p. 17).

Despite these testimonies to the power of:the sci-

16

ences. and the arts as vital disciplines in therdevelopmenﬁ of -

the imaginative performances of children, a report, which was
produced as a cpllaborative gesture of the United States
Office of Education and the Nafional Endowment for the Arts
(1977), states: |

The roots of’grayness and tensfon run

deeper than this Report, which does not

pretend to be a blueprint for schools or

for soclety. We address ourselves to just

one symptom of the problem: that the arts

in America are viewed neither as part of

everyday living nor as a legitimate part

of education (p. 6) ' '

Fortunately, regardless-of how the adults. perceive
and stage the educational énvironment for children, the latter
will rémain the guardians of the deep impulses of man from
which the urge to create, shape and givé form are derived,
and whence originates the deepef pérceptidns of lifé.

Or, as Cunningham (1978), speaking of the children of Terezin,

_ N
reveals, this is a need for a "processional order" that can
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never totally be annihilated. Speaking of those children, he

records: ,

It is unlikely that they had energy enough

to dance or shout. Through words, they
expressed their loyalty to a processional
order of 1life which Nazism; in all its
uniformed and self-important seriousness,
could obstruct only for a moment of time---
though it was a moment in which the children
of Terezin vanished, in Night and Fog (p. 63).

or as he earlier states:

It - is through the radiance of a temporary

world of the imagination that children.

ratify what they know and ‘think about

their surroundings (p. 60).

For,Maritain (1943) this was a universe of the child
of which he records:

The universe of the child is the universe

of imagination - of an imagination that
evolves little by 1little into reason (p. 60).

(o)

These foregoing views of the'child's world of
imaginatiOn gave indications that “the Journeys which the child
makes from the actual world to the imaginary world are a part
of his growing need to free»himself of the constraints of the
actual world. _‘ |
' The theoretical'stance‘taken in this study was that
in this Journeying between: the actual world and the imaginary
world the child experiences and manipulates the materials of
many disciplines. Sound curriculum theory recognises that

different disciplines require that the child interacts:

»

CA



R

imaginatively with that specific discipline and that each
discipline in its turn has very specific and unique proper-
ties for provoking imaginative activity in children. For as
Dewey (1934) s@atesf

Ultimately all confusion of values proceeds

from the same source: - neglect of the

intrinsic significance of the medium. The

-use of a particular medium, a special

language having its own characteristics,

is the source of every art, philosophic, .

scientific, technological and esthetic (p. 319).
" Whilst this strict disciplinarian philosophy is essentially
correct,'when the nature of product or performance 1s under

'consideration, it should be recogniqed that the child's

journeyings between actual worlds and imaginary worlds

'ﬂ_.continually make of him a visitor Sf\many disciplines. He

- can, as Elsner (1978) explains:.

conceptualise in one mode and express in
another. In this sense, there is a rich

and productive interaction between modes of
conceptualization (which, incidentally, are
themselves symbolic since all aspects of
reality are-abstracts for conception) and
the form one chooses to use to publicly ,
render what one has conceptualised (p. 619).

o - _
It may well be that a profound and deep experlience in one

discipline triggers éhd transmutes into a vital expression

in an entirely different discipline. Thils does not negate

writers such as Charlton (1970) who contends:

o

We nevér just imagine but rather we alwéys
- ~ exerclse a mathematical or a historical or



a pictorial or poetic imagination, and that
within these categorles we exercise imagina-
tion in different ways with different results.
"The-activities themselves vary widely accord-
ing to the media (p. 16).

However, 1t should be recognised that fhere are
clusters of disciplines or family resemblances between disci-

plines. Music, art, drama, dance, and literature all have a

family resemblance contained within the proliferation of,
images and emotions they are capable of evoking, but it is
the nature of the discipline itself which orders these

images. For as Britton (1971) explains:

It was important therefore to remember at
the outset that language is only one way
of representing to ourselves both the
actual world and unreal, fantastic worlds;
. and that other means, such as visual image,
antedate the use of words and continue to
operate both in association with words and
independently. Putting experiences into
words is a-process of ordering them in a
particular way, imposing on the data, in
fact, some effects of the organisation
inherent in language itself (p.. 40).

These family resemblance disciplines also- have in
common the fact that they belong in the realm of art and
aesthetics and that, again, as Cassirer (1944) states:

The artist dissolves the hard stuff of

things in the crucible of his imaglnation,

and the result of thlis process iIs the

discovery of a new world. of poetical,
musical, or plastic forms (p. 164).

) L
Imagination in this study was therefore considered

as a unitary concept. A concept-which encdmpassed the many—

19



faceted activities in whicﬁ the child(banticipates in the
curriculum as he brings about his learning,through the oft
taken journeys between the actuai and the imaginary worlds
ana‘utilises the specific imagiFative pofentials of the

medium in which he is working.

II. IMAGINATION: THE TERRITORY

In 1961, Furlong wrote:

A philosopher surveying the territory
defined by the term "imagination" finds
it a dense and tangled plece of country.

Its inhabitants are diverse: psycholo- :

gists, art critics, writers on aesthetics,

epistemologists, moralists, teachers

‘and plain men (p. 15).

The intent of thls section is to give theoretical
substance to the claim established earlier that the journeys
which the child takes from the actual world to the imaginary
world constitute an act of imagination and to esfablish the.
nature of the child's imaginary world. It was essential when
building this theory to draw, initially, upon three major
sources of reference, namely, those writings by modern

philosophers such as Best (1974, 1978);‘Cassirer (1944),

Charlton (1970), Furlong (1961), Walsh (1964), Wittgenstein

(1953), who in their observations threw light upon the subject

of imagination as percelved against a background of philoso-

phical criteria; the research of child psychologists as

20

. reported by Klinger (1971), McKel}ar (1957), Sardello (1974),

Singer (1973), who have studied_the structure and content of
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children's imaéinétive behaviour; @ndAeducatons and aesthetl-
cians among whom Britton (19%0, 1971)?‘Chukovsky (1963), |
Dewey (1934), Frye (19635, Joneé (1968),'Redfern (i973) have
studied.imagination as both discipiipe specific and as a
general process of children's eduﬂathh.

In establishing the thePyy it was ‘declded, in the
initial stage, to examine the contemporary philOsdphic'view
of imagination in order to detgrmibe whether or not these
writings qpntained significant iqfobmatiOn réievant to a
thebry of imaginative.performaﬂcg/in children. From this
examination emerged the tﬁeory which was detailed. in the
following pages. The informatioy represents those,apﬁarehtly
significant points, from a phiIOyQphic perspective which could
" help to describe one way in whicu equcators could consider
v%ewing the imaginative performayQe of the child,‘bofh wi%hih :
" éﬁa without activities of the scpyQo) curriculum.

A. In Imaginatioh WMth‘imaginaVioh and Supposal

The corner—stone upon whigh the “theory was built
was the work of the philosopher fhflong (1961). He conJec—
tﬁred at that time:

Our three main topics 4veé, to resume,

(1) the imaginary, 1.e, wpat takes place

"in the head", (ii) supdOsal, and (111) the

imaginative,‘i.e. what 18 marked by crea-

tive thought (p. 26).

These three philosopﬁical distinftvlons were perceived by

- [Furlong ¢to cover the major treqﬁMQnt of the sﬁbject of
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imagination given by modern philosqphers.

| Describing his first category, the imaginary, 1.e.
what takes place "in the head", Furlong uses the illustration
of a child who has been actively "playing bears";. Of that

child he states:

He might have been playing bears in
~imagination: he might, that 1s, have

been lying in his cot staring at the .

ceiling and playing bears "in his
_head" (p. 20). ‘

Furlong, in this statément, equates "in imagination" with
-imaginary. This form of imaginative adtivity, categorised
. ﬁ 4 " L

~as "in imagination", can be self-directed, other—directg@‘or
the equivalent of day-dreaming. When self-directed, the child
may "in imagination" give directions to his own imaginings,
as his toys come alive and perform fantastic feats of valour
and splendour. In his day-dreams, his thoughts roam idly from
one dream to the next. Lewis (1966) recalling his childhood,
indicates an awareness of these two forms of "in-imagination":

It will be clear that at that time - at

the age of six, seven and eight - I was

living almost entirely in my imagination

...but imagination is a vague word and

T must make some distinctions. It may

mean the world of reverie, day-dream, wish-

fulfilling, fantasy... In my day-dreams,

I was training myself to be a fool; 1n

mapping and chronicling Animal Land, I was
training myself to be a novelist (p. 18).

»

 The other form 'of "in imagination", which is other-
directed, 1is that with which the teacher—educator would be

~
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primarily concerned: evoking, provoking, challenging,
inciting the child to give direction to his imaginings. Or
as Singer (1975) suggests in relation to play:
uThis approach also opens the way for greater
incorporation into the theory of the direct
-influence of adults who foster imaginative
behaviour by story.-telling or establishing

situations that children are likely to
imitate (p. 15).

Or as Carlson (1965) eXpressed:

So must an artist teacher tend a creative

flame... The teacher must feed the creator
confidence and encourage his fumbling
experimentation in order for the child to

‘take flight to distant azure¢ lands (p. '199).

From this point on, in this?study, this-category was referred
to as "in imagination". It referred.to those°instances when
the child freely, or when given self-direction or other-
direction,; imagined ideas, events, scenes, people within the
private world ofﬂhis own imaginings. It was also used to
‘refer to those instances of "imagination" which were imaginary
and not related to the actual world. This distinction refere
~to those times when it would be possible for the child "in
imagination" to be recalling the events of the day, and to be
recalling.these with no imaginary embellishment. This would
be a recalling ofrevents related to the actual world. The
child might, however, "in imagination" have tipped over into
the imaginary world and peopled his-imaginings ‘with purely

imaginary figures and events as did Church (l955) who had

&
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imaginary companions of whom he wrote:-

Further, I had now become a bookworm,

~living by proxy on Pacific Islands, or

up tpe'Amazon, or on the central prairie

of North America. Marines, cowboys, Red

Indians were my companions, more real to

me than urchins with whom I shared desks

in school and made quarrelsome friendship

in.the streets (p. 123).

The two most significaht characteristics of "in imagination"
are its freedom from the actual world and its'privacy.

The second category of imaginatibn used by Furlong
is "supposal". "Supposal" can be sub-divided into ‘(1) plain
supposal and (ii) false supposal. False supposal is dis-
tinguished from plain supposal by including those instances
of supposal when, through his imaginings, the chlld comes to
falsely believe that an imaglnary experience 1s real. This 
category 1s particularly significant for the young child whose
grasp on the actual world is very tentative. His supposal or
pretending may becomé so real to him that he mistakenly con~
ceives of the imaginary as real. The dlstinctions between
plain supposal.and false supposal can be clearly illustratéd
by three consecutive groups of children who were all involved
by thé teacher in an imaginary situatilon.

The children's age groups were seven- and elght-year-
plds, five- and six—year—olds, and three- and four—year-ords.n
The situation involved a large pink parachute which was

allowed to lie on'the floor, flat and empty. In the imaginary

situation, it ﬁaS-a "space-monster" that gobbled up any human



'who épproachéd nearby. Through a dance-drama, each gfoup of
children, in turn,.landed upon the moon and were suckéd into
the monster. The seven- and eigﬁt—yéar7olds handled the
situation with great securify- the fi§e— and six-year-olds,
with wary confldence and increased exc1tement and volubility.
For the three- and fOur yeaf olds; the 51tuatlon was too
deliciously anxiety producing. Its element of reality was
too strong. -Some 1lit 'e ones ffozé, Somevran away, none WOuld
approach or go undef the\pink parachute. ‘for them the
imagigary was too possible,/ too réal:'that\pink monster from
space could gobble them dﬁ! Each gréup of children, in”turn,
showed clearly the distinctiOn between plaln supposal and . |
false supposal. Either of the categorles of supposal can
occur "in imagination", in the private world of the child or
they can occur in Furlong'S‘fhird category of imagination, -
which hedescribes as "with imagination". It is, however,
possible for the child either "in imaginétion" or "with
imagination” not to be inyolved in supposal, hence the nééd
for the three categories. For if "in imagination" the child
is recalling thé day "s«events, he is not necessérily‘involved
in s@bposal,'either plain or false. If also he is in‘an
activity "with imagination", he may be involved in a manner
in which-he demohstrates a éonsiderable degree of imagination
and yet'he is not involved'in.gupposal; As Furlong (1961)

-

“expilains:

R The~activities that can be performed with
imagination are, then, activities that

25
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/ .
-allow some freedom in the use of the
relevant material. They need not, as
we saw, be what areAusually reckoned
as artistic activities: the footballer
and the cook can act with/ or without -

. imagination (p. 83). - , Y
- . )

lTne third category of imagination used by Furlong i%
. < ‘ - " ‘ »
"the imaginative, i1.e. what is marked by creative thought".

He describes this category in the following manner:

Peter is not, then, as he might have been,
playing bears in imagination, nor 1is he’
-supposing (first sense), nor mistakenly
. believing.” In what sense, then, is he*q
# exercising his imagination? The answer,
I think, 1s that he is playing bears with
imagination (p. 23). ,

- , ® : B

The term "with imagination" refers to an observable act of\the
child in which he can be seen to be playing, painting, story—
telling, music-making, dance-making "with imagination" It

is an observable verifiable public symbol.

. As indicated in the example of "in- 1mag;nation" its
major characteristic is freedom but unlike "in imagination"
the private world of the child's‘imagination, it is now a

_ )
public symbol. Of "with imagination" Furlong states: ~

<77
,\y

So alse to act "with imagination" is to aet (/FT\/
with- freedom spontanelty; it 1s to break

from the trammels of the orthodox, of the

accepted; it is to be” original, constructive

(p. 25). e

The foregoing usages of 1magination “M"in imagination"?

g

"supposai" and "with imagination", were’ perceived by Furlong

to cover the maJjor philosophical distinctions relating to

Q



imagihationAby modern philosophers. As Redfern (i973) states:s

.
<.

~ These seem to reflect the major distinctions
. which philosophical discussions of the sub-
ject have between them covered over the
3 years,, though some varieties have tradition-
" ally received more consideration than others.
© Furlong's three categories are "in imagination",
"supposing",:and_"withvimagination" (p. W)
Furlong goes on to indicate that these three usages
of the term imagination are robteq in the notion of the
. : ' . k! '
imago - a copy. Both "in imagination" and "supposal" are
- direct stems from the root and the term “with'imagiﬁation"

corresponds to byanches-from[either stem. Stage One of the

theory therefo?e appeared as:follows:

P
IMAGO
- SUPPOSAL ‘ ‘_ ‘IN IMAGINATION
‘\\\» . //// )
N « o L
WITH IMAGINATION ‘ L
-

f;,‘ ) - . S \\\ , ) ) .;5'
Figure 1. Imagination: A Concept?al_Overview: Stage One

e
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The sense in which Furlong (1961) appears to have
-used the concept "imagination" relates to the "unitar&"
éoncept nr "family resemblance” theory of Wittgenstein (1953).
An'act of imagination is not a nuclear activity but a mnlti—
faceted activity. There is no single standardised meaning

for the word imagination but there are unifying features
which enable us to see how different facets of imaginatiﬁe'
activity'can be studiled.

Some of thé unifying features of these three as-
pects 6f imagfnation‘could be described as: they are free‘
from being~bound to the actual world; they éo not have to be
perceived as following a 1ogica1 line of reésoning; they will
fre&henﬁly reveal a new perspective or dimension of the world;.
they do not have to meet»Fhe criteria of practicality,
élthough they hay arrive gt a utilitarian end.

As Wittgenstein (i953)_states of Mfamily resemblance"
conéepts: ‘ o

; ...we‘see a complicated nétwork'of

similarities overlapping and criss-

crossing: sometimes overall similarities,

sometime§ similarities of detail (p. 30){

The tefms "in imagination", "supbosal" and "with imagination"
are membéns of the same;multi—faceted family of imagination,
fhey‘have similarities and differenées. Tne significant
féature pf "with imagination" is that it'is'essentially a

public symbol.  For this reason, it is within this category
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that we can study the child's inmgimativexactivities, not,
however, losing sight of the relatiQnship to "supposal" and
"in imagination". ' ”

With the recognition of tNese thrée usages of
imagination, it became possible tQ‘%onceptualise a signifi-

‘cant difference between the-two wQTst in which -children

function, the actual world and <pe {maginéry world. All that

occurs in the imaginary world is Pe ated back to the concept

imago - a copy, yet it is freed froy the constraints of the-

actual world. The child journeys byck and forth between
these two worlds, an endless traveller. |

/
‘B. The Imaginary World: Its Reglitvy and Fantasy Form$/

The literature on makezbeﬁieve, fantasy, reaﬂitf

and the actual world showed a certayn degree of concepthal

. P ,
‘confusion or "family resemblance"” myddles. It was. essential

_therefore to distihguiSh between thyg actual world and the

29

imaginary world. The actual WOrlG was signified as the world -

of shared and verifilable experiepncé,6 consisting of everyday
events, rules, loglc, order, facts, and\other data, which
» demand of the child participation i% the'wbrld's affairs.
For Britton (1971) this ig "the world of shared

and verifiable experience':

I want to see play, theh, as an area of
free activity lying betwéegn the world of
shared and verifiable ‘exPerience and the
world of inner necessity + & "third area"
as. Donald Winnicott has Cglled 1t. . The
essentlal purpose of actlvity in this-area
for the individual wi]l be to relate fbr-u

4
i
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himself inner necessity with the demands
of the external world (p. 43).
An alternative view has been expressed by Merleau-

Ponty (in Sardello, 1974) who believes:

o

The child does not live in the zone of two
poles - subject and object, or imaginary

and real. Merleau-Ponty says the child lives
in the ambiguous zone- betweeri the imaginary
and the real, what he calls the zone of
oneirism (p. 412).

Y

There is.a suggestion here that both Britton (1971) and
Merleau-Ponty (1974) describe a "third area" of'activity.
This could have bearing upon the concept of the jeurneys
which the child takes between the imaginary and the actual
worlds, as hypothesized in this study.

In this study, the imaginary world,.either'in'total
or in part, draws upon the resonrces of the actual world but
has no practical tests to meet. Within the imaginary world-
two specific forms were seen to be operating the reality
form and the fantasy form. It 1is primarily between the con--
ceptualisation of the actual world and the reality. form of
the imaginary world that distinctions in literature have Qit“a__
come confused. In addition to the conceptual confusion's
between the actual world‘and the reality form within the a
imaginafy world, a further'eomplication hasiarisen‘with~the
term make-bellieve, which 1s often usedsas synonymous‘with'
imaginary.

7To illustrate one difference which Sccurs between
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the actual world and tﬁe reality form of the imaginary worild.
An adult and a five-year-old are engaged in preparing dinner.
The table has to be laid, the salad made, the,pofatoes peeled.
This is the real world. The five-year-old, heeding to "spice
upﬁ the activity a little or to“satisfy a need for role identi-
fication or to gain more freedom in the situation, says to the
adult, "You be the little girl and.I'11 be the Mummy". Ai—
‘though there 1is now still an environment of the actual world
an act of imagination has taken place on the part of the .
child. An element of freedom and originality has been intro;
duced. The child is now engaged "with imagination" but in
the aetual_world. This imaginative activity would not there-.
fore be described as a "reality" form of "with imagination"
for the child has not moved beyend the practical requiremehts
of the aetual world. Ir, however, using‘an'aimOSt_identibal
'situation which included the same adult and the same child,
with‘the same!role exchange, they had been engaged in pre-
paring the toys' tea party, a difference ﬁould have occurred. |
Few things would have changed but the world in which the actionj
takes place 1is the_imagihary oﬁe. This wae identified as the
"reality form" of the imaginary world.

 Observations made of children's play, painting; '
drama, story-telling, writing are filled with this feality
'form of "with imaginatioh“ It is this distinction between

'the actual world and the reallty form of - imaginative perfor-

mance in_the imaginary world which presents a way of describing.

chf&dren's acts of imagination wilthout a continual confusion
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of the two terms, reality and the actual world. The reality
form of imaginative performance, whilst bearing similar
characteristics and\functions with the actual world does not
have to cdnform toasimilag réquirements. Primarily 1t does
not ha?e to meet the test of practicality. A fﬁrﬁher iﬁpor—
tant'distinqtion between the acﬁual world and the imaginar&
world is that whét the child conceives 1in the\imaginéry wofld
is not only the outcome of imagination but operates imaginative—
1&. Consequentiy, the close resemblance of the child's
activity to the actual world can take on a reality form yet
simultaneously be devoid of the controlling factors of the
actual world. This activity, it 1s suggested, does in fact
bear a close resemblance to Dewey's (1934) statement on art
and 1magination: .

Its imaéinativé\quality dominates, because 7

meanings and values that are wider and ' :

deeper than the particular here and now

in which they are anchored are realised
(p. 273). _ A '

The child's values in his imaginary world are pro-

" foundly deeper than the actual_world from which he is drawing

his resources and in which his activity 1is anchored. He 1is
staking his place iﬂ the world and giving it meaning and
significance.

The second form of imaginary activity that 1t was

necessary to establish, was_that of the fantasy form. The.

fantasy form was not percelved, in thls instance, as a'sefies

PO

of psychological processes as has'béen theorised in the
. . )



- i

research,into fantasy by Klinger (1971) and his associates,
who have studied the similarities of play processes and
fantasy:

The validity of generalising from evidence

on play to a theory of fantasy depends on,

the propésition that the two psychological

processes are highly related, and that for

at least some limited purposes the orie may

stand as an analogue for the other (p. 17).
Had this approach been taken in this study, it would have
necessitatedlvieWing what has been described as the "imaginary
 world" as fantasy. Insteadﬂthe "fantasy form" was identified
as having a far closer resemblance to the fantasy most fre-
quently denoted in 1literature. The fantasy form is mainly
characterised by its "other world" characters, their be-
haviours and the situations in which they are involved. Not
only does the fantasy form come into existence 1n:thé imagi-
nary world of the child but the characters are both inhabi—
tants @f ‘and act withih a fantastic other world. For Gagnon
(1971) certain conditions are necessary for the fantasy form

s

to exist. He says:

-~ ..In almost every fantasy there is, so
to speak, a blending of what 1s physically
_impossible with what is physically possible;
~ . -where you find fire-breathing dragons, you
@ almostvinyariably find a few ordinary men
(p.”100), 4 :

as well, ‘ Coe

...There is some explicit rendering:of'the
personality of at 1east one of the‘characters

33
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in the tale. For it would be hard to imagine-
a fantasy in which we were given no informa-
tion about any of the characters!' behavioural
conceptual, or emotional patterns or tendencies.
In addition; I maintain that any story might

- Justifiably be called "a fantasy" which gives
us some expllcit indication of the personality
of one or more of the chdaracters and which 1is
also about a world that 1s conceivable but
physically impossible (p. 100).

The fantasy world or theé fantasy form has indeea
‘come to us predominantly through the stories, myths, legends,
nursery rhymes and jingles of our culturéé. Such is the
power of the fairy talé and the nonsense fale that, not only
have they been banned in certain societ;es at certain times
but even_educational systedé have been known to throw up
their hands in horror at the introduction of such misleading -
énd,déngerous materiaI:bg the.cﬁrricqlum. An extract from
Chukovsky (1963) relates one’of such incidents:
Then there appeared a young man in some
-kind of uniform and both began to speak
to me'as 1f-I were a thief whom they had
caught ‘red handed: "What right do you
have to .read this.trash to our children?"
_ And the young man went on to explain, in
- an 1instructor's tone, that books for soviet
- children must not be fantasies, not fairy
tales, but, only the kind that offer most
authentic and realistic facts. "But please
consider," I tried to argue, "that it is
indeed through 1its fantasy that the fairy
tale emphasises to the children reality" (p. 115).

-In every culture there exists the classical form of

fantasy handed down from generationito generation. Similarly

every culture generates its own contemporary fantasy forms.

Once upon a‘time, "a cow Jumped over the moon", then man



landed on 1it. In late twentieth century western society, it
is not inconceivable for»the child to perceive the "bilonic
man or woman" Jjumplng over the mooni The cow has definitely
been displaced by Steve and Jamie! From the actual Wogld
the child is pfovided with the content of fantasy either .
classical or contemporary. The contents of the fantasy form
give us discernible characters and‘characteristics,

As Boyer and Zahorski (1978) comment, the fantasy

form is peopled with:

imposing figures who, with unearthly powers,
inspire wonder or fear, or often both:

dragon kings, elves, dryads, demon princesses.
High fantasy deals prominently with archetypal
figures, motifs, and themes such as the
“temptress, death and renewal, and the
spiritual. quest, with 1ts demands for

courage and:selflessness (pp. 2- 3).

’ "The fantasy worid of children, as more narrowly
described in this study, d%es not concur with the manner. in
‘which "fantasy" and "make-believe" are currently being
studied in child psychology (Klinger, 1971 Singer, 1973).

In these studies, fantasy is ‘being conceived as a
process and covers both the reality and the fantasy forms
within the imaginary world. Klinger (1971) views fantasy
as a psychological process and states: |

Fantasy as conceived here 1s a process

quite central to normal human functioning.

A theory of fantasy must therefore be
concerned with the properties of fantasy



36

FiN

as a process - of what it.consists, the
conditions under which it occurs, how it
unfolds in time, its relationships to the
other organismic processes, 1its source of
energy and direction, and the functions it
performs in human adaptation (p. 5).

and again:

One obyvious defining property of fantasy

is that it is primarily a mental activity,
not a gross motor behayviour, and 1s there-
fore necessarily covert (p. 7). -

There are, however, indications in those studies that the
approach taken by this study does have validity even 1f the
“manner of description is different from that of current
psychological studies on fantasy. Klinger (1973) states:

-

Klinger (I971) has examined in some detail

the possibility that both fantasy 1in the

form of private imagery [note "in imagina-

tion"] and make-believe play [note "with

imagination"] are discernible in children

from a relatively early age, and that the

younger child 1s indeed capable of more

. private imagery than Piaget seemed to feel.

Smolansky (1968) also called attention to

the fact that the imaginative play in the
. child during the school years does not

necessarily become realistic (p. 15).

[My parentheses] .

‘In this stétement, not only is there reference, indirecfly,

P —

™~
to "in jmagination" and "with imagination®™, but there 1is an
indicat on that the actual world and the reality form of the
imaginary world do need to be further distinguished

This study differed from the psychological viewpoint

L4 A4A nAat uvdow tha +m=aﬁnqt1ve nerformance of the
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child, within the imaginary world, as a psychological pro-
cess, but eonsidered/instead the two forns in which the
child appeared to operate, the reality form and the fantasy
form. | 1

As the children groﬁp around the sand-box, fili
their toy dump trucks, make sand roads, blast the top off
mountains with their pepsi-cola bottle toSs, create floods
‘and send for the firemen, the form of’that play is a reality

form of Sactual world, yet it is imaginary. This does not
negate the psychological processes that are occurring but the
processes do not describe the form in which the play occurs.

A five-year-old whirls around and around, stops'
and using her arms and:legs, makes "a house" with windows and
doors. She then dances off-again. She repeats tnis_sequence
of action several times. Then she utters toqher three-year-
old brother, "Come on, Mickey. I'm the toadstool, you be the.
1ittle elf." She moves nearer to a fantasy form,populafingp
her tlay with figures frem fairy worlds.

In this sEudy,‘the'imaginary world contained two
ferms reality and fantasy. The child can give a realityaform ’
to his play, a fantasy form to his painting. The criterlon by
, which the fantasy form differs from the reality form is in
“- the degree of openness, or removal from the actual world. The
situations, events, the-imagery, the_charactefsbthat people
the fantasy form are more open'fclouds become winged horses,’

sunsets become flery dragons, waters turn into never ending

caves that lead the child deeper and deeper into ‘the- earth

-
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where;worms become fire hoses. In the fantasy ferm she chlld
can, to aa:even greater degree, disregard thealaws of order,
logic, consistency and sense. He is the controller, the
creator, the ﬁagician.

In the reality form of the imaginary world the
cardboard box becomes the ship, the children go through storm
and tempest, are set upon by crocodiles, overturned and
drowned or eaten. Even closer to the actual world, yet still
in the reality form, the little girl dons her nufse‘s cap and
gives Bef_baby doll a spoonful of medicine. So children in a
cdntinuing act of imagination-journey.ffom the aetual world
into theif.imagiﬁary world. Then they travel between the
reality form and the fantasy form,making their oﬁn worlds
in ofder to better understand the actual world. |

Each form, then, the reality and the fantasy, has
different features discernible.in children's imaginative
activities. The reality formrallows children to draw from
direct experiences in the actual world. The fantasyvform
has already gone through one stage of ‘distillation, most
frequently i the field -of literature, prior to the child .
having experience of 1it, for children do not have direct con-

- tact with wltches, wizards, flying horses; goblins and other
characters“and elements‘of_the supernatural. The emergence of
this.fahtasyAform in thelchild's imaginary world is consequent-
ly more strehgly dependenf upon the. intervention.of companions{
and adults who can turn hills into giants"castles and

3

potato‘saladjinto fairy feasts. Singer (1973) notes this in

4



his investigations into children's make-believe play:

One might therefore consider the possibilil-

ties of another dimension that would he

associated presumably only partially with
imaginativeness. This scale might represent b
the degree to which the make-believe elements
reflect closeness to the immediate 1life

situations of the child, as contrasted with
make-believe elements quite far remopved from

the day-to-day experience of the child (p. 38).

Or as Minuchin,. Biber, Shapiro and Zimiles (1976) reported,
on a study of imeginatiVe'play for groups of ninefyear—old

childrent
: \
A%

The mode of magical and 1maginary expression
also reflected an educational atmosphere
which encouraged a full use of imagination
and creative processes without constant
commitment to the literal and realistic

(p. 239).

¥

The theory, therefere; suggested that to undenstand
and exenine the imaginary world of the chiid, two signigicant
forms should be ldentified, that of the reality form and that
of the fantasy form. Stage two of the theoretical model -

therefore appeared as illustrated on page U40.

The framework within which the concept of form. was'

eiaminea, because of the nature of thils particular study,
came from the writing of H'Donbler (1968), a dance-aestheti—
cian. She referred to three elements of form: structprai‘
elements, content elements, and ‘organilc elements The
structural elements_of the dance form she described as

supporting units (principles of compositionf. These arer
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~variety, balance, harmony, transition, repetition, climax,

contrast, sequence. Or as stated by H'Doubler (1968) in her

examination~of the structural elements:

The composition'of a dance may be compared
to the spinning of -a spider web. . The £
- pattern is woven from that which 1s within.
In the process,. structure is made possible
! ’ by the medium's being fastened to the sup-
e N portiﬁ%)units (principles of composition)
E ~ (p

B
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The organlc elements are described as the inner

activities which require of man that he gives expression and

meafiing to his ideas, visions, perceptions, sensations andn

ideals:

about:

all that makes him "man"., She writes:

If the concept of organic form is applied
to . all that man thinks and executes, we
can see nhow significant its application
to his work of art. Any work of art, to
be significant and convincing, should

. grow from what its creator has within, ~
growing and changing as the germ idea

changes (p. 103)

The content eiements are those which the dance is

" For a dance, then, to be composed there

must first pe something to dance about.

And this something must be so valued that
its worth 1s its value of expression. It
may be occasioned by an event of- outer or-

inner life. It may be discovered in the

outside. world of actual happening, or
appear seemingly clearly formed from the _
deepest Pesources of the mind (p. 120) LT

These descriptions of H Doubler's (1968) elements -

of form were then applied to the concept of reality and &

fantasy forms_in the child's imaginary-WOrld.

S



Reality Form

Fantasy Form

"Elements

structural variety, balance variety, balance
elements contrast, sequence contrast, sequence
' harmony, transition harmony, transition

climax, repetition climax, repetition-

organic inner "and outer - inner and outer
elements resources resources

content actual world supernatural
elements magical, fantastlic

" manifestation

world manifestation

It was therefore established that in determining the diffefene
ces and similarities between the reality and fantasy form,
criterion_eould be stated as:
.between the réaiity‘form and the fantasy form of children's

imaginative activities relate to the eOntent of that activity.

&

Sa

ITT. SUMMARY

This chapter established the basis of the theory
from a philosophical viewpoint It developed the concepts
of imago, ?in imagination",
“and showed how they are linked. - It distinguished between
the actual world and the imqgihary world and indicated that
the philosophical dimensigns could.be bsed to'descndbe theb
conceptual basis of the child{; 1mag1nary world It-further‘
'distinguished between two forms in the 1maginary world in |
‘which the child performs: the reality and ‘the fantasy forms .

Finally, 1t .examined the criteria by which the forms. could

42

one

The difference and similarities

"supposal" and "with 1magination"



be considered and indicated that the criterion selected

related specifically to the content of that form.

”

ﬁ’_
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CHAPTER III

A THEORETICAL STANCE: PART 2

I. INTRODUCTIONR

The second Qhapter_developed the stance that a
COnceptual clarification of the»actual world and the imaginary
world of the young child could provide a useful framework for
observing how the child performs imaginatively 1in the reality
form and the fantasy form of .the latter world. As all
.performances require the use of public‘symbols and these
symbols have been given meaning within the context of a
specific discipline, this ohapter develops two furthef
dimensions oflthe theory. The first, the significance of the
‘symbol and its.meaning andithe second, the discipline-bound

»concept of imagination.

II. THE SYMBOL AND ITS MEANING
_ The environment in which the child is nurtured will
be vital to his understandihg and development of the symbolic
-meaning of his world. In considering)fhis, it was evident
that for children to use symbols imaginatively in any disci-
pline requiresighat they have been nourlished and nurtured in
that field. In music, to the excitement and stimulation of
voice sbunds, to- 1ullabies, sensitivities should have been
awakened to the sounds of river and sea, to the call of birds~
in flight and the tormenting chattering‘of squirrels; the
timbre and depth'and personality“of~violin and bassoon; to:'
"éoppelia"‘and "Nutcracker", to’seaeshanties and‘"London B
ny

-



Bridge is Falling Down". The musical child must have been
awakened. Similarly, the "Aladdin's Cave of Literature"

should have been opened to the cggld for as Brown (1971)
. )
writes: .

(NS

The concern of literature is with openness;

-_wWith increasing awareness of self and |
reality; with refining sensibilities, .

. glving order to the chaos of experience,
expressing the possibilitles of things:
with sympathy, compassion and humanness;
with communicatling new perspectives; with
language as a creative, vital force; with
desire and hope, novelty and uniqueness,
depth of vision and essences (p. 160).

The literary angel 1in the‘childgpust be tempted to
wake from 1its sleep. Or, 1h dance, the sleEbing beauty must{
elso be awakened as the ehild;s senses_are_quickened by
visions of "Sugar Plums". 1In a large generic sense the
symbolic capacities of the child muétihave been awakened and
developed,-for tﬁese will have a vital effect upon the'child's
capacity to perform in any field of endeavour

Concurrently, therefore, with his activities in the
imaginary world, which.aid him ‘in pnderstandingqhis actual
worid, the child is"ecquiring experience*ahd being nurtured—
~in many symbol systems of the actual world. Aé Redfern
- (1973) states: | | ‘

2

When, as educators, we speak of developing
the imagination, it 1s therefore clear that
we must be talking primarily of developing
the ability to use and understand symbols.
It involves the inltiation of children 1nto
a variety.of public "languages", each with
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its own distinctive techniques, procedures
and disciplines, whether the material be
words, paint, clay, sound or movement (p. 9).

The c¢hild, then,iis.acquiring the\symbol systems of

words and 1anguage, the symbol system of action and movement;

.

those of sound and musicallsymbols, numbering symbols. He
is "knowing" his world in m?ny ways - Or, as expressed by

Sutton -Smith (1974): \
W \ 5
\

I like the word knowing because I don't
just mean intellectual knowing, I mean
knowing in the way Ernst Cassirer uses
the term. As he uses it, you can know
the world in many wdys: you can know it
through music; you can know it through
poetry; you can know.it through dance.
None of these forms of knowing is reduci-
ble to any other form\of knowing, though
they are all expressible in other forms
of knowing. But the: great difficulty for
us adults 1s that, we ane so domlpated by
conceptual forms of- knowlng that it 1is
extremely hard for us- to handle or to
feel what children do and feel has any
internal relevance (p. 19)

Different symbol systems start to become a 1anguéée
which the child uses to communicate at different stages in.
his development, as for example in infant art, when as
Jameson (1968) explains:

When the child has reached the sfage of
being able to create a radial at will, he

will imbue it with his fantasy. He will
call it a man, a bird,a cat (p. 18),

oralaﬁer as he develops this idea:



He begins by enjoying the physical sensa-

~ tion of scribbling, then comes visual
awareness of the mazy lazy patterns he 1s
creating, then comes the finding of the-
symbol. At that point he will selze upon
this symbol and will seek to repeat 1t, and
as thisi manipulative skill.and his powers of
coordIination increase, he will be more and
more successful in repeating it. From this
moment his work will be much less art and
much more language, because as soon as the
symbols which he can make, manipulate and

" arrange reach the stage where he can ldentify
with them, they become a major part of his
fantasy imaginings and play (p. 74).

Once the child recognises the symbol as a power
whiéh he can uée ﬁo express himself, and so communicatehboth
to himself and to othérs,'then he can control its use in'his
imaginarvaofld and assist himself with understanding his
actual world. It is for example‘the'discrepancy among‘

v o
siblings over the stages of development and understanding of

theif symboi'é&égeméuﬁﬂéfhié'ébmofééhtfhéwé9ﬁfce of  discord
and tears. The thréé—year-old is totally accepting, involved
and secure in the knowledge that his sand—bile is the garage

and the plece of wood.the‘gasépump; fThen to his chagrin

47

alohg comes his four-year-o0ld sister who, more‘Know1edgeab1e"7

in the'design and function of garages and'pumps and; albeit
.more coordinated in her attempts at representation,vattehpts
to re-shape his symbols. Result - instant tears and total

destruction!. In’discﬁssing the underStanding of children as

they acquire Signals'and symbols,ASchmidt 01973).reconf1rms

for us that the arts are symbolic systems:

-
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Language is a symbol system, but so are
mythology, religion, art, .mathematics and
science. Each of the symbolic systems
has its own inherent capacities (p. 64).

He then goes on to point oﬁt that these .symbol systems

.cannot, nor should be, avoided by the child. For he states:

The symbolic systems are nevertheless
inescapable for the child, for he cannot
be encultured or realise his potentiality
‘ as a human being except by sharing the
\ symbolic world through which the society
: of which he is a . member interpret reality
and human experiences (p. 65).

The meaning of the,symbols,_however; can only be
found within the context and"within the form in which they
are being used. As Best (1974) explains:
Meanings, whether of hords or of expres-' ' .
sive movements, can be understood

ultimately only in relation to context
(p. 42). . -

It 4s, however, essentlal to remember the important
A :

implication pfrﬁpe limitation of the symbol systems that -the

child has availdble with which to communicate and express

himself in hils aginary\world in either form. Or as James

(19735 wrote at/ the Beginning of his novel, What Maisie

Knew :

Small children have many morelpe§ceptions
than they have terms to translate them;
their vision is at- any moment richer, .
“thelr apprehension even constantly stronger
than thelr prompt, their at all producible
vocabulary (p. 9) o



It could.be suggested that it is,‘in fact,
partially due to the child's lack of available symbol systems
that he makes such a ready-mix of the actual world, the

) .
imaginary world and its reality and fantasy forms. He uses
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few symbol systems but each can serve, for him, many purposes.

Only by drawing upon eVvery. available resource, can he be
about what Dewey (1954) explained as "meanings and values
that are wider and deeper than the particular here and now"
(p. 273). s ‘
The acquiring of the;meaning of symbols in differ-
_‘ent discdiplines is consequently an essential factor in the-
child's growth. In his imaglinary world similar and identical
symbols will be seen to occur in the ‘reality form or in the
fantasy form. The;meaning of these symbols is' contained
. within the context in which the child is using them and is
‘bound by the selection of the medium in which he is both
conceptualising and expressing himself. This crossing of
' the disciplines 1n cross-modal use is vital to the child.
Jameson (1968) records this funning commentary of a child
aged threefyears-nine-months;
Next she drew the line which Joins the
~lower points of the first two 1lines, and
continued onwards on the left; in a dreamy
- sing-song voice she chanted as she went,
"That is a caterpillar". There was then
a sudden change of voice and emphasls as
the four- "down" lines were added to the

long transverse line; "No, it's a pussy-
cat" (p. 44).
. ///

/
.//
f



The child's conoeptualisation and expression blend together
subportingveach other. |
‘ words.; '

Gradually as the child Erows older, the symbol .- systems will‘

separate and each will find what Cassirer (19“4) has termed

the 'units of the other symbol system visual marks

their own place in the "arChitechtonic of-art".

the medium it was necessary to‘consiQer-this factor prior

to further deVelopment'of the‘theory.

ITI.

the discipline, and every discipline has 1ts own_special role

and significance to play in the education of children. .

DISCIPLINE—BOUND IMAGINATION

The symbol system is inextricably interwoven with

Cassirer (1944) writes: .

Every -art has its .own characteristic idiom;

which is unmistakable gnd unexchangeable.

The idioms of the various arts may be inter-
connected, as for’ instance, when a lyric is-

set to music or a poem is 1llustrated; but
they are not translateable into each other.
Fach idiom has a special task to fulfll in
the' "architectonic" of art (p. 156).

Or again Redfern (1973) points out:

What,

-

What. is clear, however; is that when-we Just

say that the aim of such an enterprise -is to

"develop the. imagination". This, as we have
seen, has no meaning until it 1s spelled-out

~in terms of a particular kind of activity

(p. 21).

¢

-

» The units of one symbol system are

*
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_As the symbol system is inextricably interwoven with

as educators, we“are hoping for, is.that‘chiidrén_willA_I
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perform imaginatively in story-writing, painting, reading,

poetry—making, dance, music—making, and all other aspects

]

of the curriculum
; As the child performs imaginatively in.paetry the

form of that poetry may“be closer o reality than fantasy or

vice versa. For example, in two adultiselections of poetry,

5

this can be percelived. "The. Kitten and the Falling Leaves"

by ‘Wordsworth, is far closer to the reality form: of imagina—

-tive poetry‘than the fantasy form On the: other hand,
"Witches' Charm", by Ben Johnson, is a poem far nearer to the

fantasy form of.poetic imagination (See Appendix A )

The processes which the child uses as he develops
thhe content in ‘the reality or the fantasy form may have
'similarities_in poetry—making, music-making, story-telling,
painting,‘but,because, as Redfern (1973) states:
. to. be "imaginative" in the aesthetic realm, _

therefore, demands knowledge and understanding

of the standards and techniques peculliar-

to the art form in question (p. 20),
f'alllof'the'processes:in poetry writing will not be identical
with those in music-making. As the-¢hild in his learning
moves from the globdl to the fragmentary, as he learns more

and more to discriminaté differences, 1t becomes essential

- for educators to steep the child in the separate activities

of the curriculum as the 1evel of those activities starts to

demand greater and greater discrimination. It 1is essential

that we determine what it is for children to perform imagina-
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: tively in painting, etory-telling,_poetry—making, creative
dance, and all other activities of the school cdrriculdm. We
- cannot assume a general transfer of the development of
imaginative perf%rmance from one activity co another or

continuing with Redfern's line of argument:

For teachers to simply tell children to
use their imaginations and expect some-
thing of value to flow forth without

. doing anything to help them to structure
their ideas, and to ensure they have
something worth expressing in the first
place, is indefensible in education (p. 20).

We do, however, know as Schmidt (1973) emphasises:

' Only within the symbolic systems that
, " limit the child's freedom by imposing
) pattern and already developed meanings
on him, and by forcing him to interpret
. his experience in terms of the possibllities
inherent in the symbolic systems, can he
become creative (p. 65). .

The discipline imboses the pattern and the already
developed meanings upon the child.- He, in turn,; frees himév

self of these impositions, in his imaginary world, and at . a.-

time and a place when he 1is repdy, and in the exact amount
that his needs demand, graduﬁ{?y takes command of the symbols
and . the discipline and, like the "little Prince" of de Saint
Exupery (1943), can say, "I had thus learned a second fact
.of great importance" (p. 14). | | -

It is this freedom, which the child obtains in his
imaginary world, that enables him to utilise symbol Sysdems

o



according to his needs and allows him to»perform imaginative—

ly fn the reality or the fantasy form. ' ) ) g
The theoretical stance now. appeared as follows on

page 54. According to this visual representation of the

theory, it could be observed tha@ the following elements of

a theory 5? imagination in childhood could be conceptualised.

There exists two worlds 'in which the child operates, the

[ gy

actual -world bound by data,and everyday commerce, and the

‘imaginary world in which the child is freed from the con-

straints of the actual world. The imaginary world could be
R . - R : )
conceptualised as containing fbur_elements related to a

53

theory of imagination in childhood' imago, supposal in imagi-

nation and with imagination. The element "with imagination"

being the public element, was available for observation,

although it would always be associated with imago,v“supposal"

~and "in imagination". In the observable element of "with

imagination", Which operates'both in the imaginary world and
is imaginative, the child manipulates symbol systems which
are inextricably interwoven and come to the child from the
actual world in(the form‘of disciplines.v In the act of
expressidn, the child'creates two forms, either a reality
form or a fantasy form. . The content and organisation of the

bd . = k.

reality form is closer to the data and events of the actual

world than the fantasy form which draws from secondary sources

‘;nggnd predominantly in other art forms, specifilcally

<

literature. ' S T
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Utilising this theory, an at;empt was made to

~determine whether or not it was of value as a way of viewing

what occurs in theé content of children s imaginative pro-

v °

ducts, specifically in creative dance, and whether the theory

&

was more generalisable for describing what occurs when

“children interact imaginatively with the other subject matter

pid it, in fact, help to describe a child's act of ima ination

in.relation to a specific curricuium discipline?_ Specifically

for this.study: -How do children aged four to eight years of
Jagg}'perform {maginatively in creative dance? For: as

."Cassirer~(19uﬁ)'tells us:

-

= {

It is characteristic of the nature of man,
‘that he is ‘hot 1imited to one speciﬂic and .
single approach to- reality but can choose.
his point @f view and so pass from one
dspect of things to another (p. 170).

V ) . ~.

1

This theory therefore hoped to assist in understanding the-

A child's point of view as he "lives and: breathes" in his

imaginary world.»

L
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‘factors:

CHAPTER IV

PROCEDURES

o

I. INTRODUCTION

S
D

In Chapters II and III, a theory was developed from
the original stance that the Journeys which the child takes’

from reality to fantasy constitute an act of imagination. It

was established that there are two worlds -in which the child

‘appears to function. These worlds are the actual world and

the imaginary world. The latter world contains two forms

within it, the reality form and the fantasy form. Each of

these forms, which are assessed according to thelr conten€

s

- is dependent upon th%»child's ability to use the symbolic‘

system contained within specific disciplines.

It was: therefore in the light of these multiple

&

1. the actual world and thé'imaginary world of.
" children _ o i o A

2. the.existence of'the reality'ﬁhrm,and.theafantasy
fform.within the imaginaryAworld of children o

3. the knowledge that imagination is. "discipline"

4

‘specific ’='f§~

y, the development Qf children 3 symbol systems
\

o that.an attempt was made to examine the theory in the light

of practice. Or as Langer (195&) states-

The making of this expressive form is
the creative process that enlists a man's
thost technical skill in the service of

T

“.s 56 '
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his ﬁtmost conceptual power, imagination
(p. 40) _

A, Discipline

The discipline which was chosen in order to examine
this theory was creatiye dance. The selection was made for
the following reasons: _

1. Creative dance, as with dther arts, can exist‘
in the imaginary world, for it does not have to
_answer the tests of the world of practicality.
By studying the theory in relation to a disci—
‘pline that can exist in the imaginary world, and -
is not a vehicle of commerce in the actual world
it was possible to concentrate on what was
'occurring in the children's imaginative activity
2E;Creative dance i1s one of the lesser known disci—
;plines and both theory building and research
being~minimal, areain need of development V
3..¢reative dance is a non»verbal symbol system and
does not depend upon verbal mediation for its |
‘representation; The mayority of research intof
the imaginary world.of childrenhappears to have

o s . , i ~
occurr%d in instances where verbal mediation was

necess ry

-cation for children. <Movement actions, mptor



B. Software

L4
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called creative dance, accepted within the
school curriculum will require the emergence of
a recognised dlscipline. This study hopes
therefore to contribute'te‘knowledge in this:

emergent fileld. ' .

The software used was 16 mm. film Thié medium was

selected for

1.

the following reasons: '
Unedited footage of ehildren's-particip;tion in
creative dance was available. This film footege'
had been -shot in 1974. The filming had occurred
at the Faculty of Physical Education and. Recrea-
tiop, University”of Albertaf The services of the
Department qf Technlcal_Services, Motion Pictufes

Division, had been requested and'persennel from

that department had completed the filming.

'Children's movement, which includes creative

. dance, can be notated utilising the Laban nota-

tion-system. This system,~however, 1s highly
specialized and, there are few writers ands

readers of the system available to perform such

recording. ‘This was,-therefore, not a viable

option.

uThe reeording of childfen'svcreative dance'pfee

sents seVeral'difficuitieSQ' Initially,wunlike

children s art, stories, or .even musical composi-

4

-

,tion, children's ‘work in. creative dance cannot
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easily or readily be recorded. Over a period

- of years, and cross-culturally, it has been
possible to document for example, Children's .
painting. Consequently, developmental theories
of children's art have been feasible. Even this
simple form of documentation has not been
available.in creative dance. Once documentatlon
became more readily available-through video-tape
'and film, the problem still continued to exist
that creative dance involves many children
participating simnltaneoﬁsly: Again, this pre-

sented the problem that it was technlcally,

extremely difficult to study isolated.&ituations

of a child's participation.

~Once the problem‘of dbcumentation is over-
come in a technical semse, then there: still re-
mains the problem that the child's creative
A danoe has been filtered ‘by the camera lens and.
is: not a primary source of information once it
is studied. In view of the many problems in-
volved therefore, the uneditedtfilm which was

5

available, regardless of limitations, was an

irreplaceable source of information.

1

B J

six-months-old to eight-years-old and were enrolled in a.

\‘creative dance theatre program at the University of Alberta.

Y,

The children in the films were aged from three-years—
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These children were ehrolleq by their parents and
therefpre a supporﬁiVe climate could be assumed. There were
no reétrictions on the fémilies who wishéd to enter the pro-
gram, fdr example, the childreniwere not predominéntly thosé
of the»ﬁniversity staff. When'filmed,~they mlight have been
ﬁnvélved in the program for only ten weeks or they might have
been ongolng students who were in their sécond term or even
tﬁeir second ;éar} kThe children had; therefore, a very'mixed

background of experience in creatlve dance.

D. The Program

-

The program was held each Saturday morning from
September to Depember énd‘from January to April, each term
Qonsisting of-fwelveisessions. The tipe allotment for the
youngestrcla§s5 agés thrée—years-s;x-monﬁhé tovfive-years;
old, was thirty minutes. The time allotment for the othén,
two classes, five-years;oldﬂto six-years:six-ménths—old, and
six—yeérs-six;months-old to eight;years;old, was forty-five
minutes each. |
E. _ThévFilm
Thre%'films were produced as leloQé;
. ' \Titlé: "M@onstars; Sundrops and Rainbeams"
Length: 15 minutes -

Scenario: This film'showe? the work of]the child-"
— N . '2;

ren whose ages_ranged.from three—yearé;six-mohths-old to.

‘five-years-old. = '



" As an introduction to the film, two children, Alex,
age four-years-old, and his sister Sarah, age three-years-
old, are seen. Alex re-tells ;he‘story of "Percy -the

Balloon", a poem the children had worked'with in creatlve

-

k]

dance. The poem had been written specifically for pheee
children with the intention of 'involving them in some of the
significant symbols which children use in their first

experience in creatlive dance.

Percy the balloon
full of air
“Went POE™— '
: ExELODE
everywhere
He blew up again ,
-as fat as could be
Then went POP
EXPLODE ,
. for he hit a tree.
He blew up again
- and was oh! so proud
For there he sat ,
'onetop of a cloud.‘
The cloud took him around
v and around and around
And then with a sigh
. put him back on the ground.

Alex, partly through age byt specifically because
he 18 using language, can‘describe the story in fair detail

.though even he depends upon the occasional actions and

gestures -of non-verbal symbolism to convey his meaning

61



Alternatively, Sarah uses four symbols. A rising action; a-
Jumping-~ spin, a hoppity- run, and a collapse

The following sequences in the film show the child-
ren ubrkingywith the creative dance symbols that are initiated
by the follouing four rhymes. These.fhymes, in the order
seen 1n the film, are: - . |

Here comes the rain skipping around

Skipping and skipping all over the ground.

But the rain often gets mad and bounces about
‘And falls in a puddle with a splash and a shout!

A small white cloud curled up in tke sky,
" The wind came along and blew him so
" The wind blew him around and around .

Untiltwith a sigh he fell to the ground.

Here is a star all shining and bright -
It looks Just ‘1ike the star I rode on last night

And now a rainbow paints gentle colours in the sky,
But I never see the paintbrush and that makes me
wonder, Why?

-

Each fhyme has been considered;fbr the'images inherent within
A it_and the childnen are seen. exploring the creative dance
symbolsvwhich they can imbue with the meaning ccntained
within the rhymes. o ', | .

b During the first sequences, the children are seen
exploring the symbols of skipping, galloping,,gppping,
bcuncing, sométimes as a total group , and at’ times as

individuals. These symbols are the ones which are eventually

, placed in the context of the meaning of ‘the first rhyme.'
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‘ During the second sequence, the children are seen
exploring the symbols of whirling and settling. Again, they
are seen as a total group and then a sequence of two children
together has been {solated. Once again, these symbols are the *
ones which are placed in the context of. the meaning of the

second Thyme. . »
Similarly, the following two sequences show the

children exploring the symbols of Jumping, freezing, and-

turning

‘ The camera then returns to the two children, Alex

\

and Sarah, and the producer of the film for a final summary

statement on the role of children s dance in education.

’

Title: "Skip-Skip-Skip"
. . : / -
Length: 16 minutes

Scenario: This £11m showed the work of children

whose_ages ranged from five~years-old to six-years-six-months- -
C o . : .- o

Oldh ’ | . ) . o

- As an introduction to this film, the producer-

i

" teacher 1s seen with two of ‘the- children. Two rhymes ‘are -
introduced, the. second of which is the rhyme which will be

‘used 4n the film. These are found in Boorman (1973) and are

x

as follows: .

Wateh me skip
Watch me hide .

Now up I POP

And start to slide.

.Skip,'skip,,skip‘ S A
Curl up small . :
Spread way out .

And roll 1ike a ball.



The camera then moves to the studio where the
children and the teacher are seen in-the process of develop-
‘ing the latter rhyme. The symbols inherent in each line are
,explored and further inagery is provided for the children in
order to enrich their understanding of the primary symbol.

The first teaching learning sequence shows all of the child—
ren exploring the skipping symbol. The second teachling-
learning sequence shows the children exploring the spreading
symbol. In this sequence there 1s considerable use of
additional imagery. stretch like elastic, hands are like

éyes that can open}and shut. The_teacher uses both_visual
and verbalqmodalities to enrich the children's concepts and
'also ﬁwo children are'shown.shariné their dance symbols with-
‘the other chiidren. |

The third teaching- -learning sequence shows the
joining together of sequences one and two and leads naturally
into the fourth 1earning sequence which is a formulation of

the whole.

The final sequence in the film'shOWS~the beginningsb

of partner work and a few children are seen exploring the
possibilities-ofijoining theSe learned symbols in different

ways.

Title’ "The Moonmonster".
' Length 12 minutes'

_Scenario ' Th131£ilm showed the work of the child-

ren whose ages ranged from six—years—six—months—old to eighte

64
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years old. fThe,film begins with.the completed'dance of the
"Moonmonster". ‘The story which had been constructed with the
children told of the large pink "Moonmonster'" who inhabited
one special place on the moon. Whenever the space travellers
arrived, the "Moonmonster" sucked them into’ his stomach, for
space travellers were his favourite food. However, fortu—
nately for these Space travellers, the "Moonmonster" had an
everyday attack of indigestion'and they7 like Jonah from. the
Whale,vwere safely disgorged. These space travellers then -
.hastened into their moon rockets and travelled safely home
to Earth.

. The first sequence in the £1lm shows the completed
dance that‘illuStrated this story. In the second seouence,
the producer-teacher is seen explaining the originsvand
background to this dance. The camera then moves into-the'
studio and each of the symbol-sequences are seen being
developed; ' | y
The first sequence that the children are shown
developing relates to the spatial symbols of high medium
and low levels ' These are essential to the part of the'
story in which the children prepare to take—off in their
rocket ships. -

The following sequenoes show the teachinngearning
procedures necessary for the children- to explore the symbols

of orbitting, zapping, zipping, zooming, and rolling, which

they need as the ingredients for the completed story.



The final sequence, again, shows the completed

dance;

F. Editing _
- This was completed'by_Elvira Barabash of the'Motion
Picture Division, University of Alberta, in consultation

with the writer. | |

G:. Film Analysis

-
, E

o " Each film was then considered in the following
mannér: ‘
“ The contemtual stance of each film was described.
This stance‘indicated why the specific content Qf the film
had been chosen for each group of children,'for_as Best

(1974) comments:

The meaning of a word is' given by its use -

in a living, developing language, 1t cannot

be understood wher prised. off 1ts setting

in a multi-coloured pattern and considered

in isolation against a white background (p.°42).

Similarly, the'children's dance; as shown in the films, could
\‘ ‘) . ‘ X \‘-—-"'\
not be considered prised from the background which gave rise
to it. |
Folldwing these descriptions of what were perceived
) 2
to be the significant stages of the children s development,

as this would affect their imaginative performance in crea+

tive dance, each film was examined in the following manner.

The.medium in which the material for the dance -.°i

66.

Jexperience has been presented to the children was both verbalvp

and»visual. For example, skipping_would‘on oceasions be.pre-"



sented both visually and verbally to the children. however,
the dominant mode offconceptualisation was verbaf because‘J
'the meanings to be acquired by the children were verbal. On
the other hand, the medium in which the children would ex-
press their understanding of the meaning was kinaesthetic
Three modalities were consequently beingﬁcontinually inter--
woven; the verbal, the visual and the kinaesthetic

In the three films these images ‘were respectively

named perceptual images, action—images and verbal-images.

These names wereé ostensively defined by the actions of the
#hildren in the films.
In the first film the perceptual-images were the

rain,‘the clouds, the wind the stars and the rainbow. 1In

the second film the action-images were the motor actions of °

: skipping, curling, spreading ‘and rolling. In the third filmv

the verbal—images were the orbitters, zippers and zappers,'

zoomers, and the zwooshers dnd zhoopers. These three

v

categories of images, perceptual- -images, action—images and

verbal- images were  then considered from three points of ‘;ew.

'(a) The breadth of movement response that»each

image could elicit. ,Whether or not each image

was equally avaiiableﬁtoathe children to res-
,dpond'tijith many:movement responses or-withf-

femerﬂmovement responses. |

" (b) The breadth of dynamic movement response that

each image could. elicit. Whether or not each-

image was equally available to the children to

1

- -
¥

o
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respond to with many dynamic mov.ement responses

or with fewer movement responses.
On.the basis of. this consideration each imageywas

placed on’a scale which ranged from open to closed, the

open end indicating that the greater number of responses
" should be readﬁly available from the children.” The closed’
end that,fewer responses conld be anticipated. /
Had a hypothesis been stated, it would have been
that:
Those\images'Which are deemed capable of
elliciting more open responses on a movement
- scale and on a dynamic scale will be more

" readily avallable as symbol- systems for the ,
children to use. o o ’

In relationlto the theory, it was considered that the greater'

'3 . o '
the availlability of the 1mage for use by the c¢child -In any

£

specific symbol system then the greater his freedom to use

those. images in his imaginary world in either the fantasy or

0

the reality form -Next the’ capacity of the child to perform

imaginatively in both the reality and fantasy form would be.

»highly dependent ‘upon the images with which he 1is provided

to work.

[

In order to gain even more informationrrelative to
- the images provided a third analysis was made. hThiS»was

considered in relation to | L

S

(c) The capacity of the image to elicit a fantasy
‘response, a reality response or both.

"Again the ‘images were placed on an open to closed scalé |

. . ) . 4
) \ W T - . 4 4
' A



. _ AN N B " ‘ ’ _L_ .
Those images'which were more'openwwere”considered to be
>
capable of eliciting either a fantasy form or reality form

£

of response4~ Those images which were “closed were considered
_ tq be limited towarq§ either the fantasy form or the reality

form of response and less: readily avallable to both forms.

&
If a hypothesis had been stated, 1t would have

been that: o v

N ,

Those images which had elicited a ‘more open'
“response on the movement scale and dynamic

" scale would alsp be placed towards the open
‘end of the reality-fantasy scale. .

-

oy

- As it was not the dntent of this study to develop“empirical
'ﬁ data but - to conceptualise a theory of imagination in child-_

k ren, the teacher-producer alone made the assessment of the

*

above’ criteria.t_ | | s

I

Following the analysis of the images' the films

T &

Were studied in an attempt to determine the nature of. the '

{symbols which theechildren were using, and the extent to

"which the children were able to imbue that symbol with the

S 2 . - ) .
,reality or fantasy form.

Ve

;w“. The reader is advised at this point in the study

s S )
td view each of the films (see Appendix B) pnior to reading

t

; 'the following chapters.i'ﬁﬁh_ '.‘~,f;“>f o .»'_‘




gldiecfplines. A cloud,/for exapple,ncan be painted by a

CHAPTER V

MOONSTARS, SUNDROPS AND RAINBEAMS o

-

I. INTRODUCTION

In the earlier chapters a theory was developed

wpich.attempted toiconceptually clarify:componentseof thef

young chilld's imaginary-world. This chapter examines that“
" theory in the 1ight of the young child's performance ih N
creative dance The theory had opened up the possibility'
' that children's performance in the imaginary world could be -
viewed from.the perspective¢of two forms in which specific)
disciplines appear; those were thevreality and the fantasyd
formf Children'svcreative‘dance is,'in'this study,
considered to exlist in the imaginary world because it is
| freed from the constraints of>the actual world The child “‘

t

is freed to imbue the symbols of creatyve dance with imaginings

a

'that -do not have. to obey the order, logic, rules and facets

of the everyday world.
., This chapter, therefore, looked at young children s

'creative”dance.in order.toigain further insight into the‘

;manner'in'whigh'they'perform'imaéinatively~in.that specific"

: actiyityco ‘In determining this the images with which they

/

'were enqouraged to work were examined. ; S : ~Q

};'~;4J The images were chosen for detailed observation‘

o

:ﬂj beqause~they are capable of being deyeloped in several : }t;ﬁ-

ﬁffjchild,%written aboub talked abo&t danced about« According

# .
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o
,theory e%ch‘medium would determine how the child

.

N . . 4] i ,
performed imagihatively with that image.: Similarly, as

|
J

indicated earliler in the theory; there are many different

T ways in which ﬁ child comes to know his world. ‘His knowledge .

of clouds can he enriched by knowing them in many different

ways.

\

/ .
[

In the film the images were initially encountered

by the childr n. in the medium of language, or they were

conceptualise } for them in- words The children then gave

"expression to these images in the medium of- creative dance

In the film ‘the images were also presented to the children

“with a strong fantasy component. This chapter therefore

comments initually upon the images and views them according

to criteria egtablished in Chapter Iv.

|-

i

The\second part of the chapter records what appear-

_ed to happen When the chrldren became involved in exploring

*‘the symbolic system of creative dance, through which~meaning

-

is given to th images

Prio to either of"- these analytical examinations of o

'the content of the children's?work a contextuaI stance was

'the specific content of the material and the method of

taken. "This st;nce provided the rationale for presenting

‘, delivery,fto th se‘childrenvat that‘point-in“their;developgent.,_

- : :\I'.Ivc .

e
“.':I' g

CONTEXTUAL'STANCE

+

Many actors impinge upon the deoision of educators

71
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3 decision to sélect certain methodology within the_curriculum.
This current contextual hackground explains why the decision.

) wasdmade to present to these children the content shown in
the film in the structure of rhyme. It goes on to explain o
why the images which were selected were those related to . .
natural phenomena. Both of these decisions, that relating to
rhyme and that relating to images, were arbitrary, but
educated selections on the part of the teacher producer,»

A based upon constant work in creative dance with children of

this specific age group, over a period of twelve years. -

A. The 'Child's World of _ Rhyme

The healthy young child leaves his imprint on each
V'vday, from the moment of ‘his first waking, until the sun sets
’ 'S

on his activity and he protestingly wriggles under the blank-

ets.. During that time he is as Tolstoy (1918) writes gleaning

and gathering so much of what wIal sustain him in later life,

.‘.‘

for he\says,

_Was it not- then that I acquired all that now
sustains me? And.I gained so. much and so
'uquickly that during the rest of my life I
did not acquire”a hundredth part of it.
From myself as a five-year-o0ld to myself
e : as I am now there 1s only. one step) “The '
. e distance between. myself as an infant and. .
: _ myself at five years is tremendous (p 2&7)

: - -.~-? . S . _
“Q,As the child is 1ntroduced to the world of meaning

o

afi@and the symbol systems that wili be a papx of this sustain—,J‘-u““

." -

' “_;’ment of life it is essential that the~adu1t bb this«teacher, ci.

72

-



73

parent or friend, find and use the "latch-keys" of_this.world

)

"of meaning. In bringing the young‘child to understand the
meaning of the symbols of creative ‘dance there appears to 7
be one almost infallible "latch—key" that of rhyme. It has
appeared that one of the.most important endounters for young* ‘
.children with oreatire dance-is their‘strong association witb
rhyme Whether or not this is because,'as Rachel Kinnersley ‘,'

'(1970) suggests

A child s very firstgexperiences of language -
are with movement accompa®iment as in a
gradled "Gently, gently", and an adoring
aunt's "Tickle, tickle, tickle, pop!" From
‘the "Wheeee!" of a child flying through space,
anchored- somewhat tenuously at wrist and . )
ankle by a spinning father's grasp, to a E
_hundred and one play sounds in street and

'park, home and garden, -we see .and hear the

~ inseparableness of these two elements of . -
communication (p 2), , ‘

_ . i _ . o L T,

L or whe%her it is a qagp umbilical pull towards sounds and

movement whi Drew (1933) senses wheF she says

\) v Lo

What - does ‘happen within our\cdnsciousness. :
. When a certailn collection of words selzes o2
upon u%, and sends a dazzle of glory e
rushing through our veins, or.a haunting
sWweetness ringing in our ears, or brings
.+ a_.shock.of surprised delight ‘to our eyes, . .. - - )
- . or kindles a gYowing warmth about the =~ = . .
_hearg, on‘brings.us to,tears-(p,j?90, '

- ‘ ;i'

) ;or whether i; is the sheer love of recognition pf 1ike

>

"v

d'"x;,sounding words -‘the child could only truly answer this _f;#“
SR ystery for us.~ in creative dance 1t would appear that if S

e f?we capture.a child by the hand we merely hold him prisoner,5mﬁ;?3}‘f5
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or later thisfwriter su'gests;

~ but if we capture him by rhyme, ‘we have a starry'eyed adven-

turer. Because of this magnetism of rhyme the material with
which ‘the children worked was, therefore, presented in that

structure Alternatively, as the children were working,

ways were found to accompany their action with spontaneous

.. rhyme. 'When the attention of the childrer started to wander

PR

-it;could'often:be centred again with rhyme; Over the years

it has been discerned by the writer that at this~age,

rhyme and creative dance are intermingled and interwoven

=

‘imaginatively for the young child An examination of a few

of}the connecting strands between rhyme and creative dance

"revealed several links

The first was ;hythm as. Chukovsky (L963) suggests_

of rhymed words, they contain the "sorcerer S refrain"‘,

 But his poet's blood had ‘not yet calmed o
. down, for the excltement of his recent
_ rhythmic galloping. had not yet ‘subsided.
. Scarining with his spoori he .declaimed:.
S _ Give me, giy e me, before I die
. . Lots and lots of potato pile! | (p. 65)

, . . . . . . -
P . L

i

_'_Often'theSe hymes grow out of ecstatic,

T4
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beginning of the understanding of phraSing; the elenentary
structuring of composition: The rhyme glves not only the
sense of completion but of time, of length; both beginning
and end can be anticlpated. In this-there can be both

security and delicious anxiety!

I curl up small

Then I grow very tall.
When I lie down fiat

I'm not that there at all!

’ For the small child this rhyme gave not only the.

Opoortunity for.being very tall a longing of alil children
‘in an adult world, but to "be there "notlatrall"' Hovering
on that’ brink between knowing and not knowing children,‘
particularly from three to five, livevso much of their lives
in the 1and of deliciogs-anxiety; This‘rhyme»conpletesvit-v
self by.placing’the chiidvin-a world‘ﬁhere}they cdﬁid-' ‘
'disappear and still be visible. 'bisaopeariné When'ﬁou areA
a child is only tolerable if you are secure in the knowledge
bof your re-appearance" e | :

_ A third link occurs when, not only is the rhythmical _
action a powerful inspiration to children which gives rise -

) to associated images, but theé recurring motif provides a

zemotor action and recovery phrase. . : ' S _
"Bessie ‘get back in the box t,f*ith,i”v_f';;f*w;u,’f.;r#
Bessie get back in the box"" LTl s
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can-be the feourring motif, the fecovery phfase in a series .
of "dance pictures” about a family of ruober bands and one
© band invparticulaf, "éessie", whom the mother rubber band -
| has to keep admonishing. Similarly, ‘ -:_ .

"We_are monkeys' in the zoo
Doiyou knowgyhat we can do?"

provides the fecovery, the. anchoring phrase, the centering,

- the moment of stillness,_alive with anticipation of the next

sequence. . - | - o S e
.vahe foufth‘link is}tnat the rnyme<wniist providing

the framewofk, the structural element, can be expandea to ‘

| Venlafge;more imaginative.concepts-fonﬁghegchildren;' When-'

this_hapbens,.it is suggested.that there.isna development'ofA‘

; ﬁfittonfsv(léjil'statementithat:“ '

.It has often enough been claimed with .
Justification, that by the use of language'
we construct the world of ideas.  We. need
to note- for our. present purpose that as -
soon as we bring words into our reflection

~of -experience,: the image takes one step

:towards the idea (p E ) T

o Diagrammatically‘eXpreSSedfthis:conoethCOuld/be§5 L
visual - o Ertel o s fLL;,:f B
 image R wo?d‘g'_l.v., RS gid?é :

visual perception ‘;“:;; ot

o comeept
Loow.of.eloud ot




Rhyme then appears to be an act of creating verbal

v

images. "Creative dance on the other hand is an act of

creating‘visuallz'and kinaesthetically perceived images. - .

"In the action of turning or whirling, swirling or revolving
the child creates the perceived image ‘The motor action is

turning but the perceived image can be assoclated with clouds

whirling,;paper SWirling, spinning tops.spinning, Thesturn—vp

ing action;is operating imaginatively giving rise to
associated'images and opening out the imaginary world for
the child This perCeived image is notzonlyJoperating_as;a
visual statement but is also a "felt" kinaesthetic statement.
»Diagrammatically.expressed the development of this concept

could be:

.~

S A kinaesthetic and , : ,
words T yysual interpretation —— feeling

L]

‘Seen together Britton s (1971) concept and the .

development suggested would appear' R 2
~visdei'- C
image. .word idea
_word” L— . kinaesthetic and - o N
or tdea T visual interpretation . . feeling"

>
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"'. -as for exam_pie,,,agéi"mf..;this}«.x}h'yme,_; wh,ii_chﬂi.é' illustrated in the. ' |

L een



A small white cloud curled 'up in the sky,
The wind came along and blew it so high.
-vIn~Britt0n's terms (1971), the visual erperience of the small
white cloud has'taken, through the'words,'one step.toward the
idea of the small white cloud. In creative dance the child
‘creates his visual and kinaesthetic action image of "the -
small white cloud" These action—images then take one “step
towards the feeling of‘the small white cloud. An act of
empathy, of sympathy,ianother wav of knowing .has taken place.
One_discipline, creative dance,. has made a statement about
another_discipline, language. Neither can state exactly the
same thing but the capacity‘of the child to travel from the
words of one form to the feeling of the other does require
an act of imagination and the child S imaginary ‘world is
‘“subsequently~enlarged Or as Hill (1979) stated, a never-
V‘ending cycle of "perception, action and knowledge" (p 3)
o.gcurs \ ) : "l‘ V, | | "\. |
The provisions, then, that the verbal format of

_rhyme can provide, can be constantly enriched by some of the
‘unique properties of creative dance. Yet at the same time,
‘rhyme, for the child - seems to be imbued with the »capacity to
satisﬂy his inner needs. ‘For this reason they were used

‘quite considerably for the background experience of thehf

‘,fchildren seen in "Moonstars, Sundrops and Rainbeams"

'i !B The Ghild's,World of Imagery

In this film the children were provided through

78
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rhyme, with imagery. Sequentially the images were: rain and

puddles; clouds and wind;.stars; rainbow and paintbox. . An

examination of the prior .sénsory experiences.which the .

* children could have been expected to have of these imag%;;

.- v - [

. showed:
_ |
Image ‘Seeing Hearing Tasting Touching  Smelling
. Rain ' x x x x x
Puddles. x'd . 7 _‘,'£ : R #., o x
. Clouds X
Wind o x x T x B X', x
-pStars . X |
Rainbom :l_ x ot
Paintbox ‘,' x x . x ' ‘x.'

Y

Whether or not children{had ever seen the wind or

' tasted a paintbox was of course debatable. However“withv

| the wind “the children would have had what appeared to them

|

e by Carson (1956) who wrote.vg>“=

to be visual encounters and many may well have tried to
discover how blue tastes., All of the . children would presuma—.f:
bly have had prior experiences of these elements of natural,
phenomena, even if some of these experiences had been more,

.

limited and curtailed by environment and family, whilst other

children might have been more enriched and come closer to_f;t;fj?ff

being participants in a childhood that would_have been desired--_rp
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If you are a parent who feels he has little

'native lore at his disposal there 1s still

~ much you can do for your child. With him,

- wherever you are and whatever your resources,
you can still look up at the sky - 1its dawn
-and “twilight beauties, its moving clouds,
its stars by night ... You can sti1ll feel
the rain on your face -and think of its long
Journey, its many transmutations, from sea
to alr to earth (p. bg). ‘ :

Along with their capacity to arouse sensory memory
images, the touch of the wind on the skin, the sight of
shivering leaves as the wind passed by, the tastemof rain

on the,tongue, these images not onlyrcould be portrayed

through action.but”couldvbe responded to by action; they

are essentially moving images. - Images that are themselves ..~

invésted with movement, The images chosen therefore had
}thewcapacityito elicit a movement response‘from the -child.
In Eheusame way as a}child'will'VOcally respond to a "cuckoo

call" certain'images wili more'na%urally;call upon‘a7moveef

.

: ment response Like . calls’fo like.
. It was essential then ‘to examine each one of these
vimages'and deterﬁine whether-or not they were-"open images
_by.their features.and'characteristics avaiiable'tofihef“""”
fchildrendfor many differenﬁ'movement responses or,whether
"'they were‘"cIOSed images" caoable of naturally elizifingv‘

fewer movement reﬁponses.‘ The images were called perceptualfv

~aj,images. A parallel to this was found in the research of

- paluSki (1971) who examined the effect of toys on the. ﬂ-._,i

imaginative.play behaviour of children. ;
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‘A bride doll could only suggest stories:about
a wedding, while a simple rag doll could be a
baby, a witch, or a falry princess. It was
also predicted that children would tire less
quickly of playing with simple, unstructured
materials which could be adapted to many uses,

.- than with highly structufed toys which were

_ obviously limited in function. (p. 78).

In dance it could be predkcted that images such as

"Jack in—the box" would, elicit far fewer movement responses

than "a cloud". The “Jack—in—the—box" already had pre-
. determined actions and stereotypes which restrict the

children s movement exploration . Similarly the ill-fated

.’

animals who abound in children s dance literature on - imagery,f
the ducks, the horses,'the rabbits, the  frogs; do not provide

a breadth of movement response from the' children.. It was for»

‘these reasons,“some empirical same conceptual that the
i R :

imagery 4n this film had been selected

'C. The Child's World of Symbols

\

'The symbol system of children S creative dance

.grows out of the development of their mot\r spatial ‘and’

N

dynamic movement patterns. It is from, and within, the

81 .

’increasing complexity of these that the meaning of the symbo— '

lic’ system of children s creative dance’ obtains significance
f’

. in the larger meanings of our culture As with all other

symbolic systems the fewer the symbols with which the child
.has to. perform the greater must be his~freedom to signify N
many meanings from a singular symbol.‘ As Jameson (1968)

D
records Qf this symbolic meaning\in children s drawings

R : S \ _ .
VUL T

R T
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He sees the oval a@ a symbol which he\can
‘manipilate to suilt . his own ends. Sometimes
the oval is salld to be a bird a cat, or _ 2

-

a ‘house (pp lL-lB) Y

Similarly, in creative dance, once the motor action

of the skip has been mastered yit can become a symbol which

¢

-£he child can imbue with meaning, from rain to elves, to a }.

house or a, mouse Only as his movement patterns increase in

many ways will he be able to discriminate and select appro—

‘ priate movement patterns to convey his symbolic meaning His

initial experience with the skip or skipping is usually an

exciting one and it is for most children a: Mmile- stone ‘in

learning that they intuitively recognisev

to delight in the sensation of skippi

)

then one day he

convey meaning o . : ,i" S -

. o s

The children in "Moonstars, Sundrops and Rainbeams"

'were at a stage in their development when their motor,lf

82

The child continueS'

' A s

spatial and dynamic movement patterns were rowing fr‘m the R
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remain sufficiently open or versatile to be imbued with

.many meanings: ‘They must also be constantly alert to the

manner in which the child has selected the symbolﬂ For the

-~ child who has not yet acquired the mastery of the skipping

symbol he environment must be sufficiently filled with

t
{
trust to permit him to use a galloping symbol or a hopping’

‘symbol or even a walking/Symbol with Whioh to convey his

meaning. This environmént had been established for the
children in the film and although it was the intent of that
section to look at tne specific use of the images in relation

to the children's. use of the symbolic meaning of dance, or

the symbol system, it was essential always to recall that the'

/children, through their creative dance, can reveal new

dimenSions of themselves, and help the viewer to know each

child in a different way.

IIT. ANALYSIS AND OBSERVATIONS: THE IMAGES

An examlnation of the images according to the three
criteria estainshed in Chapter IV was completed by the ‘V .
teacher—prodncer reflecting upon the capacity of the gmage

to meet the conditions inherent within each criterion.

Eacn image was studied sequentially in the order in-which

it eventually appeared on the film: the rain; the cloud and

the wind, the stars and the rainbow They were considered
in relation to their capacity to elicit Open or closed -
movement responses, their capacity to elicit open or closed

dynamic responses;. their capacity to elicit open or closed

reality-fantasy responses. {
N

T T s
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A. Open or Closed Movement Responses

_ . L ,
1. The rain: This image appears to abound with movement

from the gentle plop-plop~drip-drop to the pouﬁding rain on
gréund and roof. Itlcan be seen to bounce from the ground or
settle softly into the grass;. It can be perceived to dash -
merrily down a street or roll lazily down a window;pane. It
‘can to all intents and purposes shape itself into puddles and
if one listens cérefully, appear to have a bﬁsy time‘chatting
with its ﬂeighbburs; Itself full of movement? this image 1is
capable of providing QQe chi}dren with a similar bréadth~of
experience. - (

2. The clouds: These images are powerful in their ever-
changing éhapes, in their tumblbhg, tossing, rollihg move- .
ments across the sky; and in their apparent interaction with
each other. They billow and balloon, snap apart and are
sucked togethér again, get whipped up like candy floss and
then seem to play tag. They provide the children with a
'hever—endiﬁg and an everfchanging series of movement
responses.

'3-'2291ﬁ32§:. For children the wind_is a nevef—ending
storybéok of’movement. The wind can whirl, the wind can fly,
féhe wind can leap, the wind canwsigh.v'The wind can hide -
behind the house and then poﬁnce upon the mouse! The chila-
ren éan."beﬁgﬂéhey Sapyalso re—actrand,:unlike the moral in
the -fable, fof chiléren,thé‘Wind can achieve what the sun

could never do.

-



So the sun was able to achieve by warmth
“and gentleness what the NoFth Wind in
all his strength and fury could not do,

7
) p _
for the wind for children can provide a range of movement

responses.completely unavailable to the sun. This image
therefore is capable of providing children with many move-
ment responses.

4, The stars: These images are only visually perceived,—
pin-pricks of light that seem at times to shiver, to shimmer.
They are very restriCted in their capacity to arouse‘a
movement response from children who can only attemptvto'

make pointed shapes in space.

5. The rainbow: If this natural phenomenon had been
experienced by the children, it would have been ‘seen as an
arc or bow in the sky. It would have been seen to be quite
motionless and it would have appeared as both vast and veh&
ddstant. In responding to this image in movement, the chkild-
ren would, naturallv, be restricted to a static“shaping’of
the body in order to imitate the arc or the bow, or they
might through drawing in space represent the process of the
rainhow being created. This image nﬁpvides_children with only

a restrictive and limited movement response. . LR
. T
\5\«

In order for children to perform 1mag1native1y in

14
the area of creative dance it had been suggested that the |
_first criterion_be that the images they are provided @;th
should be readiiy available for movement responses.

-

Concéptually theSe images appeared as follows:

85
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Movement Response Potential

| .

- . i -
_RAINBOW - S8TARS - RAIN - CLOUDS. - WIND
T Q

ZHuo

v

ot a

e

PERCEPTUAL-IMAGES

B. Open or Closed Dynamic Responses
!
1. The rain: This image has the capacity to evoke a

range of texthres} the deiicate, the gentle;.the'angry, the
strong; the lighthearted, the‘naughty. It can appear to
range in %ood énd textﬁre; to érchestrate its rhythms and
whisper melodies. Chiidren can grow with the rain,_tasting
through movement its many ﬁoods, experiencing its texture
not only as felt upon the skin but from within the skin. ,

Dynamically 1t is an oéen image.

2. The clouds: The greatest téxtural/chénges that iméges
of clouds have to offer is in théir ever-chahging moods, from
puffy-white tranquiility to the galloping black stallions of
the'"God of Thor". The& have, of coursg; been the sources of
poets' imagery for genérations,‘asiman as fespohded.to théir )
moods. Almost"as."anthfppomorphic" as :limals,‘it is in their
“capacity to seemingly adbpt and reflect-thé fluctuation and
changes of man's tempefamént,that théir textural opennésé is

.

~available to chiidren.
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3. The wind: "If the wind were to die there &ould)be a
great crying in heaven." Children hear the-qﬁivefing/aspén‘
chattering énd knoﬁ that the Wind is gently teasing the
leaves. They watch the leaves being tossed back like
.crumpled bed cléthes and knbw that the:wind is growing
~ stronger, becoming more’ determined to provoke ‘'some game‘or
other. A teacher sits down 1in the staffroom énd says ‘Qf her N
children, "They really have the wind in theif tails-today!?\\‘J/
The wind can be painted orange, or blue, or black, its mooda
reflected 1n colour and colour reflecting back its mood.
Textufally it is an open imaée to which children can relate,

a unﬂversal_imagé tovwhich all children respond.

4. The stars: This image can elicit from children very
few textural responses. ’Other than a clarity of shaping, a
sudden sparkling change‘éf'shape, it has very limited

Apossibilities;

'

5. Thgurainbow: This is an image which can evoke a
gentleness and smoofhness of action, but other than a shadiﬁg
' of these qualities there. is, again, as with-the star,
1imifed ﬁextural experiences for childrén to develob.

In order for children to perform imaginétively'in !
the area of creati?e dance,.if had been Suggested that the
second cpiterion be that the images they are provided ﬁith R

‘should be readily available for dynamlc responses. Conceptu-

ally these images appearéd as follows:



Dynamic Response Potential.

*

STAR - RAINBOW - RAIN. - CLOUDS - WIND

29O

°

TomunotH Q.

PERCEPTUAL-IMAGES

C. Open or Closed Reality—Fantasy Responses

1. The rain: This image can be endowed'with the charac-
teristics which earlier described fantasy. It can eyoke the
magical, secondary\world; a»secondary world where rain can
fall into a bucket and be transformed into a. ransom of jewels.
At the other end of thelfantasy reality scale, rain 1is for
running indoors, sheltering . to get dry, it means galoshes and

umbrellas,~ and wnilst the latter two of these open up for a

N

new series of imaginatiye adventures; in balancing the open

‘and closed criteria, it does appear to have a tendency to be

1ess available in the fantasy form than in the reality form

2. The clouds. Perhaps the clouds' gre est capacity to'

elicit fantasy and reality responses 1ie€/;n their endlessly
‘dissolving visual images, from galleon ships, to spiders'
legs, from flying black hqrses to ballerinas: all a source of
novement'response in the children. They provide,the.child
with not only'the magic of "becomlng" or reacting to, but

of riding‘'upon a dragon's tail and being tossed into a bucket

of whitewash!_'For clouds can become the dragon of whom Ogden

-88
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Nash said “But the dragon was a coward and she called him
Custard"; A cloud does change its colour, shape, texture,
it-does appear to operate with a pgwgr of its own. In all
probability it is the -capacity of the image to appear io-be
imbued with its own life and powers that make it available for
' the child in either the ‘fantasy or the reality form For they ,“
can be transformed by the child into a tightly whirling
'musical box ballerina, close to the reality form, ‘or into a
team of white horses, yet they can.be transformed into giants
andlwizards' castles, close to the fantasy form.

3, The wind: lt 1s quite a joyous experience'for children
to react to theé wind as it makes them tumble and fall; leap
and bound; whirl and roll. They then have an imaginary foe
‘orpfriend who 1is in control ofitheir actions and their’plight.
It 1is equally delightful for the child to actually pretend

to assume the role of the wind, blowing and gusting, snarling

and snapping, leaping and pouncing In the former the child -
'retains his own "being" and mﬁsf/help us, the viewers, perceive
‘what ‘the wind is doing to him. In the latter,he must take on

a Ucharacter” c:lnge, try to act "inside the skin" of the

wind and understand its mood and temperament The wind can

reach into the fantasy form of malicious gods of the under-

world, or it can take on its own role, tossing and tuggingi
‘the leaves off trees. It is an open.image that can be a

"developed by the children in. either the reality or the fantasy

form.
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4. The starS' Evén the stars\ mo;e closed in their move-
ment response and dynamlc response,'can excite the magical
for 1s there not a star on the top of every wand of every
good feiry. iHowever, this image is not readily'available for.

use in either form, and is placed towards the closed end of

the scale.

5. The rainbow: This image 1s the least available.to the | (
children in eitherAthe reality or the fantasy fdrm for it AN
“is one that 1is so seldoﬁga part of their exper;ence. Despite-
being.@ fact of the acpual world, its infrquent appearance
makes it available to children-moét often through literature °
"and illustration thanvdifect knowledge. Ips eppeérance in
this secondary form makes 1t, more dvailéble tO‘the,child foé
‘use 1in the fantasy form'but‘it;Was considered to be the most
closed of all of the images.v

In ordef for children to perﬁdrm imaginatively in
‘the area of creative dance it had been suggested.that the .
third criterion be that the images they are provided with
should be readily avallable for reality- @antasy response

These images appeared as follows: T ' ' .

' Reality-Fantasy Potential’

1

 RAINBOW - STAR - RAIN - CLOUDS - WIND

OE®nOorQ
ZHvo

PERCEPTUAL-IMAGES



The imagesj when viewed simultaneously for the .

movement, dynamic and reality;fantasy potential, appeared

as follows: : , RN

oY

\Three Criteria Potential -
/

‘Movement g RAINBOW - STAR - RAIN - CLOUD - WIND o}

Dynamic g - STAR - INBOW - RAIN - CLOUD - WIND P

. ' y : ' E

Reality- g " RAINBOW - STAR - RAIN - CLOUD - WIND N
Fantasy

-

fFollowing this theoretieai conceptualisaﬁion of the images

| he children's work on the fiims was watched ciesely over a
eriod of time, at both frequenb and infrequent intervals,

ih order to describe how they.appeared to be using the sym-.
0l system of creatlve dance to convey meaning and how their

use of . the symbols was affected by, the images they we%e using

IV. ANALYSIS AND-OBSERVATION: THE SYMBOLS ‘_ | .

This sec;%on comments upon the symbol system, as , '/ 
perfofmeabby the. chilldren in each secﬁion of .the film, and
suggests ways of looking at those symbols in relation to
‘the images. '4» | o |

The initial sequenee in the film, shows the inter-
uaction of two children: Sarah, aged~three-years-old and'hef-
brother, Alex, aged flve- years old ‘with the teacher-producer.
This section of the film is not used im-the later analysis

of the perceptual images because its purpose is primarily

to introduce the viewers to the philésophy upon which the,‘
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children's dance program was based. lt does, however, pro-
vide an opportunity to note the’manner in. which both *
children give meaning to the. story of "Percy the Balloon"
through non-verbal and verb&al symbols. '

Alex, who was a particulafly verbal child, and

who'delighted in story-telling, c¢can through language’provide
:a weny accurate re-telling of the story. However, even in
his re—telling Alex depends upon the use of non-verbal ges-
tures to assist him in conveying-his meaning . Sarah, 'however,
responding to the cue to show the story of "Percy the Balloon"
QGSes four non—verbal symbols, a rising action, a jumping- spln,
a hopplty -run and a collapse garah's action can be inter-
preted in two ways, which bear relation to this study. The
first that she is portraying Percy,. that as she gets up,
respondlng to the words, "Sarah, can you show us what Percy
does?" sne very quickly shifts into imitacing the actions.
‘with wnlch‘she had previously experienced’Percy's story,
identifying-with Percy as being quite able to have such an
adventure and‘role—playing Percy. She does, it appears,
rretell or spectate back uoon the‘story Sarah could have
been doing something else; She could have been selecting the
symbols of rising,qqumping—spinning, hippety-running and

"collapsing to portray Percy. To all intents and purposes

92

she is not doing that, the response is too immediate. However

she would.appear to be beginning to recognise that a symbol

communicates; that a rising action can communicate "Percy

-
d
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blowing.up"; bubbles rising in the air, or flouers waking up,

or any ideas which logically connects with a rising action.

he difference between the two children s use of

the'verba symbol system and the non verbal, as illustrated

" in this specific example, is that Alex has now fixed for the

;Viewers n 1nterpretation, a meaning to Sarah's non—verbal

symbols./ If the sound track had. bepn removed Sarah'

sequenc could have?many viable mes nings For this reason

it 1s often opening more imagina7y doors for children to

2
"give them a simple action or a sequence of actions, for

%

Pop;Po -Hippety-Hop can then ellcit varying responses in
childrin, not only in their act/9n~performance but in the’
ted imagery. ‘TherefOAe whilst Ale 's Story can tell
us of /the. fantasy with which/Sarah's action; are 1mbued;
the words themselves have brought about imaginative closure.
With ut'this‘solidifying of the action, or hardening»the
action into;@ords; Sarah or any child‘may have -been freer
to
t'erefore that we must always&rémember to provide children

1th the recognition of the power of symbols to convey many

and. varied meanings - S0 giving the Chlld power to communi-’

cate. We must also leave the symbol system of the discipline

sufficiently open to convey to the ¥pectator many meanings

Once we reduce symbol systems to the interpretation

k]

of another symbol system, particularly if language 1s always
.used as the mediating or explan%tory sym%ol system, then we
V may well be reducing the child's power:of communication.
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/imbue nér actions with further fantasies. It would appear’”
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The following sequences 3n“the £11m were studied An -
o ’ N T T ‘
order to galn insight into tHe manner .in which the children

were free to work withjthe images provided_by,the ngymes‘and

- to study the manner in which they were using the symbol

.

system. The images were identical w1th those in the

. \\\examination of the criteria established earlier and they

v i

/

\
4

A,

were also seen within an open-and closed context.in relation
tﬁ the children's capacity to respond with many .or few "
s&@bolic meanings.

A.{- The Rain

/

-/ - The imaginative,symbol system which the children
’ . N

‘drew upon were: feet tapping and'bouncingz skipping; hippety-

skipping; hopping; Walkiné; stepping, sliding; galloping;,

bouncing;'jumping; falling. Each child combined the symbols

\_755?T§Tently, in some there was a mixture of'symbois,’in some

-

one symbol dominated. To ali intents and purposes they were

L)

_imitating visual and auditory cues. They appeared to be at

»

the stage of discovering the symbol, not free yet 'to imbue it.

‘with meaning.

B. = The Clouds and the Wind

In this segment the children are using the symbols
of curlingAup; (note the face downward position on knees very,

typical of this age group, they will have probably also shut

their eyes!); spinning or Eyirling.up and down; and,settiing

on to the‘floor again.

In one section two‘chiidren have been filmed side: 5

<

by side. \The‘process of imitation is very clear in -the

«
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younger :child ‘althohgh she goes halfway thh-her spin and
“then returns, whilst the older child completes the spin, so
that. even this 1mitation is.partial ot » ) 2
| Although by watching the children one’ can observef
individuals as they used the spinningysymbol it would appear
that onelchild identified in purple, 1s wrapped up in the
action ‘and sensation of the'spin; on the .other hand Kelly-Lynn,~
the little one in white, appears to have made the step from
‘the action into the identification agg the role+playing
process Each child changes his spinning action differently,
and is beginning to give the‘symbol meaning. The symbol'has'
di~ferent nuances,'different meanings, as a hand is held |
differently, arms reach out,'or'are-tucked in, or ahspin'
gently undulates The.children in differing degrees. appearJ
to have not only acquired the symbols but to be imbuing the
symbols with the imagery of the cloud and the wind. o
Ther.e would appear then to be’ greater freedom in
“this sequence- of images for the children to shift from >
"discovering the symbols to communicating with them In view

-

of the fact that both the cloud and the wind images are

Lo K

closer to the’open end of the spectrum for both action—imagery
and textural imagei§ this observation coqu have been
'.predicted ® - ' : ‘ o

BN C. The Stars o oy , o o ;- | | ' ,////
———— - / .

In this sequence the children have only ne'symbol‘

[+

' available to them, difficult to describe in‘words. «The_

A
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’;ymbol‘is an admixture of a frozerr shape, a balancing shabe,
a held shape,,a sharp shape. Thé children are sc busy trying
"to master the symbol thatvthere appears to he time for 1ittle
else.' They struggle and struggle; workmanlike 'in their
endeavouns and it weulg be,foolish to observe beyond what is
a.eignificant stége efAmastery, that time when'evefything
must be concentrated upon the mastery of the symbol.

/ )
D. "The Rainbow

In this sequence the children again have a very

limited symbol- w1th which- to work this time an arching,
curving‘or curling actign through space - a spatial gesture.
They do not experience the~eame_prohlems with mastery of |
the symbol as with the stars, because-they have,heen given
coloured scarves to act as the naint.,-Note thé glee ;ith
which they scramble the scarves and sit 6n‘them, ostensibly
»putting the paint back into the box' One child, in the
cindividual segment ; has_begun to master the symbbl and is
_beginning to expefiment with its placement in specé. The
chilaren,generally‘appeér tbwbe more ébsorbed'withrthe’
things they can make the scarves dg, thoughuone or two
appegt to be going beyond réndom eiploration and are‘
éttempting to shape the~symbbl. It is possible to}obsenve
the random running to make the scarf stream out behind; the .
quick spinning to keep the scarf circling, leaving the child
the cent;e of a whirlpool of colour. BUt,fscarf and child

are not yet united, together they-have not travelled to the

" land of rainbows.



In determining how the children had used the symbol

V¥

system and the associated images 1t would appear that they

occurred in the)foilowing_way.

Breadth of Observable Responses

STARS - RAINBOW - RAIN - WIND.- CLOUD

OH 0O
ZEvo

PERCEPTUAL-IMAGES

In obserying children's creative dance and the
manner in which they“dsed the symbol system/in this film 1t
was‘apparent that the children had much in common with each
other; they enjoyedvskipping around the studio in a circle,
always moving anti-clockwise; they delighted in clustering
tog&ther, sharing space with one’anotner, rather than_‘
staying alone in splendid social isolation. The general
pattern of their actions had much in common, yet each child
‘,had his own specialrway of "painting" his symbols in space.

Some liked bold actions, others gentle ones, with which to

make their symbolic pictures Some liked to use a large space,

others a small one, similar as* to When«childfen choose large.:

and small pieces of,paper on which to draw. No two children
were exactly alike in their-use of the symbols, no two -child-

ren responsed to the images in an identical manrer.

o
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" had been taken in order to determine the selection of the

V. SUMMARY S

This chapter récorded the contextual stance which

K

content for the children's creative dance as shown in the
film, "Mooﬁstars, Sundrops ‘and Rainbeams". This included

significant aspects of the child's‘world of rhyme; his world

4 :
of imagery; and the development of the meaning the child

A

T\can a;tach to creative'dancé_symbols. It then discussed

the po%ential of the images, with which the children were pro-

“vided, as a stimulus for their performance in creative. dance.

<

‘These were discussed in relation to three criteria: their

potential to elicit, in an open or closed manner, movement

responses, dynamic responses and reality-fantasy responses.

“ It then went on to discuss how fhe children were observed to.

use the images of raih, clouds, wind, stars and rainbows,

in relation to .their symbolic capacities.
a )

o
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CHAPTER VI

SKIP-SKIP-SKIP

I. INTRODUCTION. : o .
In Chapter V an introductory explanation was
Dresented relating to the theoretical basis éf this study.
1t outlined the theoretical stance which embodied the con-
erté;qf the two worlds in which the young child operates;
the éqtual world and the fantasy world. It further explained
the concepts of the reality form and the fanﬁasy form within T
that' imaginary world and their emergence'in @he diécipline
in which the child was sﬁaﬁing his imaginative performance.
It subéeqﬁently discussed the 1mages with whicﬁ
the children were working in relation tOvth;ee'criteria;
their cabacity to elicit movement responses, dynémicv
fesﬁ%nses and reality-fantasy responses in children's
creative dance. This was followed by observatlions of the
children who had been filmed whilst involved in creative
dance and an attempt was made to galn further insight as to
" the manner in which those children were working wiﬁh the
symbolwsystgm of that”discipline. .
| This chapfef therefore looked at the content and,
the. creative dance performance of a group'of'older\childrén
Qhose,ages ranged from five—years-old‘fo six—yearé—six—
months-old. Similar structure and critéria were followed
in examiﬁing both the images and the symbolic system.

_—
Initially the contextual stance was presented against which

99
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the childrep's work éould be viewed. This was:foiloweq in
fhe>third section of phe chapter by a conceptualisation and
examination.of the imégesfwhich were embedded in the content
‘preseﬁted to the children. Again fhey were considered from
the point of view of their capacity to elicit open or closed
responses relating to the three established criteria.

The fourth Séctipn‘of theechapter looks at thea“

involvement of the children in creative dance and their

specific use of the symbol system. , ) )

o
g

II. CONTEXTUAL STANCE
Two déminant factors emergéd with the children of
‘this age group, f}ve-yearS—old to six—yearsfsix—months-old,
and both have been in evidence with recurring groups of
children in this age épectrum. The first has been their
need for strong structural components in their creative
dance program. They appear to need the security pf paptern
and repetition; not purely as a soéialAcomponent, but és a-
creativé‘component in thelr lives. The second factor that
rhas conpinua11y been revealed has Been their very evident
shift towards tﬂe actﬁal world with its logic,’brder,_rules,
and patterns. In éﬁeir-iméginary world this strong impinging
fagtér of the actual world ﬁas shown that they have a‘defi—'
nite éfeference for content méﬁeriais whiéh.are‘presented fo
vthem in creative dance 1n a r?ality form- rather than é |
fantasy form. =« | )
| | Thése two factors affecfed the decision to pfe; '

sent the children with material in the sgucture of
. . [ - '

|
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rhyme, and to present images closely connected with the
child's action world

A. The Child's World of Rhyme

The structural element, or the vehicle in which
£y

the content of the:material was presented for these children

+

was rhyme.

Whereas, however, fcr t he ycunger children, rhyme
was nerceived as an essential factor of-their~lives, and one
which washhart of the air they breathe, for the five- and
six-year-olds the rhyming structure was used more instrumen—
tally in their 1lives. Rhyme was no longer an all—enconpassing
facet of their being. At this age if the children rhymed
'"mustard" with "custard" it was a way of remembering, of
discovering language and meaning in a new way, of finding
clusters of words, of spelling similarities.

For these children the significance of the relation-
ship'between rhyme and creative dance appeared to be less
inlthe ccntent of- the rhyme chan in the structural elements.
These connecting strands were rhe children's desire for
rapid changes of actions and images, becausé the five- and
six -year-olds still embrace their world actively; a dellght
in moving and changing rhythms; a demand for successful and
satisfying closure, for these children, although able to
sustain longer and more complicated sequences of actlons and
images than the younger children, still reqdired short

sequences and- ones which came to‘a-satisfactory conclusion;
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the seéurity of.repetition and recurring motifs. Aithough;
theréfore,‘rhyme pfovided a secure vehicle for thesé chii— 
dren there was of necessity a contént change. This con-
tent change bore a-strong resemblance to ‘the change which
was occurring in the children's grasp of the distinctions ,
betweéen the actuai‘and the. imaginary world and therefore was

closely related to the development of the images within the

rhymes.

o

B. The Child's World of Imagery

It appeared to the adults working in creative -
dance with the children that the days of balloons and bubblés,.b
giants and elves, clouds and‘raiﬁbows, seaweed castles and
umbrellé toadstools had to be folded neatly and put away 1in
the bottom dfawer, until the children had need of them again.
The children had arrived at that stageiwhén they were more
convinced and sure of the actual world, yet still on the
precipice-edge down which they could slide, back into the
_world of "never-quite-knowing". mThey,were,not pfepared to
permit adults *to Challehge this, as yet, tentative convic-
tion'of:the actual world. They were,as the Opies (1969)
explain: -

Just as the shy man reveals himself by his

formalities, so does the child disclose his

unsureness of his place 1in the world, by .

welcoming games with set procedures, in

+ which his relationships with his fellows
are clearly established (p. 3). '

“~

For ﬁhis reason they were happier with rhymes which had set
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procedures asvwith those in Boorman (1973) who writes:

Explode and crumble Spin, turn, whizz
Explode 'and crumble Whizz round and round.
Lean way out ’ or Run, leap, roll,
Then tumble, tumble, Then gently touch the

' ground .

These children, even in theifr creative dance,
wanted order and logic; sobriety tinged with Jjust sufficient
humour; repetition and rules. ”Riﬁual had to have its plgce
and must be respected. For again as the Opies (1969) note
| about the transition from thé-fanciful to the'ritualistic:
When generalising about children's play
it is easy to forget that each child's
attitude to each game, and his way of
playing 1it, 1s constantly changing as he
himself matures; his preferences moving
from the fanciful to the ritualistic,
from the ritualistic to the romantic,

and from the romantic to the ssuerely
competitive (p. 4). ’

e

. Harnessed to the gun-carriage of the actual world
thése children.méved towards the reality fdrm of the content
of the'rhymés and consequently their dance. _on occasions

they woulé return to the fantasy form, with a dance of elves
| and toadstools and sleepy dormice, or pfv"Growiy—Yumpies"
who had been kept in the earth for a thousand &ears, but
these were only temporary visits of an alumni of childhood,
which on occasions permitted a nostalgic retﬁfn'to the paét,

for as Britton (1970) notes of children's make-belleve pléy:
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Such play does not, of course, disappear
when the c¢hild reaches five; but by then its
make-believe has become more realistic and
sO0 less distinguishable from constructive
and creatlve activities that have grown up
around 1t and occupy the seven--and eight-
year old in a way which is difficult to.:
characterise either as "work" or "play" (p. 88).
A further confirmation of the stage which the
" children had reached, in distinguishing the.actuai world

. ‘ .
from the imaginary one, was revealed through their delighteé
acceptance of dance topsy—tufvys or topsy-turvy rhymés.
An 1Jlustration of this occurred preceding the filming.
For several weeks the children insisted on repeating the
ritual”of the topsy-turvy. Every dance, which together was
created, had to occur in precisely the opposite fashion to
that Which the‘contént demanded. 'If the teachers wanted a
skippiﬁg dance, then they had to admonish the children, "On
no account areryou to sgip". If they wanted the children to
meet and part and spin around they had to admonisﬁ them not
to do any of these things. The more they were admonished,
the more gleeful they became, their -accompaniment was squeals
and gurgles, laughter and snorts. The Qopsy—turvy dances
had their 1ife spanp,then faded away to await another
generatioh of five- and éix;yéar-olds. Then again, one day
in the future, without warning a new .group of children would
‘suddenly find thémselves in the land of topsy-turvy again -
a never-ending cycle of childhood. Chukovsky (1963)

comments upon this recurring cyclﬁz

*
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Children become so convinced of reality
that they begin to enjoy all kinds of
topsy-turvies. Laughing at them, the

child reveals and deepens his correct .
‘conceptions of surrounding reality (p. 106).

Or as Britton (1970) records:

The turning upside down in play - the
misfit improvisations - are both self-
congratulatory symbols of the-child's
new achievement and a means of reinforcing
what he has learnt about actuality. The
self-congratulation becomes more explicilt
when, as often happens, the absurdity is
part of somebody else's behaviour - as
when 'Simple Simon was stupid enough to
fish for a whale in his mother's bucket
(p. 87).

The concern of the children to retain their
grasp of the distincfions between the actual world and the
imaginary one, for they had for SO long inhabited,a'world
‘where neither of these were clearly distinguishable,
determin3d the content gf the program.

Rhymes were/brovided where the images were in the

I

reality form.

Watch me skip - Skip-Skip-Skip o

- Watch me.hide _ Curl up small.
Now up I POP , Spread way out

And start to slide. o And roll 1like a ball.

In'thé teaching process, 1t.was hecessary to pre-
sent the eontent in imaées or imagery that was tolerable to
the children and did nbt violate their sense of agtuaiity;.
In this manner, hénds became eyes thatfcould epen and close,

3
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blink/énd‘wink, gaze far away. or peep at somethihg nearby;
the body exténdiﬁg and contracting becéme elastic or wire
that was spread-eagled thén scrunched; rolling actions became
balls, and leaps were created‘by bionic runners; spinning
actions became frisbees éndnU.F.O.'s. The content, both

g

whole and in part, was ¢Qntinua11y presented in the reality

form.. - - ' I T e e

. C. The Child's World of Symbols ™

At the‘same‘time as the children had‘becqme
Qbsegsed.with the actual world and therefofe firmly
established their hold on the "reality forﬁ", one’other
significant factor appearéd to emerge that wgs:sﬁrongly
reléted fd‘the-dg;elopment of the symbol system in qreative 7
dance. This was the possibility tﬁat the non—verballsymbolicv
language of creative dance apparently followed Qery closely
somekof the pvert patterns of the,%ggbal symbo;ic.languége
degglopﬁ;nt. | . Z _
| ‘Using~the terms of Plaget one might éuggest>£hat

the creative dance of the three- and four-year-olds was

i

V)
never really socialised. The five- and six-year-olds,

-

"ecollective monologue". " They danced beside each other but

however, moved ﬁowards socialised creative dance.

Piaget (1969) states:

Up till the age of seven or elight children
make no effort to stick to one opinion on
any given subject. They do not indeed
believe what 1s self-contradictory, but
they adopt successively opinions which, if



"they were compared,‘would contradict one
Uanotﬁer (p. 91).

"This was also seen to %ﬁerge in the Cfeative dance
"of this age group. To 1llustrate this point: a danqé was
developed in which the images of nature were used. One
group of children danced the leaves being tossed and

tumbled, sent flying and spinning by the wind. Another

group danced the clouds being geﬁtly blown an&_turned écross

‘the sky. -‘Two distinct selections of music accompaniéd each
sectibn of the dance in ordef to E;rthér reinfprce.ﬁhe‘
children's awareness and recognition of their role. In
addition simple costumes, russet coloured for the leaves and
blue for the clouds, were added to give the children even
further visuél reinforcement. Rarely aid all go weil!

- Often a cloud arose and danced happilyiﬁith the leaveé,.
" a leaf arose and boﬁnced gally through‘thé clouds. §dme—
times this was simply a‘réversél pf roles, but not infre;
-quegtly with Joyous contentment and a benign expressipn a
child would no?soohef'end his leaf séquence'than be off in
the éloud,sequence. His adoption bf:the succeséive roles
‘bothered him npt at allg even if no one,has'eQer seen ax
russet cloud. The children.could appareptly use the symbol
system o{ creative dance in a manner very éiﬁilar to their
use of socialiSédﬂlénguage; ‘

Or- again paralleling the socialised langtage

observed by Piaget'(1969),éone can observe the emergence of

107
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certaiff other stages. 1In descfibing his Stage IIA‘he states:

The first type (where the -speaker associates
his hearer, with his own actions and thoughts) -
is represented by those conversations in
which the child, although he only talks about
-what he 1s doing, associates .with it the’
person to whom he 1s talking. There is
assoclation in the sense that every one .»
listens to .and understands the speaker, but
there is no collaboration because each child
speaks only of himself, of his o®wn action,

or of his own thoughts (p. 73).

This emerged in the film when Mary—Elizabeth, followed by-a
small boy, share their image of "eyes—lookiﬁg"."éveryone
,"listens" to these children as'they "hear with their eyes;
and they understand each other yet they do. not truly
collaborate, fo;-to do that, according.to the Oxford
Dictionary they WOuld have to "work ln comhination'with -

. fan
especially at literary or artistic produdtion". This they

i cannot do, yet these young children are sympathetic, even

empathetlc,'spectators;of each&other's work.
Another of Piaget's types of.conversation of

“chlldren of this age is stated as follows
-
!
!

In the second type there 1is collaboration in
action, or in thought connected with-action
(non—abstract thought) in the sense that the
conversation bears upon an actlvity which s
shared by the talkers (p 73)

The_final”sequence in the film showed,how‘thisgcollaboration'
starts to emerge ln dance, as\the children started to,share

the activities of skipping and spinning.



it would be relevant to study'the interrelationShip‘of th

ey

There are indications, from these examples, that

symbolic systems of language,ind creative d%nce in young

children. If also, as is suggested by Singer (1973) there

is,a view of fantasy as a constructive cognitive ability,
) .

&

¢

then it would appear that there'would be a'direct relation—'

ship betwéen the children s development in creative dance

which operates between the reality and fantasy form, and
)4 M

hildren S cognitive development A1l of which are“intimate-

-y 1nterwoven with the development of the symbolic systems.

As. Singer'(l973) records:

. S - LR
.In recent years; there has been a move ‘
—~towards a view of fantasy as-a constructive
" cdgnitive ability. PRilaget (1962) considered
" a "ludic symbolism", the make-bhelieve

fantasies/of children, an indispensible
éj step in their cognitive development (p 76).

i
i : . S

‘Later he goes on to state: S N

I
, - o e

Characteristics’ such as those previously
mentioned suggest that the abllity to use

fantasy freely 1s indeed a cognit%ye skili¥ C2
related to concentration, fluency, spontaneity,
and, the abllity to: organise and integrate

diverse stimuli (p. 96).

- It would appear that the capacity of young children‘~
LA

‘to operate in the fantasy and reality forms in their imagi-.

nary- world in the symbolic systems of the non—discursive

arts may have direct correlation with a constructive (

cognitive ability and certainly with cognition affect V;;f
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It was agdinst these specific factors of the

contextual background that the imagery and images in "Skip—

Skip-Skip" were considered in order to further understand

. the manner in which children. use them/fn their performance.
. . - . r

IIl.‘ ANALYSIS AND OBSERVATION: THE IMAGES
. . _ &

A comparison made between the 1images provided for
the younger children in,"Moonstarss Sunbeams and Raindrops"

and those in the film "Skip-Skip-Skip" showed that there

was a decrease in the number of images provided.- In the

first film the children were provided with: the rain, the

cloud and the wind, the stars, the r&inbow and the paintbox.

These were categorised as perceptual—images. In the second

~film the children were provided with action—images.

These action—images were examined‘accorQin% to the *

criteria established in Chapter IV and alfeady used in the

earlier film. This was their capacity to elicit open or

oG \'\\\p’ '

closed movement responses; their capacity to elicit open or

-

- cJlosed dynamic responses; their capacity to elicit open or

closed reality-fantasy responses.

A.(/bpen or Closed Movement Responses “ -

1. Skip-Skip-Skip

This action-image is relatively open in its move-
ment richness. It has'the capacit&‘to travel great distances .

or remain'relatively near home. It is a communicative :

"action taking the children on visits to one another With

its capacity to be performed with a range of size, it can

-y . =
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take "large biteswout of space” or "tiny nibbles"._ It can
assooiate verv-readi%y with certain other action—images, .
‘turning merrily- on itg\ﬂay. It 1s a great conversationalist
and canzprovide many a rhythmic discussion ortargument. Its

potential vocabulary therefore is relatively open.

2. Curl Up Small

” This action-lmage appears to be restricted in its
capa01ty to evoke a varied movement response. The body and
1ts parts can respond with 51mu1taneous or succe551ve recoil
or withdrawal but’ 11ke a retréating wave this action must’
find new power and energy 1if it is once again to unleash
rtselffand bring'apout further action. Although there can
be some variety in the action'of curling this is still
‘relatively limited‘ This action- 1mage does not therefore

-appear to prov1de a bread;h of movement responses

3. Spread Way Out -

When examined in relation to the.movement'responses
or range of movement‘that'it can provide, this would appear
to be most open of the.four actionéimages. This image can
draw upon the reinforcements of ;anﬂgtand feet, legs and
arms, connect up and articulate every joint and"surface.
‘Unfortunately, i;'isvoften relegated to the use of "movement
gourmets"” only, when 1t could be tasted by the movement
palate of-everyone. It is an action;image that has ' its

range beyond that of the temporal body as it reaches out

into the infinities of space. It is an aotion—image that‘\\\\
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can unwfap itself and gently unfold, slowly extehding itself,
or it can unfurl with the‘expibsi&eness of rage. It can

" leave a still centre whilst limbs ﬁnfold - octopl tentacles

- reaching out. Its chordic tensions produce harmony. or dis-~
cord and it éan play the scales of both. dne of the_most 
'significant movement expressions Qf-mgnkind,itccould be saild
to echo the cry of eiéfy man who "reaches for the moon" and
"dreaTs impossible dreams". |

-

Q. Roll Like A Ball T ™

This acﬁidn—image has been restrictéd'by,the simile
"like a ball"; Had the aétion been expressed only by the
aétion—image of rolling,a greater variety and.breadth of
movement responses would have peen‘available. The cembina-
tion therefore of the goil and the simile has made this a
very narrowly defined action-image. .

In order for the children to perform imaginatively
in the discipline of creative dance it had been suggested
that the first criterién be that the images provided'éhould

be readily available for movement responses. Conceptually

these images appeared as follows:

Movément-Response Potential

¢
L - o : | 0
0 ~ Roll Curl ‘ Skip Spread P
o S ‘Like A Up . - Skip Way E
E Ball Small Skip Out N
D T .

ACTION-IMAGES
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B. Open or Closed Dynamic Responses

1. Skip-Skip-Skip
Tﬁis action-image could be described as efferves-
cent, sparkling, 1ively, awake, alert, or powerful, explosilve,
percussive. Its time;éblours are.fhythmic} but not melodic.
Fof thi§ reason 1t is not as open as an image which could
take on the colours of rhythm or melody.

2. Curl Up Small

Texturally this actlon-image is limited. It can
have the suddenness of recoiling springs, or the si wfless fﬂ\>
of the proverbial snail; it can have the creaking staccato
of an’aged gremlin, or the élippery smoothﬁess of a with-
drawing clamj it can be the drowéy'é1osing of the.eyes,‘or
the quick blink. But it 1s a textural spectrum which 1s
quickly complete becausé the action completestitself;

3. Spread Way Out

o "This action-image can be as delicate as the
~unwinding of gossamer th:eéd,vas tehsile as wovén steel; it
can generat; the poWer and strength of a Gulliver{bﬁrSting his
Lilliputian chains; ité textufal iimitations are contained on-
1y by the limits of the child's ability to-art'iculate, YTt
can flow outward in an unehding melody or strike its
rhythm against unfesisting space;- 1t can be the joyous
warmth of welcome'or:the coldﬁess of rejection, its mood
shaped by its tex;urévand 1ts texture réfleéting back its
ﬁodd. of tﬁe fouf action-images.it is»texturally the_richest.

Q



4. Roll Like A Ball

Textufally this*action;image is controlled by the-
sheer manipulation of the child's body and his weight in
contact with the floor. Its texture is almost non-existent.
It can be coloured "in-between", neither colourful in its
gxtremes oﬁ time nor in its nuances or shadings of energy.

It 1is very'dominantly a closed textural action-image.

In order for the children to perform imaginatively

in the discipline of creative dance it had been suggested
that the second criterion be that the images provided should
be readily available for dynamic. responses. Conceptually

these images appeared as follows:

Dynamic Response Potentilal

- C ‘

< L O
0 Roll Curl Skip Spread P
S Like A - Up - Skip - Way. E
E Ball = _ Small Skip . Out N
D : \ .

ACTION-IMAGES

C. Open or Closed Reali%y—FantasX Responses

1. Skip-Skip-Skip

The repeated skip, skip, skip is an open action-

image for, although beling the motof pattern of the child and

occasionally, though increasingly rarely, of the'adult, it

can occur inkseven—ieague boots or fairy SIippers; it can
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be heroic or timid; carry the tin man to the Lahd of Oz or
Jack Frost along a cobweb of ice; it’ig an actlon that
belongs to both the earth and the‘sky-for it takes on a
little of 'each. It can make the earth—bound momentarily
" winged. The chilldren are freed to work both with and

i .
'through the rhythm and fhe action and may make‘their Journeys
to lands of "réality" or "fantasy".

2. Curl Up Small ,

This is, indeedaian action that cloées away,
“withdraws into self. It may evoké)scrunching wire, sleepy
dormice, JackAiﬁ—a—gox, or Jack-and-the-Beanstalk's very
magic bean, but once its singular statement has beén made a
‘new action must occur for the child is curled up and the .

- spell has to be broken before any imaginary journeys,-eithef

in reality or fantasy fofm, can be taken.

3. Spread Way Out

The action-image "spread way out", or reach‘way
out, has to be understood as the unfolding from the S£111
centre of the child. It is the reaching—out beyond self,
threads that move out.from oneself to extend into space.

Its imagery'caﬁ'eﬁerée in reality form as 1n ekpanding rubber
banas or sculptural forms; 1t is the translucent bubble
that‘expands only to burst; the explosion éhat.écatters
fragments outwards upon the air;°the boastfuikbélldon that
like 511 that 1s "puffed up" can find solution only in a

final burst; it 1s the fog that comes on "little cat feet"



aﬁd spreads and chokes; it is the flower that unfolds, and
the yawn that will not be stifled. In fantasy form‘the
serpent's tehtacles reach out to de;oﬁr; it is’Thor's roar
-of rage; tﬁe timid ugly duckling turned to a ﬁvery fine swan
indeed"; the finest ﬁPushmi—pullyus" that Dr. Dolittle evér
met and even Mary Poppins' intrepid umbrella. It is an

open 1image.

4. Roll Like A Ball

Although the associated image has in efféct been
determined by the simile there remains a certain degree of
imaéinative openness because the roll 1s a travelling actipn
which takes the ball contentedly from one place to another.
Whether or not th¢ actionQimage takes the ¢hildren into the
Walter Mitty world of heroic goal scoring, of the ball
embarks upon a journey of high adventuré is difficult to
détermine. However, 1t was considered thaﬁ despite the
simile this actioglimage, with its "going" moving, had a

certain breadth of reality~fantasy poténtial.

o)

in the discipline of creative dance it}had been suggésted
that the third criterion be that the images provided should
be readily avallable for reality-fantasy responses. These

images appeared as follows:

In order for the children to perform imaginatively .
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\//
Reallty-Fantasy Potential <
» C .
L. \ - 0
0 Curl ‘Roll Skip Spread P
S Up - Like A - Skip =~ - Way . E
E Small Ball Skip ~ Out N
D ; ) :
ACTION-IMAGES .

- These .action-images when viewed simultaneously for
théir'movément, dynamic and realityéfantasy botential,

- appeared as follows.

-

Three‘Criteria Potential L

- Movement C Roll Like _ Curl Up _ Skip Skip _ Spread 0
St L ‘A Ball . Small Skip Way Out

, P

Dynamic 0 ‘Roll Like - Curl Up‘_ Skip Skip _ Spread E

S A Ball Small Skip - Way Out v

_ . N
Reality- = Curl Up _ Roll Like _ Skip Skip _ Spread
Fantasy D Small A Ball Skip Way Out

-

Agaln folldwing\this théoretibal.conceptualisation
of the images the children's work on the films was watched
closely over  a period of time, at both fréquent é%d infre-
‘quent ihteryals,:in order to describe how they appeared to
be uéiﬁg the symgol system of. creative dance to convey |
ﬁeaning and how thelr use of the symbols was affected by the

imagés they were using.
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" IV. ANALYSIS AND OBSERVATION: THE SYMBOLS

ThiS‘eection comments upon. the symbol eystem, as
performed_by the children in each sequence of the film,
and suggests ways of looking at these symbols in relation
to the images. | |

A. Skip-Skip-Skip

This action—image 1s one which the children per-

. form with giee. For them the skip has normally been

: assoeiated with joyous; successful, powerful feelings. They

have burst into the skip on the way home from school used
it to lighten a tedious,shopping expedition, skipped
because they had been told "not to run" and to walk was too

slow. In-the film footage the children\can/peNobserved

‘eontroliing with pleasufe a symbol they know so well. Their

respdnses,are open and varied for they are confident that
this 1s an acpion-image With which they can express what
for them "to skip" means-. Therevappéars to be an open'
iﬁaginative response to thisiactiop—imagezh knees are high,

distances are long, the acfion is goling somewhere, and the

Denergy is high.

. B. Curl Up Small

| This action—image is always taken as the finishing
point of skip-skip- skip, consequently becoming the punctua-—
tion, in movement, of the travelling action, or it is taken

as the preparatory phrase of spread-way-out. In fact 1t

appears in the film to have no significant 1life or meaning
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of its own for the children. The footage would appear to
indicate that the children have a strong preference for
using this actilon-image to complete or to congluﬁe the
earlier travelling action-image. For them curling-up-small
in movement constitutes an end rather than a beginning.

It 1s noticeable that this occurs also at thé end of "spread
way out", whenvagaih the.children appear to ﬁse tﬁis action-
image as a conclusion - a pbint of closure. There would
appear to be an extremeiy limited imaginative use of this
action-image symbol. |

¢".  Spread Way Out

In this action-image sequence the children are
given.associated'images of eyes thaﬁ open and close; of
blowing-up and explosions; of pleces of elastic that are
stretched and.thén Snapped. Iﬁ,their reacfions one child,
MéryQElizabeth, can be observed using a large spatial

canvas as shg reaches out seemingly beyond the rocm and out

to the sky beyond, then rapidly changes into the earth below.

She is electricity shooting into the air, making her own
definitive statement about how spreading-way-out feels.

Andrew, on the other hand, takes the most delicaté, fragile

and small spatial canvas. He has the same.sparkle and épeed_

of Mary-Elizabeth, but.writing»his statement 1n a space so

small that he leaves, on that same space, an imprint as tiny

as elves' footprints in the. snow.

In between the bold and the delicaté, the nuances
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of the other children reflect their varied perceptions and
conceptions of the associated images An image less tied
to reality prov1des them the freedom to escape it.

D. Roll Like A Ball

This action—image appears to provoke nought but
sheer delight.: Give a child of five or.six years the
'oppqrtunity to roll on a;springy blue mat and sheer physical
.exuberance has to take over. After the exuberance and
delight can come the distancing that frees the child to use
the symbol imaginatﬁvely. The footage indicates that the |
children have not made this step, theAdistancing has not
occurred. They are rollinglbecause it "feels" delightful.
Most of the time, in'ereryday life;~the children's sides
and backs and fronts and:middles are contacting nothing but
space, a very dull affair. Now, in the film, it was seen,
that their whole being feels once again in sheer physical
contact with the ground, and the world revolves around them.

In determlning how the children had used the symbol
system and the assoc¢iated images it would appear that they

‘occurred in the following way.

Breadth of ObservablehResponseé

-«

C

o. L. ' , ’ 0
0 Curl Roll - Skip @ Spread P
S Up Like A Skip Way E
E N
D

Small - Ball Skip - Out

- ' ACTION-IMAGES :
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In observing the children;s»creative dance and
the manner in which they used the symbbl system in this
film it became apparent that they "celebrate" their_delight'
in action-images. They have made the shift from experiencing
and gaining gontrol of the symbols they were using to
.commqnicating'some of their excitement abopt these symbols;'
Each, again, as with the §ounger childfen, has‘hié own
natural approach to expression,’sbme st11ll more tentative
than othefs,(but they are all inten@ upon giving théir own
interpretations to the symbols, for thé éhild does~not,dance

.and then communicate, he communicates as he dances.

V. SUMMARY f

This chapter dealﬁ with thé work 1in creative‘dance
of children agés five-years-old to six-years-six-months-old,
as recorded in the film "Skip—Skip—Skiph._ Initially a
contextual stance was taken which related to the.role Of,
rhyme and the deveioping s}milarities in children's language
and creative dance, at this age. Fach were perceived to-be
strohgly influenced by the growth of undérsfanding that the

child is acquiring in distinguishing between the actual world

and .his 1maginary one.
| 'Tﬁé’éﬁﬁf@ﬁfMBT'Egg.5;£erial was then examined.
Initialiy, the‘capacify'ofifhe action-images tg provide fqr
open or closed'fesponses-ihlthree dimensions, movement,
dynamic and_reality-fantas&'potential was eiamined. Follow-

,ihg this the creative dance performance of the children was

!

121



' , 122

studied in order to determine the manner in which -they used

the symbols 1n°re1ation to the images.



from six—years~six;months—old to eight-years-—old .\

by their conceptualisation and expression in the symbol

CHAPTER VIT

"MOON MONSTER"

I. INTRODUCTION | S o
) The two previous chapters had.examined the films,x;‘_ikazx

"Moonstars, Sundrops and Rainbeams" and "Skip—Skip-Skip" in

which were recorded the creative dance perfonﬁances of - , ‘

children whose total ages had ranged from three-years six—

months old to six -years- old Th1s>chapter examines‘the

/
third film in the sequence, "Moon ' Monster" which records

%

the creative dance'performance of gehildren whcse‘ages.ranged
; Y The format which Was followed was identical to
. < .
those establlshed in the prev1ous two chapters Initially
the contextual stance, from which ;he children s work was

developed, was explained. The second section discussed,the

\‘childfs worlds of rhyme, imagery and symbols. The chapter

then moved "into an analysis and observation of the Images

and the symbol system which the children used. All of this

- ‘,-

material ‘was considered in relation tewthe original theoreti—
cal stance which distinguished between the imagén;;;vand
the actual world of the child, examined ‘the concept, 6f the

reality?and fantasy forms found in the imagind??f;orld,.and

S . N ] /. _ .
finally developed the stance that the tmag’native performance.

" ‘of children is discipliné-specific and ‘therefore controlled

&}

System of that discipline. *

. 123
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II. -CONTEXTUAL STANCE

One of the most signiflcant .changes that appeared

~

to have occurred with the older children whose work is
recorded in the film "Moon Monster" was that these children,

no longer living so completely in the "fantasy form" of the

three—vand-four—year;olds, no longer adherihg’forcefully to

the‘“reality form" of the five- and six-year-olds, were now

-

freed to order both the reality form and the fantasy formé
of ‘their imaginary world. They could take an umbrella and
turn it into either a mushroom or a parachute with equal

ease. Thelr attitude towards, and'needffor, rhyme had also

undergone significant changes, as had thelr desire for a

A

different kind of imagery. This section discusses these

factors as they were percelived to be important to the
contextual background of the children's work.

A. The Child's World Of Rhyme

Although the title of this section was retained,
for the sake of consistency throughout the study, these
children had reached that stage in their development when
rhyme’waswno longer e&ther the 1ntoxioant 1t was to thef'
three- and.four—year-olds,jnor the structural elementfthat

providedﬂsecurity for the five- and six-year-olds. They

still readlly résponded torrhyme, but they‘had an increasing

interest in verse, or story,'and had a strong predilection

for dramatic interpretation and role playing

It appeared to be a time 1n their lives when they
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wanted to be nourished upon both fiction and fantasy. 1In
this film therefore the imaginative performance of the
children was triggered by a story’ that the children and the
teacher together.created, and that had both elements of
fiction and fantasy within it. .

The children were presented with a pink parachute
with the suggestion that 1t be transformed somehow into a
monster.' As even monsters need both a home and a personality
the children elected‘that this’one should inhabit part of-
the moon's surface. Living on such a surface it resented

LS

the intrusions ofghuman beingS’and had acquired a taste fOr
humans as delicacies. ‘It ;as appeared, not infrequentlyp with
children of this age group that a touch of gruesomeness is
highly acceptable in their creative dance! The children
were then encouraged to find words which were particularly
suitable for space travellers.and from a number, which
‘included such words as projectilers lazeritesA trekers andA.
many nf the words associated with theilr favourite space |
programs they eventually settled upon zippers and zappers,
zoomers, -orbitters, zhoopers and zwooshers. The creative .
dance was therefore conceptualised in the symbol system of -
words ‘and language but given expression in creative dance,
one symbol system triggering another and then the second
system reinforcing, broadening, expanding and enriching the

first: another instance ‘aof Britton! s (1970) develop—

ment of the image-idea—concept stages in acquiging meaning.



Once the children had decided upon the descriptions
for theilr space travellers, the story was constructed as

outlined in the scenario in Chapter IV, and "Moon Monster"

‘was both created and posséssed by the children.

B. The Child's World of Imagery

' ,A.comparison between the images provided iﬁ the
earlier two films and in VMoon‘Monster" indicates tﬂét in
the first f£ilm the\images related to the world of nature and
were highly sensory images that could have been experienced

) M
through varying combinations of sight, sound, touch, taste

and smell. In the second film the images were dction-images,

‘those which the children could have experienced as motor

actions. The images now provided in the film "Moon Monster"

are verbal images of an abstract nature. The images are

zippers and zappers, zoomers, orbitfers, for the "voyageurs“>
% : .

thréugh spaée. The monster is a Zhooper‘and a zwoosher.

"For the second time 1in the series of the fihns,
the children are~provided with images that have personality
characteristics built in. This_oggurred‘in the first film
and now re-appears in the third. But in "Moén Monster" the
children have thevfreedom to select and order théfimages
with which they Wwill work. |

In selecting images for this age it wés necessary
to méke provision for the devélopment stage in their thinking

of concrete operations. For this reason their monsters are

fjﬁgiful yet are, nevertheless, creatures of the sea, the

~
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earth, the forest, end now of epace. They are as Gagnon
(1970) would say, ‘a mix of very heroic monsters with some
very_ordihary tralts. So too were. other images with which
they worked. Sﬁch'action-images as whispering, slinking,
threading} hovering,'perehing, glid;ng, lingering can as
easfly be shifted into the "fantasy" form of the fog'that en-
gulfs the "Land of Narnia" as they can be shifted into the
V"reality" form of "the Burglar" who stole the Halloﬁeen
Apples. The magical world of "Under the Sea", for which the
children have‘to don the goégles.of the seé—gods, can be de-
picted with the same creative dance sy&bbls as the "Fire-
crackers That Ran Away", for both drift, shoot, dart,'skim;
flash, fade, burst.“ For the children both are grounded in

b

“Conerete operations" or "enactive symbolism“.

In the iight of these factors the content tha. was
choeen for the film was the "concrete" achality'df outer
space, the outer space of moon and moon-ships. Thesée were
cdnceets and ideas in the reality form, for today's child
.knows the realities of outer space in ways hidden from .
earlier geneyations.~ These actualities were mixed with the
"fantasy form" and a space monster of gigantic proportions
IWas introduced ﬁhose sole aim in life was to feed upoh
humahs." The idea of the monster‘and the.monster Situatiens
aominated‘over the éctuaiity of.the moon and space shilps

and therefore, the content presented to the children was .

//

predominantly in fantasy form.
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.C. The Child's World of Symbols

As the chiiu's symbolic world of words gradually
expands and meaning becomes both wider and deeper for

children of this age group, so do the symbolic systems of

creative dance. In looking at certain of the interrelationF

ship of these two systems and the manner iﬁ which they
parallel and complement each other one aspect in particular
emerges. That aspect is the children's growing facility to
work with both the participant and spectator roles in
language and creatlve dance.

These children appear to have taken several steps

' towards acquiring the ability to shift easily from one to

another of what Britton (1976) has termed the particilpant

and spectator roles of language. As Britton explains

When we use language in the participant
role we select and order our material
according to the demands made by something
outside ourselves, something that exists
in the situation (p 125).

&
but of language in the spectator role he states:

In language in the role of spectator we
operate on a different principle. We
select and arrange our material first
to please ourselves and secondly, not
to please other people but to enable
others to share.our pleasure - which 1is
not .the same thing (p. 124).

The five- and six-year~olds, 1t would appear, were

strongly inclined toward the participant role,adjusting

;28
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their work to controls that exlisted in the situation and
- in thelr need for security. Viewing the oider class, it
appeared that tﬁe& had shifted te the spectator role. They
had participated in the exploration and discovery of the
content of the material used in the dance, but finally,
in their execution of the total form, they made what
appeared to be that delicate shift to the spectator role.
They‘ordered the material to both satisfy themselves and
share their pleasure with others. If one child was rolling
whilst others were’spinning, or anaother child exploding
whilst ethers wefé'whirling, thié was of no major concern .
to them. They'were confidenﬁAin their interpretation, in
their portrayal of the comcepts and the ideai. They‘suffered
ne gﬁsuai cenfusion, no anxiety to copy, they were secure.
- They could spectate upon each other and upon themselves.
Simultaneousl&_ﬁhey were, despite or perhaps because of thelr
secure individuality, able to bring abouf a group idea.
Together they were sucked, dragging, crawling, and rolling,
into the moon monster's belly, there to pummel and poke,
beat end gurgle until eseapebbecame possible.

| 'This developing capécity of these children to act
in the spectator role relates alse to.their growing abili-
ties 1in kinaesthetic contemplation, and to kinaesthetic
memory, which is intimately interwoven with their increasing

capacity‘te use the symboi system. As Hil1l (1979) states:

»
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Because symbolic representation is inextri-
cably linked with the perceptual experience,
it 1s helpful to pay particular attention to
what 1s presently bellieved to occur when
children are developing the abllity to think
and talk about what they are dolng. Another

- way of saylng thls is to say that the child
develops 1mages and concepts from what he
sees and hears and from his physical interac-
tion with the enviromment. 1In mastering
motor skills and body actions, he formulates
images and concepts which enable him to think
“about the actions and skills without performing
them. In addition, the concepts so formed
take on a further or symbolic meaning,
independent of the specific action task, *
thus enabling him to generalise (p. 2).

The nature of the symbolism of creative dance does

#in fact mean that the child "talks" about his dance by

dancing. Similarly as he talks verbally in the spectator
role ih language, so‘too can he "talk" non-verbally in theA
spectator role in creativevdance. This frees him from the
immediate and permits him to re-order, embellish, change
nuances and enphases. It also enables him to shift closer
to either the reality or'thelfanxasy form. Thig?development
suggests the possibility that the "reality form" 1s most
predominantly used by children when they are engaged in the
participant rolé and that the "fantasy form" is more fre-\
quently used 1n the spectator role. Once children have
reached the’stage when distancing is possible and inner -
speech has become an available skill, then they can‘act as
both spectators and participants. The children 'S capacity,
at this age, to reflect upon the symbolic meanings of the

creative dance actions, 1t is suggested -has a close resem-

blance to the development of inner speech.



A further factor which was significant was the
growth in the ‘children of. their "need" to understand the

meaning of the symbols in order to gain greater confidence.‘

and clarity in giving expression to their ideas. For child-

‘ren to behave imaginatively in creative dance it becomes
increasingly important that the symbols must be seen to
have meaning. The meaning of the symbol in creative dance
1s the perceived image. It is the perceived image which
gives imaginative meaning to both the performer and the

spectator.

For these children the‘leap now symbolises.the

role of the zoomer, the turn the role of the orbitters,
& - :

actions become symbois. To change the action into "the -

: perceivedvimage is to.act\}maginatively in creative dance.
‘To skip is an action. To skip to portray the bounce of
,raindfops on the ground is an imaginative act which

transforms the skip into the percelved image of raindrops.

As Hill (1579) states:

Thus, the brain processes from the faw
percepts a symbol, which in addition to

being a representation of the specific

motor skill or body action is also an

abstract generalisation of 1t; as well

as an image of "the leap", the generalisa- « -
tion permits the recognition of what the

act of leaping may signify (p 2).

e
For the~child>this imaginative act reQuires the. capaclty to
make connections and associations These connections may be

sensory, perceptual kinaesthetic, or cognitive and will

w
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include affect. Becauserof the capacity .of the child to
make associations, the images or connections that are
provided the children will have a strong influence on his
capacity to move from action to perceived action to meaning,
which is virtually from sign to symbol.

These two factors; theichildren's capacity to
shift to and from the spectator to the participant roles in
both language and dance, and their increasing demand and
need for significant understanding of the symbolic system of
dance, as it moved from action to percelved image, were the
important developments in the background content of.this

£1ilm. : . . T

III. ANALYSIS AND OBSERVATION: THE IMAGES

" A. Open and Closed Movement Responses

1. Zippéers and Zappers

Like a fork of lightning flashing jaggedly through
the sky the .zlppers and zappers went hither and thither.
From one point of departure to the next point of arrival
they tragersed the universe at electric speed .Intentbupon
going, life on either side of them had no significance.
This verbal—image never stayed in the present, 1t hurled
| itself into the future oblivious of "burn out". As an
action for the children it had definite spatial limitations
in its persistent need to travel always forward and on a
f direct path. Its turning point had to be sharp and geometri—

cally acute, demanding a difficult action from the children.
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It allowed, in action minimum elaﬁoration, extension or .
embellishment. Its/satiSfaction in performance came from
the demand it made upon the children to perform accurately.
This was exciting fdr the children who could be magnificent
zippersiand'zappers, and for them that was én-exhilarating
accomplishment. The action itself, hoﬁeVer, was closed.
andﬁpﬁysically deménding.
2. Zoomers
Every time they touched the ground the zoomeré
went afcing into the air again. As soon és the zoomers' feet
to&ched'down, they were up again, like 1eapihg toads in a
hurry to get home for a lunch of Jjuilcy bug pie. Constantly
lééping into~the air the zb%ﬁers were concerned with flight,
ﬁith being airborne. Aéain a challenging aétion for seven-
andveight—year—oids, defying gravity,‘pushing upwards and
away from the ground. However, the ioomer.gains momentum,
no sooner down than up, the repetition of the. rhythm starts
- - to take over and the action becomesveasier. Iﬁs airborne
nature makes it more open than zlpping and zapping for
the'bbdy can now assume shapés in flight; the moment of

)

\-__’\wfiight can be self-chosen when the surge of body power 1s

t its height. As an actionlit has a relatively closed
apacity for responSe, but as mastery- -and skill of the
acﬁion becomes available to thé'childrenbit‘starts to

broaden its scope..
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A3. Orbitters
As with all turning actions the orbitters are

given greater freedom. In their turning, opening action they
can stay close to the grodnd or. turn high in the air. They
have the choice of extending way out into space, sending
strands out into the galaxy or they can close in, micro-
copically attending to only those details close at hand.
With zlppers and zappers paths cross and contact is momentary;
with zoomers stheir leaps pass and there is fleeting recog-
nition; with orbitters all things are visible and the

choice to‘stay or continue 1s in control of the child.

4. Zhoopers and Zwooshers

These two verbal-images portray the energy
produced by the Moon Monster. The children now have a
second role to play, that of reacting to an external force.
With a gigantic indrawigg of the breath the maomster can suck
the children into his power.l The children have available to
them an open—ended response for they can roll, tremble,
ecrawl;, drag, fight to resist the power of the monster
Alternatively, they can be empowered immediately with 1ittle
resistance. The choice of action being left entirely to the
children_can have, paradoxically, two effects. For some ﬂ
children it expands their action- response, for others, being

too broad in choice, it limits their action responses.

Nevertheless it 1s the most open of the verbal images

.\\
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In ofder for children to perform imaginatively in

=,

the area of creative dance it had been suggested that the
first criterion be that the images they are provided with

should be ;Eadgiy available for movement responses. These

images appeared as follows:

Movement Response Potential

C

L. 0
0 Zippers Zhoopers P
S and . Zoomers Orbitters and E
E Zappers : Zwooshers

D , : N

VERBAL-IMAGES

B. Open and Closed Dynamic Responses

l.-Zippefs'and Zappers
: o ‘ P : £
This verbal-image would be difficult to concelve

of in the colouring of letharglic grey. Again, in a manﬁer
similar .to that in which it demanded a precise action
résponse;/it demands of the\dhildren a narrOW‘dynamic.
’resbonse. It is éharp, quiék, alive, and~filledyWith rapid

energy. It 1is an action of bursts in bright orange, rgd,

vioiet, yellow - for zlppers and zappers there are no muted

shades. It has strength that 1s strong and tensile; 1t has

timevthat ié rapid. Within its own demands and dynamics it

can command an openness of response- but its-territories and

lboundaries are clearly marked. The zippers and zappers must

be filled with life and energy or fade into oblivion. A

e
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closed, but exciting, verbal image.

2: Zoomers

The dynamic changes of the zoomers continually

Some and go, they ignite and then fade in an ongoing imbulse-
of energy, intent upon departure'rether than arrival. Arrival .
is but a refilling of-energy and has no significance of

itself. The bursts of energy carry %he ehildren in_flight,

then a’s the energy fades they land touch _the ground and

recharge in a further arc of fllght\ Agaln the energy and-
the time have to coin01de, and demand of the chlldrenb
skilled execution The.dynamic responses are limited by
' the demands of the exeCj%ion.
3. Orbitters |

Dynamically_this is>andcpen verhal—image. The
orbitters‘can wheel themselves rapidly through the universe
whizzing and spinning, leaving a curving trail behind them
or they can reverse time and orbit like a slow-motion replay.
They can use time in either°of its extremes as the need
arises. The orbitter can exude power and force or be
content‘with a gentledturning With these ranges of energy
and time from whdch to select the orbitters do not have the
problem of difficult execution of the action This verbal-~-

<

image 1s an, open one. T

4. Zhoopers and Zwooshers
The true zhooper and zwoosher will resist being

pulled into the "force field" of the monster. This can only

P et N



"zip" to the corner store,

A

beuéaﬁlEQea“througn-stfength of action to overceme the
power Two dynamlc elements come - into play ' the stfong,
tension-filled energy and the resisting, fighting of time.
These two elements do notnpermit a great varletyugﬁ-response.

n

In order for children- to perform:imaginatively
& Q

in the area of creative dance it had been suggested that

the second criterion be t%at the images they are prov1ded

“with should begreadily available for dynamic responses.

These images appeared as.follows:

Dynamic Response Potentlal

C - -
L. . : _ ‘ ' o
0 Zippers %hoopers- T : P
S and - and . Zoomers Orbitters E‘
E- Zappers Zwooshers N
VERBAL-IMAGES AN

C. Open and Clased Reality-Faﬁtaég Responses

1. Zippers and Zappers

It is not difficylt to conceive of childr’en;going'~
'zap" to the drug store. The
role-playing involved in zippefs end»zeppers”could be

continued- in situations very close to~the actual world;“and.f

137

S0 involve,theochildrén in the "reality ferm“, Similarly, -

zippers and zappers can exist in the chronicles of mést
make-believe lands. From the “lands of the chequer kings'

who fighp their battles on checker fields'to the land of the

d



' misconception in one's thinking Now in "Moon Monster"

 to be a verbal-image that Was,predominantly closed.

| ~ | - 138

mighty forces of the knilves and forks_where:
The knives and ‘the forks were having a fight
They clittered and clattered with all of their might.
'_They zipped and they zoomed
They zwooshed and they zapped : -
- And then very “tired they lay down and they napped

<

The yerbal—images of the zippers and zappers is‘readily

-available to the children in both the reality and the fantasy

form although it is suggested that they will lean strongly
towards the latter.b ’
f2. Zoomers

-~

This verbal-image is difficult to conceive of in -

'thekactual-world or in the "reality form"aof the imaginary

one. It appears to exist almost entirely in the "fantasy

form"._ To this end» 1t is an excellent illustraﬁion of the

'mcapacity of an image to be "closed" -and yet have-a strong

predeliction towards the fantasy form To this point it

could have-been conceived that images that were more open'

would appear predominantly in the fantasy form that there

°

was a natural tendency to associate closed with "reality

_form"*and open with "fantasy form" Throughout the study

- 1t has become increasin ly evident that this would be a - ""

»

B

it can be seen that certain images can be closed and operate

_‘predominantly in the."fantasy~form".‘ Zoomers was considered



© 139

3. Orbitters

. The.actualbworld of space and moon‘landing is a
fact of the contemporary child andihis play quite naturally
reflects these facts. In the»reality form of his play the_‘
verbal;image,of orbitters is not infrequently seen, as Hhe
lands his spacécraft,and steps into the'weightlessness of
space. As the spatial territories of_theyactual world were ’»
opened up SO new concepts,_neW»physical worlds became _ |
available to the child in his "reality form" of play The
space fantasies of today are being written in a contemporary

”mediumg the videog and film. Whereas the earlier fantasies

were written in the literary media, now the child views

v

" rather than‘reads of fantastic, magical lands.: Now thé
fantasies are set in.space rather-than-in the underworld and
the larids of‘cherryeblossoms.' The elves and dwarves are ;
'"Artoo-Deetoos", yet the good and evil powers are still

black and white. As the content of fantasy absorbs and A

adds these new dimensions of thexactual world‘so will the
child's fantasy form take on these contemporary elements
"1The Orbitter woyld appear to be at the moment a. verbal-
image that is contextually bound into a "reality form" and.
is closed | \

b, Zhoopers and Zwooshers

These two verbal images can move in either direc-
tion towards the reality or. the fantasy form. They are able -

to move towards fantasy because they excite visions of

- b2

¢ »
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'witéhes thafuzhoop and zwooSh on broomsticks or of magical
swords that win incredible battles. Yet they. are avgilaﬁle
’in the realtty form of all airborne creatures and things
that zwoosh and zhoop frbm the skies'to the earth and 'back
.againth ? o |

/ In order for children to performﬂimaginatively in
the area~of creative'dance it had been suggégted that the
third criteripﬁ Se that the images they are pgovided with
should be readily avallable for reality-fantasy responses.

These images appeared as follows:

Reality-Fantasy Reébonse Potential

: Zippers Zhoopers
- Orbitters - Zoomers - and - and
Zappers | Zwooshers

Umwnor Q
S ZmMYO

VERBAL-IMAGES .
. . | -
The images when viewed simultaneously for the
movement, dynamic and reality-fanﬁasy potential; appeared

as follows:

ey
b
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Three Criteria Potential

Zippers : - Zhoopers
Movement and - Zoomers - Orbipters - and
' L= Zappers Zwooshers

: Zippers Zhoopers
Dynamic and =@ - and . = Zoomers - QOrbitters
S Zappers = Zwooshers

&
E N ‘ .
. . Zippers Zhoopers

g:i%igg -Orbitters - Zoomers - and - and
' D i Zappers  Zwooshers

IVig ANALYSIS(AND OBSERVATION: THE SYMBOLS

A. "Blast Off"™

This sequence reveals the children prepared for

"blasﬁ_off“. ‘In a spectrum of shapes that might aptly be

called "inSidemoutmand,upside down" shapes,uthey“assume

their roles-rea‘y:forwihat'cruoial'second to arpive.

The ollowing sequence shows the journey of the

zippers and za pers, the zoomers and the orbitters ~They

‘are distinguisheQ here for the purpose of clarification

although in the film footage a}l of these verbal images

'unfold simultaneously j

i

B. Zippers and Zappers on Their Way

ren, possibly two, chose this symbol. _David, who was six-

years-six-months-old appeared to have selected the symbol'

but it had become simply a version of running Qccasionally

\,‘,‘/

P

}The footage revealed that very few of the child-

P
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another child was seen apparently attempting to use this
‘symbol but she was, on occasions, changing to the zoomers'
symbol. It would appear that this symbol systemfdid not
have the power.to produce imaginatlve activity in the
children, when cOmpared,with the attraction’of the other
symbols.

3

C. Zoomers on Thelr Way

Across the floor. occasionally leapt a "blue streak"
of a'cnild, who, energy abounding, had elected to be a
zoomer, when it seemed appropriate! Other than this,»there
was.very little evidence‘of this symbol being used. This'
was contrary to the information provided in the second part
of the film where all of‘the children were experimenting‘
with this verbal~-image. In that particular part'ofithe
footage, although the;synonym “leap" was being_used, the
effect upon the children was considerably more diverse o=
However, once given the freedom of selecting their verbal—/ S

images they»did not by preference become zoomers.

D. Orbitters on Their Way

\

There was one, singularly inVOIVed performance by
an "orbitter" in white.v Reaching out into space she turned
in a uniquely open position. She revolved with utter
sustainment and to all intents and purstes the symbol for - ki
:her had been transformed into ‘the perceﬁved image . The -

f

maJority of the children had also chosen this symbol they

/
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were all orbitters moving through space with varyingfdegrees
of absorption. This verbal-image had apparently provided
‘the necessary affective invblVement for the children to
move from action to perceived image. They orbitted.in
'space, they orbitted on‘the ground, they travelled great
distances or gontentedly revolved in one small universe.

They were diverse.

E. The Advance of the Zhoopers and Zwooshers

The landing having been made,the “voyageurs" were

immediately confronted by ‘the opposing forces The "Moon
Monster" started his suction engines going and the zhooper
sequence began. One child was dragged reluctantly, fighting
every inch of the way towards the monster s mouth. Others’
'with varying degrees of resistance were pulled to the very .
edge of the monster s mouth where, not being too real theyi
had to assist him- by opening his mouth to get in! AIt was -
fascinating to watch David, one of the feW~six-years—six—
. months~old being 80 excited about getting under the pink
parachute that all»imaginary monster activity,paled by
comparison. "He went in, stayed in, came out, leapt around-
and went in again. For him, sufficient'unto the day was
the excitement thereof, at his age Just getting into that
parachute was a delight and there was certainly no need ‘of
-any further symbolism. :

The zhooping had apparently excited more involve-

ment than the zwooshing, the moment of exit, but the total

-

> ™



sequence again'has an imaginative diversity»
/ 4 The return journeys of the zippers and zappers,'

‘the zoomers and the orbitters presented a very similar use

of the symbols The majority of the children elected to be

orbitters in order to complete their- safe return to Earth.
In review the verbal- images would appear to have

been developed in the following manner:

~

- Breadth of Observable Responses

C -

L Zlippers . ) . Zhoopers . g

0 and - Zoomers - - and - Orbitters E
S Zappers Zwooshers . N

D .

VERBAL-IMAGES .

V. SUMMARY . .
This chapter'recorded the contextual stance which
had been taken relative to-the content- selected, for the

) children's creativewdance workﬁin'the £11m "Moon Monster".

_As with the earlier films this was described under three

headings, respectively the child S world of rhyme, imagery

and symbolsr It. noted significant changes that occurred in -

all three. areas.v These related to the children 8 increased
ability to recognise and discriminate between the actual
_world and the imaginary one, their capacity to participate
in both spectator andzparticipant roles, and their shift

from rhyme to narrative.
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This chapter then continued toﬂaescribe the nature
6f the verbal-images with which the children were presented,
and.éxamined them according to the established crlteria;
(fheir capacity to elicit open or closed movement51dynamic
and fahtasy-reality responses.

Finally the w@rk of the children was observed in
order to gain further insight into the mannef.in which fhey

were using the symbol system.



CHAPTER VIIT

CONCLUSIONS

& . .
fg INTRODUCTION

At times, throughout the development of this study
which took pléce over-a period of five years, 1t appeared
possible that the directions in which it was going were
misplaced, or as O'Connor (1971) says of Eﬁis intuiltive
sense:

Somewhere aeep down in ﬁs is stored the

secret, and when we are digging in the

wrong place, we know ‘it. The secret

" wants to be discovered and will not let

us go in peace a way that -is not ours (p. 27).

! o
There are still aspects of the study which will not "go 'in
peace". There were, to counteract this, moﬁents when the
- directions seemed right,.when.in.going.fofward-xhe~founda—.>‘
tlons seemed to become more secure, perha%s as Thoreau (1962)
would comment:

If you have built castles in the air,

your work need not be lost; that-is

where they should be. Now put
foundations under them (p. 215).

This'chapter w111 ref1ect upon the understandings
“that have.emergéd.in relation to the th;oretical stance .
established in Chapters II and III. Tt will attempt to look
critically at the assumptions made im that theory. ! It will

. also look critiéally at the applied aspect of the study, és

shown in:Chapters’V, VI and VII, aﬁd attempt to determine
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whether or not the directibns established there have dpened
'up any implications for further research. -If this has
occurred, it will examine in which specific disoiplines or

interdisciplinary fields thils could occur.

II. THE THEORY: PART 1

A. In Imagination, With Imagination and Supposal

A major concern arose at the outset of the study
in relation to the writings of Furlong (1961). This céncern
kept re-occurring. It related to the fact that the three
categories of iméginati6n, "In Imagination", "Supposal“,
and_"With.Imaginationﬁ came from the commén”rpot,,imago,

"a copy. As Furlong (1961) wrote: |

Let us now enquire .whether Qufvthree main

uses have anything in common. I -think 1in
~fact they have a common root, which is
given by the notion imago, a copy (p.,29).
' Therthought of the child's imaginary world being rooted in
"a copy" did not, at times, seem viable. Too much of what
appears to be original goes on in thét world. The child,
whilst drawing upbn the actuéi worid for data;’would apﬁéar
to be as much an originator as a copier. The child does‘in
fact, on occasions, place the materials and concepts of'his‘
‘world in juxtapositions that are highly ggppaééﬁié to the
adult. The writings of Cassirér (15133, however, shed

e

light on this:g

The child plays. with things, the artist
+ plays with forms, withﬁlines and designs,
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rhythms and melodies. In a playing child

we admire the quickness of transformation.

The greatest tasks are performed with the

scantiest means. Any piece of wood may be
* turned into a living being. Nevertheless,

this transformation signifies only a meta-

morphosis of the obJects themselves; it

does not mean a métamorphosis of the objects

into fonms (p. 164). :

It would appear, therefore, that we can reflect that
the imaginary world of the child 1is rooted in the word imago,
a copy. Because of the "family resemblance" theory of
Wittgenstein (195§) and the phllosophical examination, by
Furlong (1961), of the concept “imagination", the
imaginary world_of the child 1is closely interwoven with the
concept of imagination and what occurs in the imaglnary
world of‘the child requires to be'rooted in a copy of the.
actual wofld.thurlong (1961) reinfofces this when he -

addresses this problem and states: .

But now, "with imagination?" It is
- distinguished by  its originality, 1its
escape from reality, Its freedom. To
speak of copying heré seems quite out
- : of place. The fact must be admitted (p. 25).

e

but he goes on tol|explain:

And yet| kinship can be traced. The notion

of freedom gives the clue. In imaglnation

we climp Everest, or run a mile 1n three:

minutes|. In reality these facts may be SRR
beyond hs: we are tied down to the hard ‘ W
facts. | So alsa to act "with imagination" '

1is to act with freedom, with spontaneity:

it is tpb break away from the trammels of

the orthodox, of the accepted; 1t is to be
origiMal, constructive (p. 25)

A
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These clarifications finally alla&gsiﬂfor the writer; some of
the concerns which had related to the imaginary world being

related ©o the concept of "imago". The theoretical model

now would appear to be more accurately recorded as follows:

————| . - IMAGO . e

| |

| b

I A//// : \\\\\ o

1 |

1 1

SUPPOSAL : IN IMAGINATION

| - i

u \ / | ,,
l !

,—_—— - -y
g8 s AN N
m: | REALITY / FANTASY"
==z { FORM - FORM  }
; 8 \ ] - = /
= \ . /
=
—

SYMBOL SYSTEMS . FYMBQL SYSTEMS
.ART .~ | -.ART
. LANGUAGE A . LANGUAGE
.MUSIC I . .MUSIC
. DRAMA .DRAMA
.DANCE. .DANCE

Figure'ﬂ: Imagination: A Conceptual Overview: Stage Four
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This reprgsents a modification at stage pgwo in_the
,theore£ica1 model. Thé médifiéation sefyes the purpose of
showing that the young child can\Operate‘in the actual world
uéing all three dimensions of imégination. He can "sgppose"
in an imagihétiyg mannex in the actual worla;,.Similarly.he
can "in imagination” dream imaginatively ‘in fhé actual world.

He caﬁ alsd_operate "with imagination" iﬁ the actual world.
.This also attends td such?is§ues aé those raised by gést
(1974) who cbnciudes’that'one can be an-'imaginative foot-
baller. An imaginative fooﬁballer muét presumably meet the
needs of the game.ana score goals - hence perhaps his claim
to being an imaginative footballerf Shéuld.this footballer
howevef shift into the imaéinary world his heroic feats of
Imaginative fbotbali might not be ré@eived with: the same
.accolaéést ’i o )
‘ Thgre are sti1ll in this area conéepﬁual cbnfusions’
and concerns, on thé part of the writer, at this-point in
time which are diffiqult to apticuiate. One conéern is with
a "nebulous feeling" that centres afound‘the difference
Betwéén, for inSfance, a footbéller and.a concert planist.
.It'is relatively simble to understand that the imaginat{ve
activity of the footballer can be ‘illustrated as an aCtivity
in both the acéual world and the imaginary world. The concert
pianistfhowever is performing in an aesthic activity whichv
»;3ready exists)inzan imagihary-world. It isiconSequentiy’f

difficult to conceptualise-the'facéts of that activity which

exist 1in the actual world. There may be useful speculatféns.

e
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here~inArelation to the manner in which art can convey
sociological, historicai, psyéhological, poiitiCai meariing.
When its purpose is such (4if 1its primary purpose ever is
that), ‘then it is answering the needs of the commerce of the
actual world. This direction of speculation immediately
‘impinges upon the role of art in curriculum and education.
When art is a part of the curriculum, 1s its role, being
educational,'consistent more with the aims of the actual ,/
world than the imaginary worid?g | |
A further‘concern is'with the "blurred" or "grey"
area which surrounds the juncture between the actual world
'and the imaginary world It may well be that .the fantasy
- and reality form of the imaginary world 1link to this zone
and that the nature of -the forms\should be. viewed more in
. relation to.the child' "third" world.
| Other concerns pass fleetingly through the mind
but at this point, 1in development of the theory, never

stay long enough to be discretely described

B.- The Imaginary World: Its Reallty and Fantasy Formsf

| ‘ The next concern which emerged disappeareiland:'
.then re-surfaced at recurring interyals was the naming or
1abelling of the second world of the child the one which
, constitutes the bulk of this study, the imaginary world.

The Concise Oxford Dictionary defines’ "imaginary" as:

existing only in imagination, having
no real existence, but assumed to exist
for a special purpose.

‘ .
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“In speaking of the imaginary and the imaginative

-

in literature Frye (1963) states

-We have two words, imaginary, meaning
" unreal, and imaginative, meaning what
the writer produces, and they mgan
. entirely different things (p. 24).
=Y . ]

kS
For Furlong (1961) ‘the imaginary is that which\zakes place

.\

- in the head. the unreal.

“

From these viewpoints it would appear that to

-

‘describe theé second world of the child as the imaginary

‘.world was not necessarily in the interests of accuracy, s

correct.” However, for the. purpose of this study the imagi-

nary world of the child has been, rightly or wrongly,

-

assumed to exist;

Frequently, this world has been described as the _'/;//’

>

world of make~believe.f This has occurred as earlier

,,recorded, in experimental studies of imaginative play,

‘ particularly those described by the writings of -Singer (1913)

>

Again, at the time of writing, this concern has not. been
'satisfactorily resolved but the- solution appears to be

embedded within the contextual meaning in which the term’

: _imaginary world is being used in the study. As Best (197H)

L 4 o

states: > ... Lo S

S T ' ' : ’ ‘ 2

.The maaning of. a word is not isolated and .
rigidly fixed. It .can be understood only
in the context of “the 1iving language or

L ".;which it is a constituent part (P 54).
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T In the study the imaginary world has been conceiVed
as that time when the child 1s engaged in imaginative activi—
bties, within the confines of a specific discipline and which

) is existing in a world of action which is freed from the
constraints of the actual‘WOrld. A world of'action, which
is freed from the trammels_of.the actual world and therefore,
;being a construct of the child's, 1s an‘imaginary world

) although its content may consist of both realities and-
unrealities - ‘ |

It must be concluded that this area of study, it

« would appear, -1s long overdue for further conceptual clari-
fication. This study has revealed the openness of these

'concepts and their interchangeability without necessarily
providing any specific hardening of the categories.

c. The Reality and Fantasy Forms

Despite the concerns related to the meaning and the
description 'of the imaginary world the distinctipns between
the actual world and the- imaginary world, and between the'
.reality and fantasy forms within the latter, still appear to

,'stand as valid concepts for further description and ‘research.
Repeatedly the distinctions that emerged between the actual
world and the imaginary world related to the freedom of the'
-imaginary world from the constraints of the actual world )

| .The close resemblance of the reality form within the imaginary

.world to the actual world has been a clear yet necessary

- xdistinction when viewing children s imaginative activities.‘i{

The'distinguighing_features»wouldvappear to ‘be the freedom-



of time and -space changes, the generation of imagery and

- pretend elements and the freedom from ‘the commerce of the

actual world. Other characteristics may eventually be

identified

This distinction permits us to recognise when the'

child's imaginative activities are occurring in the actual
. . world, when the every-day events and occurrences must

. . . , Vs
continue to operate and dominate; -and when the imaginative

e

‘detivities areuoccurring in the imaginary_world. N allows

us- to recognise that when we suggest to- the child that he -

~has on a pair of seven—league boots or bionic runners, in

order to coerce or coax him to move more rapidly, we are

engaging him in the needs of the actual world in order to

. achieve some every—day results: We are asking him at that

time to do what ChukOvsky (1963) says, "believe as much as

is necessary~to beliéve. for the given purpose" (p. 27).

When we engage him, with the same associations and

,imagery, in the reality form of the imaginary world then

we are shifting him towards the discipline-bound imagination

‘as he paints or' tells stories, or dances utilising those
- same 1images. These are distinctly'different activities
-vserving differentfpurposes, Ye they are sufficiently

similar to delude us that as adults we are fostering

'imagination in the former activity What we would appear, .

more accurately, ‘to U% doing at that time, is making the

!
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world of the adult manageable.for_the child,.explaining‘iu-r



to him on his own terms, making it more tolerable, more
c . |
comprehensible, more enjoyable

This would appear to be an area which needs serious

attention on the part of educators of young children in
order that we avoid the error of superficially claiming to

nurture and foster children's imagination when we are merely
-being instrumental and using ekpediency tactics. f

This distinction between the actual world and the
reality formuwithin the imaginary world is a significant
clarification to which this study has dir8cted attention.

The next distinetion which the study examined was

between the reality form and the fantasy form This

-

examination assists primarily in clarifying, not solely

between the two forms, but between the manner in which fantasy
is used more widely as a psychological process and how it
can by contrast be viewed for its content in the products of
children s imaéinative activities / '“

To reiterate, in empirical studies on fantasyvcan d
- be found research such as Paluski's (1973) on children s
imagdnative play. In this particular study the effect of toys

- as a variable on children s imaginative play 1s studiled:

?

_-Each child was asked to'draw a picture,
and then to tell a story about 1it. The
drawings were Jjudged, not as art work,

but as exXpressions ¢f fantasy.  They
were rated on a 5-point .scale yith drawings
of something concrete from the child's
immediate experience (his. dog, his house,

- etec.) receiving the 1owest rating. The
highest rating went to fantasy drawings
(ghosts, fairies) or stories such as

155
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"Dhis 1s a magic tree" (p. 81).

In this research and other empirical studies‘fantasy is
treated as an overall term, "as expressions of fantasy
and then, as can be noted within the same.context more
inarrowly described as "ghosts, fairies”, or "This 1s a
magic tree".

This present study moves in the direction of
suggesting~that-the reglity form of the child's imaginary
world is very close in content to the eVents and happenings
of the actual, primary world of thewchild. It suggests4
that the fantaSy form is derived from(the secondary world
~which the child experiences in story telling, literature,
picture. books and is provided by intervening adults, family,
peers. *Both of thes% forms are.better encompassed»by
, the concept of the'imaginary world'and notfas degrees of
fantasy which can be rated. | ‘

' | As this aspect of the study developed it became:

apparent that the reality form may contain within 1t

- .elements of fantasy and that the fantasy form may contain

elements of reality, the two forms although recognisaple

. are not mutually exclusive.H The seeming paradox wit/ which. =

one’ is continually confronted is the almost inevita le’

drift towards the fantasy~reality rating scale 'fT

.

-&way from ‘such a course is almost equal.to struggling to steer

steer a-

between Scylla and Charybdis. There is a strong tendency to
tvieg the fantasy form as more open and the_reality_form as
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proportionately more closed. Yet this 1s a direction which
must be avoided for if imagination 1is discipline specific

these two forms will be controlled as much by the medium as

!
T

by the child. The:child does in faet continue'to journey
between the actual world and the imaginary world, between
the fantasy form and the.reality form, between the reality
form and the actual world and between the fantasy form and

the actual world in a never- -ending series of imaginative
Journeys as he manipulates‘many.disciplines. -The final
framework oT'the theory COnsequently emerged as follows on

page 158. | - . . B

Ill. THE THEORY : PART 2

A. The Symbol and Its Meaning

The most significant understanding which emerged \

)

. /
; for t he writer, from the study . of the symbol and 1ts meaning L

related. £o the concept of the perceived image in relation to ~

,the young child's performance in creative dance The-

‘L literature in children s.dance has dealt extensively‘with

the development of motor'patterns butvthe concept and under-
standing of the development of these as symbols, consequently
imbued with meaning, has not been. clearly determined ‘ From '
this study 1t became‘increasingly clear that for the young
child to- perform imaginatively in creative dance he must |
'learn to imbue Zhe symbols of that discipline with meaning

.‘For example, when the dance symbol of turning was glven to -

. s‘the child from the action of turning the child could have

- . . o - . s . .o~

-~ -



- 158

—— e - IMAGO I

b e — o ——

SUPPOSAL

TC
1

WITH

IMAGINATION

r--w--;-a

SYMBOL SYSTEMS| S SYMBOL SYSTEMS
| .ART | .ART
. LANGUAGE S . LANGUAGE
.Music | , .MUSIC
.DRAMA. | .DRAMA
. DANCE ‘ S | .DANCE

" Pigure 5. Imaginétion: A Concepﬁual Overview: Stage Five



159

associated many images, such as: .

0T v : _ spinning top : -

ballerina
_ , ' frisbee
. Turning . . Associated _kite - )
Action . . ,ylmages _ balloon
h ‘ cloud ‘

dandelion seed

" However, the symbol turning for child n, as was obseﬂved

had a vastly different symbolic utterance for each child
every action was different in its- nuances; although tA

generic action was the same Consequently it was posTible

!

to see that the following could and did, occur: ' }

|

- ‘Eaeh child = |
_Tgrnégg - o furning with -

-y - different nuance;

In the first film this developed in the following

-

manner: f,
. S ‘Each child ‘
T ... .Each child =~ - .. has assoclated T
 Turning turning with = with images of - - Percelved

¥

Action " different nuance "small white cloud" 7 Image

v'From the stimulus of the vefbal word of turning, and from
the visual stimulus of turning, both suggested by the

o teacher,'and the words of the rhyme, "blew it around and:



R

around", the children had imbued the turning symbol with the
image and meaning of the action of the "small white cloud".
The turning action had become the perceived image. ‘In
relation to the interrelationship of the meaning of 1anguage
and the meaning of the creative dance symbol this creates a

—

continuous ‘occurrence of meaning.

U o ' Turning action
' T Each child closure is . becomes turning
turns with a ‘brought about symbol and is
Turning different by labelling - now a perceived -
Action - nuance . "eloud turning" image

For an individual child this could mean in one

,

.instance: *

"Here I am turning, this feels Just like that
dandelion seed I was trying to catch, when
it kept turning away from me.

The child makes an assoclation with turning and starts to,;

—. . . ) . -

"~ give meaning to the turning symbclg‘-.

"Now I am watching the other children and their
dandelion seed looks different from mine.

a turning actidn can be the symbol for his own dandelion
seed, that it can be the symbol for all the other children s
' dandelion-seeds,‘but that each symbol has different features

-and common features.

In another instance 'it wouldvmean:

- The child has become aware of the perceived image i.e. that



‘"Here I am turning, it's a funny feeling!
. Now teacher says I'm a small white cloud
. and the wind is turning me around."

"But this turn is Just like the one I was
making for my dandelion seed - now how
can that be?"

&

- For this child the percelived 1lmage represented by the‘symbol

i

has beenpaltered with the consequence that he recognises
that the symbol may serve many purposes according to his
needs for communication. | |

| It 1s suggested"that when observing the children
in the film, the viewer Had to stay open to both of these
possibilities, sb too must the teacher of any class of
-children The'choice of the teacher as to.which way to
direct the children 'S awareness and understanding of
perceived images and symbols must not be random It must
_be_made on the basis of knowledge of these twovpotential
learning experiences.; Either e;perience demands of the
: children an act ofzimagination, both are essenﬁial»to the
growth of imaginative performance in children 5 dance ‘and
in children s language. The teachers must know what it is

that\they are loeking“for and the meaning it has for the
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.child. There is a- tendency for the uneducated eye»to see iIn

"children's'creative dance random‘scribbling or, if versed

in motor‘development- motor patterns and motor development ‘
Neither is an-adequate wav;to view children s creative dance
The symbol and the perceived image are not a literary

medium~of communication, though they are literate,rnot a
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musical medium of communication; not a play medium; but they
are a creative dance medium of communication and as sug¢h
irreducible to any other form, of communication.

The second conclusion therefore based upon an

understanding of the first is:

. spinning top

ballerina
Turning - _ _ ”
Action Imagee frisbee = reality form
balloon :
dandelion
ghosts
! B
TXZE%S%' Images dragon's smoke = low fantasy form
‘ . fairy bubbles
‘glant's corkscrew
b | b] . . : ) s
land,of turning
‘ . cloud chariots
- Turning o : _
“hction Images - sky horses —‘high_fentasy,torm

‘sea demons
magic toadstools

_Therefore a single symbol, a repeated symbei, or .
.a series of different symbols will have the potential
capacity within them for children to .communicate and create
in either the reallty forg_or the fantasy form. At the

.beginning stages_of'aiehildfs ereative dance'developmentv



A

-theré was a pair Qf’shoes that couldn't walk and couldn't

talk; Ehat couldn't'hop and couldn't sﬁopi those poor -shoes -

the symbbls Qpemselves may not look significantly different,
nor.indeed,be written in épace very differently by the
ch;idren themselves. Howevér, as can be seen by comparing
ahd contrasting the first film with the third, gradually the
symbols; which are rooted in the same action acquire a
deeper andﬁbroéder meanihg and a greater breadth of
articulation. | |

For Best (1974) 1t 1is:

...iliuminéfihg tb compare the_.eanihg of

words in language with the mearing of -

expressive movements, 1n botlr aesthetic and
non—aesthetic contexts (p. 54)..

The films also_indicatg/G{Larly that whilst some

children héve,acquiréd méstery of the action and begun to

a3

recognise it as a symbol and'subseqﬁently a perceilved image,

other children have nbt'yet‘acquired‘the action, which .

subsequently becomes the symbol. It becomes apparent

therefore that if the teacher wishes to ensure that -the
_ A ! B

.children gain the masteryvof'a’certain symbolic action, for -

example skipplng, a selection of images that are limited

PR

towards that symbol should be chosén}or: 7ane upon a time.

they had nothing to do but to skip and to skip the whole

day throughf, . ' ' -

| If we believe that the small child who walks

_ through,the rain sequence ddes»not'have,the skipping symbol;

A
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then no matter how great her desire to communicate through
that symbol she cannot. We then have to answer the moral
qpestion of education. Do we leave heraforever unable to.
communicate in that wayvor do we find everyaconceivable Way
to open up for her the mastery'of that symbol? ‘ o
It.would appear at this point in time that some-
very worthwhile reSearch'could occur if studies of children's
language development and'the studies of the symoolic meaning
of children's creative dance were done simultaneously. This.
would assist in-determining where the similarities and
differences of each disoipline can support each Other in

providing. children with a greater capacity for symbolic

meaning in both disciplines, hence in communication.

B. Discipline—Bound Imagination
| An investigation into contemporary philosophic

thoughtign the subject of imagination gave unyielding

testimony to the belief that imagination is both discipline—‘

specific ‘and can only be examined in the light of specific

{

performances in specific disciplines Certain opinions were

generated by the writer, in relation to this view as a

L

result of the study and are offered here for consideration.

The concept of imaginative performance by children in

-

specific activities should not bi confused with the manner

Y

explain this point ' I G

in which children leann. ,A very simple'illustration wilY
The young child needs to acquire the knowledge of

and‘the symbol ofhskipping. Attempts are made in many ways

¢ . [
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"symbols and symbols become imbued ‘with the capacity ‘to

'enrich and express meaning, he is not provided with the

o

‘to‘assistbthe child. He 1s encouraged with a rhyme,

.. One knee high, .
. The other knee high,
" Naw my_knees go passing by.

Then, at another time, bells are added to his ankles in

/.I

) . N < ) ,/ .
order that the auditory reinforcement provided will -help him
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tobacquire the action. . Imagery is often 1nvoked of prickly -

pine—needles on bare? feet poking.holes inlthe'sky with
one's knees, empathy is invoked of "sad shoes that really
want to skip, poems are‘read. A rich environment 1is pro—b
vided,that takes :into acecount how the young child learns.
Two things are melded, knowledge of the symbols of theq‘gM
discipline and knowledge of how children learni. The )

child's performance is not, at this point in his learning,;

necessarily imaginative The child 8 imaginative performance
~/

fhonly begins whed hie himself starts to imbue the symbols with

the imaginary or Iimaginative activities of his desires.:[_-
At this point in: time the cpild starts to shift

towards the need for-more/symbols and subsequently more

' knowledge in specific disciplines. If at these crucial _

' points or Junctions in his learning when signs become

L

N o>

'necessary knowledge of the discipline the child's imagina—f

©

tive performance in that discipline will be affected

As more knowledge of the discipline is introduced?

‘-to the child it may be conceptualised for him in one

x.
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discipline and he may find expression for it in another

.discipline-' In this process there is a stage where the

4
e

~expression 1n one discipline may but an illustration of
the conceptualising in anotherdiz>lpline,'as perhaps When
dthe child paints a picture of a story he has been told.
‘However there- comes a stage when the child does more.. than‘
:‘illustrate; more than translate one discipline intO»another,‘
/-‘d", he revearp a new dimension of the initial discipline. He
' rshows us somethfng welhaVe not seen before and which could
- have been conceived in no. other medium than the one in _ )
'"d ii; which he’ is now»e;pressing himself Without the specific
| | symbol system of that medium the child could not have given
‘:expression to that pagticular idea, to that - particular
.dimension, to that panticular viewpoint. When we speak of
_‘.children s imaginative performance in specific activitiesv\
t"it is to this latter situation that we are attending, not.
b'_to the one in which disciplines have been mixed in order to

P .

e assist the child in learning

;")ofn gFor the children the. story of the "Moonmonster

‘ioriginated in-words, was conceptuaiised in words. fif\was
;figiven expression in the symbolic units of creative dance. I!j:-*

'%ffigf-gFor one child it was the words that sparked and ignited hisQ-

"V'wfimaginative involvement, for‘another the actions and

ﬁszinaesthetic sensations were imbﬂed with.meaning but~each,




Y
Fd

for the young child that must always be remembered when we

speakfof‘discipline-specific imagination.

) -

AIV. THE IMAGE AND ITS EFFECT

The intent of the study, although thlis was not

empirically stated, was an attempt to suggest ‘that the

'selection of the ilmages with which children were provided,

would have an influence upon whether or not the children

gave expression to their imaginative activities either in

“the reality. form or in the fantasy form. The'general

'direction in which the conclusions are drawn is that if an

image is open, capable of elicitiqg many action and dynamic E

: responses, then it 1s more readily available for the -

children to use in either the reality or the fantasy form.
It appeared that if children were given a turning action,
that action could elicit responses in the reality. or fantasy

form of imaginative activity in creative dance, and that if”

- children were given an image that was closed in terms of
' movement and textural response, they could not’ break beyond

'the constraints of therimage to find a breadth of response.

n

"‘,"' , It also became clear when watching the children

'”mthat there was not a,"fantasy skip and there was not a .
""reality skip"; not a "fantasy turn or a "reality turn"
VfQ:Only as the actions were placed within a context did they

- gain the_meanings which were associated either with the‘nn;, 1‘;Qg,_

ffﬁfantasy form?or the reality form. The question therefore




which it was, in all honesty, possible to state that the

v:creating in space._ Perhaps first we should watchfand then

s

~;ﬂfde8cribe;; Finally perhaps;coming‘t‘;und

children were working in the fantasy form in films one and .

three and in the reality_form»in film two. It would have

been a very simple matter3to;reverse the images and the
rhymes in f1lms one and two and‘build an alternative case.
This could have been achieved.‘ |

In this particular .study however, the;stages of -
development of the children were considered to be the
determining factors in making the selection of images that

were made It would be of interest in further studies to_

examine the effect of identical images across all of the

. age ranges and Look more closely at the manner in which each

age group brings meaning to these same images

The recommendation, however, which has to be made

168"

at this point in time is that research into the interrelation—

ship of the symbolic meanings and interconnection between

. children s dance and children' s language should not be

empirical The need is for: descriptive studies which look

»

at a narrow age range of children and describe the similari- .df

ties and differences between the symbolic meanings in

children s creative dance development. For perhaps it will

,be through a child's kinaesthetic intelligence that he will

./
e

~-help us tofﬁnderstand his WOrds.v Perhaps it wiil be through '

f:}his words t"t he will help us to see the 1mages he is

_,\l

_children s 1anguage development and the symbolic meanings in,:‘
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words of Saint Exupéry's (1943),/"Little Prince"

That 1s why at the ag ‘of six, I gave up

what might have been a magnificent career

as a painter. I had been disheartened by .

the failure of my Drawing Number One and

my Drawing Number Two. Grownups never

understand anything by themselves, and 1t e
is tiresome for children to be always and

forever explaining things tq them.

il -
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The Kitten And The Falling Leaves

See the Kitten on the wall, ' »
Sporting with the leaves that fall,
Withered leaves - one-two-and three -
From the lofty elder. tree! =
, Through the calm and frosty air

i Of this morning bright and fair,
Eddying round and round they sink
Softly, slowly: one might think,
From the motions that are made,

- Every 1little leaf conveyed -

Sylph or Faery hither tending,

To this lower world descending,

- Each invisible and mute ‘

In his wavering parachute.

-

-But the Kitten, how she starts, _ ’
* Crouches, ‘stretches, paws, and darts! . .
First at one, and ‘then its fellow .~ .
Just as light and Just as yellow. .
There are many now - now one -

Now they stop and there are none:
What intenseness of desire

In her upward eye of fire!

With a tiger-leap half-way _

. Now-she meets the coming prey,
"Lets it go as fast, and then

Has it in her power again:

"Now she works with three or four,_
Like an Indian conjurer, : :
Quick as he In feats of" art

Far beyond. in Joy of heart.

Were her antics played in. the eye
Of a thousand standers-by,

Clapping hands with shout and stare,
What would little Tabby care .

For the plaud;ts of the crowd?

a°

© William Wordsworth
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" Witches' Charm

’ . { R
The owl 1s abroad, the bat and the#toad"
And so 1s the cat a-mountain,
The ant and the mole both sit. in a° hole,
And frog peeps -out o' the fountain,

The dogs they do bay, and the timbrels'play, °

The spindle-is now a-turning; :
The moon it is red, and /the stars are fled,
But all fhe sky 1s-a urning ‘
The diteh 'is made, and our nails the spade
" With pictures full,—qf wax and wool
Their livers I stick needles quick

There lacks but the blood to make up the flood

Quickly, dame, then bring your part. in'

_ Spur, 'spur, upon little Martin! .. | ,
Merrily, merrily, make him sail, '

A worm in his mouth and a thorn in's tail
" Fire above and fire below, .

" With a whip 1! your hand to ‘make him go'.

‘(\
-

Ben Johson‘
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APPENDIX B

“lem

The three films, ”Moonstars, Sunbeams and Raindrops",
"Skip-Skip-Skip" and "Moonmonster" have been transferred to
3/4M videocasette by Telecine Chain, N.T.S.C. standard.

The tapes are available on request- from:

The Faculty of Education
Audiovisual Media -Centre
The bnlversity of Alberta
0 Edmonton, Alberta:
. T6G 2G5 p

/ g
It should be noteq.that, "The/policy of the Faculty 1s
not to loan videotapes but to prowéde copies (dubs) onto
tapes sent. It 1scalso ﬁossible/%o purchége the necessary
tapes difectly from the Audioviéual Media Centre."

/o -
Fot information on the availability of the agtual 16mm

/ .
films, contact should be made directly to:

Joyce Boorman
Faculty of Physical Education and Recreation
Department of Movement Education :
. The University of Alberta
B : . Edmonton, Alberta
T6G . 2G5

™
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