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Abstract

In order to help myself overcome several frustrations which had arisen in my 

secondary classroom, I began looking for teaching techniques that would motivate both 

myself and my students. The Kodiak Island Borough School District Inservice trainings 

led me to the use of drama as an instructional tool. In order to understand how drama and 

theatre differed, I began my research with a phenomenological study of the directorial 

staff for the play Peter Pan. That research showed me that I needed more information 

about how the drama techniques could be applied. Therefore, I conducted semi-structured 

depth interviews with seven teachers who had also attended the training in order to 

compare how they had utilized drama techniques in their classrooms. I discovered an 

amazing variety in the types of drama these teachers used as well as the ways that they 

applied their knowledge to their teaching practices.
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Chapter 1 Introduction

“It has been the convention of most schools to treat the arts of narrative...

as mere ‘decoration’ than necessity... we represent our lives (to ourselves 

as well as others) in the form of narrative” (Bruner, 1996, p.40).

Motivation through Narrative

Some days are more frustrating than others. Those are the times when I question 

why I chose to leave counseling for a teaching career. The year that I enrolled in graduate 

school was probably one of the most difficult I have experienced. I had been working in 

an alternative high school program for several years and usually loved my job. That year 

though, the students were resentful, rude and unmotivated. Severe cuts to our program 

had also left all of us feeling a little shaky and unsure about the future. In the rest of my 

professional life, graduate school was something I had been nicking away at for years, 

one class at a time, but I had not formally entered a program because I could not decide 

which path was best for me. I decided that I needed to stop researching all of the different 

degrees and just make a decision. I desperately needed something positive to happen that 

school year.

The choice to enter the Masters in Education program at the University of Alaska 

in Fairbanks had nothing to do with my interest in drama. In fact, I was not entirely sure 

what my focus of study was going to be; only that I needed ideas for motivating my 

students and myself, particularly in my English and Health classes. As the summer 

progressed and I worked my way through the required Alaska Studies class, I continued
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to question what direction to take. The following school year began, and with it, all of the 

inservice trainings that occur in the first semester.

That school year saw a huge change in the alternative program that I worked in; 

our director of many years had retired, the high school program and the separate 

alternative school were combined into one program based in the regular high school, and 

our student numbers were dramatically increased. I decided that in order to overcome my 

growing frustrations, I needed to focus on teaching methods that would help me to 

engage and motivate my students. I felt that if I could find a way to do that, many of the 

aggravations related to programmatic decisions would no longer be as overwhelming. At 

the inservice trainings, I took anything that looked different from the norm. There were 

several drama trainings offered, and having had one or two in the past, I decided that 

those would be not only interesting, but fun.

The ongoing training that I receive as a teacher is critical to keeping my 

motivation at its peak. When I find that I am feeling discouraged in my classroom, I look 

for ideas that will help me to re-engage. However, the training cannot be basic 

information that I already know, because I am looking for ways to grow and stretch 

myself. I am an active learner who applies what I know. I want to make a difference in 

my students and in myself as a working professional. All of this is part of the process of 

reform that continually occurs in the educational field. Bruner explained the importance 

of teachers in this process when he stated, “We need to equip teachers with the necessary 

background training to take an effective part in reform” (1996, p.35). In our district, the 

inservice training is one part of this ongoing process. The courses offered are suggested



by teachers, district administrators, community members and occasionally students. The 

trainings shape our practice, our classroom, our style of teaching. Over the past several 

years, our district has been in a partnership with the Kennedy Center for the Arts and the 

Kodiak Arts Council to introduce more arts-based training into the inservice sessions.

The presenters that year showed me ways to get my students out of their seats and 

to teach them from a more holistic perspective. I learned techniques that improved 

empathy, that could be applied to all of the subjects I taught, that were fun!! I headed 

back to my classroom charged up and enthusiastic. One of the activities went very 

smoothly, but the others were a struggle to implement. The students felt I was doing 

Tittle kid’ stuff with them; that this drama thing was not real work. Discouraged, but not 

yet willing to give up, I began looking for information about the use of drama as an 

instructional method. It seemed that my years of experience in theatre would be useful 

and that if I could just figure out how to do it, the students would gain as much in my 

class as I had in the inservice trainings.

Drama in Theatre and the Classroom

Meanwhile, graduate school proceeded. At that point, I was in a research class 

learning about the difference between quantitative and qualitative research. I had to do 

several research critiques that semester, so I began an in-depth search for research in the 

field of drama instruction, deciding that I may as well be able to apply the information 

that I was discovering in my studies. Most of the research that I uncovered that semester 

caused more questions for me than anything else. I saw a great deal of research that
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pertained to elementary education, but little for secondary instruction. I was also having 

difficulty understanding how drama differed in the theatre and in the classroom.

Much of my life outside of my teaching day is full of artistic endeavors. That 

year, however, I severely curtailed my involvement in anything that was not related to 

graduate school. I had already notified the Kodiak Arts Council that I would not be 

involved in any of the productions during the school year until I was finished with my 

degree. I did not feel that I could take the time to do both well. However, the director of 

the Arts Council came to me with a proposal. She knew that I was studying drama as an 

instructional method. She and I had been in several inservice sessions together and had 

spent quite a bit of time discussing drama. There was a unique opportunity that spring: 

the individual they had engaged to direct the spring musical, Peter Pan, was also a 

Shakespearean workshop presenter. He traveled around the country directing plays, 

working in classrooms, and essentially, using drama as a way to help students and 

teachers understand history and literature. Was there some way, she wanted to know, that 

I could participate in the play production and use the knowledge as part of my graduate 

studies?

After several weeks of negotiation with my advisor and committee, we hit upon a 

solution. Rather than follow my graduate plan of study and take the next class on my 

schedule, I would use that spring semester to observe the three individuals who “teach” a 

show to the cast and crew: the director, the vocal director and the choreographer. As the 

sound technician, I do not usually show up until the last three to four weeks of 

production. Instead, this time, I would begin on the day the director arrived and thus I
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would see every step of the process from auditions on, by doing an ethnographic study of 

the production. This meant a considerably larger commitment of time than I had 

originally planned for my graduate studies that semester, but it was an opportunity not to 

be missed. In addition, I arranged for the director to do a two day workshop with my 

English classes while we worked on Merchant o f  Venice so that I could compare his 

teaching style with a class to his directing style with cast and crew.

The purpose of this segment of my research was to determine how the techniques 

of drama could be used in a high school classroom setting by an in-depth analysis of a 

local community theatre production and examination of recent research in drama 

integration. Integration of drama techniques into regular classroom instruction has been 

supported heavily by the Kodiak Island Borough School District in the past five years; 

however, as mentioned earlier, most of the instruction provided at the local inservice 

trainings has been focused on elementary education.

As a teacher at the local high school with three different subject areas in my 

teaching day, I find that it can be challenging to successfully adapt elementary techniques 

with my secondary students. Since I dislike lectures almost as much as my students do, 

though, I constantly seek out methods for instruction that involve my students in 

thinking, interacting and participation. The integration of drama in the traditional 

classroom has been touted as an excellent means of engaging students with a variety of 

learning styles. I continued not only taking the training sessions as I worked on my 

research observations, but also looking for references that were specific to drama as a 

means of instruction.

5
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My research during Peter Pan was intended to examine drama as an instructional 

tool by learning the techniques involved in directing theatre. This could lead to 

innovative practices effective for high school instruction. My connections in the local arts 

community not only provided me with the opportunity to work with the directors for the 

Kodiak Arts Council’s spring musical Peter Pan, but also enabled me to find numerous 

resources related to drama instruction. Simultaneously reading this material and using it 

in my classes while observing the play led me to unexpected results.

Moving into the Interviews

After Peter Pan ended, I continued reading everything I could find about 

educational drama. That summer, I was unable to take a class due to scheduling conflicts, 

so instead, I read books and articles. I subscribed to instructional drama organizations and 

read their publications. I immersed myself in research about drama. I also went to the 

Kodiak High School principal and offered to teach the drama class at the high school. It 

was in danger of being cut and, in spite of my lack of training in acting, I felt that I could 

do a decent job instructing the class. After all, I was focusing on drama instruction in 

graduate school, right? As it turns out, educational drama, drama as a class and theatre 

are not the same thing. They all come from the same roots, and may even use some of the 

same methods, but the goals are very different in each of these areas. It has been an 

interesting challenge to work through these three subcategories of drama as I do my 

graduate school work.
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The fall semester began and I started work in earnest on a review of the literature 

in educational drama. I changed my mind about my specific thesis topic dozens of times. 

The more research I did, the more I discovered which was already out there. At the same 

time, I still was attempting to use drama methods in my English and Psychology classes. 

My research had convinced me that drama methods are an extremely valuable 

instructional tool, yet I still was not feeling the success that I thought I should.

By the end of the first semester, I realized that what I needed to know was why I 

was having so much difficulty implementing a teaching method that I believed in. Did 

others struggle with this as well? How did other teachers respond to the inservice 

trainings? Was it possible that I could talk to teachers at various grade levels and find 

reasons for success and lack of it? What techniques worked for others who had attended 

the trainings and how did they interpret them? Thus, I came to the decision that my final 

research needed to be interviews with teachers who had participated in the inservice 

sessions on drama techniques. If I was having this much difficulty implementing these 

techniques, someone else might be able to give me guidance from their practice. I 

decided that my thesis, my contribution to the field of education, needed to examine 

teacher training and implementation of drama as an instructional method and compare 

that data to what I had learned from Peter Pan and the available literature on drama as an 

instructional tool.

This was the point at which I realized what I needed to do for my thesis. It meant 

returning to the field and doing more research. While I was hesitant to commit myself to 

another long-term study, I realized that this time I could utilize the interview strategies
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that I had previously abandoned. My reading and discussion with my advisor showed me 

that this was not unusual. As McMillan and Schumacher make clear, “Most researchers 

adjust decisions about data collection strategies” (2001, p.396). I decided to begin the 

process for setting up interviews with other teachers who had participated in the inservice 

trainings on drama.

This research has been a recursive process. Early on, my need was to understand 

how drama is similar and different in theatre and in the classroom. Once I had that 

information, my focus shifted to a more specific need. I looked back at the inservice 

techniques that started me on this path. With my second project, however, I wanted to 

know how others have used the inservice training and how that was similar to and 

different from what I discovered in Peter Pan and the review of the literature.

My decision was made. Fall moved into winter and I set up an IRB proposal that 

focused on interviews with other teachers in my district who have attended a drama- 

based inservice class. The purpose of the second segment of my research, therefore, was 

to explore other teachers’ perspectives. In particular, I focused on the definitions and 

examples from their teaching practices that could provide me with tools and insights for 

my own.

The following chapters will detail the information that I have discovered 

throughout this journey. I will begin with a review of the literature that impacted my 

decision making and helped to shape my beliefs about drama in the classroom. Next, the 

discussion will move into an explanation of the paradigm and methodologies that were 

followed during the process of my research. Following the methodology is a brief chapter
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analyzing the results of the Peter Pan research, then a considerably longer chapter 

devoted to the definitions and examples provided by the teachers in the interviews. 

Finally, the last chapter will show what I have learned from drama in Kodiak and how I 

intend to use that information in my educational practice.

9
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Chapter 2 Literature Review 

Understanding the Role of Drama in Teaching Practice

Drama is a valuable tool in a teacher’s repertoire of tricks. Many teachers are 

hesitant to utilize this powerful method of instruction, however, because they have an 

assumption that doing drama means putting on a play. The confusion is understandable; 

the term drama has varied meanings depending upon context and usage. In the context of 

student learning, however, a subfield known as educational drama has become 

increasingly widespread. While exposure to any of the arts can certainly increase learning 

and ability, educational drama is one art form that can be applied to any subject area, any 

topic, and any grade level. The techniques of educational drama have been used 

successfully to improve interpersonal skills, intrapersonal skills and educational skills. 

Since it is beneficial, the misinterpretation of what drama is should, therefore, be 

corrected so that its use can be more widespread in teacher practice.

This literature review will examine three critical areas that pertain to drama as a 

teaching method. First, drama has many varied meanings. Each of the different 

interpretations and concepts has led to confusion when drama is discussed as an 

educational tool. Therefore, the first section of the literature review will be dedicated to 

exploring several sub-categories of drama in order to clarify which are essential within an 

educational context. Second, since the arts are often perceived to be an extra or a frill, it 

is critical to examine how the arts, particularly drama, can enhance a student’s learning.



Thus, research about the impact of the arts on brain development, academic abilities, 

social skills, and student behavior will be examined. Particular attention will be paid to 

how drama has been used as a teaching tool, a counseling therapy, and as an extra

curricular activity. Finally, having examined the benefits of drama for students, it is 

critical to understand the reasons why its use is not more prevalent. Federal legislation, 

budget cuts, community perception and teacher training all play a role in why drama is 

not commonly used as a teaching tool in the United States. It is essential to understand 

these obstacles before it will be possible to overcome them and bring drama instruction 

into more widespread practice.

Defining Drama in Education

Definitions of drama and theatre often show them to be synonymous; however, 

theatre is truly a subfield of the larger concept of drama. To be dramatic or theatrical both 

indicate showing strong behavioral tendencies indicative of powerful, possibly 

unreasonable, emotions. Flowever the term drama is a broad category encompassing 

literature, performance, behavior and emotions. So, while drama could encompass both 

theatrical and dramatic behavior, the term theatre could not. The Merriam Webster’s 

Ninth New Collegiate Dictionary provides a wide variety of definitions for drama, 

indicating that drama can be a composition written in verse or prose, it can portray life or 

character, it involves conflicts and emotions through action and dialogue, it can be 

designed as a performance, it usually involves an interesting or intense conflict of forces, 

and it also means using a powerful voice or declamatory style.
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Theatre, being a much narrower term, is not merely a synonym of drama, but a 

specific subgroup of drama. Theatre usually occurs in a structured location. Sometimes 

this includes sets and props1, at other times it does not, but there is almost always a 

prepared and rehearsed script because it is often a staged play or a rehearsed 

performance. Theatre is known to be pretense; that is the actors are artificially creating 

the characters’ emotions. In contrast, drama’s strong portrayal of emotion could be 

affected, but could also be sincere.

In their book, Imagining to Learn: Inquiry, Ethics, and Integration Through 

Drama, Wilhelm and Edmiston (1998) examined how drama and theatre are different. 

They showed that drama is an interactive learning process that involves reflection, 

understanding and collaboration. They also stated repeatedly and emphatically that drama 

and theatre are not the same. Theatre they equated with acting, while they see drama as a 

method of learning. Explaining this difference, they said “Students do not just act in 

drama - they also reflect on the meanings of actions as they consider the consequences 

for different people” (p.60).

Another subcategory of drama is the subject area drama class that is offered in so 

many high schools and colleges. Drama classes incorporate not only the history of theatre 

and all areas of play production, but also acting techniques, public speaking skills, and 

self-reflection. The textbook in use at Kodiak High School - Theatre: Art in Action - is 

the winner of the American Alliance for Theatre and Education Distinguished Book

12
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Award because it presents exercises and techniques for improving student understanding 

of all of the concepts covered in a drama class. For example, fully a third of the textbook 

explores concepts specific to backstage technology, like makeup, costuming, lighting and 

set construction. The textbook also provides many techniques for improving dramatic 

skills. These range from exercises to improve speaking skills such as projection and tone, 

to those dealing with characterization and movement (Abel, 1999). These exercises, 

while certainly important to building an actor’s repertoire, have also been found useful in 

other instructional areas. For example, a common acting technique is to practice 

improvised situations that begin simply but with experience gradually become more 

difficult. Improvisation experience can help an individual with extemporaneous speaking 

as well as problem solving.

Educational drama is a method of instruction that utilizes techniques derived from 

acting practice and historical storytelling to engage youth. Flistorically, stories were used 

to impart information and comment upon history and society within all levels of a 

community. Capturing an audience’s attention involved many of the dramatic nuances 

that are taught to fledgling actors today. Actors use these dramatic techniques to improve 

their skills on the stage. The skills acquired improve the actors' comprehension of the 

play, leading to improved characterization in their performances. This in turn improves 

the believability of the theatre experience for the audience. Many of these techniques 

have been practiced at least as far back as Shakespeare’s time. Understanding that the 

techniques being used within educational drama have long historical roots can help to 

confirm that they are valid methods for teaching specific skills. Flynn (1995) showed the
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relationship between educational drama and theatre, as well as a historical perspective on 

educational drama. She explained, “drama is one of the oldest known human educational 

activities” (p.3). Drama, and the dramatic techniques used to portray stories, is among the 

first known methods of teaching knowledge.

Educational drama has also been called Creative Drama, Instructional Drama and 

Therapeutic Drama in the research literature. Part of the reason for this is that the skills 

needed for teaching and counseling are often very similar. As a former substance abuse 

counselor, many of the skills I used to motivate clients toward recovery work are similar 

to those I use to motivate students to stay in school and complete assignments. While a 

teacher without therapeutic training should never attempt to do counseling, the activities 

that are presented within many subcategories mentioned above can easily be adapted to 

cross over from one field to the other.

There is quite a bit of drama research from the fields of teaching and therapy that 

share similar techniques and outcomes. Bemardi (1992) presented a collection of 

improvisational techniques designed to move students towards thinking and 

comprehension of written material. Fleming’s 1997 book o f Learning Drama

Teaching took this a step further by specifically relating practical ideas from the field of 

drama for teaching other subjects. His detailed discussion of drama techniques include 

examples that a teacher at any grade level or subject area could easily adapt to their 

classroom methodology. Silverstein and Layne (2002) presented the concept of a

14



theatrical tableaux as a means of teaching curriculum topics to students of all ages. They 

provide a definition of tableaux, its traditional use within theatre and historically as a 

game, rationales for its use within a classroom setting, warm-up and expansion activities 

for using tableaux, benefits of tableaux work, methods of maintaining teacher 

accountability and connections to prior research and many of the National Standards. 

Gonzalez (2002) showed how drama participation can increase insight, communication 

and empathy. Freeman et al (2003) shared means of communication through drama that 

are similar to the classroom practices mentioned above, but which are designed to help 

students in therapeutic groups improve their self concept and social skills. An 

examination of the techniques described in each of the articles shows that they are similar 

and thus can all fall under the heading of educational drama.

In a classroom setting the end goal of drama work is not performance, but rather 

an increase in the youth’s interpersonal, intrapersonal or academic skills is sought. 

Creative Drama, for example, has also been used with great success in therapeutic 

settings because it is a mans of working out and understanding intense emotions. Drama, 

used as a teaching or therapeutic tool, is therefore not the performance-based product 

indicated when discussing theatre. Instead, drama is an instructional device made up of 

many different techniques taken originally from acting exercises and historical practice to 

benefit the individual student in any subject area or behavioral difficulty. It is therefore

15

2 In this dram a technique, individuals freeze into a living sculpture that represents their interpretation o f a 
subject. In Victorian times, elaborate tableauxes were created to portray famous paintings. In a classroom 
setting, tableauxes can be used in many ways, for example, to create a scene from a book, a scientific 
phenom ena or a historical situation.



necessary to understand how drama is beneficial. How does this particular art form help 

an individual?

The Arts and Learning

Participation in any form of arts enhances the individual. Research has shown that 

involving people in the arts increases their academic abilities and skills. In fact, it has 

been difficult to find studies disproving a strong link between the arts and improvement. 

This is due in part to the many areas of the brain that are enriched during participation in 

the arts. In his 1998 book. Teaching with the brain in mind, Jensen showed why an 

enriched environment is essential to brain development and therefore learning. While 

Jensen’s work did not address drama specifically, I believe an argument could be made 

that drama will have similar effects to those mentioned in the chapter Enriched 

environments and the brain. In that section, he explained the growth that occurs in 

neuronal development when individuals are exposed to enrichment such as the arts 

provides and examined the impact of this growth on learning and motivation. He 

examined in detail the structural and behavioral changes that occur to the brains of 

students engaged in music. He also showed that art involvement teaches thinking skills 

and builds memory, in addition to building expressiveness. Because dramatic work is also 

very language and movement intensive, Jensen’s information on the roles of reading and 

hearing vocabulary and motor stimulation are also pertinent to my work.

Several decades ago, Howard Gardner identified multiple intelligences, or ways 

of learning, that arts education uniquely improves. In 1993, his landmark books Frames
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o f Mind and The Unschooled Mind were reissued. Both explained the idea that there is

more than one way in which we learn and access information and that utilizing these 

multiple modalities helps learners with different strengths and abilities. He also examined 

the reason why motivation fails as students age, and proposed his version of what is 

needed in school reform/ restructuring. It has become common practice for many 

teaching programs to familiarize student teachers with his work as part of the initial 

training for a teaching credential. Understanding the theory of multiple intelligences can 

help teachers to successfully teach a greater percentage of the students with whom they 

work. Each of the intelligences that he wrote about is now being examined under the light 

of new research into the processes of the brain.

Research on the structure and function of the brain has shown the necessity of 

presenting information from a variety of modalities in order to enhance memory and 

learning. Sousa (2001) demonstrated the importance of imagery and movement to 

memory, language and attention. He stated “Activities involving movement, such as 

dance, theatre, and occasionally sports, are often reduced or eliminated when school 

budgets get tight. But as brain studies probe deeper into the relationship between body 

and mind, the importance of movement to cognitive learning becomes very apparent” 

p.229). Sousa and Jensen’s work, as discussed above, is only a small portion of the 

growing body of literature on learning and the brain. The path that Gardner began and the 

brain theorists continue is clear. In order for exceptional learning to occur, students must 

be engaged in modalities that address multiple styles of learning and ability.
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Another important reason for including arts-based instructional methods is the 

motivation that students receive from such instruction. As mentioned above, Jensen 

showed a significant growth in the brain that is linked to motivation. Best (2002) also 

supported the idea that motivation is critical with her personal experience as a drama 

class instructor. She showed that even when drama is the subject of the class, rather than 

the instructional method, it is still critical to engage the students so that they are 

motivated to learn. Using arts from a student-centered approach is thus as essential as 

using these methods in the first place.

In 1999, Fiske edited a collection of research detailing the importance of arts to 

education. In the introduction, he emphasized the importance of ways of learning that 

make knowledge accessible and relevant. This collection showed that the arts are 

important to learning because they provide us with a unique means of accessing and 

understanding what we are learning. When examining the impact of the arts on learning, 

it is important to understand how and why students learn. For example, in order to truly 

grasp any curriculum material, it is essential that a student be able to relate to it in some 

manner. The research by Burton, J., Horowitz, R., and Abeles, H. within Fiske’s 

collection explored the increase in expressiveness, imagination and risk-taking in 

students exposed to the arts. They demonstrated that arts exposure leads to an increase in 

creative thinking. They also mentioned that these students gained an increased rapport 

with their teachers and confidence in themselves. Their involvement in the arts helped 

them to develop habits and behaviors that led to academic success; demonstrating, as a
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result, that students with high arts exposure have a higher self-assessment as good 

students.

Another important concept that addresses student learning is the idea that not 

every student learns in the same way. As was mentioned earlier, the multiple 

intelligences initially proposed by Howard Gardner demonstrated a variety of ways in 

which people can exhibit proficiency and intelligence. Catterall, Chapleau, and Iwanaga’s 

article within Fiske’s collection looked at how the arts can contribute to the many 

intelligences proposed by Howard Gardner. They particularly address the areas of 

cognitive growth, motivation, language ability, and self-concept. Their article examined 

the differences in arts availability to different socioeconomic groups and showed that 

involvement in the arts had a positive impact on school performance no matter what the 

student’s socioeconomic status was. They also proved that the positive impact grew 

stronger the longer the student was involved.

Students not only have various intelligences within themselves, but also a variety 

of external sources that can provide them with knowledge and experience. Teachers are 

one of the primary sources of knowledge that students are exposed to during their 

formative years. As a result, teachers need training and experience in methods that will 

increase student understanding and comprehension. The article by Catterall and Waldorf 

that Fiske included in his collection looked at the changes necessary for teaching practice 

to encompass more arts involvement and the positive growth this will bring to student 

creativity, problem solving, focus and attitude. They asserted “bringing art into the
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academic curriculum requires change -  often fundamental change in the ways teachers 

are used to teaching” (1999, p.59).

Another common source for the knowledge and experience that students gain is 

the activities in which they are involved after school hours. Many students are exposed to 

clubs and organizations that exist specifically to engage youth. Fiske’s collection, 

therefore, included two articles that look at work done by students outside the school 

environment within the arts community. The first of these summarized W olfs research 

that demonstrated how student collaboration on an opera production outside of the school 

setting can be applied to their understanding of meaning in other contexts. He showed 

that collaboration on an artistic production increases quality of student work, including 

their ability to critically determine the best selection of literature. The second article, by 

Heath and Roach, examined the impact of outside agencies working with students in the 

arts. They illustrated how language, literacy and communication skills increase as a result 

of arts involvement.

In order to become successful and productive adults, students do not merely need 

to acquire knowledge. The ability to function within the stresses of modem life is also 

critical to our developing youth. Heath and Roach showed that students involved in the 

arts demonstrated stronger civic and social values due to the arts organizations they are a 

part of, making them valuable future employees. Some other benefits mentioned in their 

research included: practice in adult thinking, expression of feelings, strengthened 

observational skills, improved striving for excellence, increased work ethic and 

development of independence. Fiske also included research by Oreck, Baum and
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McCartney that discussed how the arts can help students with life challenges, academic 

success and psychological health. Their article showed how challenges from respected 

leaders in the arts can reinforce values, creating motivation and hard work that is self

regulated by the students.

While this collection of work strongly supports the arts, little of it is specific to 

drama exclusively. Given that the arts encompass a wide range of different activities, 

functions and skills; research restricted to drama needs to be examined. Drama, both 

theatre-based drama and drama as an instructional tool, provides benefits to learning. 

Bailin (1998) is one researcher, however, who questioned the assertion that drama 

education can improve critical thinking. Much of the difficulty she had with prior 

research was due to the assumptions that were made about critical thinking and the lack 

of a clear definition of what critical thinking is, rather than the use of drama as a method 

for improving it. Her argument was, essentially, that data could not prove or disprove that 

drama is causing the improvement if critical thinking had not been clearly defined.

Bailin defined three dimensions that explain critical thinking: critical challenges 

(obstacles such as the problem being solved), intellectual resources (the data, principles, 

facts, and thoughts we already have or have the ability to access/ locate while working on 

the challenge at hand), and critically thoughtful responses (the quality and 

appropriateness of the response to the challenge). She then showed how each of these 

three dimensions is utilized within the field of drama. Drama provides a unique arena of 

models from which to draw upon this definition of critical thinking. And because of the 

very visible demonstration of understanding that occurs in a dramatic situation, the
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growth or lack of growth in critical thinking skills related to the topic becomes just as 

clear. Attitudes, decisions, appreciation and thoughtfulness manifest themselves within 

the drama -  no matter what form it takes. Using this definition, Bailin disproved previous 

assumptions about critical thinking, and in the process demonstrated that drama is indeed 

a valid method of instruction for improving critical thinking skills.

Overwhelmingly, the research data showed strong support for the use of drama in 

the classroom. Karen Erickson’s workshop materials (1999) for language arts and science 

proved that the use of drama in subject area classes is a valid method of instruction that 

improves learning and which can easily be assessed. Seidal (1999) showed that acting is a 

multi-faceted approach that embodies language, thereby increasing student understanding 

of a text, problem olving ability, self-discipline, responsibility, insight, and appreciation. 

Through acting, students are making connections that improve higher order thinking, as 

well as social and personal growth. Because the students who do not understand the 

materials will be unable to convey their understanding of it clearly to others, dramatic 

activities -  both the five minute variety and the longer projects -  quickly demonstrate the 

gain in critical thinking, learning, understanding, and problem-solving mentioned above.

Teaching is not simply about placing materials in front of a student. Students need 

to be engaged in the process, and teachers need a way to see that learning has indeed 

occurred. Flynn and Carr (1994) examined the use of drama as a tool for teaching 

literature to second graders. Flynn, a drama instructor, views drama as a way to enrich the 

curriculum. As a result of this experience, Carr, the classroom teacher, saw drama as 

more motivating than other methods of instruction and said that students are experiencing
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the emotions of the story rather than just thinking about them. Becoming engaged 

emotionally gives students the benefit of both the motivation to understand what is 

occurring and also a method to assist in improving memory of an activity or event. In 

later work done independently, Flynn (1995) analyzed recent research that provides 

support for creative drama in three major areas of language arts: oral language, reading, 

and writing. She showed that other benefits of creative drama for learning occurred in the 

areas of problem-solving skills, cooperative learning, motivation, memory retention, and 

enjoyment.

Creative drama can be used in any area of self-improvement, and has been shown 

to be particularly useful in work with youth. The ability to work well with others and 

understand another person’s point of view, also known as interpersonal skills, is a critical 

part of student growth. Several educational standards specifically address the ability to 

take on another viewpoint, to understand themes, and to relate to both. Cooperative 

learning is one method that has been shown to be beneficial to student understanding and 

achievement (Vaughan, 2002). Drama, with its emphasis upon group dynamics and 

understanding, can help students to grow interpersonally through cooperative ventures.

The social skills inherent in interpersonal growth are essential for adult success in 

both the areas of relationships and the work environment. The various groups, or 

communities, to which we belong, help to create and refine our social skills. Many times 

students are not actively engaged in their larger communities. They have difficulty seeing 

the link between their school lives and the world at large. This can cause extremely 

negative attitudes within students that impacts not only their school work but also their
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relationships with other individuals and their perception of society. As a result, many 

students isolate themselves within their peer groups rather than become engaged in the 

larger community. McCammon (Spring 2002) questioned the isolation of students from 

society. He examined how drama and theatre can engage youth. By looking reflectively 

at teaching practice and participation in theatre education, he demonstrated that low 

student motivation/ engagement can be overcome through the use of active drama 

involvement.

Motivation is not the only obstacle to positive attitudes, however. Interpersonal 

skills are crucial for success in the adult world. The attitudes that students brought with 

them out of their school experiences had a direct impact upon their job performance and 

responsibility as an adult. Attitude is strongly impacted by a student’s experiences and 

relationships within the school setting. McKean (Spring 2002) examined the connection 

between attitude and a feeling of belonging. His research showed that teachers need to 

develop positive relationships with students to foster belongingness and community, and 

that theatre is an effective means for accomplishing this goal.

In addition to a feeling of belongingness, active participation in drama enrichment 

activities can influence students’ emotions. When students gain a base of knowledge 

showing them what goes into a body of work, they are more easily able to relate to it and 

engage in it. This has a direct impact on the emotional reaction that the student will have 

to that body of work, and similar situations, in the future. Predergast (2002) used a 

variety of dramatic teaching strategies to help students become better audience members 

at the theatre. She emphasized the importance of the individual’s experience in
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understanding and comprehending performance literature. She showed how knowledge 

and passion increase when students understand the principles behind the performances.

Individuals who have strong emotional health have a greater capacity for 

understanding themselves and others. This in turn can lead to better communication. 

Teachers often work to show their students the connections between people in literature, 

history or science. The intent is to help students to empathize with themes and to examine 

problems that may have a direct impact on them as they mature. Yet, it is often difficult 

to demonstrate this to youth. The egocentric viewpoint that often occurs in adolescents 

can make it difficult for all of them to appreciate the importance of insight and empathy. 

Finding ways to overcome this barrier is important. Gonzalez (Spring 2002) examined 

the transformative nature of play production; how it can create discomfort that leads to 

insight in both actors and audience. He demonstrated how the relationship of a drama 

teacher and student can lead to communication and further empathy. Therefore, the 

student is transformed by the experience, which then provides them with more 

communicative skills.

Similarly, knowing yourself and being able to regulate your own behavior, known 

as intrapersonal skills, is also a critical factor in maturity. Students who have high 

academic success also tend to be those who have a strong understanding of their self- 

worth. Academic success has also been linked to the ability to anticipate and regulate 

one’s own behavior. Drama has been shown to help with these skills and, as mentioned 

earlier, is therefore a useful therapeutic tool. Freeman, Sullivan and Fulton’s research 

(Jan/Feb 2003) reviewed the use of dramatic activities as a therapeutic tool. They defined
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creative drama as an improvised situation without a script that is planned by the group 

but guided by a leader. This matches fairly closely the descriptions of educational drama 

presented in other research. Their primary concern with this research was finding a means 

of helping teachers to overcome the difficulties in educating children who have become 

increasingly influenced to indulge in negative behaviors such as drug use, aggressive 

behaviors and dropping out of school. They showed that creative drama can help students 

to understand and overcome their own problems by examining them in a safe and creative 

environment.

In Kodiak, there has been shown to be a significant level of involvement in 

alcohol, tobacco and drug use. Research done by Thia Falcone (2002) undertaken jointly 

by her employer, the Kodiak Youth Services Center, as well as the Kodiak Area Native 

Association, Safe Harbor alcohol treatment center, and Kodiak Island Housing Authority, 

examined prevention strategies around “the use of alcohol, tobacco, and other drugs by 

youth.” Her work showed that those students involved in some form of regular activity 

are at lower risk. While her agency focuses specifically on more traditional group and 

one-on-one therapy, the use of drama techniques would appear to be a beneficial 

programmatic addition. Drama is one tool that addresses many of these needs. Given the 

widespread arts community that we have, we definitely have a strong base upon which to 

build for our students who are in danger.

Drama can not only help students to understand their own difficulties, but is also a 

useful tool for teaching those social issues to others. Winston’s work (2001) draws upon 

the use of drama by secondary students to teach units on drug education to primary
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students. The project’s aims were to “increase teacher’s confidence and competence”, 

explore attitudes, values and moral issues with students, and to “provide a Theatre in 

Education (TIE) experience for [secondary] pupils.” This approach was chosen as an 

excellent means of meeting these goals, because not only does role-playing and drama 

promote active learning, but they also helped students learn to cope with social situations. 

Both anecdotally and scientifically, drama has proven to be beneficial for students. Why 

then, are educational drama techniques not utilized throughout the curriculum?

Obstacles to the use of Drama in Teaching Practice

Educational drama, while more widely known in Britain, has become increasingly 

popular as a teaching tool here in the United States. Dorothy Heathcote’s work in Britain 

marked the beginning of a nationwide movement in the UK to incorporate drama into 

teacher training and practice. Movement of those techniques to teaching practice in the 

United States has occurred slowly. Research and practice, however, are making drama 

more widely known and understood. Flynn (1995) summarized the philosophies and 

practices of five influential drama educators, showing how educational drama has 

changed and grown since its inception. She showed the necessity for preparing teachers 

to use these strategies, engage in the use of reflection in teaching when trying new modes 

of instruction, and participate in collaborative research documenting their successes and 

failures with the techniques. Her work is part of a growing body of knowledge that has 

made drama techniques more accessible to teachers in the United States.
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One British teacher and author who has contributed a great deal to this 

understanding is Michael Fleming. He has presented a significant body of knowledge 

demonstrating how to utilize drama in the classroom. Starting Drama Teaching (1994) 

presented both the theory behind using drama as an instructional technique and lessons 

that can be used or adapted for every grade and subject. Another of his works, Teaching 

Drama in Primary and Secondary Schools (2001) took this a step farther by showing how 

drama can be integrated into the whole curriculum. While presented from a slightly 

different school model than we practice here, his work encompasses a wide enough range 

that it is easily adaptable.

There are, however, still obstacles to the regular use of drama as a method of 

classroom instruction. Communities faced by budget shortfalls advocate basic instruction 

to address issues of overcrowding, testing and standards. Concerns about student skills 

have grown in recent years, culminating in the recent Federal legislation called “No Child 

Left Behind”. As a result, many districts are looking at ways to meet the mandatory 

testing levels. This is causing significant restrictions on what classes and instruction 

schools are willing to offer. Community members may regard arts instruction as extra 

frills that are unnecessary to the educational process. Fiske’s collection, mentioned 

earlier, was an attempt to confirm that arts are not extra but instead are integral to student 

learning, behavior and self-concept. Work on brain-based learning provides additional 

support for the idea that we must include an enriched environment for our students in 

order to provide them with the best opportunity for learning. Drama, a simple tool to
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learn, is certainly a viable method for instruction that should be made available on a 

larger basis.

Teachers who view drama as the production of a play often feel uncomfortable 

taking on such a large task. Research by Simpson, Herring and Kelin (Spring 2002) was 

one attempt to overcome the barrier that many teachers have to using drama in the 

classroom setting. They indicate how teaching practice can incorporate drama across the 

curriculum. In part, they accomplish their goal by explaining lesson planning for dramatic 

activities and providing rationales for the use of drama. Many teachers believe that drama 

must be a play. Overcoming this misunderstanding is often enough to have them 

incorporate dramatic activities into their lessons, often in an introductory or 

supplementary manner. In my experience, teachers who have little experience using these 

techniques tend to encounter more resistance from students. This may be due in part to 

students’ discomfort with change from what they expect. But it may also stem from the 

teacher’s lack of practice in presenting and leading drama activities.

Teachers who have learned some dramatic techniques but who have had little 

opportunity to practice them in a reflective manner may fall back upon more “traditional” 

teaching methods when pressed for time and resources. In order to overcome this, 

opportunities for teachers to learn and practice these skills must be offered. Simply 

reading about them is not enough. Flynn and Carr (1994) demonstrated this with a 

collaborative lesson around the story Lon Po Po. They used drama as the vehicle of 

instruction for the classroom. Flynn began with the hypothesis that pairing an 

experienced drama instructor with a qualified classroom teacher is the most logical way
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to introduce drama into a teacher’s repertoire. Their work included comments from Carr, 

the classroom teacher, in italics throughout the article to highlight and examine how 

Carr’s opinion of drama changed from the beginning of the project. Using this model, 

teachers could learn short, five-minute activities involving role-play, tableaux or 

improvisation, or they could learn more complex activities that build upon this initial 

start, which could take considerably longer, with positive feedback and guidance from an 

experienced drama instructor. This method, unfortunately, is not cost-effective in this 

time of budget cuts. A less intensive method that is also effective is teacher workshops at 

inservice. I have found these to be a useful vehicle for my own training and practice in 

drama techniques.

Barriers to the use of drama as an instructional method need to be overcome. The 

back-to-basics movement, which advocates cutting all frills, has been a significant 

impediment to creative teaching practices. The greatest obstacle to the use of drama in 

teaching practice, however, is the resistance of teachers to its use. In spite of the budget 

cuts, standardized tests and other political barriers, the reality is that teachers can and do 

use techniques that work. If teachers learn that an activity will increase student learning, 

they will find a way to incorporate it into the curriculum that they teach. In order to make 

the benefits of drama available to all youth, the misunderstandings that surround its use 

should be overcome. The best method for overcoming these obstacles is educating 

teachers and the public about the benefits. Testimony by directors and teachers who are 

involved in the arts can further clarify the difficulties involved and also provide valuable 

insight into the benefits of drama. In the following chapters, I will examine the opinions
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of teachers and directors in the Kodiak community to see what drama activities are the 

most useful in terms of student learning, teacher acceptance and cost-effectiveness.
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Chapter 3 Research Paradigm and Methodology 

Paradigm of Student Learning

I believe that we learn a great deal from our social environment. This is similar to 

the views of developmental psychologist L.S. Vygotsky. In the afterword of in 

Society, Vera John-Steiner and Ellen Souberman summarized Vygotsky’s views. They 

stated, “[Vygotsky] views learning as a profoundly social process, [he] emphasizes 

dialogue and the varied roles that language plays in instruction and in mediated cognitive 

growth.” (Vygotsky, 1978, p. 131) Some of that learning occurs as we observe others, 

some of it occurs as we are reinforced for our actions and some of it happens as the 

interaction occurs. This is also similar to the concept of educational constructivism. 

According to Burbules, educational constructivism takes the stance that “all 

understandings of the world partake of a social environment” (Phillips, 2000, p.322). 

Since students are with me for the majority of their weekdays, I feel that the school 

environment is one of the most influential social environments in which they participate. 

My belief is that if students are engaged in what they are doing in a classroom, then they 

are more likely to learn both the curriculum materials and the valuable social skills they 

can use in their adult lives. McCarty and Schwandt sum this idea up with the statement, 

“Learners are intrinsically motivated... [they] generate new engagements with their 

environment” (Phillips, p.68). Motivation to me is this process of engagement, of 

connecting and learning from those connections.



The paradigm that I work from in my teaching practice is, therefore, very 

constructivist in nature. I believe that students should be engaged in their learning and 

that we are on that path together. Humanistic theorists such as Werner and Maslow have 

contributed a great deal to my understanding of students’ needs and motivations. A 

humanistic classroom is one that utilizes community-building (Henderson, 1996). This 

concept is central to my classroom practice. Werner believed in several key concepts I 

have discovered are at the core of how I teach. He acknowledged the importance of 

artistic activities in the learning process, as well as stating that “instruction should be 

tailored to the child’s own ways of learning (Crain, 1985, p.85). Central to these beliefs is 

his concept of how learning occurs -  through a process he refers to as microgenesis.

Microgenesis was explained by Werner as the means by which a learner moves 

“vague, global impressions” to “more differentiated perceptions” and then finally these 

new concepts are “integrated into a coherent whole” (Crain, 1985, p.70). Teaching 

students any topic requires this same gradual process of understanding. Making students 

aware of the different layers of knowledge that exist within a given topic can happen 

more easily when learning is approached as if it is an ongoing process rather than a one

time experience. Every student in my classroom comes in with different levels of 

awareness, skills and prior knowledge. Utilizing a variety of approaches, such as 

educational drama, can help students grasp knowledge in more than one way.

The concept of microgenesis is not significantly different from Vygotsky’s zone 

of proximal development. Vygotsky explains the zone of proximal development as “the 

distance between the actual developmental level as determined by independent problem
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solving and the level of potential development as determined through problem solving 

under adult guidance or in collaboration with more capable peers” (1978, p.86). In 

educational drama, the experience and knowledge of everyone in the group is brought 

together to create a fused learning environment about the topic. I have found that when I 

am able to achieve this fusion, students stay engaged in the activity longer and learn more 

from it. I have also seen that when students are fully engaged in an activity, they are more 

willing to challenge themselves to try something that may be difficult for them. While 

this is still only anecdotal evidence, this enjoyment, or play, is something Vygotsky says, 

“creates a zone of proximal development” (p. 102). Student comments that drama is play 

and not “real” work always frustrate me as they usually recognize they are learning 

something of value from the activities. I am aggravated that they recognize they are 

gaining valuable knowledge, but they insist upon labeling it as less important because 

they achieved that knowledge through “play” with their peers.

These concepts fit well with constructivist teaching practices. According to 

Henderson, constructivist teaching looks for meaningful learning, active participants, and 

critical examination (1996, p.6-7). These are all skills I see occurring through the process 

of microgenesis and the zone of proximal development. Students' knowledge gradually 

becomes refined and meaningful as they actively work individually and with their peers 

to examine what they are learning. What is most important in this process is the critical 

examination of what they already know, and how the new information that is being 

presented fits into that existing framework. As Howe and Berv clarified, “The 

constructivist educator must actively promote a fallible view of knowledge by inviting
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critical perspectives” (Phillips, 2000, p.36). Having students question the information 

with which they are being presented helps them to form critical thinking skills they can 

utilize for the rest of their lives. Thus, my beliefs about how students learn have a direct 

impact on the way I teach them in my classroom. My examination of drama as an 

educational tool began as way to find motivation for myself and my students, but 

emerged as a valuable tool for critical inquiry. During my first project, Peter Pan, I 

explored the techniques of directing a play. I was looking for tools I could utilize in my 

own classroom practice.

Ethnography during Peter_ Pan

The model of research chosen for this project was ethnographic observation. This 

means of qualitative research allowed both participation and observation within the 

theatre setting at the Gerald C. Wilson Auditorium. Since I already knew many of the 

participants, this provided me with the unique opportunity to receive candid feedback on 

how the production of Peter Pan was progressing. Those individual interpretations of the 

experiences helped me to analyze how a major production is put together and gave me 

useful insights for instruction that I was able to apply to my teaching practice.

In the fall of 2002, the Director of the Kodiak Arts Council contacted me to run 

sound for Peter Pan. She provided me with the names of the Director, Vocal/ Assistant 

Director and Choreographer for the show. Roman, Peg and Marla, respectively, each 

provided me with permission to observe their instructional style during rehearsals, record 

my observations and analyze those results. I limited my data collection to notes taken in a
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steno pad at every rehearsal. The notes tended to be quotes that clearly outlined what 

these three individuals were attempting to accomplish each day. When I was able to, I 

transcribed the notes immediately into a typewritten journal with my analysis.

My role in the production was that of Sound Designer -  this means I was 

responsible for locating or creating the sound effects and for deciding which microphones 

to use and where they should be located. In addition, since this was a community 

production, I was also the Sound Operator. Thus, with the help of an assistant, I also 

played the live sound effects, turned on and off the recorded sound effects and monitored 

the broadcast levels of the various microphones during the performances. Since the 

operation of the sound equipment is not critical until the final few weeks, I was able to 

function almost entirely as an observer during the auditions and most of the rehearsals for 

singing, dancing, dialogue and blocking.

Because I have been a frequent participant at Arts Council functions for 20 years, 

my presence was accepted by all of those involved. A few actors, crew members or 

musicians stopped by to see why I was always writing during rehearsals. The difficulty 

with this, of course, was the large number of friends who wanted to sit and chat with me 

while I was trying to take notes. I explained the purpose of my research and always made 

it very clear the only people I was observing and taking notes about were Roman, Peg 

and Marla. I received a great deal of support from everyone. A few individuals even 

suggested or brought me research materials to read.

Being such a well-known participant had its advantages and drawbacks. On the 

one hand, I was privy to a great deal of information and conversation a stranger would
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never have experienced. I was familiar with the layout of the auditorium and the 

personalities of the people involved, so I did not have to worry about taking the time to 

acclimate. Yet, being so involved sometimes meant I was a little too close to the events 

around me to gain a clear picture of what was occurring. It made it difficult to keep my 

personal feelings from biasing my interpretations and analysis of the events. I did try to 

resolve this somewhat by critically looking back over my notes each weekend and talking 

about issues I saw with one or more of the three directors.

I chose to limit my observations to three individuals so the study would be 

manageable. This fit in with Berg’s description from Qualitative Research Methods for 

the Social Sciences, “The investigator is guided by the research question” (2001, p. 182). 

My approach was aimed at helping me to understand the difference between educational 

drama and theatre. While the many individuals involved in the production are also 

important, they would not contribute as much detail to my research question as the three 

primary leaders. I did realize as we got into our final month of rehearsal that I should 

have been including the Stage Manager in my observation group as well. She was 

extremely active in managing the group, leading the production staff and coordinating 

with the three directors. I also spent a great deal of time discussing my impressions of 

what was occurring with her. However, I had quite a bit of data by the time I made that 

realization, so I chose not to add her data to the study. In addition, I knew I only had a 4- 

5 month time period, and I had to focus exclusively on what I wanted to learn -  teaching 

methods. Thus, even though there were another 20-100 people around during each 

observation, I consciously chose not to write notes about any of them unless I needed to
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refer to them in regard to one of my subjects. In those cases, I used generic labels, such as 

cast or crew. Again, this methodology was acceptable within the field of ethnographic 

research. Berg explains, “Because it would be virtually impossible to observe everything 

or hear all that is going on at one time, ethnographers must watch and listen only to 

certain portions of what happens” (2001, p. 153).

Choosing to do a qualitative study was following a very constructivist approach in 

my research methodology. McMillan and Schumacher defined qualitative research when 

they explained, “Qualitative research is based on a constructivist philosophy that assumes 

reality as a multilayer, interactive, and a shared social experience interpreted by 

individuals” (2001, p. 396). I knew from prior experience with the theatre that there are a 

large number of layers to what occurs in a production. I had experience with some of 

these roles. Acting and playing in the orchestra were both aspects of theatre I had 

participated in many years ago. More recently, I had a great deal of experience with the 

backstage technology for lighting and sound. However, I had very little understanding 

about the process used by the directorial staff in moving a play from words on a page into 

a full production. McMillan and Schumacher stated that qualitative research is about 

“understanding the social phenomenon... participation in the life of persons” (2001, 

p. 16). I felt that understanding the processes and decisions made by the three leaders of 

Peter Pan could only occur if I sat and watched them do their work.

Other methods of collecting data were possible, but the only one I truly 

considered was the formal interview process. It would have been a faster and less time 

consuming means of gathering the data I needed. Yet, I would have had very different
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data if I had formally interviewed the director of Peter Pan. McCarty and Schwandt 

explained that constructivism views meaning as a result of interaction when they stated, 

“Meaning is a product of assent and coordination among two or more people engaged in 

social relationships” (Phillips, 2000, p.66). In Peter Pan, the meaning we sought was a 

group presentation of the show. At the same time, I was seeking knowledge about how 

theatre does and does not fit the definition of educational drama. By observing the 

director’s behavior and interactions, and talking with him informally about the process 

that he was using, I was able to grasp many of the nuances of the director’s role. I 

gathered a much greater breadth and depth of knowledge using this process with the 

director and his two co-leaders, than an interview, or even a series of interviews, would 

have yielded. According to Lincoln and Guba, this is because, “A major advantage of 

direct observation... is that it provides here-and-now experience in-depth” (1985, p.273). 

What was critical to me at that stage was the knowledge of how the work was done.

The intent of the directorial team came across clearly through their interactions 

with others, the words they used, and the methods they employed for guiding the rest of 

the ensemble. Maxwell calls this a realist approach. He made this clear when he stated, 

“Realist social scientists see the meanings, beliefs, values, and intentions held by 

participants in a study as essential parts of the causal mechanisms operating in that 

setting” (Maxwell, 2004, p.7). It was not enough to simply ask someone to tell me how 

they would direct a play. I needed to see the actions for myself so I could experience the 

way those meanings, beliefs, values and intentions were conveyed. This gave me
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valuable insight into my own teaching practice. I was beginning to see that directing a 

play and teaching a class were very similar activities.

Within qualitative research are a wide range of possible methodologies. I chose to 

use a phenomenological approach in my observations of Peter Pan. Based on the 

definition provided by McMillan and Schumacher, it was a phenomenological study as it 

involved “descriptions of ‘what’ happened and ‘how’ the experience occurred” rather 

than an in-depth examination of theatre culture as a true ethnography would have done 

(2001, p.489). On a daily basis, I utilized running notes, anecdotal notes that are often 

organized in categories, and field experience logs, which, according to Lincoln and Guba, 

are “similar to field notes but often written at some time after the actual observation 

(1985, p.275). The research notes reflect a chronological progression of each activity: 

auditions, rehearsals, the workshop, and crew meetings. The emphasis of the research, 

however, was on the essence of the experiences. What McMillan and Schumacher 

defined as “the highly synthesized and brief statement of the meaning of the common 

experience” (2001, p. 490). Focusing on this essence is what qualifies this research as a 

phenomenological study rather than a true ethnography. Berg’s discussion said, “A 

researcher with a phenomenological bent will resist condensing data or framing data by 

various sorting or coding operations... [they] might, instead, attempt to uncover or 

capture the telos (essence) of an account. This approach provides a means for discovering 

the practical understandings of meanings and actions” (2001, p.239). This was exactly 

what I did with my field notes. I read them and re-read them, looking for themes -  this 

essence to which Berg refers.
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Throughout the production process, I reviewed my notes and journals from the 

previous week. In part, I wanted to be certain I had not left anything out of the written 

accounts. At the same time, this gave me a constant awareness of what I was seeing and 

hearing. I paid particular attention to the account from the previous day, in case there 

were details I needed to ask the participants about when I saw them next. This process is 

very different from quantitative research which starts with a hypothesis and tests it. In his 

examination of the validity of qualitative research, Maxwell explained, “Qualitative 

research typically proceeds in a relatively inductive manner, developing theory and 

testable interpretations during the study rather than exclusively in advance” (2004, p.8). I 

was not sure what my conclusions were going to be at the start of the study. As the days 

and weeks progressed, patterns or themes began to emerge in my observations. I made 

note of these in my journals, and planned to collate all of the information at the end of the 

study. It was critical, however, that I examine each day’s data without preconceived ideas 

about what I would discover. Crain explained why this is crucial when he stated, 

“Phenomenologists believe that the first thing we should do when studying children, or 

anyone else, is abandon our preconceptions about them” (1985, p.83). This gives the 

researcher a fresh perspective about the object of the study. Only by looking at the data 

objectively each day was I able to notice some of the more subtle themes that began to 

emerge. Had I allowed my biases to guide me, I might not have seen as much detail.

Within the focus of the phenomenological research, I chose to do an observational 

case study. Bogdan and Biklen’s description of observational case studies shows that “the 

focus of the study is on a particular organization or some aspect of the organization”
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(2003, p.55). The focus of Peter Pan was the three leaders. I examined in detail how their 

vision of the script was “taught” to the cast and crew.

My function within the play was both as participant and observer. As Bogdan and 

Biklen declared, “The correct amount of participation and how you should participate 

have to be calculated with the particulars of your study in mind” (2003, p. 83). I was 

known to almost everyone present, since many of the actors, musicians and crew 

members, do the musical together every spring. Taking on a role of passive observer 

would have been seen as distinctly unfriendly and would have directly interfered with my 

ability to collect the data I was interested in gathering. Being a participant observer was 

an asset to this research.

My past experience within the theatre community also provided me with insight 

and knowledge that would have been impossible for an outsider to acquire within the 

relatively short production schedule. This is not unusual for researchers doing qualitative 

work. Golafshani affirmed, “Qualitative researchers have come to embrace their 

involvement and role within the research” (2003, p.600). According to McMillan and 

Schumacher, a qualitative researcher often has “personal or professional experiences that 

enable them to empathize with the participants” (2001, p. 416). My opinion was actively 

sought on issues such as who to cast, how to interpret difficulties with the crew and 

musicians and how the cast was functioning. As an individual who was well-known and 

respected in the theatre community, they wanted to know what I was seeing. As an 

outsider, I would not have been privy to these conversations and decisions. At the same 

time, I was new to the process that occurred in the early stages of play production. Since I
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was not needed in my participant role as sound tech until the last few weeks, I had 

unlimited access to sit, observe how the show evolved, and take notes on my observations 

of the three leaders.

I used narrative description at the conclusion of my data collection of Peter Pan 

to examine the three participants, the incidents they were involved in, the language they 

used and the views they stated overtly and that were implied through their behaviors. 

McMillan and Schumacher explained that “descriptive narration is completed after data 

collection because of the discovery-orientation of the research” (2003, p.93). Utilizing the 

information in my field notes and journals, I compiled a complete description of each 

stage of the process for the production of Peter Pan. This narrative was the story of the 

directorial members for the show. As Bruner defined it,. “A narrative is compassed of a 

unique sequence of events, mental states, happenings involving human beings as 

characters or actors” (1990, p.43). The three central actors were described in depth. Their 

actions and reactions were followed from the beginning to the end of the production, 

compared with each other and compared with my experiences as a classroom teacher. 

Bruner explained, “One of the most ubiquitous and powerful discourse forms in human 

communication is narrative” (1990, p.77). I then shared this narrative with the three 

individuals whom 1 had observed and their comments were solicited. I found they were 

genuinely interested in the narrative, and they enjoyed the story it told.

After completing the narrative, I began the process of analyzing my data. Since I 

had gone into the research process with research questions rather than a hypothesis about 

what to expect, the analytical process I utilized was analytic induction. Lincoln and Guba
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stated analytic induction is “described by Goetz and LeCompte (1981, p.57) as follows: 

This strategy involves scanning the data for phenomena and for relationships among such 

categories... analytic induction is intended to provide universal rather than probabilistic 

explanation” (1985, p.335). I read through the ethnographic descriptions I had collected 

in my phenomenological field notes, my daily analysis and conclusions from my journals 

and the final narrative description of the production process before beginning my 

interpretation of the data. I used several techniques for analysis described by Ryan and 

Bernard. I looked for word repetitions and terms specific to drama, as well as descriptions 

of actions and their effects, and I also watched for metaphors and analogies (Ryan and 

Bernard, n.d.). This process led me to the conclusion that educational drama and theatre 

are distinctly different subgroups of the broad field of drama.

What I needed from this study was a conscious awareness of process. Observing 

the director, choreographer and choral director gave me specific knowledge about drama. 

At the same time, I had to be very aware of my personal understandings and beliefs about 

what I was seeing. Bruner clarified why this is important when he stated, “The 

constructivism of cultural psychology... demands that we be conscious of how we come 

to our knowledge and as conscious as we can about the values that lead us to our 

perspectives” (1990, p.30). The reason for this conscious awareness is to assure the 

trustworthiness of myself as a researcher so my data will not be suspect. As Golafshani 

affirmed, “To ensure reliability in qualitative research, examination of trustworthiness is 

crucial” (2003, p.601). Chatting with my subjects about what I had observed, in order to 

seek their opinions of what I was seeing, and asking them to comment on my early drafts,
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helped me to see areas where I was going astray and also provided an additional base of 

trust in the reliability of my research. The Colorado State University website showed why 

this is critical in the definition, “[Qualitative study] takes place on site, in the group’s 

natural environment, and attempts to be non-manipulative of group behaviors. The 

purpose is to aim for objectivity, while it must take into account the views of the 

participants (2004).

In qualitative research every individual is important. My perspective as the 

researcher was no less important than those participants I was studying. It was critical 

that I clearly understand their viewpoints as I examined the data. As Lincoln and Guba 

discussed, “Researchers in a variety of disciplines in the social sciences have been and 

are grappling with social constructivist approaches, wherein the contribution of each 

individual in the context to the creation of a reality is recognized” (1985, p.82). While my 

notes were the collection point for the observations and conversations, the process of 

reviewing the notes and seeking feedback from the participants allowed me to see where 

my note taking needed refinement, where my thoughts were beginning to drift from the 

research questions or where new data was emerging I had not expected.

My belief is that good qualitative research looks for information from as many 

different sources as are possible within the range of the study. Berg confirmed this with 

the explanation, “[It is] often also useful to supplement this information, [interviews and 

observations], with various documentary sources” (2001, p.227). Most of what I needed 

to know for the purpose of my study I was able to collect either during the study itself or 

prior to its start. Gaining background information was not difficult for any of the
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participants in my study. Before the director arrived, I read his website looking critically 

at his biography and descriptions to help me understand who he is. I relied on my 

personal knowledge and friendships with the choral director and choreographer for much 

of the information about their personal histories. My research covered as much detail as 

possible during the production run. I explored the background of the participants, their 

actions and reactions during the production and their personal opinions regarding the data 

I had collected. When the play was over, I knew more of the questions to which I needed 

to find answers. I focused on the documentation I needed to begin the process of 

clarifying my thesis topic.

Qualitative research has a different foundation than quantitative research does. In 

his examination of qualitative research, Golafshani explained “Qualitative researchers 

seek instead illumination, understanding, and extrapolation to similar situations” (2003, 

p.600). The heart of good research, however, is the usefulness and credibility of the data. 

Golafshani said, “Both qualitative and quantitative researchers need to test and 

demonstrate that their studies are credible” (2003, p.600). The procedures of 

phenomenology, observational case studies, participant/ observer protocols, narrative 

description and analytic induction are all accepted methods used in qualitative research. 

These qualitative processes arise out of the postmodern belief about the nature of truth. 

Delamont, Coffey, and Atkinson declared, “Postmodernism argues that there are no 

universal truths... can produce only partial locally and historically specific insights” 

(2000, p.5). This perspective has often led to questions about the applicability of 

qualitative research. In quantitative work, factors are controlled, and the data is
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generalizable to other situations. According to Maxwell, “Generalizability is normally 

based on the assumption that this theory may be useful in making sense of similar 

persons or situations” (1992, p.293).

My study of Peter Pan is not generalizable in a broad sense. It is, though, 

applicable to similar settings. The results of this study have shown me that directing a 

play is not essentially different from teaching a class. I also discovered that few of the 

dramatic activities I was learning about for instructional purposes arise during the course 

of a production. While the data I collected may not be broadly applicable to a wide range 

of settings, I believe it has value. The narrative history of what I observed, as well as the 

conclusions that were drawn, show a detailed account of the activities that occurred 

during the production run. No activity is exactly the same every time it is done. Analysis 

of this data can lead to ideas that will help in similar situations. While the results are not 

generalizable in the same way quantitative research is, we can extrapolate the results, and 

utilize them (Golafshani, 2003).

Interviews about Drama Inservice Trainings

The next step of my research process was to move from the comparison of 

directing and teaching into an in-depth exploration of the teaching processes used in 

drama. In order to examine this closely, I utilized depth interviews with colleagues who 

had attended the drama inservice session in the Kodiak Island Borough School District. 

As Lincoln and Guba defined it, “[In] the depth interview, [the] interviewer and 

respondent are ‘peers’” (1985, p.269). Since the teachers I contacted are colleagues with

47



whom I have attended training, I had little difficulty finding sufficient participants. Most 

of the individuals were known to me and were very interested, not only to share their 

perspectives, but also to see the final results.

The process I used to select participants began by soliciting permission from the 

Director of Instruction at the Kodiak Island Borough School District Central Office to 

access the attendance rolls for the drama inservice sessions that occurred between 1998 

and 2003. (See Appendix B for letter granting permission.) The curriculum office staff 

provided me with attendance sheets for six inservice sessions that occurred during the 

specified time period: “Living Pictures: A Theatrical Technique for Learning Across the 

Curriculum”, “Drama: The Missing Link in Language Arts”, “Using Literacy in the 

Integration of Drama and Science”, “Stepping into Story: Improvisational Drama to Build 

Reading Comprehension K-12”, “From Story to Stage: Dramatizing Literature Using 

Creative Problem Solving” and “Exploring Secondary School Literature and Social 

Studies Through Drama”. Enclosed with the drama session attendance sheets were two 

additional arts-based inservices; however, I chose not to use that information as it was not 

specific to drama as an instructional method. The curriculum office noted that there were 

one or two additional sessions offered with the Kennedy Center partnership that were 

handled by another individual and thus they did not have the records. They also noted on 

each of the attendance sheets at which schools and grade levels each of the teachers was 

employed for the 2003-2004 school year. I took the data and set up a table indicating the 

individual’s name, school, grade level and which sessions they had attended. Included
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was also an initial blank column where I tabulated the total number of sessions attended. 

(See table below for an example using my personal data.)
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Table 1: Example of Personal Data from Curriculum Attendance

Name School Grade Living

pictures

10/03

Missing 

Link in 

LA 

10/02

Drama

and

Science

10/02

Stepping

into

Story

8/02

From

story

to

stage

10/00

Lit and 

Social 

Studies 

10/00

4 Tamie

Fogle

KHS 9-12 X X X X

The next step was to contact people via email whose names were listed on the 

organizational table and ask for their cooperation with my research. There were 61 

different individuals who had attended at least one of the drama inservices during the past 

five years. Approximately one-third of those individuals had attended two or more 

sessions. I emailed the description of my research to myself and sent a blind carbon copy 

to the 22 individuals who had been to at least two sessions and were still working with 

the Kodiak Island Borough School District. In that initial email, I utilized the first three 

paragraphs of the consent form. (See Appendix B.) This description summarized that I 

was trying to discover how other teachers in our district have been using drama in their 

classrooms, and that I wanted to learn what benefits and problems other teachers have 

discovered in implementing the techniques they have learned. I had eight teachers



respond to my initial email. They were provided with a copy of the research questions 

and consent form that accompanied my IRB proposal. (See Appendix B.) Seven chose to 

schedule appointments with me and were subsequently interviewed for anywhere from 

20-45 minutes. The average interview was a half-hour.

There are two tools commonly used to collect data from a group of individuals: 

surveys and interviews. Surveys are faster and easier to code, and thus I toyed briefly 

with the idea of utilizing surveys so I could collect data from more individuals. I chose to 

do interviews, however, because surveys do not provide the same quality of data that an 

interview does. Lincoln and Guba confirmed, “A major advantage of the interview is that 

it permits the respondent to move back and forth in time -  to reconstruct the past, 

interpret the present, and predict the future.” (1985, p.269) The interview process is the 

perfect tool for collecting data of this nature. It allowed the participants some flexibility 

in their answers so they were able to describe their teaching practice in their own words. 

In Bogdan and Biklen’s description of interviewing, they clarified, “The interview is used 

to gather descriptive data in the subjects own words so that the researcher can develop 

insights on how subjects interpret some piece of the world” (2003, p.95). According to 

Berg, interviews supplant surveys as a research method “particularly when investigators 

are interested in understanding the perceptions of participants” (2001, p.72). The use of 

an interview, rather than using a survey method, allowed me to utilize a greater level of 

description from the participants. I was also able to discuss the topics with the 

participants and clarify any information that was not immediately clear.
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Interviews were also useful because they allowed me as the researcher to perceive 

the body language and attitude of the person responding. Bruner explained the 

importance of context when he stated, “The meaning of any fact, proposition or 

encounter is relative to the perspective or frame of reference in terms of which it is 

constructed” (1996, p. 13). It was important to me to understand the nuances of the 

responses. Face to face contact can provide that knowledge. Written answers on a survey 

do not allow the same level of meaning. Lee and Roth confirmed this when they 

explained, “The construction of reality during discourse such as interviews is as much 

how (form) it is said as what (context) is said” (2003, p.5). In addition, for those teachers 

who chose to be interviewed within their own classrooms, I had the opportunity to see the 

setting they use for the methods they are describing. All of these facets were important 

because they are central to the validity of my research data. According to Maxwell, 

descriptive validity, “the factual accuracy of their account,” is of concern to qualitative 

researchers. Since omissions of important information can impact the accuracy of an 

account, one suggestion he has is the use of tape recorders to help to validate the account. 

As he explained, even though terms can be interpreted differently, the tape still holds an 

accurate record of the actual words used by the respondent (1992, p.287). I utilized 

journals and field notes with the interviews, just as I did in the Peter Pan study, in order 

to provide myself with a place for feedback and reflection. In addition, I tape-recorded 

the interviews so I was able to go back and review the tapes for anything I may have 

missed in my initial notes.
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One advantage I had with this facet of the research was the variety of participants 

who were involved. Rather than an intensive examination of just three individuals, I 

utilized interviews of approximately thirty minutes with each of the seven teachers. This 

yielded an incredible amount of data that I was able to bring back to my own teaching 

practice. Each of the seven teachers is at different grade levels in different schools and 

has different experiences in utilizing the drama techniques. This wealth of perspectives 

allowed me to see a variety of approaches to the use of educational drama in a classroom 

setting. It also is a widely accepted method of ethnographic research. Delamont, Coffey, 

and Atkinson explained, “Ethnographic research has always contained within it a variety 

of perspectives” (2000, p. 10). Comparison of these perspectives provided interesting data 

for answering my research questions.

Semi-standardized interviews were utilized with all of my participants. A semi

standardized interview, according to Berg, “involves the implementation of a number of 

predetermined questions and/ or special topics” (2001, p.70). Rather than follow a 

standard interview format, where all of the questions are predetermined, I chose to utilize 

a semi-standard format to allow for flexibility in individual responses. I went into the 

interviews with the belief that I do not know all of the questions that need to be asked, 

even at that late stage in my research. Thus, all of the questions were open-ended to allow 

for follow-up and exploration of the subjects’ experiences. (See Appendix B for research 

questions.) Having questions pre-prepared gave me several advantages. First, it allowed 

me a basis for comparison between the various interviews. Also, leaving the questions 

open-ended allowed the participants the freedom to respond in a manner that showed
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most accurately what they believe and think about educational drama. We were therefore 

able to explore various side topics as they occurred throughout our discourse.

Social discourse theory guided my beliefs and framed what I discovered in these 

interviews. Bogdan and Biklen explained whjdiscourses are a legitimate method of 

uncovering concepts when they stated, “Discourses both organize and discipline talk and 

ideas, but they do not completely control it” (2003, p.21). Interviews are nothing more 

than a structured conversation. In these conversations, I was asking the participants to tell 

me a story about themselves. I expected and had a variety of experiences in these 

interviews because each of us looks at interviews and story-telling differently. Some of 

the participants stuck closely to the questions I provided in advance, while others simply 

told me their story with little embellishment, and still others were interested in having a 

conversation with me about the topics. Bruner described how discourse becomes more 

than one person’s story when he stated, “Obviously, ‘the-story-of-a-life’ as told to a 

particular person is in some deep sense a joint product of the teller and the told” (1990, 

p. 124). Together we created a product -  the data set — that was recorded and set down. In 

order to do this, we both had to have a familiarity with the concepts that were being 

discussed. In other words, we had a common, consensual language. As Lincoln and Guba 

acknowledged, “The construction of realities must depend upon some form of consensual 

language” (1985, p.71). One significant advantage we had is the common base of 

knowledge from the inservice trainings. I had attended four of the six trainings and was 

able to obtain handouts from the two I was forced to miss. Thus, all of the techniques and
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terms that came up in the interview were familiar, so we were able to progress directly 

into the story telling process.

The text of the data was not the only critical feature of the interview process, 

however. If it were, surveys could have been used as the data collection method. 

Interviews provide the social context surveys lack. The information, its meaning and its 

applicability, came from the interactions with the individuals. Lee and Roth affirmed the 

importance of this interaction when they explained, “During [a] research interview, both 

participants and researchers are active agents whose identities are constituted in that 

process” (2003, p.2). Each of us took on a role that developed as the interview 

progressed. The information we shared with each other came not only from the words, 

but from the social interaction that was the interview itself. According to Lee and Roth, 

“Interviews are a central part of meaning making in social life” (2003, p.2). In the 

interviews, the social meaning came from the discourse we shared about training we hold 

in common. Each of us left the interview setting richer in knowledge and experience. As 

Bruner declared, “Knowledge is what is shared within discourse, within a ‘textual’ 

community” (1996, p.57). My goal was to leave with an understanding of the problems 

and successes other teachers have experienced. According to Lee and Roth, this is 

possible because interviews help us to “discover something about the world and social 

reality” (2003, p.3). These discoveries have enabled me to focus my use of educational 

drama so I can present it to my students more successfully. My journals therefore 

reflected the attitude of both myself and the other teacher during each interview, how the 

setting of the room or context of the meeting may have impacted our ability to
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communicate, the impression I had of the interview immediately before and after its 

completion, and patterns I was beginning to see emerge from the discourse. Thus, the 

pre- and post-session journals were my first level of analysis of the interview data.

After the interviews were complete, it was necessary to analyze the information in 

the field notes, journals and tape recordings. The process I chose to use for this was 

critical analysis of the narrative. Narrative analysis allowed me to closely examine the 

stories teachers told about their use of drama in the interviews (McMillan and 

Schumacher, 2001). Bogdan and Biklen’s description of the process they used is similar 

to what I utilized: “[Data] analysis involved working with the data, organizing them, 

breaking them into manageable units, coding them, synthesizing them, and searching for 

patterns” (2003, p. 147). I listened to the tapes of the interviews and examined my notes 

and journals, searching for the patterns that emerged. In particular, I looked for common 

themes between the interviews about obstacles, struggles, successes and usefulness of the 

methods the teachers described.

Ryan and Bernard also described several means of discovering themes. Some of 

his techniques that I used on the interview data included analysis of words, blocks of text, 

and linguistic features of texts for trends or patterns (n.d.). Examining the words people 

use is one key to doing this well. Phillips explained why this is a legitimate method of 

discovering themes in research when he stated, “Language provides the conditions for 

both understanding and misunderstanding” (2000, p.322). In particular, I looked for key 

terms specific to drama and education. Since I had a common basis of training, I was 

careful to not make assumptions about what I was hearing from my participants. At
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regular points throughout the interviews, I rephrased comments and terms, to be certain I 

was using the concepts in the same manner as the teachers I was interviewing. As I 

analyzed the data, it was still critical to be cautious with my interpretations and not bias 

my results with my preconceptions.

Another researcher whose work influenced my analysis is Jerome Bruner. 

Bruner’s discussion of Donald Spence’s work with narrative truth explained that a 

speaker will tell a story, will reconstruct what they remember, and while every word may 

not be the literal truth, the “real” story is captured within the narrative (Bruner, 1990).

My goal, therefore, was to sift through the narratives I collected from these interviews 

and search for interpretations and explanations that have significance for my research 

questions. In doing so, I was attempting to understand how another teacher’s practice can 

be adapted or generalized. According to Bruner, “The object of interpretation is 

understanding... One of our principal means for doing so is through narrative: by telling 

a story of what something is ‘about’” (1996, p.90). As was mentioned earlier, the results 

of this qualitative research can then be extrapolated to similar situations. In this instance,

I took the stories that other teachers have shared with me, analyzed it closely as described 

above, compared that analysis with the Peter Pan data and extrapolated the combined 

data into a series of suggestions for improving both classroom practice and teacher 

training for the use of educational drama. Thus, the final results will provide me with 

guidance in my use of drama in my secondary classroom.

In this research, I proceeded from the assumption that observing and talking with 

others about their work would lead me to knowledge about my own practice. The
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phenomenological observations of Peter Pan yielded a narrative summary that was, at its 

core, the focused story of six months out of the lives of three individuals. The interviews 

were another form of narrative, comprising storytelling and social discourse to show 

patterns from different teachers’ classroom practice. While this methodology has been 

supported with research, as shown above, I also know that it is what works best for me. I 

have always learned from stories. In my teaching practice, I have found that the stories I 

have shared in the past, the conversations that happen in the halls, the dialogues that 

occur in workshops and training sessions -  all of the many narratives I have participated 

in -  have each given me something valuable. Bruner believed “What people do in 

narratives is never by chance, nor is it strictly determined by cause and effect; it is 

motivated by beliefs, desires, theories, values, or other ‘intentional’ states” (1996, p. 136). 

My belief, hope and intention was that these processes would bring me back to the top of 

the recursive loop that began this whole process. My goal was to emerge from this study 

with new motivation grown from the narratives that have been shared with me throughout 

the methodology of my research. As I look toward the results of the research in the 

coming chapters, I can see where I have grown and where my enthusiasm has been 

renewed.
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Chapter 4 Phenomenological Study of the Directors of Peter Pan 

Drama in Community Theatre

I began my research with the intent of discovering what the theatre setting could 

teach me about drama in the classroom. After watching the three individuals who led and 

directed the rehearsal process, I discovered teaching a class is not significantly different 

from directing a production. Peg and Marla , the vocal/ assistant director and 

choreographer, ran the first two months of rehearsals, focusing on lines/songs and 

dancing respectively. Our director, Roman, was from out of state. He came in December 

to do the auditions, then left and returned for the final month of rehearsals. Thus, my 

early notes were entirely about the two ladies, while the second half focused almost 

entirely on Roman. Altogether, the production ran through three months of rehearsals, 

then two weekends of performances. We quickly established a routine for rehearsals that 

held true until the final weeks. Roman had another commitment during the performances, 

so the running of the show was turned over to the Stage Manager during dress rehearsals.

Drama is often lauded as a teaching tool. It is an excellent method of instruction 

in many subject areas. For small and large groups, it provides the opportunity for 

collaboration and teamwork. It engages student learners in a manner that few other 

techniques can accomplish. It increases both student understanding and their reflective 

awareness. And drama is a realistic approach to subjects that raises participants’ 

expectations for themselves. This is true of both drama in the theatre and in the

3 For the sake o f  confidentiality, the nam es used for the three directors are pseudonyms.



classroom. Beyond the personal level, drama also impacts students’ views of their 

society. Working through moral and ethical issues with drama becomes easier because it 

is a safe method of self-expression. But it also allows students to reflect on their insights 

and values, express feelings, gain empathy for others and identify with other points of 

view. This builds their inner resources, leading to intense personal growth for many 

individuals (Erickson, 1999; Fleming, 1994; Gonzalez, Spring 2002; Heath & Roach, 

1999; McCammon, Spring 2002; McKean, Spring 2002; Oreck, Baum, & McCartney, 

1999; Seidal, 1999; Wilhelm & Edmiston, 1998; and Winston, 2001). This production 

was very supportive with strong expectations that everyone would stretch themselves to 

create the best show possible.

There were high expectations of the cast and crew from the directors. Peg had a 

higher standard that she held the adults to: “If the adults don’t set a good example, we 

can’t expect the kids to.” She also held Roman’s return up as the moment of truth and 

pushed everyone towards that point: “If you don’t put the enthusiasm into it now and 

show it he [Roman] will make you do it over and over until you have it.”

Roman also had high expectations for the group. He would not allow scripts 

onstage unless someone was standing in for a missing cast member. For example, I stood 

in for Nana and got to take my notebook, but Mother Darling and the children were told 

to put them away when they brought them up. Anyone who could not remember a line 

had to ask for one -  he said it is a policy of his -  that even if you have to be read a speech 

one line at a time, he expects you to repeat it back until you get it.
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Drama is a method for improving students’ expectations for themselves. Drama is 

fun, but it requires discipline and responsibility to present a quality result. Given the 

opportunity to tackle a rigorous and challenging project through drama, student attitudes 

can improve, giving them the desire to create a quality product. By providing them with a 

buy-in, teachers can help students to be self-regulating -  seeking out the intrinsic rewards 

that come from a job well done (Burton, Horowitz, & Abeles, 1999; Catterall, Chapleau 

& Iwanaga, 1999; Catterall & Waldorf, 1999; Gonzalez, Spring 2002; Heath & Roach, 

1999; McCammon, Spring 2002; McKean, Spring 2002; Oreck, Baum, & McCartney, 

1999; Predergast, Winter 2002; Seidal, 1999; Winston, 2001; and Wolf, 1999). Getting 

anyone to buy-in to your vision of how things should be requires sharing your reasons 

with those around you.

All of the directors had reasons for what they were doing and shared them with 

the cast in a constant, running monologue. Explaining things clearly came easily to 

Roman. He was very much the center of attention, as he was speaking almost constantly 

during this process: sharing his vision, explaining, motivating. He seemed to love being a 

story teller and used those skills to engage the cast in his vision of how the show should 

work. Roman was constantly explaining his reasons for instructions:

What I envision here is a lot of constant motion at this point. He’s [Father 

Darling] just frantic at this point... [unable to tie his bowtie for their evening out]. 

This is rapid movement. We need to see how anxiety ridden you are.

Roman did not usually do group notes, which may have led to the impression that 

he was not doing much near the end, but he seems to prefer to work one on one. When I
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asked him about it, he said he does not like singling out individuals for correction in front 

of the group. In fact, looking back, anytime he had a longer set of directions to give, he 

would go up onstage during the early rehearsals and give pointers in a low tone rather 

than shouting across the auditorium. The final night he was with us was the only time he 

collected everyone in the green room to do notes.

Roman liked to use analogies, examples and questions to show the actors what he 

wanted them to do. At one rehearsal, John and Wendy begin the first scene by entering 

arm and arm and he told them to do it: “As if you’re entering a grand ball.” He tried to 

use examples that fit into the person’s experience and life role. Unfamiliar stage terms 

often got the same treatment “Do you know what a counter is? When someone 

approaches, do just what you did [John stepped back UL4 away from center] and back 

away.”

When he wanted them to relate information to what they already know, he would 

either use a question to show the connection or an example of a common behavior from 

everyday life, but when he was imparting new information he gave analogies or 

descriptions. For example, Mrs. Darling speaks to the children several times before it 

registers with her that John is wearing a hat. Roman wanted her to pause in mid-speech 

and register its existence before finishing the line. So first, he asked her if she had ever 

walked into a room and not noticed something right away. Then, when she said yes, he 

stated: “You have to make it a separate thing. It only makes sense if it just registers [at 

that moment].”

4 UL is a stage term  that means upstage left. From the actor’s point o f  view when facing the audience, UL 
is backwards and to the left.
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For the less experienced actors, Roman gave tips and reasons for improving their 

stage presence. For example, when Father Darling kept turning his back on the audience, 

Roman explained:

If you’re paying attention then learn this lesson. At all times you have an upstage 

leg and a downstage leg... [it] keeps your body open. It is just a matter of 

stopping in the right position. There’s another part to it too, you should gesture 

with your upstage arm too.

Peg also was constantly explaining the reasons for her expectations. At one point, 

the Lost Boys were singing a song in a very flat, bored style. So she told them:

You’ve never had a mother. This is so exciting. You fell out of your carriages as 

babies, remember? You’ve been wild animals. You’ve had to get the clothes on 

your back -  everything! Peter goes and listens to the stories and comes back to 

tell you what it is like to have a mother. You’re very interested in what a mother 

does. The only girls you know are the savage Indian girls who would rather kill 

you. Imagine what it would be like not to have a mom, then to discover you’ve 

hurt her before you have a chance. You are trying to make it better and you’re 

really excited.

During this speech Peg stopped once or twice to sing a few lines with excess 

energy -  trying to get her point across and show what she was looking for. “When 

Roman gets here it would be great if he could say ‘Take it down a notch’ rather than 

‘Hey, what are you? Dead?”’
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Marla was very intense in the dance studio, and as a result her explanatory style 

was somewhat different from the other two directors. Often her directions were in 

snippets, rather than sentences: “Good job except we need to -  we’re all in a formation at 

the end. Let’s figure out something to get you back into the opening formation.” Marla 

showed, explained and practiced each movement with those dancing. When actors did 

something incorrectly, she often would physically move their arms or upper body to 

make them physically experience the movement. Sometimes she over exaggerated the 

motions to make it obvious. Thus, her explanations tended to be very physical rather than 

spoken. But Marla, like the others, also uses references to the script to clarify and justify 

what she is doing with the choreography. “Now remember, you won’t have pockets, so 

don’t put your hands in your pockets.”

Utilizing drama as a teaching technique is an excellent tool in a variety of school 

subjects. Even though many people relate drama most closely to language arts, the 

integration of drama with other subjects greatly enhances learning for students. Students 

gain a better understanding of the texts they are reading, experience an increase in their 

ability to use both math and language skills, develop a greater rapport with their teachers 

and improve their communication skills. Drama is a wonderful student-centered approach 

for attaining academic success (Abel, 1999; Best, Spring 2002; Burton, Horowitz, & 

Abeles, 1999; Catterall, Chapleau & Iwanaga, 1999; Erickson, 1999; Fleming, 1994; 

Gonzalez, Spring 2002; Heath & Roach, 1999; McCammon, Spring 2002; McKean, 

Spring 2002; Oreck, Baum, & McCartney, 1999; Seidal, 1999; Simpson, Herring &

Kelin, Spring 2002; Wilhelm & Edmiston, 1998; Winston, 2001; and Wolf, 1999).
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Similarly, the directors in our production utilized the script of Peter Pan as a means to 

expand the knowledge base of the participants.

There were quite a few historical lessons scattered throughout the production of 

Peter Pan. Peg began with her explanations to the Lost Boys about how the play has been 

produced in the past; Roman continued it with descriptions of society and behavior. 

Roman made it very clear what the characteristic behaviors were, both within the time 

period and in regards to body position towards the audience, “You don’t have to look at 

your wife to talk to her, especially when you’re giving her orders.”

Because drama is an active method of instruction, it engages students more 

readily than other methods do. Drama is one art form to which everyone can relate.

Stories that involve us and relate to our lives capture our imagination. Drama allows 

students to bring those stories to life and explore them in a creative and challenging way. 

Problem students often find that the exploration of multiple learning modalities possible 

through drama can capture their imagination in a way no other method can approach. 

Drama is motivating because it is an active use of both imagination and physical skill 

(Abel, 1999; Best, Spring 2002; Burton, Horowitz, & Abeles, 1999; Catterall, Chapleau 

& Iwanaga, 1999; Catterall & Waldorf, 1999; Erickson, 1999; Fleming, 1994; Gonzalez, 

Spring 2002; Heath & Roach, 1999; McKean, Spring 2002; Oreck, Baum, & McCartney, 

1999; Predergast, Winter 2002; Seidal, 1999; Simpson, Herring & Kelin, Spring 2002; 

Wilhelm & Edmiston, 1998; and Winston, 2001). The directors of Peter Pan did an 

excellent job of linking imagination, movement and prior knowledge together.
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One of the more important aspects of theatre for those participating is that it is a 

more kinesthetic experience. Right from the start, rehearsals were very physical and 

interactive. Peg began choral warm-ups with “spluttering” exercises where the actors 

buzzed their lips. Marla immediately taught steps. When Roman arrived the first thing he 

did was blocking. Interpretation of lines and nuances of meaning arose from the physical 

movements the actors were learning.

The explanations the directors gave reinforced the physical movements, and 

instructed the actors in what was expected of them. Marla and Peg both instructed in a 

very step-by-step sequential style. They broke the dances and songs down into small 

manageable chunks and taught the pieces a little at a time. Both did this by demonstrating 

the steps, movements or vocal style they wanted to see, accompanied by an explanation 

of how it fits with the music and/or story.

Marla would dance out the steps. She would constantly show and explain the 

steps at the same time. At one point, when several dancers simply stopped moving, Marla 

said: “If you don’t remember what you’re doing, act like you do. Pretending is the order 

of the day.” Peg also showed them through example how she wanted them to utilize their 

voice in their part -  frequently over-exaggerating her examples to get the point across. 

Peg listened and noticed. She continued to give explanations and reasons for what could 

sometimes be construed as fairly bizarre exercises.

Students who participate in drama as a teaching method gain an increased 

understanding of information. Drama takes implicit ideas and makes them explicit. This 

leads to cognitive growth in students, because their observations and thinking move
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beyond the superficial into a more mature approach. The use of multiple intelligences 

possible in drama engage all of their senses so students form connections between ideas 

and form mental habits which develop their minds (Best, Spring 2002; Burton, Horowitz, 

& Abeles, 1999; Catterall, Chapleau & Iwanaga, 1999; Erickson, 1999; Fleming, 1994; 

Gonzalez, Spring 2002; Heath & Roach, 1999; Predergast, Winter 2002; Seidal, 1999; 

Simpson, Herring & Kelin, Spring 2002; Wilhelm & Edmiston, 1998; and Winston, 

2001). Learning to connect to a piece of literature or a historical fact helped many of our 

actors not only gain an understanding of the play, but that understanding made it possible 

to express their individuality in a way they could enjoy.

Thus, another important facet to theatre is the enjoyment the cast and crew 

receives from the show. Part of that comes from establishing a connection with the work. 

Marla and Peg both created many opportunities for individuality early on in the process. 

Peg stated at one of the first rehearsals: “Each of you -  think about how you can develop 

your part so each individual wild boy has a personality.” Marla did not always state it 

outright, but she was always listening to suggestions from the dancers and incorporating 

them into the choreography.

In addition, Peg spent a great deal of her time reassuring cast members and 

making them comfortable. This started at the auditions and continued throughout the 

production. She used humor a great deal to make her points. Only very rarely did her 

frustration edge that humor over into blatant sarcasm. In general though, Peg kept up a 

constant patter of reassurance and instruction: “Let your throat relax... Some of the stuff 

[the vocal warm-up exercises] is a little strange and off the wall, but it really helps.” It
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always was important to Peg that the actors have fun with what they were doing. In that 

process she caught their attention and taught them how to hold themselves, how to speak 

clearly, how to interpret the words in their choral book and many other skills critical to 

strong communication. Her humor frequently kept the pace going smoothly in the early 

rehearsals when things were rough and Roman was not back yet.

By mid-February everyone was very focused on the rehearsals and eager for 

Roman, the primary director, to return to Kodiak. They were more comfortable with one 

another and the scripts. As a result, the group became more cohesive. Interruptions and 

joking centered around improvement. There was a very committed attitude from all of the 

cast and crew.

Drama is more than one individual working alone. To be successful, drama 

requires a team effort in both small and large groups. This collaborative process can teach 

students numerous skills useful both in school and their lives. Individuals working in a 

drama setting gain cohesion and belonging from the ensembles in which they participate. 

They learn from the relationships this builds. This sense of community is also a direct 

link to engaging students and improving their self-esteem so they become better students 

(Abel, 1999; Best, Spring 2002; Burton, Horowitz, & Abeles, 1999; Catterall, Chapleau 

& Iwanaga, 1999; Erickson, 1999; Fleming, 1994; Gonzalez, Spring 2002; McCammon, 

Spring 2002; McKean, Spring 2002; Oreck, Baum, & McCartney, 1999; Wilhelm & 

Edmiston, 1998; and Winston, 2001). The directorial team kept up the feeling of 

community by maintaining strong lines of communication with the cast and crew.
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When Roman did arrive back in Kodiak, he was very good about keeping the cast 

informed about his opinions in a positive, upbeat manner. He gave out regular praise: 

“The rehearsals so far have been very good in my estimation... I could not be more 

pleased with where we are...” He also made a conscientious effort to keep them apprised 

of what was happening backstage. “The set has been a concern, but we are starting to see 

pieces appear. As you can tell, we’re getting a set...” He would also point out areas that 

needed improvement by commenting in a humorous manner about what was being done 

well. For example, “There have even been very few times when I’ve been distracted by 

the noise off-stage.”

Roman did establish his authority from the very beginning. On his second day of 

rehearsal, he sat down, and we went line by line through the Act while he explained to 

the actors where they should stand and how they should move from line to line. The 

people not onstage were very noisy at first, “Everybody quiet so I can think and talk and 

-  [pause] -  order people around.” Yet, he always maintained a relaxed and conversational 

tone with the cast and crew. It rarely came across as strong or demanding leadership, yet 

the end point he wanted to reach was always accomplished.

All three directors tended to be fairly gracious when they made a mistake. One 

time, Marla tried to show someone a step and several of the girls protested. She 

responded: “Just ignore me then. Sometimes I can’t remember what I’ve done. I have a 

lot of dances in my head. So, the animals wake up separately?” Their example of positive 

leadership set the tone for the whole production, resulting in a strong sense of community 

and belonging.
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For many students, the disconnection of their school lessons from their lives leads 

to a lack of interest in the subject matter. Drama is a powerful way to show students real 

world experiences. Taking on a variety of roles can show students how to adapt their 

skills to life. They can problem solve through a dilemma in a supported atmosphere, 

learning to improvise solutions to problems they may someday face. It can also teach 

students that learning is lifelong, by showing them that the skills of time management, 

productivity, and perseverance are relevant to everyone’s lives (Abel, 1999; Catterall & 

Waldorf, 1999; Erickson, 1999; Fleming, 1994; Gonzalez, Spring 2002; Heath & Roach, 

1999; McCammon, Spring 2002; Oreck, Baum, & McCartney, 1999; Predergast, Winter 

2002; Seidal, 1999; Wilhelm & Edmiston, 1998; and Winston, 2001). One of the most 

important skills that was reinforced over and over in Peter Pan was learning to be 

flexible and supportive of one another when problems arose.

Roman was good at acknowledging what was and was not working with the cast 

and crew. At one point, we had to shove chairs together as pretend beds because there 

were no set pieces yet. Roman dealt with all these trivial problems with jokes, but often 

related them to whatever we had recently gone over, “Now that Mr. Darling’s job is 

secure we’ll see if we can’t get beds with middles in them.” Any cast member who had 

been paying attention got the joke, but many looked up to see what was happening when 

they heard the chuckling.

Roman did not single people out, but he also did not allow problems to continue. 

He had very pointed comments to make one night about the people who were not 

learning their lines:
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All right, give me your attention for just a minute and most of you will get to 

leave. Tonight I'm seeing a growing problem. People had good lines for Act I, but 

don’t know their lines for Act III. It is supposed to get stronger and stronger...

The results of weak lines at the end of Act III, is a weak third Act. It should be 

strong and sweep them away... If you’ve got problems with the third Act, you 

need to deal with it now... That’s your first and most important job... If you 

know you’ve got problems, solve it.

It was very rare for Roman to have to use this forceful style of reminder. Most of 

the cast and crew were very committed to what we were doing because of the way the 

team of directors had drawn everyone together into a team. I did note one jarring problem 

though. Roman had a vision for one of the Indians’ songs and dance numbers, but they 

disagreed with him. There was quite a bit of grumbling because he eliminated lines he 

considered offensive and replaced them with drum beats on congas and bongos. It was an 

interesting concept, but the Indians were very upset, as it was the only song they sang and 

half of it was eliminated. He brushed past most of their concerns -  so they were never 

won over - and after he left they put the words back in. It was a very clear example that 

leaders need the group to buy-in to the concepts.

Thankfully, all of our directors were usually very flexible. The biggest obstacle 

we ran into was getting our set pieces. The person designing them was extremely busy at 

work, so the pieces showed up a little at a time throughout the final month of rehearsals. 

With no set, Roman commented multiple times that our blocking might have to be 

adapted once we received a completed set:
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We have made good progress so far -  again... I want to run through this, scene 3, 

with the understanding that 1 don’t know exactly what’s happening... I can’t even 

begin to describe for you what it will look like or how it will be or how tall it is. 

The blocking he did at first was sketchy, and easily adaptable to a variety of 

possibilities. As more set was constructed, he worked with the cast and crew to make 

everything come together smoothly.

The other extremely frustrating problem was the inconsistency in the various 

versions of the script and music - nothing matched up. The orchestra’s parts had different 

markings than the scores, scripts and choral books -  which were all slightly different 

from each other as well. The orchestra at one point was questioning the repeats they were 

being asked to mark in. Peg’s response helped diffuse the tension because it was done 

with her typical humor: “At least it is not any weirder than any of the other changes 

we’ve had to make.”

In general, everything came together due to the strength and vision of the 

directors. Each of them took the time to explain their ideas. They found multiple means 

of explanation and instruction to get the vision they had across to the cast and crew. They 

looked for opportunities to inject humor so that everyone continued having fun. And most 

importantly, they stayed flexible and positive when problems arose.

Drama is a Vehicle for Learning

Drama and theatre are not the same thing. Drama is about a process of interaction. 

Theatre is aimed at completing a product (Fleming, 1994). While the research on drama
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shows it being a strong teaching tool, it is not a process aimed solely at production of an 

end product. Educational drama in particular is about the learning that occurs during the 

interactive process. The techniques of drama, therefore, can be used to bring a theatre 

production to life or to engage a classroom full of students. Within a classroom setting, 

dramatic techniques can be a way of motivating students, stimulating their creativity, 

creating connections with other subjects and showing them the relevance of materials. In 

a theatre setting, these same interactive techniques bring a cast together into a cohesive 

unit so the final product can be presented to an audience.

While drama can be a wonderful vehicle for classroom instruction, there must be 

someone in a leadership position who can guide the process. A strong personality and 

confidence are both crucial. Humor, examples, the lack of fear of being silly, funny or 

wrong, and the ability to listen -  all marks of a good teacher in any situation -  are just as 

important in drama as they are in theatre. Directors and teachers have a lot in common. 

We both must establish routines for our group and set high expectations. We must be able 

to provide clear explanations, connect previous knowledge to the current topic, show 

historical references, allow for individuality and be reassuring. We must both recognize 

the link between enjoyment and learning and not be afraid of looking silly occasionally. 

We must solve problems with individuals, but provide group praise. Finally, we must find 

ways to explain our ideas so the group will buy-in to what is happening.

Drama, therefore, is a vehicle for enhancing creativity, understanding, and 

comprehension. Personality can play an important role in how that occurs, but the 

interactive style is essential. Whether the individuals learning are students or actors, they
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need to made part of the process, given the opportunity to be part of the decision, so the 

results are a shared sense of responsibility and a higher quality end result. The teacher or 

director needs to be involved as a model and mentor of what is expected. Success -  

whether academic, personal, or performance -  hinges on this dynamic interaction. Drama 

is a wonderful tool for student-centered, active learning.
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Chapter 5 Interview Results and Analysis 

Seven Teachers’ Perspectives on Educational Drama

In any endeavor that involves two or more people, it is critical that you are able to 

understand one another if you wish for communication to occur. At its most basic level, 

this means you must have a common language and, to some degree, a similar perspective 

about the topic you are discussing. Lincoln and Guba referred to this as consensual 

language when they discussed the ways realities are constructed 1985) • But our 

perspectives will not and should not be exactly the same. McMillan and Schumacher 

explained the relevance of individual perception when they stated, “People’s perceptions 

are what they consider ‘real’ to them and what directs their actions, thoughts, and 

feelings” (2001, p.396) In fact, I find I learn the most from others when we have a few 

things in common, but many differences that challenge me and help me to learn new 

ways of looking at what I already know. This aligns closely with the philosophy of 

educational constructivism. In the book Constructivism in Education. Phillips stated “we 

construct understandings the same ways that we undertake any other complex human 

practice -  under the guidance of others or drawing from examples of how to do it that we 

have learned from others” (2000). The interviews I conducted with other teachers who 

have attended inservice trainings on drama as an instructional method reinforced this 

belief for me.



Definitions of Educational Drama

Over the course of five weeks in the spring of 2004,1 conducted interviews with 

seven different teachers. My intention was to continue learning about educational drama. 

What I quickly discovered is that the phrase educational drama meant different things to 

each of the individuals with whom I spoke. All of the various definitions involved 

learning, and their approaches had many similarities, but educational drama is not one 

solid term that is easily understood. Instead, it is an abstract concept each teacher 

understood from their own frame of reference. Kasschau defined a concept as “a label for 

a class of objects or events that share common attributes” (2001). The concept of 

educational drama was one that was known to all of the teachers I interviewed, due to the 

KIBSD inservice trainings and their own experience in using it, but they each thought of 

it differently. Educational drama means different things to each of these different teachers 

in spite of the many similarities they brought up. Throughout this chapter, we will 

explore the similarities and differences between each of these seven teachers’ approaches.

To begin, a comparison of the definitions of educational drama provided in the 

interviews will illustrate the primary attributes upon which my subjects focused. My first 

interview was with Giselle5, a K-10 instructor at one of the rural schools here in the 

Kodiak Island Borough School District, (referred to hereafter as KIBSD). She views 

drama6 as a means to improve communication and, therefore, learning for her students:
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To me, all drama is educational, so differentiating between one sort of drama as 

not being educational and another being educational just struck me as a false 

dichotomy, but I suppose using drama to advance learning in the classroom... 

From all my years of teaching, I think that the central difficulty that we have in 

learning new things revolves around communication. It can be either a 

conversation we’re trying to have with ourselves where we’re trying to discover 

the truth and, in a sense, be able to communicate it to ourself, or it can be a 

conversation where there’s information coming from the outside that somehow 

we’re trying to internalize and see what it means to us. I would think that all 

drama would be educational in the sense that your mind is continually having a 

conversation with what’s going on in the drama if you’re watching drama and if 

you’re participating in it, obviously, you’re even more engaged.

For Giselle, the main impetus in utilizing drama within her classroom is how well 

it improves communication both between people and with one’s self. She sees 

educational drama as a way to open up communication so more and better understanding 

occurs. Nigel, another K-10 teacher at the same rural school, sees drama as benefiting 

many areas at once. His definition:

The whole idea from my experience with educational drama is it allows students 

to visualize a concept they otherwise would be reading about or listening to 

somebody lecture about. Also, it involves them directly, they get to have, if you 

will, hands-on experience. That’s not a really good term, but they’re involved in
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the learning. Rather than being passive learners it’s an active situation... To me 

it’s a way, to use Howard Gardner’s term, of using multiple intelligences. It 

allows people to learn in ways other than the traditional textbook ways or lecture 

ways... It gives them a way to hook a concept to an image or an activity to better 

build a pathway in the brain so they can have another way to retrieve that 

information when they need it... And it’s fun! And activities that are fun are 

learned a lot more easily than activities which are drudgery.

Nigel focuses on the many benefits of educational drama when he defines it. He 

looks not only at the skills students gain, but the increase in their learning, how it relates 

to research on intelligence, and why it is successful. Both of these teachers define 

educational drama in terms of what it can do for the student.

My fifth interview was with James, an elementary teacher who “loops”7 between 

third and fourth grade. He too looks at the benefits to his students when he defines 

educational drama:

My goal as a teacher is to help students learn and to facilitate them asking 

facilitating questions about things, trying to get them excited about things. I see 

drama as a way to fuel that. It’s another means to get them excited about learning 

or maybe to have it click for students who might not get it before. It follows the

7 Teachers who “ loop” teach the same group o f  students two years in a row in order to provide consistency 
and jum pstart the learning process in year tw o o f  their loop. We have several teachers in our district who 
have opted to do this. The process is entirely voluntary. They find another teacher who is in the same 
building who wants to loop with them. W hile they are teaching the younger grade, the other teacher teaches 
the older grade. They then switch grades the following year, keeping their class if  they had the younger 
grade and starting with a new group if  they had the older grade.
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theme of a lot of the materials that the district’s bought as far as math, hands-on 

math, manipulatives, spelling, kind of making it a fluid curriculum. Drama 

provides that in science, social studies and other areas too.

Each of these teachers is looking specifically at the benefits provided by 

educational drama to their students when they define the term. The other four teachers I 

interviewed took a different approach. Instead of defining educational drama in terms of 

the student, they defined it in terms of the processes they utilize in their classrooms. 

Nicole was probably the most extreme example. Nicole is also a teacher who loops, but 

her grade levels alternate between fourth and fifth grade. She defined educational drama
O

as the different methods she uses to teach: Reader’s Theatre , Tableaux, and Little 

Vignettes9. She also discussed the various purposes for which she utilizes drama. 

Specifically, she uses educational drama in her classroom as a method for teaching the 

students’ points of view and for teaching kids how to focus.

The purpose that teachers apply to their lessons with educational drama is one of 

the questions I was interested in addressing with this research. Many of the theatre 

activities have a specific purpose for actors, but can be adapted for classroom use with 

little to no modification. The game that Nicole used as an example of teaching her 

students how to focus is one which we learned in one of the KIBSD inservice sessions. It

8 R eader’s Theatre is a well known theatrical technique for presenting a play. Actors generally stand or sit 
in one location. Generally, there are no sets, few props, and little movement. Actors may or may not w ear 
costumes. Instead, the perform ance is centered around the actor’s ability to utilize their voice to portray the 
character and scene.
9 N icole clarified little vignettes as having students do a sketch o f  a novel, and I asked “ in role?”, to which 
she replied “yes” .
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was called “Holding the gem” (or jewel, or treasure) and is a means to teach actors how 

to freeze in a pose and learn how to hold onto their focus in spite of any distractions that 

may occur around them on the stage. Nicole also knows a similar game she calls “Being 

an animal” that she learned at one of the KIBSD inservice sessions I did not attend. When 

she uses the games, she teaches her students they are a way to help them improve their 

concentration and study skills.

The last three teachers I interviewed also defined educational drama in terms of 

the purposes for which they use it. Mike, a fifth grade teacher, stated he uses drama in 

three ways in his classroom. Occasionally he will produce a traditional play with a script 

and present it to another class. He told me this is rare, as he much prefers writing and 

acting to costuming, sets, props and so forth. “I just find it cumbersome to get everything 

together for a real, actual play.” Instead, he tends to write short mini-plays or vignettes -  

his second way of defining educational drama -  on American History that involve just 

one or two students at the front of the room. The third way he defines drama is as a 

teacher in role. A teacher in role is one who takes on the personality and characteristics of 

someone or something else in order to show the class what they are discussing. Rather 

than explain what happened to a person in a situation, they become that person and 

demonstrate the situation dramatically. Mike told me about doing this with Patrick 

Henry’s “Give me liberty or give me death” speech.

I’m probably one of the most dramatic teachers in my personal style... I can be 

unpredictable. I have a pretty good sense of humor and I have an enduring sense

79



of playfulness, and I have a good voice, so when I’m moved I can just do 

something wacky.

Teaching as a teacher in role is not a new idea. In their 1998 book Imagining to 

Learn, Wilhelm and Edmiston referred to this concept as being co-researchers. Dorothy 

Heathcote’s collection of essays, edited by Johnson and O’Neill, provides numerous 

examples of how a teacher can lead by example. Michael Fleming listed it as an advanced 

technique in his book Starting Drama Teaching when he described how drama is used to 

teach. Fleming stated “It is quite possible to teach drama effectively without this 

technique and indeed it is better to do so if there are major reservations... on the other 

hand, used appropriately, it is one of the most powerful techniques available to the 

teacher” (2002, p.99) It is likel y the reason Mike defines educational drama in terms of 

this process is because he is so successful at it. Rather than lecturing to the students, he is 

bringing his classroom alive with the roles he takes on throughout the school year.

The two Middle School teachers I interviewed also defined educational drama in 

terms of the process they utilize. Alicia utilizes drama in her eightlgrade Language Arts 

classroom. When asked to define educational drama in her own terms, she stated:

Giving students a piece of literature, whether it is already structured as a play or 

structured as regular written literature, it would be a work that you would present 

or work on orally. Possibly with movement, possibly without movement. Taking 

the words from silent to vocalized by students.

Alicia, therefore, sees drama as an oral means of working on literature. She 

acknowledges it can be done in several different ways. Portia has a similar viewpoint;
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however, her definition shows a mixture of the two types of definitions. She begins by 

discussing the benefits to her students, but quickly switches over to the practical methods 

involved in her use of educational drama, ending with a reason that clarifies why it is so 

important in her classroom:

I certainly use drama as an educational resource, as an educational tool, as an 

inspiration... More drama in the classroom, more participation of the students in 

the classroom presentation of plays as plays but of dramatic presentations that 

they have created or that I have created. Various ways of getting kids up out of 

their seats to dramatize what they’re learning... I can’t imagine anything that I 

would teach that I wouldn’t use it in.

Educational drama is not one set thing. Each teacher who comes to understand 

and value drama in their classroom approaches it from a different point of view. The 

teachers I interviewed showed me seven different definitions. Some of them involved 

benefits to their students, some of them involved the methods the teachers utilize. None 

of them contradict each other in any significant way, and each of them shows a different 

perspective from which we can learn. I learn from stories, and these interviews provided 

me with a rich tapestry of examples from which to draw, and begin modifying and 

improving my own teaching practice.
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Examples of Knowledge Shared in the Interviews

One of the most interesting pieces of data to emerge from these interviews was 

the variety of ways in which the different teachers utilize drama in their classrooms. The 

sheer volume of examples that were shared with me were incredible, and the many 

different applications the teachers described were nearly as varied. Just as there were 

seven different definitions that bore some similarity to one another, each of the teachers 

has a different way of applying and utilizing the techniques they learned in the KIBSD 

inservice sessions. Following is a series of examples of the methods and applications that 

were described in the interviews, as well as a discussion of the problems and successes 

each of these teachers has found in their use of drama as an educational tool.

Giselle, May 13,2004

Giselle described an incredible number and variety of drama techniques during 

our 40 minute interview. She primarily teaches social studies, history and language arts; 

however, since the rural school where she works has a two-teacher team, that can vary as 

well. Since she also teaches students from kindergarten through tentlgrade, she needs to 

be flexible in her approaches. Drama seems to have fulfilled that for her in an amazing 

variety of ways. Early in the interview she stated “We use drama in almost every single 

class.”

One of the first examples Giselle shared was how and why to utilize drama with 

beginning readers. “There’s some things that we always dramatize because it makes it 

stick in people’s heads.” The dramatization described below is one she stated she also
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uses for the grammar rule “when two vowels go walking the first one does the talking” 

and for teaching the use of possessive apostrophes. When they are teaching the concept 

of the silent e in a language arts class, they will dramatize what happens to the letters 

being sounded out. Using the word late as an example, she described four students each 

holding a letter on a piece of paper. The person who is the silent e also has a paintbrush. 

She will then place the students into a series of Safeway boxes:

Silent e is allowed to hop back once, out of his box, hop back twice, so he’s 

hopped back two boxes now. He has a paintbrush with wet black paint in it and he 

draws a line over the vowel that he’s now reached -  the A in LATE. Then he hops 

back to his box and he sits down because he’s silent and the rest of the kids 

pronounce the sound that they’re making so that we can really visualize what 

silent e is doing in words.

The small activities like this are ones that she said she has always done. But she 

credited the Kennedy Center trainings with improving her use of drama in social studies.

I could use drama in history at the drop of a hat. I always thought that I had to 

have a huge amount of time to prepare for it, and it seemed like such a big deal 

that I never did it. When I learned those techniques through inservice, then all of a 

sudden it was easy.

Since the training, she has been using the technique of tableaux with projected 

transparencies as the background to teach her students about historical events, such as the 

signing of the Monroe Doctrine, the Lincoln assassination, or the building of the
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pyramids. She uses the National Geographic teacher packs on cultures and historical 

periods for the transparency overheads. With the transparencies projected against the 

classroom wall, she will give them roles and scenarios with no specific lines. She has 

used the scenarios acted out in front of the projections to reinforce concepts from the 

textbook, or to assess what they have read, but she has also used them in advance as a 

way get the students thinking about what they are about to read. For example, this year 

her class was to study Ancient Egypt, so to prepare, she projected the pyramids against 

the classroom wall and had them imagine a “Trip down the Nile”. Afterward, they 

compared the ideas they came up with to the historical facts.

The history classes she teaches are grades two through ten, which creates a wide 

variety of learning skills and abilities in one classroom. Drama helps her to refine the 

activities so everyone can participate and learn effectively:

I actually get better responses and more thoughtful responses from my high 

school kids when they’re forced to be playing the roles like this then when I stand 

up and play the teacher role and say ‘I’d like to have a discussion... Tell me what 

you think after having read the chapter about the role of women and slaves in 

Ancient Greece’ and then I’ll just get smart aleck responses.

Instead, she uses small groups and has the students act out different roles. One 

group may be women and slaves in Ancient Greece, another might be young men in 

Sparta. Throughout the acting process she is checking with the students about their 

progress. She sets them up with very specific directions about her expectations.
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I’m giving ten points today and I’m looking for people who get across the 

differences between the groups that I assigned you to, so make sure whatever 

you’re acting out shows how women and slaves were treated differently from 

young men in Sparta.

She says she is very obvious about marking the points down so that students can 

see that she is writing. After the drama activity, she debriefs and asks the students for 

comments about which group did the best that day. In this way, she is providing the 

students with a forum for not only assessment, but also improvement the next time they 

do the activity.

Giselle reported very few snags or problems. In one KIBSD inservice session, we 

learned about the use of Reader’s Theatre as a means of dramatizing literature stories.

One of the examples the instructor used was Frog and Toad are Friends. She says she 

used that once with a visiting school and it did not work well. Her students found it 

threatening to be in front of students they did not know. Her school size and class size are 

both small enough, though, that she rarely has issues. Instead, she gave several more 

examples of the ways in which drama has been successful. A parent made an iMovie with 

the kids at Christmas time. When they studied Greek plays, they used the format of their 

plays with the chorus. When she was teaching graphing of exponentials, the students 

acted out increasing and decreasing numbers. She has also used drama with her own 

children to help them study their classwork. She told me that she and her adult daughter
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acted out all of the terms from the CNA10 course, using dolls and pencils, because it 

helped her daughter to remember the information better.

Giselle does not limit her dramatic strategies to performance. She is a leader in 

the use of Socratic11 discussion as well. It is used frequently, and is the foundation of the 

writing assignments she creates for her students. She has begun branching out, having her 

students utilize works of art, music, and movies, as well. Recently, they examined the 

1946 version of Beauty and the Beast by Koptow. The class discussion centered around 

how a filmmaker could portray emotions. Then, keeping those ideas in mind, they 

critically evaluated how the themes from the story are tied to the emotions. Each student 

was then assigned a different idea to watch for as they viewed the movie. For Giselle, 

moving the Socratic discussions into a dramatic forum was a natural extension of the 

process of learning.

Giselle was very upbeat and positive about the drama trainings at the KIBSD 

inservices. She uses the information extensively and has adapted it to fit her unique 

classroom situation. As enthusiastic as Giselle was about drama as a teaching technique, 

however, she did have two suggestions for improving the KIBSD inservice trainings. She 

commented that it would be useful if there were more rubrics available, published by the 

district on a website, which could be used for students who are multi-grade or multi

ability. She also thought it would be useful to beam out the introductory instructions to
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village teachers over plasma screen or videotape to use as a training tool. Overall though, 

she looks forward to the next series of drama trainings.

Nigel, May 13, 2004

Nigel is Giselle’s teaching partner and spouse at the one rural school 1 was able to 

visit. He told me they have taught together as a team for 29 years and he has been 

teaching for 33 years. Nigel teaches science, math, computers, typing and language arts. 

He too finds drama to be a powerful teaching tool. While many teachers see the 

immediately applicability of drama to language arts and social studies, Nigel has easily 

adapted drama to his other subjects as well. He told me:

It’s a wonderful tool. We’ve tried it and it’s been successful. Nothing breeds 

success like success. Why not extend it and try it with other things? Plus, again, 

it’s fun. And I think anything that’s fun is going to be remembered a lot better 

than learning that’s not fun; listening to the teacher talk to you.

His first example was from the field of science. He said he has found it useful to 

have the students acting out the more obtuse topics -  “Something my students can’t seem 

to get.” -  in order to help them grasp the concepts better. For example, when his science 

class explores the differences between solids, liquids and gases, he takes them into the 

gym of the school to act out the changes. In the solid state, students are instructed to 

make no movement and they are tightly packed together. As they move into the liquid 

state, they are allowed to wiggle a little bit, but they are still packed together. He stated 

he may begin moving them away from each other a little bit, but they can still touch.
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Finally, when he directs them to move into the gaseous state, students are moving all 

about the room. Nigel stated he uses this drama activity with all grades:

You have the kids who think it’s silly. They don’t see the point in this, they don’t 

see the power of modeling something with your bodies. Or it’s just too 

embarrassing to do. There’s never a problem, never a problem with the 

elementary students. They love it. To them it’s a game because it’s almost 

painless learning.

To address the discomfort, he said students may sit out on the side. However, 

before he allows that, he provides the psychological and neurological reasons to the 

students for why it works to do something physical with your body when learning a topic. 

He stated that he often uses the example of learning to fish, because many of the students 

have done that activity. He will ask them if they stood and cast the line over and over 

when they were first learning, and will ask, “Isn’t it silly to cast like that?” He explained 

to me that most students are willing to try after that, but if they are still reluctant, he will 

keep smiling and have fun with the drama.

One of the few problems he has run into is keeping the drama age appropriate. “I 

have a little bit of a worry that maybe it would be inappropriate for the age level... 

Usually too childish. That, of course, gets me thinking about ‘how can I modify it so it 

would be appropriate’.” But he is not worried about the students laughing at him. He 

stated several times that it is good for the class to have fun, because it helps them learn 

better and it keeps everyone engaged in what is happening in the classroom.
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Nigel has found the most useful techniques for his subjects are the ones which 

utilize gross motor movements. After telling me this, he then proceeded to give several 

examples. Last year he did a map unit, and using gross motor movements, had the 

students create continents with their bodies. Then, one at a time, each student stood up 

and viewed their map. In math, he used to teach the binary system years ago. Students 

would raise a hand to indicate one, while hands-down was zero. He would count through 

the binary system having a group of students physically show how the number 

progression worked. He has also used drama activities to teach perimeter and area in 

math. He will have students walk around the edges of something and count the steps. 

They will then lie down on the floor to show area and discuss how the two concepts 

differ. He stated he has many reasons for this, ranging from the research showing how it 

impacts the brain to the fun the students have with their learning. At one point he stated, 

“If you’re involved in it, you’re going to remember it more than if you’re passive. It’s the 

whole idea of being active, taking an active part. Which is what drama, I think, does. 

Obviously it does.” Throughout the interview, Nigel repeatedly came back to the idea 

that an active student learns better.

Occasionally, he and Giselle will plan a school-wide project together and utilize 

drama to help bring those to life. He said that they have done re-enactments together, 

usually simulations of a historical situation that might have occurred. For example, a field 

hospital in the Civil War is a great setting for learning not only historical context, but 

health and science. Several years ago, they had a Colonial Day as the culmination of the 

it they were studying. Everyone dressed in the clothes and recreated a day from that



time period. Nigel stated they used candles instead of lights, chalkboards in place of 

paper, and, with parent permission, used a discipline system that day which was more 

reflective of practices from the time period. “It was a very powerful simulation of what 

school was like in that day. And when we debriefed kids about what it was like, there 

wasn’t a one of them that wanted to live in that time.” He told me that those students are 

now grown, with children of their own in the school, and they will sometimes comment 

on the lessons they learned from that day.

As much as Nigel appreciates the value of educational drama, he has found he can 

not use it as often as he might like. “There are time constraints to a lot of what we do...

In a small school you’re busy all day. Sometimes the things that you want to do don’t get 

done because of time constraints.” However, he credited the inservice trainings with 

making his use of drama more frequent:

Theatre art is not a strength of mine. I tend to be like most people -  self- 

conscious, embarrassed about doing what I’m doing -  perhaps I pass that, I hope I 

don’t pass that on to my students. I try not to because I want them to feel open 

about it... But because I’ve seen how effective it is in these trainings I’ve been 

more open to trying it here. And it’s been almost universally successful. So, I 

think it’s wonderful... I would like to use it more often, use drama a bit more 

often. As I said, I’m not as much at home with theatre drama as I would like to be 

because I didn’t grow up with it. My arts background is music, which we do, used 

to do, a lot more than we do now. NCLB kind of takes a lot right now. But I 

would like to be doing a lot more simply because I see how powerful it is. How



useful it is... I wish a lot more teachers would consider this. Even those who are 

uncomfortable to start with, as I was. I can recall those trainings I’ve taken. Being 

on the stage in the auditorium and feeling like every spotlight in the place was on 

me. But, of course it wasn’t. You just feel so self-conscious. You just have to get 

over that.

Nigel’s wish is one I share. I agree that drama is a very valuable tool and that 

more teachers should try it. I suspect, like Nigel, if they attended the trainings, they 

would find useful ways to engage their students and keep them active in their lessons.

Alicia, May 18, 2004

Alicia uses drama exclusively in her eightlgrade language arts classroom. She 

has found that drama is a useful tool for helping students to visualize what they are 

learning. At one point she asked, “Don’t you think that some of it is common sense? If 

you’re a literate person -  someone who reads a lot, sees a story in your mind -  that does 

give you some tools.” She utilizes drama in a variety of ways in her classroom, hitting 

upon several of the major sub-genres during the course of a school year: radio plays12, 

broadcasting, and Shakespearean plays were the three examples she gave the most detail 

about. She stated there are several radio plays in the eightlgrade language arts textbook. 

Students enjoy reading through those together orally.
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During the winter months, she has developed a broadcasting unit. The students are 

placed in role as anchor, weatherman, newsperson, and so forth, and then they create an 

entire broadcast segment about school events. She stated it is “Drama with a real focus 

put on, trying to report real news.” She has experienced some reluctance from a few of 

the students- “It might expose them too much.” -  and she works with those students to 

find a role that is not as threatening for them.

Once a year, Alicia told me, she will do a play in class. The day I interviewed her, 

the classroom was arranged as a circle because the class had been reading Midsummer 

Night’s Dream from Shake Hands with Shakespeare. There were several chairs in the 

center of the big outer circle, which Alicia called the “inner focused area”. She said she 

seats students in the outer circle, but when it is time for their part, they move to the center 

of the room and sit in the middle. “They get a sense of the movement that should 

eventually occur.” She told me that it is a good way to appreciate the staging of a play 

when there is not time to rehearse it fully. When some of the characters are hidden in the 

scene, then they can practice that idea of being hidden by just sitting quietly in the 

middle, “so it keeps everyone focused in the middle.” She felt it was a great way to get 

them up out of their seats as well. Moving in and out of their seats and watching what 

was happening in the center kept her students focused on the play.

In addition to the larger units of drama, Alicia also utilizes opportunities from the 

trainings to add additional drama activities for her students. The director of Peter Pan 

came in last year and did a pantomime workshop with her class. She has also used 

tableaux with her seventh grade classes when they did folktales. The training at KIBSD
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inservice by Karen Erickson, “Drama the Missing Link”, provided her with a fun way to 

do grammar. She explained that she liked the adverbs in motion and the grammar 

activities, but has not used it this year due to curricular constraints. Three books were 

added to the eighth grade language arts curriculum: a spelling program, a reading book, 

and a new grammar text. This was in addition to the literature text. She simply “didn’t 

have an extra week to teach adverbs.”

The problems she sees with drama in her classroom tend to fall into three primary 

categories: student discomfort, curriculum, and growing class sizes. She explained that 

larger class sizes and increased curriculum make it difficult to keep the fun activities. 

There is not enough time to do the required curriculum if she does. For some of the 

drama activities she felt “you have to be really committed to planning, preparing, 

pretesting.”

As for the student discomfort, she believes that many times it is an issue of age. 

How she chooses to utilize the drama activities is very student-dependent. Many of the 

middle school students do not want to end up looking silly in front of their peers. So, she 

works to establish trust with them. She said that particular attitude may be one which 

changes with age. When she taught seventh grade, she found they were less reluctant. 

“They’ll dress up as anything. You can put a box on their head and pretend it was a 

crown.” But she has had a few problems with students in the past. First, there are some 

who have refused to participate, and secondly, sometimes students get silly. She said she 

works with their skills and strengths and assigns parts to help alleviate those issues ahead 

of time.



Alicia liked having the opportunity to attend the drama inservice trainings 

because it helped reinforce for her that it was a positive way to teach. She felt it is good 

for teachers to try something new and stretch just a little bit and the drama trainings can 

support that:

Even just an affirmation that thinking about dramatizing the parts of speech is 

something that other people have done and you’re not a crazy person for thinking 

that that might be a fun thing to do. I think it’s good to have inservices that feel a 

little bit in a different realm. Add drama -  show people that you don’t have to be a 

drama major -  you don’t have to have a lot of experience to try it.

Like Nigel and myself, Alicia felt that trying the drama inservice workshops was 

something teachers should do. Alicia viewed drama as a regular part of her language arts 

classroom. While she values drama as a way to teach literature to her students, she can 

see other applications within her own classroom she would like more time to utilize.

Portia, May 18, 2004

Portia is also a middle school teacher here in Kodiak. She primarily teaches 

seventh grade language arts, but also has an elective period of intro to law. Her classroom 

tends to have a very heavy emphasis on drama over the course of the year. She prepares 

drama activities ahead of time very thoroughly and tends not to use what she calls 

spontaneous activities. She stated her students are up out of their seats fairly regularly; 

not quite once a week, but more often than once a month. Currently, she is enrolled in the
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Breadloaf program for a Master’s degree. She has written two reader’s theatre scripts in 

that program and, with three summers left to go, expects to do more graduate work 

focused on drama. Portia likes using historically-based plays in her classes. She stated 

that the students retain the information and that it is fun.

In her intro to law class, Portia’s use of drama includes mock trials. She stated 

that some of them are written out, such as scripted trials from the internet which she has 

adapted, and that there is one that she bought. Other mock trials she has utilized are 

scenarios, consisting of just a police report, where the students need to come up with their
1 3

own words to role play . She said she does not use the scenarios as often as the scripted 

plays, because the students “go blank”, but she does allow them to add to the scripted 

trials if they do not change the basic information.

There is also a choices activity which Portia uses in law. She said the class is 

divided into teams, and a conflict situation that involves an ethical dilemma is provided 

to each team. The team decides how they would handle it and acts it out. She sees this as 

more spontaneous role-playing than the scripted plays or police report scenarios. In 

addition, she stated it is valuable because the students really have to envision themselves 

in someone else’s shoes. Referring to both of her subjects, she stated, “All year long they 

are asked to see themselves as someone else.”

The Language Arts curriculum Portia tends to write as full units. Her class has 

studied Mythology; a novel, such as The Hobbit; King Arthur; Anne Frank; and Black

1 In a role play, individuals are provided with a description o f  the situation and very basic inform ation 
about their part, or role. Rather than being provided w ith a script, they m ust improvise what to say and 
how to act based upon the description they have been given. For some excellent examples o f  classroom role 
playing, see Dorothy H eathcote’s work.
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Literature. She has a wall poster that follows the themes through all of her major units. 

The poster shows the progression of the epic stories: Iliad, Lord o f the Rings, King

Arthur and Star Wars. It links together most of the units she covers throughout the year. 

She uses drama with all of these units, primarily choosing plays that bring the subjects to 

life. The one exception is the Black Literature unit. She stated she does include some 

plays in that unit too, but the emphasis is mainly on poetry.

The Mythology unit, at six to seven weeks in length, is the longest unit Portia 

covers. She borrows costumes from the Kodiak Arts Council for the Mythology unit in 

order to help the students really feel as if they are doing a performance. She will divide 

the class into teams, and each then acts out a Greek play for the rest of the class. She has 

an edited version of Alcestes, as well as several of the myths. The class will read a 

narrative about mythology, then do the three to four plays in their teams. In addition, the 

class will also rehearse the reader’s theatre she wrote on The Trojan War. She uses this 

unit as a way to prepare her students for 9th grade when they study The Odyssey by 

Homer.

Because she utilizes plays so frequently, Portia has come up with some creative 

solutions for students who are nervous about speaking or performing in front of the class. 

One of the plays she uses includes a minor character that is often assigned to reluctant 

students -  the ant -  “Even the shy kids like that.” The character uses a multicolored prop 

to signify the ant, and the script has four lines. Another part that is often utilized for these 

students is the character of a reed. Again, she has a prop that the student holds when they
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come “onstage”. Portia stated she uses those very small parts with props to get the shy 

students involved. She explained that she has few refusals:

It’s too much fun and it’s too easy and they don’t refuse. If more of them got 

drawn into it - the ones who’ve done it in elementary are more ready to do it here. 

And if they’ve done it here, by the time they’re in high school what’s to be 

scared?

When Portia begins the novel unit, her focus shifts somewhat. Because the middle 

school curriculum is set up differently than the high school curriculum, she does not have 

to teach specific works of literature. Instead, the seventh grade language arts focuses on 

elements of literature. Therefore, she can use whichever works of literature fit.

Frankly, I can teach all those same elements with them doing book reports that 

they must do independently and then either do an oral report on the book that they 

read, including those same elements that we would talk about in class...

She said she used to do Call o f the Wild as her novel, and has also used Two Old 

Women. Recently she has been teaching The Hobbit, using audiotapes. The edited tapes 

of The Hobbit take 6 days of class. She found that if they do a novel that they must do the 

whole novel in class. She said she can not assign it as reading at home, and that the 

audiotapes have made the novel unit more interesting and easier to complete. “It’s like a 

radio play. So, you hear the sound effects. They have left out editorial comments and 

description because you hear the voices.” When they have finished the entire novel, she 

goes back and does a play of the riddle segment that Gollum and Bilbo exchange when
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they are underground.14 Students brainstorm how to act it out and then it is presented to 

the class.

Portia’s greatest difficulty is not with drama at all, but with the amount of time 

allotted for her class, compared to the amount of material she is required to cover. Her 

grade level also received three new books this year for their updated curriculum. She said 

most days, she has a 40 minute class period, and once a week there is one 70 minute class 

period. Her class meets four times a week. They do a literature activity and a grammar 

activity. Time is very limited:

Language arts needs at least ten to fifteen minutes more in each class period... 

Essentially I teach drama, writing, speech... more than three different subjects in 

one block of time. So, I do less impromptu stuff than I would like to. I love doing 

impromptu stuff. I love the kids at the end of a chapter to just take the rest of the 

class time, but basically by the time we finish whatever literature we were 

covering for that day then it’s time to prep them for whatever it is they’ve got to 

do that night so that we can keep that ball rolling.

Portia told me that she never has had anything go wrong with the use of drama. 

One time she had a situation that could have been difficult which she provided as an 

example of what could go wrong. A student who tends to have social problems 

volunteered for a part in one of the Greek plays. He did not realize it was a love scene.

14 This segment o f  “The Hobbit” is a conversation that determines the course o f  the rest o f  the novel. 
Essentially, the two characters spend 5-6 m inutes trading riddles back and forth until one o f  them loses. It 

as both comic and tragic elem ents in it and is one o f  the more m em orable sections o f  the novel.
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Portia realized what had happened and found a female student to play against him who 

managed to make it hilarious and strong. “What a tremendous success for him, and the 

class, and me and what a gold star on her character.” She said it turned out to be a great 

opportunity for the whole class to recognize that playing a part does not necessarily 

reflect who you are as a person:

That, of course, is what I’m trying to communicate to them, is you’re in a role.

It’s not so much who you’re playing against or opposite it’s who you are in your 

scene and just go with it and have fun with it and be it... I’ve seen within my 

classroom some kids have tremendous success. I’ve seen in the drama club, kids 

who are virtually tongue-tied come out for drama club and end up going into Teen 

Court and by the time they’re a senior they’re pretty darned articulate and self 

assured. I think, well certainly, some of this would have been gained anyway but I 

know what they did between point A and point B didn’t hurt. It had to have 

contributed.

While Portia uses very few of the spontaneous activities which were taught in the 

KIBSD inservice workshops; she has gained other tools from them. She stated that the 

inservice trainings have been very helpful, especially for increasing her awareness of 

reader’s theatre and the journaling activity that she added from one of the trainings:

I do give a lot of credit to these inservices... [Students] don’t necessarily have to 

act out, that you can focus on the vocal interpretation rather than the acting 

interpretation... I did enough to reinforce what I already knew, which is kids learn
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by it and it’s a great team activity... My use of drama has increased tremendously 

and I’ve had them putting self into persona with the journals... I’ve incorporated 

some new techniques. I don’t do, right now, too much of the things like tableaux 

and stuff like that, and that’s probably just that I’m not as familiar with it, not as 

comfortable with it and just don’t find time for it. If I had more time for drama in 

the classroom and less time for things I’m required to include and more time in 

my classroom then I would do that. I’m certainly not afraid of striking out into 

new areas, but there’s a limit to how many new areas you can strike out into at 

any one time. I am just so pleased at what they’ve done, the district, with arts in 

the classroom. But I’m a language arts teacher. At a minimum I think it should be 

used in social studies and history and there’s so much available!!

Portia’s enthusiasm for drama in the classroom echoes and reinforces what I came 

to realize more and more throughout these interviews, teachers who have been exposed to 

educational drama find it invaluable. Part of the reason drama is not as widely used in the 

United States as it is in Britain may simply be a result of their emphasis on early teacher 

training that includes drama as an instructional method.

James, May 25, 2004

James’ use of drama was much more specific than the other teachers I 

interviewed. He utilizes drama in two major areas: iMovies and the school play, White 

inged Boat. The play is a staple of the third grade curriculum at his school. It
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dramatizes the Russian and Alutiiq cultures and also shows how those are linked to the 

present-day culture of Kodiak Island. All of the third grade classes work with one another 

to produce this play each year as part of their social studies curriculum on local history. 

The three teachers work closely together to rehearse the play, eventually presenting it to 

the community on the mainstage of the auditorium complex.

The production of White Winged Boat presents a unique set of problems for these 

teachers. For many of the students, it is the first time they have done a major play. James 

stated that some of the students did not know their lines until the week of the 

performance. He explained that all of the students are at different levels -  some learn all 

of the lines right away, others do not know the one line they have, when to say it, or even 

where to stand or what to do with their hands:

The best thing I did this year was I videotaped the rehearsal with a camera and we 

watched it that same day and all of the hand wavers, bunny ears people, nose 

pickers got to see it.

Individually, however, James’ use of drama focuses on the creation of iMovies by 

his students. James sees the iMovies as a very creative way to incorporate drama into all 

of the subjects he teaches. He stated that students are exploring setting, thinking up the 

parts of a story in advance, training for thought process and organization, and acting in 

the movies. James said it is also a good prep for directing or producing something on
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their own. This year on the “snow day”15, his class created a snowman movie where 

several of the students were gradually turned into snowmen by stopping and starting the 

video. He has also used the iMovies as book reports or animal reports. This year, the 

students did salmon reports that are going to the iDida contest16 and the class used the 

iMovies to explore the life cycle of frogs on video, paralleling it with the life cycle of 

salmon:

The movies are really the icing. The meat of what my job, I think, in third grade 

is, is reading with inflection and being able to understand points of view of 

characters, and trying to get the kids to see past the Dick and Jane thing as far as 

them being able to read harder things.

The school is switching computer platforms from Mac’s to PC’s next year, so 

James will have to change from iMovie to Moviemaker. Next year, he is planning to 

expand his use of digital video production by working closely with a local college 

instructor for multimedia in his classroom. He expects students will be producing 

individual movies and making a story about whatever topic they have chosen, such as 

following a dog around, or filming different plants. Since he loops, his science 

curriculum next year is local plants, so he envisions students utilizing their iMovies to 

explore those concepts as well.
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James explained that he wants to move into more book reports next year and feels 

that dramatic ways of doing so will engage the students more. In order to help his young 

readers begin building characterization and reading skills, James reads to his class every 

day after lunch. He described his style as “overboard” and “grandiose”, stating that it 

shows them how to use inflection to reflect the end marks and characters. This use of 

modeling is simply another facet of a teacher in role that was discussed earlier in the 

definitions section.

There were a variety of minor problems that James ran into when utilizing drama 

in his classroom. He explained that it is difficult with 28 students -  his class size at the 

time of the interview. This was a larger classroom than he was used to. He remarked that 

it would be nice to work with ten students at a time, but that twenty-four students was 

normal, and just those few additional students drastically changed the dynamics of the 

class. As a result, he said, there was not much acting done in class this year. The 

dynamics of class and the class size made it difficult to incorporate the drama activities.

In addition, he felt the curriculum this year did not lend itself as well to drama. He said he 

wants to create a strong foundation with the third grade students and then expand into 

more drama activities when they loop with him into fourth grade.

Another series of problems that occurred to James were related to class space. 

Both safety issues and noise issues can arise in a traditional classroom setting. The 

number of desks in the room, plus the sinks and other objects, can make it crowded. He 

related that one time two boys got too involved in the drama activity and ran into each 

other. Since the KIBSD inservice trainings always occur in the pods or auditorium stage,
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where there is a great deal of space, he said it can be hard to determine how to overcome 

some of those obstacles. James has also realized that space concerns can impact the 

classrooms around him. He has learned to warn the teachers when he is going to do a 

very active drama activity, because the walls are thin. He commented that music time can 

be heard through the walls -  once there was an electric guitar playing during the 

benchmarks.

James felt that he has incorporated many changes in his classroom since the 

KIBSD inservice workshops. He explained that he is more willing to explore the tangents 

that students are interested in; that before the training he was more rigid and stayed close 

to the lesson plans. Now he allows more risks for himself and his students. He wants his 

classroom to be a safe place, where it is okay for students to express themselves, and look 

at their interests. He said he thinks part of his difficulty is simply needing more teaching 

experience:

This is my fifth year... The drama has really opened me up and made my 

transitions smoother... I think the drama aspects have been great. Getting them 

behind the camera has been kind of the fun thing for me. It’s kind of different and 

I’m for different. Like the frogs.

James is the newest teacher that I interviewed. The other volunteers each had at 

least ten years of teaching experience. I suspect that many of the minor issues that James 

shared are, as he said, merely a matter of experience. For me, the fact that he is willing to 

recognize that and make changes is the sign of a great teacher. James,’ use of drama
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varies a great deal depending on the age group that he is teaching, as well. The fact that 

he loops makes it difficult to carry lesson plans over from one year to the next as he is 

switching back and forth. It would be interesting to see how his use of drama progresses 

as he gains experience with his two curriculums.

Nicole, June 1, 2004

Nicole was the other teacher I interviewed who loops. She teaches at a different 

school than James and loops between fourth and fifth grade. Nicole likes to use the 

techniques of tableaux and reader’s theatre with her class. She stated that she used to do 

plays, but has stopped. Now she uses reader’s theatre when doing longer term projects. 

“They work great because there’s no sets, minimal costumes, and the focus is on the 

words.” Her preference is for short, quick activities though, due to the large amount of 

curriculum she must cover with her students. She explained:

There’s a misconception about what drama is... I think a lot of people think of it 

as a full-blown production... It’s too much work for what you get out of it. 

There’s too much curriculum to teach.

For her Master’s degree, Nicole did action research in reader’s theatre for her 

final project. Her subjects were students who struggled with reading from several 

different classes. They spent four weeks meeting after school and doing reader’s theatre 

together. Nicole chose the plays that the students used, after doing a readability check on 

the level of the plays. She stated they went through the plays 20-30 times and then had a
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performance. She looked at the changes in fluency and attitude toward reading that 

occurred. Her results showed strong positive results:

One thing the study did illustrate is that the reader’s theatre has a powerful 

influence on affect... Reader’s theatre was a powerful and authentic reason to do 

the repeated practice that is recommended over and over in the literature... Many 

of them still ask me when we are going to do it again... It was wonderful to 

witness such jubilation about reading, and it was difficult to imagine students 

toasting to the decontextualized skills-driven programs we have adopted out of 

fear of No Child Left Behind.”

In her classroom, Nicole continues to teach using reader’s theatre. She does 

reader’s theatre with her students in their seats. She said they will utilize some gestures, 

and some small costume items, such as a hat, but primarily she focuses on learning to use 

their voice to show what is happening in the stories. “The whole thing is the voice and I 

wanted to use it to show them that reading is more than decoding.” Nicole finds reader’s 

theatre plays online and in books. She explained that she will present it to the class and 

they will do it three to four times. When talking about how to set up reader’s theatre with 

the students, she said:

It’s easy with elementary kids ‘cause they’re willing to try anything. And I just 

explain to them that it’s a play, but instead of having sets and all of that, their 

voice is their only tool. And that you have to use it to make people understand the 

play.
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Nicole enjoys using reader’s theatre to teach because the students learn from it 

and she explained that there are no problems with reader’s theatre. “Kids love it...They 

don’t have to memorize it.” Occasionally she will still utilize small plays in social studies 

when they are studying American History plays. “They love them. They love them. It’s 

their nature. They want to play. It’s a play, that’s what it’s called -  a play.”

The other technique that Nicole finds a great deal of use for is a type of tableaux. 

She explained that it was the most useful thing she has taken from the KIBSD inservice 

trainings, the idea that tableaux can be used as a focus activity for teaching. The game 

“holding the gem” is the activity that she described the most in the interview. This 

tableaux technique is one that she uses when her students need help focusing on their 

schoolwork, because it is an enjoyable way to bring their attention back from distractions. 

She said she teaches the students to focus by introducing the drama technique and then 

shows them how that ability to retain their “gem” during the game will compare to their 

ability to focus on their schoolwork.

The idea of a class with demonstrations, and more than “one-shot” at the 

information, is one that Nicole came back to several times during the interview. She 

explained that using drama to make that happen is natural for her because of the support 

that occurs in her building. “There’s a lot of drama at the school where I teach. Every 

teacher does some kind of production.” Students in science can act out the life cycle, 

readers can improve their confidence and concentration. Nicole reported that her greatest 

major change from the inservice workshops has been switching from major plays as a



large production to the smaller, shorter techniques. She liked the KIBSD inservices but 

stated that the nature of inservice made it difficult to fully utilize the concepts being 

taught. Nicole is very supportive of drama in the classroom and wanted a way to improve 

her own skills. She believed that the trainings need more support and follow-up. She felt 

that the possibility of making the KIBSD inservice trainings part of a credit opportunity, 

where teachers could come back together several times to have a discussion about what 

did and did not work after attempting it in the classroom, would make it more 

worthwhile.

Mike, June 6, 2004

Mike is a fifth grade teacher. He said that this includes social studies, science, 

writing, math, reading and “just about everything except for PE and, although I do bring 

my guitar in the classroom and do some music there.” Mike is also very active in our 

performing arts community in Kodiak. He has been both an actor and director and is 

therefore more familiar with those processes than the other teachers I interviewed. He 

said that he has tried doing full productions with his class, but they were not received the 

way he had hoped. The students enjoyed it, but he did not feel that he had taught what he 

had intended. Instead, Mike tends to teach with drama by writing mini-plays or vignettes 

about the subject, or by stepping into role himself, either alone, or with just one or two 

students.

Mike stated that he did his student teaching in a second grade classroom and used 

drama with science in that class. He used drama to show how the surface tension of water
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works. Everyone linked their elbows and moved around acting out what happens to the 

water after soap is dropped in. He also showed them how hearing works by having the 

students act out the different parts of the hearing process. He said he had students stand in 

for the eardrum, anvil and stirrups, connective tissue, and the brain. He told them, “If any 

part of this apparatus is interrupted, the brain is not going to get the message.” Mike said 

it was easier to adapt the science curriculum from second grade to drama, than it has been 

with his current class.

In fifth grade, the science curriculum covers rocks and minerals. He said they do 

act out how earthquakes happen, but that is the only drama he really uses. Then, he 

provided an example of what he calls “thought experiments”, essentially little vignettes 

that illustrate a point about the topic the class is studying. One student will go to the front 

of the room and he will have them place their fingertips together. Mike will explain that 

those fingertips will be stuck together for awhile. “At the end of one day, how’s that 

going to feel? No, it’s not going to feel too bad. How about in a week? Well... How 

about in a year? After a year of your fingernails growing into each other like that it’s 

going to be excruciating -  feel that pain and get me out of here.” Then, while the entire 

class is envisioning this, he said that he explains to them that the fingernails are tectonic 

plates. “Just so that they’ll always remember that that’s about how fast the tectonic plates 

move. About as fast as your fingernails grow.”

Even though he does not find as many opportunities for drama in science, his use 

of drama in social studies is extensive. Stories from American History is something Mike 

particularly enjoys sharing with his class. So, he uses plays to teach the stories. He writes
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most of the plays himself from materials he finds in the textbook, online or elsewhere. 

Plus, he has some costumes -  pilgrim hats, a George Washington outfit -  that he has 

acquired over the years. One of the stories that he related in the interview was about 

Baron Von Steuben. He was a soldier who did not speak English, but was supposed to be 

leading the military training for Washington’s men at Valley Forge. With assistance from 

a German couple he knows, Mike created a funny, short scene where George Washington 

is introducing his men to this German Baron who is about to start training the colonial 

army.

The Signatures reading textbook has an edited version of Christopher Columbus’s 

captain’s log. Mike explained that this is another favorite story. After reading the journal, 

he has groups pick the most important moments or scenes and write a short script for 

those. “If they can work in a group, it takes the pain a little bit out of the writing and they 

usually get into it quite a bit.” He then uses his recording equipment to make them into 

radio dramas with sound effects. He said he has not worked it up enough to feel 

comfortable putting it on KMXT17 but did perform for a fourth grade class one time.

Mike also sets his classroom up as a government with an elected Congress and 

President, with Mike as the Supreme Court. The students take this very seriously and take 

on the roles for which they have been chosen. “I had to retain judicial powers or they 

would’ve taken over the world.” The students make decisions about the classroom and 

create laws to help their class run more smoothly. “One law was ‘Mr. [Mike] will tell 

stories of his life every Friday’. And so, by constitutional law I’m supposed to take a few

17 We are both volunteers for KM XT, the public radio station. The program m ing director is always looking 
for com m unity-based productions o f  this sort.
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minutes and just tell them some story. It’s a way to connect with kids and see that grown

ups used to be kids too.”

By the end of the school year, Mike’s students have had considerable exposure to 

the concept of being in role. In addition to the work that he does with them utilizing 

drama to teach them, he said the local DARE program, which happens in fifth grade, also 

includes a great deal of role playing. He explained that the officer who comes into his 

classroom uses situations to teach about saying no to drugs. Students will be presented 

with the situations, then will be asked to show how they would handle them -  what they 

would say and do if it happened to them.

Mike’s use of drama is not all serious though. He has a very fun side, which he 

describes as being “wacky”. He said he likes to use some of the drama techniques one of 

his elementary teachers used with his class:

Occasionally for fun we’ll do some creative dramatics. When I was in fourth 

grade, every week we’d take a half hour or so and do creative dramatics... Taking 

on roles and situations... It was based on Viola Spoilin’s work.... We just made 

stuff up on the spot and it was hilarious.”

One time, he stated, his teacher taped out a section on the floor and told the class 

it was an elevator. Then, she overloaded it and had them act out how to deal with it. He 

explained some of the situations he has thought up for his students:

My favorite little situations to give a kid that I just made up were taxi cab driver. 

And then send him different passengers he has to interact with, like the lady with



the bad smell or the undertaker or the zombie. Or one I call first day on the job 

and then I’ll think, okay what kind of job can this be? So one time it was burglar. 

So here’s a burglar explaining to this new burglar how to do the job... I need to 

do more of this because it really is a memory-maker when you do it... I can 

remember fourth grade, about a handful of those things we did and it still makes 

me laugh after all this time. Another one I’ll do is, I’ll say, ‘you’re the mad 

scientist and you’ve created a monster, go out into the hallway and we’ll get your 

monster ready.’ So, I’ll tell the monster ‘Okay, whatever he tells you, do the 

opposite and we’ll see how long it takes him to figure out the problem. And that’s 

a crack because all the other kids know what’s going on and they say ‘Oh boy, 

this is going to be good!’ And of course, it takes a few minutes for the frustrated 

scientist to figure it out and that’s fun.”

Mike has had a variety of experiences with the inservice workshops. He said he 

has been to some sessions that “stress the purity of the art form”, such as the arts institute 

on mainland. “With so much stuff that we’re expected to cover, I really use drama as a 

tool to get other things across and rarely just for the form itself.” As for the local 

trainings, he stated that he has hardly used the techniques:

[The drama inservices] they’re fun, but I’ve used very little of it. I tend to fall 

back on what I know... I probably haven’t given it enough of a chance. I don’t 

immediately see, I guess, the outcome... But as far as the trainings presented in 

the district inservice, those were enjoyable, and those aren’t the only ones I’ve
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ever been to either, but I just - 1 -  if it takes a lot of preparation, I usually end up 

tossing it, because I don’t feel like I have the time to do a totally new thing... I’ve 

always wanted to do more with drama and I always feel like, when I go to one of 

those inservices, ‘Oh, that’s so cool!’ and then I use so little of it... what was that 

for? I’m still, I guess, hoping to explore that more and do, if not the way it was 

presented to me, then explore my own direction a little bit.

As he described his teaching style, Mike used a great deal of descriptive language 

and movement. He is very active, because he stated, it engages the students’ 

imaginations. It is easy to envision him stepping to the front of his classroom and taking 

on a role. It is possible that the local KIBSD inservice trainings have not given him much 

of value because those are geared toward getting teachers started with drama, while he is 

already so far beyond that stage. When he depicted how he will pull up individual 

students for what he calls “thought experiments”, I am certain it was much like sitting in 

his classroom and watching that take place. At one point he said one of his teacher’s in 

high school jumped up on a desk, waving a flag, trying to get them involved in a speech 

writing contest. He has always remembered that because it was out of the ordinary. Mike 

enjoys taking that extra step beyond the ordinary and as a result is very successful with 

his use of drama in the classroom.
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Emerging Patterns

These teachers all look for opportunities to include drama in their classroom. All 

of them use it fairly regularly, maybe not every week, but they find ways that they can 

build drama activities into their classroom plans. I have also seen a willingness among 

these teachers to take the tangents or side paths that occur and allow students to explore 

them a little before reining them back into the curriculum topics. Therefore, teacher 

flexibility seems to be key to success with drama as an educational tool. These teachers 

are interested in exploring new ways of learning for their students -  I think that is what 

led them to attend the KIBSD inservice trainings. Being open-minded and willing to take 

a chance helps them to accept the idea that drama is not only fun but also a positive way 

to learn.

Teachers who use drama in their classrooms also seem to be the teachers who 

look for opportunities to expand their knowledge about different forms of drama in their 

personal studies. Several people joked about their initial teacher training. Most of the 

things that they remember and still use from that are very interactive hands-on styles of 

instruction, like these drama activities. Thus, they continue to look for similar methods, 

because they know that they work. There were two interviewees whose Master’s work 

was in drama. Another two are looking at doing advanced work involving drama. The 

fifth has a Master’s degree in performance, which was primarily focused on music, since 

she teaches band. The final two have been teaching for so long that they have decided not 

to pursue any additional degrees. Instead, they look for opportunities at the inservice 

trainings to expand their knowledge base and improve their skills.
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The KIBSD inservice trainings helped many of these teachers realize that big 

productions are not necessary. There are ways to use drama and get the students involved 

without worrying about putting on a show. The concept of teacher modeling in role for 

reading utilizing the concepts of character, affect, and inflection showed up several times. 

Less common examples included techniques like radio drama, reader’s theatre, iMovies 

and role-playing. While most of the teachers stick to one or two methods that they have 

tried and been successful at, all of these teachers are willing to stretch and grow in their 

practice.

Each of these teachers puts an incredible amount of energy into his or her 

teaching practice. The common thread seems to be the willingness to take risks with their 

practice that will help to motivate the students. There is a tremendous amount of 

creativity that these teachers have put into the ways that they have adapted the drama 

methods to the curriculum. They all see the way that drama not only brings curriculum to 

life, but also how it helps with so many of those social skills students need to build as 

they mature.

The primary focus for dramatic activities seemed to be sharing some sort of a 

story, whether that was in the subject of language arts, social studies or science, the 

pattern was fairly clear. Social studies, therefore, seems to be a natural fit for many 

teachers when they think of drama use; however, a few of the teachers provided good 

science examples. Even the science examples, though, were based around a story idea 

that is easy to visualize, such as the portrayal of earthquakes or the formation of 

continents.
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For example, in every interview, I provided an example from when my 

psychology class studied the parts of the human brain. Each student was a different part 

of the brain; the chalkboard was the eye sockets, and the walls were the skull. Once they 

had found their places and formed themselves into a shape reflective of the actual brain, I 

began relating incidents that they had to react to -  being chased by a bear, seeing a person 

you broke up with, discovering a lost valuable -  and asked the students to move if their 

part of the brain had been activated by the incident. Months later the students 

remembered the stories and the activity -  but also the different parts that people had 

played and how those were related to the stories. Social studies and language arts may be 

the most popular choice of subjects for drama simply because those are already written as 

stories in the textbooks. It takes more creativity and imagination to envision some of the 

science concepts in story form.

Since a story line of some sort seems to help the drama process, it makes sense 

that the drama techniques that are the most popular among these teachers consist of being 

in role. For some of the interviewees that involved being empathic, as when they were a 

character from history or a novel, and at other times the role was physical or functional, 

such as being a part of a system in science or a numerical function in math. In every 

interview, though, there were examples of the teachers explaining how taking on that role 

has helped their students to understand the concept more clearly, remember it better and 

be able to demonstrate applications for their new knowledge.

These teachers seem to search out dramatic works that will bring their curriculum 

elements to life. Those who use drama in social studies focus a great deal on work that
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has a basis in historical fact so that students are experiencing more than one subject area 

wihin that learning situation. Drama seems to be not only a motivator but a memory tool 

for these teachers. Several of the teachers also utilize the historical arts, such as tableaux, 

speech making, Greek chorus, or mock trials, as a way to put the students or themselves 

into role in order to reinforce the history from which they are teaching.

The actual use of drama in the classroom seemed to pose very few problems for 

these teachers. The only common problem with the actual practice was students who are 

very shy and uncertain about participating in dramatic activities. Each of the teachers had 

somewhat different strategies for dealing with this, but all of them have found ways to 

make the activities fun and safe for the students so that eventually everyone became 

involved. The over-riding concern about using drama more often, however, seemed to 

revolve around time and the curriculum. For some, it was not the volume of the 

curriculum but how some topics lend themselves better to use of drama. For most, 

though, the amount of topics and information makes it difficult to take the time to teach 

new ways of learning the information to the students. A huge consideration with trying 

anything new is time. The amount of curriculum that is required makes it more difficult 

to add in new elements to improve how the subjects are being taught.

I suspect that people do not use drama for all the reasons others have mentioned. 

There is a lack of understanding about what it is. Many people hear the word drama and 

think they would have to put on a full performance. Other teachers believe it does not 

apply to their classroom or subject because they have not seen how that could work. 

There may also be a fear that it will be too much work. Some teachers perceive a lack of
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support and follow-up training. The overwhelming demands of curriculum and multiple 

preps added to state and federal mandates also play a role in how much teachers are 

willing to venture forth and try. As teachers, we try to do so many things already, it is 

often hard to find the time to fit more in.

From what I have observed, resistance to change appears to be rooted in who we 

are as people. Most of the people I have met or known hang onto their ideas and habits 

unless they are presented with a compelling reason to do otherwise. I think that this is 

primarily a fear reaction. Fear of the unknown and pressure to be successful may cause 

many teachers to shy away from methods they have not yet tried. Drama is tested and 

approved in Britain, but the United States does not have the same widespread support for 

drama. It is not part of our teacher training here in the way that it is there. Yet, these 

teachers have stepped beyond that and actively sought ways to utilize drama in their 

classrooms. Perhaps there are simply certain personalities that are more comfortable with 

trying new things and stepping outside of the box. It would be interesting in future 

research to see what personality types are drawn to drama and how their backgrounds 

have impacted the decision to use educational drama in their classrooms.
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Chapter 6 Conclusion 

Applications to My Classroom

There are several common trends within the results of my research. First, the use 

of drama as an instructional tool is not limited to any one subject or grade. Nor is it 

limited to just classrooms. The actors involved in Peter Pan learned historical facts about 

London, English skills about intonation and voice inflection and memorization methods 

for remembering their lines. The teachers I interviewed showed an even wider range of 

skills and subjects that could be taught utilizing drama as an instructional method. They 

echoed my wish that more teachers would try these techniques. I am still surprised, 

therefore, by how few teachers at the secondary level have taken the drama classes.

While it is easy to see ways to incorporate drama into a history or language arts class, I 

can certainly envision many ways that other teachers can use it as well.

Students need to be out of their seats part of each day. There are not many who 

learn purely by reading. While I do not advocate teaching solely with the use of dramatic 

techniques, I agree with several of the teachers I interviewed who stated that it should be 

used regularly. The difficulty, of course, is finding ways to convince other teachers to 

make the leap into trying something new. Difficulties with lack of experience and lack of 

time exacerbate the problem. Teachers already feel pressed to do a great many things in 

each class day. One solution is to keep teachers in the same grade and subject area. Part 

of the difficulty with my situation has been how frequently I have changed grade levels, 

specific courses and rooms over the past few years. It has been tough to build up a supply



of materials and skills that I can rely upon from one year to the next. The lesson to me, 

then, is that I need to be patient with myself and keep working at this. It will not simply 

happen overnight!!

Thus, teachers need to be taught how to utilize drama in every subject area. This 

means that funds need to be found to introduce teachers to drama during their initial 

training, at regular inservice sessions and through summer workshops and classes. 

Funding for the arts is often one of the first things cut in a school budget. It is not seen as 

a basic need for education. The problem with this viewpoint is the negative impact it has 

on students. Gardner denied the validity of a uniform school environment (1999). 

Students need to be taught in an environment that provides a rich and varied atmosphere 

for learning. When they are deprived of a rich educational atmosphere, it not only affects 

their ability to learn, but also denies them the opportunity to learn cultural referents that 

can help them to make sense of and apply their knowledge. Bruner explained that 

meaning takes place within a cultural framework (1990). Thus, the way that we learn and 

think is shaped by our surroundings, our conversations and our activities.

In my research, I learned from the narratives in which I was engaged. Because I 

was engaged and motivated by the discourse and interaction, my participation in the 

observations and interviews taught me as much as the books and articles 1 read. As 

Bruner said, “ ...it is culture, not biology, that shapes human life and the human mind... 

its language and discourse modes, the forms of logical and narrative explication, and the 

patterns of mutually dependent communal life...” (1990, p.34). Drama, in its many
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varieties and forms is not only a learning tool, but a representation of the variety of 

human culture and narrative.

Drama is an important tool for teaching not only the school subjects but the skills 

our students need as adults. Our culture is made up of more than the basics that are 

currently being assessed in the educational reforms of No Child Left Behind. Gardner 

argued that assessment which is rigidly structured does not accurately assess students’ 

intelligences. Rather, he said, we should “let the children demonstrate their spectra of 

intelligences in as natural a fashion as possible” (1999, p. 137). Educational drama is one 

tool that can help us to both educate and assess our students. It can accomplish the goal of 

assessing multiple intelligences because it is made up of all of Gardner’s original seven 

intelligences -  linguistic, logical/mathematical, musical, bodily/kinesthetic, spatial, 

interpersonal and intrapersonal -  depending upon which drama activity or technique is 

utilized. Because our students need to be able to function in more communities than just 

the school environment, they need to be able to learn from a variety of perspectives and 

viewpoints. They need to possess a broad range of skills, abilities and knowledge.

The changes in our culture have had a tremendous impact upon student learning. I 

have often wondered how much the ability to learn and the way in which people learn has 

changed as artistic pursuits such as woodworking or evening songs diminished after the 

use of spare time switched over from evenings conversations and projects to radio, then 

to television. Children who had a lot of energy and were good with their hands used to 

have the option of moving into an apprenticeship at an early age. That option is no longer 

available due to the need for students to complete high school and gain a diploma. But
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students still want to do something that is interesting. Sitting in seats full-time for six 

hours is boring. Reading aloud can be very painful. When a teacher takes the opportunity 

to act as a teacher in role instead of lecturing, or provides the opportunity to create a radio 

drama rather than sitting in the same seat and reading aloud in turn, it breaks up the 

monotony and improves the student’s ability to learn. It makes class fun for all of us, and 

more learning occurs. This learning impacts not only the students’ ability to learn, but 

also their ability to adapt and function within the larger cultural community. It does not 

make sense to remove the arts from the classroom. Rather, we should be searching for 

ways to teach utilize these time honored techniques. They are as much a part of life as the 

subjects we teach our students.

In conclusion, this research has provided me with a stronger determination to 

include drama in my classroom. I have emerged from this work with my motivation 

restored and a number of ideas for improving my class. Peter Pan showed me ways and 

methods -  the how of doing drama -  and the interviews have added significantly to that 

knowledge base. Some of it has been how, but I have also expanded my ideas about what 

to do, reinforced the reasons why drama is valuable, and gained a better idea of who to 

call on for support within our district. I am convinced that utilizing drama techniques in 

my Various subjects can improve my classroom. I know that I can not change my 

teaching practice overnight, however, I can begin looking for units which would benefit 

from one or more of the ideas that I have discovered in this research.

As the research has progressed, I have been making note of the techniques that I 

have tried, as well as ideas that have occurred to me for the coming school year. To end
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my thesis, I have included a table of examples in Appendix A that lists the different 

techniques, states their description and purpose and describes some examples of how the 

technique might be used in my secondary classes. This list takes the examples discussed 

in the previous chapters and shows the brainstorming that occurred to me throughout this 

process. Most of the ideas are specific to my classroom and subjects, although I have 

included other ideas as they have occurred to me. I began this research looking for 

motivation for my classroom practice and discovered a wealth of ideas. Perhaps this will 

help inspire other teachers to stretch and grow as well.
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Applying the Research to my Practice

Table 2: Techniques, Descriptions and Examples of Educational Drama

Technique Description/ Purpose Example of how it could be used in class

Tableaux Students freeze into a 

living sculpture that 

represents their 

interpretation of the 

subject.

1) To portray a scene: the attack in To Kill A 

Mockingbird.

2) To show the destruction of the boat and 

crew on Helos in The Odyssey.

3) To bring alive the parts of the brain in 

psychology.

4) To anticipate a character or situation 

coming up in a play in drama.

5) “Holding the Gem” game to remind 

students that how well they focus 

determines how much they will learn in 

that moment.

6) To interpret a work of art: create the 

scene immediately before or after the one 

the artist chose to portray.

Transparencies Project a scene onto the 7) Get the students out of their seats to read
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wall of a classroom for 

a background when 

reading aloud, acting, 

or using tableaux.

about Freud -  have a backdrop of 

Victorian society on the wall.

8) When studying stories set in outer space 

in Science Fiction, utilize a background 

of stars and planets to create a mood.

9) During rehearsals, use student sketches of 

the scenery to make quick sets in drama.

10) In any Social Studies class, utilize the 

backdrops to show students the time 

periods they are discussing.

Dramatization When working with a 

common rule, have 

each student take on 

the characteristics of a 

different segment of the 

rule in order to 

demonstrate how the 

rule works.

11) In English class, dramatize the most 

common spelling errors and how to fix 

them: could have instead of could of, 

mixed up homonyms. Each student 

would represent a letter.

12) In Psychology class, dramatize the 

difference between mean, median and 

mode. Each student would represent a 

number.

13) When teaching positive and negative 

numbers, each student would represent a 

number in the number line.
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Role play, aka

Creative

dramatics

Provide the students 

with a scenario or 

situation to act out that 

is related to the subject 

being studied, but do 

not give them a script.

14) Twist common everyday situations for 

the drama students to try to resolve, like 

the taxicab or monster example provided 

by Mike.

15) In Psychology, utilize role plays during 

the unit on stress and therapy to help 

students understand the different 

methodologies.

16) Provide situations from the stories that 

they will be reading to role play, then 

compare how they resolved it to how the 

characters dealt with it.

iMovies or 

Moviemaker

Short student made 

productions created 

with a digital camera.

17) In Science Fiction, create an 

advertisement about the different sub

genres, or bios on the authors.

18) In Psychology, substitute movies for one 

of the research projects, or brochures.

19) In drama, use it as a tool to compare skill 

in characterization.

Reader’s

theatre

Acting out a script 

using voice and

20) Look for a reader’s theatre that brings up 

issues relevant to one of the mental
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minimal movements in 

fixed positions, rather 

than moving across a 

stage

illnesses. Use it as an introduction to the 

material.

21) Teach it as an alternative to a full play in 

drama class.

22) Use volunteers in English when studying 

a play to show how important voice and 

characterization are when reading aloud 

by reading through it several different 

times with different volunteers.

Radio drama An audio-only version 

of reader’s theatre done 

with sound effects that 

is commonly recorded 

and played back.

23) Try to find a copy of the o f  

Worlds or Slaughterhouse Five radio 

drama for science fiction.

24) Have the psychology class write a radio 

drama that brings to life the stages of the 

life span.

25) Have the drama students choose a play 

that is sound intensive and find live ways 

to create the needed sounds.

Props Any item held by an 

actor while performing.

26) I need a three dimensional model of the 

brain for psychology.

27) It would be interesting to have a bag or 

box of props handy during drama or
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English when reading any story that has 

action and movement.

Teacher in role The teacher takes on 

the role of the character 

or subject of the 

situation and shows the 

class what is occurring 

rather than lecturing 

about it.

28) In English or drama this could easily be 

any character in any story.

29) In Psychology, I could take on the role of 

any theorist and answer questions from 

their perspective.

30) Science teachers could take on the role of 

the elements, gravity, or any force of 

nature when describing how it works.

Inner focused 

circle

Students who are 

actively portraying the 

voice of a character 

move into a central 

seating area so that are 

literally the center of 

attention in class.

31) The first read -through of a script in 

drama or English.

32) A “panel of experts” discussion by a 

group of 3-4 about a psychology topic.



Appendix B 

Forms and Letters

1. 03-06 approval letter for exempted protocol -  School Community 

Relations/ Peter Pan

2. 03-06 human subjects application submitted to University of Alaska 

Fairbanks Institutional Review Board

3. 04-11 approval letter for exempted protocol -  Teacher Interviews 

Regarding Educational Drama

4. 04-11 human subjects application submitted to University of Alaska 

Fairbanks Institutional Review Board

5. Letter from Kodiak Island Borough School District Director of Instruction 

granting permission to conduct research

6. 04-11 Sample informed consent form

7. 04-11 Research questions which were provided to the interview candidates
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03-06 approval letter for exempted protocol -  School Community Relations/Peter Pan

University of Alaska Fairbanks
INSTITUTIONAL REVIEW BOARD

Karin Davidson
Research Committee Coordinator 
Office o f  Research Integrity 
University o f  Alaska Fairbanks 
206 Eielson Building, P.O. Box 757560 
Fairbanks, AK 99775-7560

(907) 474-7800
email: k.davidson@uaf.edu

March 12,2003

Subject: 1RB review of Human Subjects Application fonn #03-06

Dear Dr. Hogan:

The following Human Subjects Application was reviewed by the University o f Alaska 
Fairbanks Institutional Review Board (IRB). This protocol was approved as exempted per CFR 
Title 45 §46.101 (2) (b)(2).

IRB Protocol Number: #03-06

Investigator/Instructor: 

Title o f  Project/Course: 

Date Received:

Date Approved:

Dr. Maureen Hogan

School Community Relations/ Peter Pan

February' 14, 2003 

February 21, 2003

Procedural changes or amendments must be reported to the IRB, and no changes may be 
implemented without prior IRB approval.

Karin Davidson

mailto:k.davidson@uaf.edu
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03-06 human subjects application submitted to University of Alaska Fairbanks 

Institutional Review Board

UNIVERSITY OF ALASKA FAIRBANKS 
HUMAN SUBJECTS APPLICATION 

REQUEST FOR ETHICAL REVIEW OF ACTIVITIES INVOLVING HUMAN
SUBJECTS

IRB Log # 03-06 Hogan

1. Title of Proposal: School Community' Relations/ Peter Pan
2. Principal Investigator(s) and Degree(s): {Person(s) MUST be UAF 
Faculty /Staff} *Note: I f  you are a visiting researcher, please contact the Office o f  
Research Integrity at 474-7800 or
Dr. Maureen Hogan 
UAF School of Education

3. UAF address:
PO Box 756480 
Fairbanks, Alaska 99775-6480
4. UAF phone number: (907) 474-6474
5. Email address: Maureen Hogan <ffmph@uaf.edu>
6. Home phone number:
7. Thesis Project: No Degree: M.Ed.
8. Graduate Student Name and Contact Information:
Tamie Everton Fogle
PO Box 3809 
Kodiak, AK 99615 
(907) 486-6259 
tamfogle@ptialaska.net

9. List all other project personnel: Name, UAF address, phone number and email:
Mim Chapman <ffmim@uaf.edu>, Delena Norris-Tull <rfdit@uaf.edu>

10. Proposed start/completion dates: March 1 2003- June 1 2003
11. Will this study receive any direct or indirect Federal support? No
12. Is another IRB reviewing this project? No
13. This application qualifies for the following type of review:

Exempt : will involve only observations of public behavior, there 
is no risk involved for the three participants.

mailto:ffmph@uaf.edu
mailto:tamfogle@ptialaska.net
mailto:ffmim@uaf.edu
mailto:rfdit@uaf.edu
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Principal Investigator Assurance:
On behalf of my co-investigators, associated students, staff and myself. I agree: To perform the research according to 
the ethical principles of the Belmont Report*, requirements of 45 CFR 46*. and the Principles for the Conduct of 
Research in the Arctic*: to strictly adhere to the research protocol as it relates to human subjects, and to ensure that no 
changes will be made in the activity without obtaining prior IRB approval (except that a change may be made to 
eliminate apparent immediate hazards to the subject); to comply with any contingencies upon which approval may be 
granted; to promptly notify any member of the IRB verbally (with written confirmation) of unanticipated problems 
involving risk to subjects or others and of any other adverse circumstances or reactions affecting the subjects that arise 
from the research.(*Available on request.)

Principal InvestigatorrSignatureDatelMPORTANT: A copy o f the first page, containing an original 
signature m ust be sent to Karin Davidson, Research C om m ittee C oordinator, O ffice o f  Research Integrity, 206 
Eielson Bldg, Box 7560
IRB USE O NLY:  Exem pt  Expedited  Full

 A pprove  Disapprove

IRB Chairperson Signature Date

Subject to the follow ing conditions:

Period o f approval is one year, fr o m ____________________th ro u g h _____________________

Please provide answers to all of the following questions. All applications submitted for 
review must be typed (no handwritten proposals accepted). Please keep answers brief 
and in “lay language.” Every question must be answered, even if “not applicable.” 
Questions answered “refer to proposal” are not acceptable. Submit application to Karin 
Davidson, Research Committee Coordinator, Office of Research Integrity, 206 Eielson 
Building, P.O. Box 757560, Fairbanks, AK 99775 or via e-mail at . Electronic 
submission is preferred. Only one copy is required and will be retained for the UAF 
Institutional Review Board files. Type your answers in the area provided; highlight the 
{Overwrite answer here} and begin typing.

1. ABSTRACT SUMMARY. Explain in lay language (that can be understood by non- 
scientific IRB member) the proposed research project. The abstract must include: 1) A 
brief statement of the problem and related theory supporting the intent to study, and 2) a 
brief but specific description of the procedure(s) involving the human subjects. 
Maximum 500 words.

Most of the research about drama is specific to elementary classrooms.
Yet, dramatic practice takes place in theatres. The problem is to determine how 
the research in drama is similar to and different from actual practice in a theatre 
setting and then to determine how can these two bodies of knowledge be adapted 
for a secondary curriculum.

By participating, and observing the Director, Assistant/ Vocal Director 
and Choreographer for the Kodiak Arts Council Community theatre production of 
"Peter Pan", ethnographic information about teaching a plav to a large group of
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individuals will be collected. This data will be used for later application during 
ray Master’s project where I plan to develop a drama curriculum appropriate for 
secondary education.

2. BRIEF RATIONALE AND OBJECTIVES. Explain in lay language (that can be 
understood by non-scientific IRB members) the design, rationale for the study grounded 
in previous literature, and the research questions or hypotheses. Maximum 500 words.

The research question is: How can the techniques of drama be utilized in a high 
school classroom setting?

Many articles, books and websites are dedicated to the use of drama in a 
classroom setting. For example Flynn’s work in her fifth grade classroom (1995), 
Bernardi's improvisational techniques (1992) and Taylor and Strickland's 
textbook designed for teaching a drama class (1999). Unfortunately, most of this 
research is directed to elementary teachers or to a secondary drama class. By 
examining this research, and observing an actual theatre production, my intent is 
to find ways to adapt these techniques for use in other high school classes.

3. DESCRIPTION OF POPULATION

a. Number of subjects to be involved: three

b. Description of population to be recruited and rationale for their
participation (indicate age range, gender, cultural background or if specific 
populations will be chosen: i.e. prisoners, pregnant women, Alaska 
Natives):

Director, A ssistant/V ocal Director, Choreographer

c. How are the subjects being recruited (submit a copy of advertisement for
approval, if applicable):

These individuals are known to me through my prior experience in local Kodiak 
Arts Council productions. All three individuals have given verbal agreement to 
sign a consent form for this project. They were contacted in person prior to 
auditions.

d. What are the criteria for their selection:

They are the primary individuals in charge o f  teaching, leading and shaping the 
responses o f the cast o f the play.

e. What (if anything) is planned to encourage the recruitment of minorities 
and women:
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Not applicable as the three directors were selected by the Kodiak Arts Council 
for their skills and training.

f. Are there populations that you are intentionally excluding from the project?
No

4. DESCRIPTION OF METHODOLOGY AND PROCEDURES

a. Explain in lay language (that can be understood by non-scientific IRB 
members) a brief summary of the project’s procedures. Maximum 500 
words.

Attend regular group rehearsals 2-3 times per week and take extensive field notes 
on procedures used. As a participant-observer, I will informally ask questions for 
clarification but will conduct no interviews.

b. Where will the project be conducted (room number or area; if not UAF 
location, site authorization allowing this research must be provided):

Gerald C. Wilson auditorium complex, Kodiak, Alaska

c. How will the project be explained to the subjects: (can insert “description” 
paragraph from consent form)

I am enrolled in a class titled "School-Community Relations" this semester. It is 
an elective class for my Master's degree in Curriculum and Instruction. As part 
o f  this class, I am conducting an independent study project to learn more about 
drama. I would like to learn how dram a techniques could be applied in a 
classroom setting. In order to do this, I need to observe the techniques you will 
be using for teaching the play "Peter Pan" to the actors. At the end o f  the show's 
production, I will write a research paper comparing my observations to research 
in the field in an attempt to find or adapt techniques for use in my high school 
classes. By signing below, you give permission for me to record my 
observations for use in this research project. This paper is not intended for 
publication, but to satisfy the requirements for my M.Ed. program and improve 
my professional skills. Your permission is voluntary and you may withdraw from 
the study at any time merely by notifying me verbally. At the completion o f the 
class, a copy o f  the paper will be provided to you. T hank  you  fo r ag ree in g  to  
assist m e w ith  m y  studies!!

d. If the subjects are minors, how will assent be secured:

N ot applicable.
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e. How will you make it clear to the subjects that their participation is
voluntary and that they may withdraw from the study at any time they 
wish to discontinue participation:

It is included in the consent form.

f. Will your project utilize (check all that apply):
[ ] QUESTIONNAIRES
The introductory paragraph heading the questionnaire should provide the 
essential information as summarized above, followed by a statement that if 
the questionnaire is completed, consent for use of the information is 
granted. Please submit a copy of the questionnaire(s).

[ ] INTERVIEWS
If your project utilizes interviews, please submit a copy of all questions, 

[xx] OBSERVATIONS
If your project utilizes observations, please submit a description of their 
nature, and state your role in the activities observed.

I will be a participant/ observer for the local production of Peter Pan. 
During auditions and rehearsals, observations of the individual leading 
rehearsal will include body language, words and actions used to lead the 
sessions. Notes from the rehearsals will be limited to the three individuals 
mentioned above. Actors and crew members will not be referred to by 
name, nor will their individual actions or behaviors be recorded. If 
necessary, they will be referred to by group, (i.e., the Lost Boys, the 
Indians, the Pirates, the Darling Family or the Principal Characters) or by 
job title, (i.e., Stage Manager, Prop Crew Manager, Lighting Director, et 
cetera).

During auditions and rehearsals my role will be to observe and assist in 
any capacity needed by the Director, Assistant/ Vocal Director or 
Choreographer. In later rehearsals, I will also be running the sound effects 
and sound amplification equipment with the help of a small crew of 
volunteers. All three individuals expect me to provide them with feedback 
regarding the rehearsals as we work towards production.

[ ] ARCHIVAL DATA/RECORDS REVIEW
If your project utilizes academic, medical or other records, please submit a 
description of their use and evidence of official permission allowing you 
access to these files.

[ ] FOCUS GROUPS
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If your project will utilize focus groups, please submit a description that 
will be used to inform the participants of the project.

5. DATA

a. Who will have access to the gathered data:
Besides myself, my advisor Dr. Maureen Hogan Mid the three research

participants.

b. How will confidentiality of the data be maintained:
The steno pad and typed entries are kept locked in my home. Norm ally, we do not allow 

data to be kept in a researcher’s home since it is the property o f UAF. However, given that you 
live in Kodiak, it may be acceptable for you to keep it there while you are working and move it to 
the Gruening Building once the paper is complete.

c. Will a Certificate of Confidentiality (through Federal agency) be utilized:
No.

d. How will the data be recorded (instruments, notes, audio/video recordings, etc.):
On a steno pad with a pen or pencil.

e. What are the plans for retention of data (where will it be stored and for how long):
Data will be stored for three years in a locked filing cabinet. At the end o f that time 
period it will be destroyed.

f. What are the plans for use of collected data: (i.e. publish in journal or equivalent,
non-published written report, present data at conference or equivalent, archive
only)
Complete the required 10-15 page paper for ED 697 and submit it to Dr. M aureen Hogan. 
Data will be archived for use during my M aster’s project.

g. How will the data be destroyed and at what point in time:
In three years, data will be destroyed in our household burn barrel If data is kept in 

Gruening, please clarify how it will be destroyed (shredding or incineration)

h. Where will the signed consent forms be stored (list administrative office and room 
number):

The consent forms will be sent with the completed paper to Dr. Maureen Hogan, room 
712 B Gruening.

6. BENEFITS, COSTS, RISKS, COMPENSATION

a. What are the potential benefits to the subjects: (Excluding compensation, 
addressed below)

The opportunity to see their practice compared to current research.
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Feedback during the ongoing rehearsal process.

b. What may be revealed that is not currently known:
I do not know.

c. Will monetary or other compensation be offered to the subjects:
No.

d. What are the costs to the subjects (monetary, time):
None - they are already committed to the time to do the play.

e. Describe any possible risks or discomforts to the subject, (physical, psychological,
sociological): There is the possibility that they will initially be uncomfortable with 
someone watching their work, however, all three have expressed interest in this project 
and seem very interested in seeing the final project.

f. What approach will you make to minimize the risks or discomforts:
Candid conversation with participants about what 1 am doing and why. Ready access by 
subjects to the notes.

7. SUBJECT'S CONSENT
If your project will utilize a written informed consent form and/or an assent form, 
submit a copy; if oral, submit a summary of what will be said together with a short 
written consent form for the subject's signature indicating the basic elements of what 
has been presented orally. Each subject should be fully informed by a written or oral 
statement that indicates the purpose of the project, the benefits to be derived, risks to 
subject, a full description of the procedures to be carried out in which the subjects are 
involved, and that any language barrier has been taken into account. In all cases, 
please indicate the amount of time; hours, and time-span; days, weeks, months, that is 
required of subjects. You can find guidelines for consent/assent forms on the IRB 
website, www.uaf.edu/irb

Please see attached.

(

http://www.uaf.edu/irb
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04-11 approval letter for exempted protocol -  Teacher Interviews Regarding Educational 

Drama

University of Alaska Fairbanks
INSTITUTIONAL REVIEW BOARD

Teresa Lyons
Research Committee Coordinator 
Office of Research Integrity 
University of Alaska Fairbanks 
206 Eielson Building, P O. Box 757560 
Fairbanks, AK 99775-7560

(907) 474-7800 
email: fyirb@uaf.edu

March 5, 2004

Subject: IRB review o f Human Subjects Application form 04-11

Dear Dr. Hogan:

The Human Subjects Application for Teacher Interviews Regarding Educational Drama has been reviewed by the 
University of Alaska Fairbanks Institutional Review Board Chair. Dr. Laura Milner. This protocol was approved as 
exempted per CFR Title 45 §46.101 (2) (b)(5).

IRB Protocol Number: 04-11

Investigator/Instructor: Maureen Hogan
Graduate Student: Tamie Fogle

Title of Project/Course: Teacher Interviews Regarding Educational Drama

Date Received: February 25, 2004

Date Approved: February 26, 2004

Thank you, for the submission of the protocol. Review for human subject protection provides added demonstration of 
sensitivity to the Respect for People. Should there be any procedural changes or amendments necessary prior to 
implementation please submit a Request for Modification. Dr. Hogan good luck with the work proposed.

Teresa Lyons 
Research Committee Coordinator

Attached Request fo r  Modification Application

mailto:fyirb@uaf.edu
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University of Alaska Fairbanks
INSTITUTIONAL REVIEW BOARD

Request for Modification: IRB #:________

Principal Investigator: ________________________________________________________

Study Title:

1. Modification Type:

  Modification to currently approved Human Subjects Application.

  Modification to currently approved informed consent/assent form.(Please attach copy o f
revised form)

_____  Other (Modification to advertisement, interview/survey questions).

2. Check one:   This modification does not increase the risk to current or
participants.

  This modification does increase the risks to current or
participants.

3. Description of Modification:

Principal Investigator Assurance:
On behalf o f  my co-investigators, associated students, staff and myself, 1 agree: To perform the research according to the ethical 
principles o f  the Belmont Report*, requirements o f  45 CFR 46*, and the Principles for the Conduct o f  Research in the Arctic*; to 
strictly adhere to the research protocol as it relates to human subjects, and to ensure that no changes will be made in the activity 
without obtaining prior IRB approval (except that a change may be made to eliminate apparent immediate hazards to the subject); to 
comply with any contingencies upon which approval may be granted; to promptly notify any member o f  the IRB verbally (with 
written confirmation) o f unanticipated problems involving risk to subjects or others and o f  any other adverse circumstances or 
reactions affecting the subjects that arise from the research.(*Available on request.)

Principal Investigator:
Signature Date

IRB USE ONLY: Approve Disapprove

A,:' ;,-v: IRB Chairperson Signature Date

future

future
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04-11 human subjects application submitted to University of Alaska Fairbanks

Institutional Review Board

UNIVERSITY OF ALASKA FAIRBANKS 
HUMAN SUBJECTS APPLICATION 

REQUEST FOR ETHICAL REVIEW OF ACTIVITIES INVOLVING HUMAN SUBJECTS

IRB Log # 04-11 Received 2/225/2004

1. Title of Proposal: Teacher Interviews Regarding Educational Drama

2. Principal Investigator(s) and Degree(s):{Person(s) MUST be UAF Faculty/Staff:
Dr. Maureen Hogan, UAF School of Education

3. UAF address: PO Box 756480, Fairbanks, Alaska 99775-6480

4. UAF phone number: (907) 474-5362 5. Email address: ffmph@uaf.edu

7. Thesis Project: Yes Degree: M.Ed.

8. Graduate Student Name and Contact Information:
Tamie Everton Fogle, PO Box 3809, Kodiak, Alaska 99615 
(907) 486-6259, fttef@uaf.edu or tamfogle@ptialaska.net

9. List all other project personnel: Name, UAF address, phone number and email:
Mim Chapman <ffmim@uaf.edu>, Delena Norris-Tull <rfdit@uaf.edu>

10. Proposed start/completion dates: March 2004 to September 2004

11. Will this study receive any direct or indirect Federal support? (If yes please attach 1 copy of 
proposal)
No
12. Is another IRB reviewing this project? No

13. Check which review category you believe your application qualifies for:
Expedited

Principal Investigator Assurance:
On behalf of my co-investigators, associated students, staff and myself, I agree: To perform the research according to 
the ethical principles of the Belmont Report*, requirements of 45 CFR 46*, and the Principles for the Conduct of 
Research in the Arctic*; to strictly adhere to the research protocol as it relates to human subjects, and to ensure that no 
changes will be made in the activity without obtaining prior IRB approval (except that a change may be made to 
eliminate apparent immediate hazards to the subject); to comply with any contingencies upon which approval may be 
granted; to promptly notify any member of the IRB verbally (with written confirmation) of unanticipated problems 
involving risk to subjects or others and of any other adverse circumstances or reactions affecting the subjects that arise 
from the research.(*Available on request.)

Principal Investigator:

mailto:ffmph@uaf.edu
mailto:fttef@uaf.edu
mailto:tamfogle@ptialaska.net
mailto:ffmim@uaf.edu
mailto:rfdit@uaf.edu
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IRB Chairperson Signature Date

Subject to the follow ing conditions:

Period o f approval is one year, fr o m ___________________ through

1. ABSTRACT SUMMARY. Explain in lay language (that can be understood by non- 
scientific IRB member) the proposed research project. The abstract must include: 1) A 
brief statement of the problem and related theory supporting the intent to study, and 2) a 
brief but specific description of the procedure(s) involving the human subjects.
Maximum 500 words.
I, Tamie Everton Fogle, will conduct open-ended qualitative interviews with those 
teachers in the Kodiak Island Borough School District who have received training from 
the inservice presentations on the use o f drama as an instructional method for other 
subjects. The primary purpose o f this project is to explore the effectiveness o f 
instructional drama to those teachers who have received training. The data will be 
collected during a face-to-face interview utilizing a notepad and an audio tape recorder as 
recording methods. This will serve to examine the pros and cons o f drama as an 
instructional method within the Kodiak school system by teachers who have received 
training in its use.

2. BRIEF RATIONALE AND OBJECTIVES. Explain in lay language (that can be 
understood by non-scientific IRB members) the design, rationale for the study grounded 
in previous literature, and the research questions or hypotheses. Maximum 500 words. 
Articles, books and websites explaining the use o f drama in a classroom setting are 
plentiful. Research from these sources shows many benefits for classroom practice and 
student learning when drama techniques are used. An increase in cognitive functioning, 
motivation, personal interaction skills and test scores has been demonstrated at every 
grade level from kindergarten through college age students and in every subject. Yet, it is 
not a widely used method by the teachers in the United States. One premise that has been 
raised to explain this is that teachers are not comfortable with this method due to a lack o f 
training. Thus, I am interested in interviewing teachers who have received training to 
determine 1) how they utilize the techniques they have been taught in their classrooms, 2) 
what benefits they perceive from the use o f instructional drama, 3) what detriments they 
have observed to the use o f instructional drama and 4) why these teachers have chosen to 
use or not use this tool once they have received training in it.

3. DESCRIPTION OF POPULATION

a. N u m b er o f  sub jects  to  be invo lved : Approximately 15 individuals will be 
interviewed.
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b. Description of population to be recruited and rationale for their 
participation (indicate age range, gender, cultural background or if specific 
populations will be chosen: i.e. prisoners, pregnant women, Alaska 
Natives): Interviews will be conducted with teachers who still work in the 
Kodiak School system who have received drama training at the KIBSD in
services during the past five years. There are 4 elementary schools, 1 middle 
school and 1 high school located in the immediate town area. At least one teacher 
from each of the following categories will be sought: primary, intermediate, 
middle school and high school. Ages will range from 25 to approximately 60. 
Subject from each ethnic group and gender that are in the population will be 
asked to participate.

c. How are the subjects being recruited (submit a copy of advertisement for 
approval, if applicable): I will contact the Director of Instructional Services for 
permission to access the inservice class lists from the curriculum office. I will 
eliminate those teachers who are no longer working with the Kodiak Island 
Borough School District, then will contact a representative sample of the 
remaining teachers for voluntary participation in this study.

d. What are the criteria for their selection: Teachers will be sought who have 
participated in one or more drama based in-service training sessions offered by 
KIBSD during the past five years.

e. What (if anything) is planned to encourage the recruitment of minorities and
women: As the original sample size includes approximately 30-40 individuals 
from a variety of ages, backgrounds, ethnic groups and both genders, no special 
recruitment is planned.

f. Are there populations that you are intentionally excluding from the 
project?

No.

4. DESCRIPTION OF METHODOLOGY AND PROCEDURES

a. Explain in lay language (that can be understood by non-scientific IRB 
members) a brief summary of the project’s procedures. Maximum 500 
words.
I will contact individuals by telephone and email who have attended a drama 
based inservice class. I will describe the project and consent procedures to them 
and ask for their assistance with the research. I will meet individually with those 
teachers who have agreed to participate and discuss their use of educational 
drama in their teaching practice. I will note closely their positive and negative 
opinions and experiences, as well as their reasons for choosing to use or not use 
drama in their instructional practice. If any information after the initial interview 
needs clarification, I will ask for a brief follow-up interview to resolve those
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questions.

b. Where will the project be conducted (room number or area; if not UAF 
location, site authorization allowing this research must be provided):
The location for the interview will be determined by the teacher who is being 
interviewed. They will be asked to choose a location that is convenient for their 
needs and schedule in order to minimize the impact to them. This could include 
their classroom, a local coffeeshop, their home, et cetera.

c. How will the project be explained to the subjects: (can insert “description” 
paragraph from consent form) In fulfillment of my Master's degree, I am 
conducting research about the use of educational drama as a classroom-teaching 
tool. I am conducting interviews with teachers who have participated in training 
in drama-based methods at Kodiak Island Borough School District in-service 
trainings in order to learn more about the use of educational drama. I am trying to 
discover how other teachers in our district are using drama in their classrooms. I 
would like to learn what benefits and problems other teachers have discovered in 
implementing the techniques they have learned.

In order to do this, I would like to spend approximately a half hour with you 
discussing your opinions and experiences regarding educational drama. If I have 
questions or am need of clarification of any information you provide in this 
interview, I will contact you for a brief follow-up interview.

This paper is intended to satisfy the requirements for my M.Ed. program and 
improve my professional skills. Your consent to participate is voluntary and you 
may withdraw from the study at any time without penalty merely by notifying me 
verbally. A copy of the paper will be provided to you upon completion of the 
project. The Kodiak Island Borough School District will also be provided with a 
copy of the final project.

Would you be willing to participate in this research? If yes - Thank you for 
agreeing to assist me with this study. If no - Thank you for your time.

d. If the subjects are minors, how will assent be secured:
Not applicable

e. How will you make it clear to the subjects that their participation is 
voluntary and that they may withdraw from the study at any time they 
wish to discontinue participation:
It is included in the consent form and will be stated again at the start of the 
interview.

f. Will your project utilize (check all that apply):
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[xx ] INTERVIEWS
If your project utilizes interviews, please submit a copy of all questions.
1. Can you describe what the term educational drama means to you?
2. Would you describe how you use drama in your classroom?
3. What drama techniques have you found useful or successful?
4. What, if any, problems have you experienced with the use of drama in the 
classroom?
5. How has your use of drama in your classroom changed since you received the 
inservice training from the school district?
6. Is there any additional information you would like to share with me about the 
use of drama as an instructional method?

5. DATA

a. Who will have access to the gathered data:
The individuals who have been interviewed may see my notes and summaries of their 
interview only. They may also review the audio recording. Members of my research 
committee will also have access to the data.

b. How will confidentiality of the data be maintained:
The steno pad of notes and audio recording, will be kept locked in my home office. The 
typed summaries will be stored in my password protected files on my home computer.

c. Will a Certificate of Confidentiality (through Federal agency) be utilized:
No.

d. How will the data be recorded (instruments, notes, audio/video recordings, etc.): 
On a steno pad with a pen or pencil during the interview, as well as audio recording in 
order to obtain exact quotes without discomforting the participants. Those notes will 
then be typed onto my home computer.

e. What are the plans for retention of data (where will it be stored and for how long): 
There is a locked file cabinet in my home office where I will store this data. The 
computer is password protected and I am the only one with knowledge of the password.

f. What are the plans for use of collected data: (i.e. publish in journal or equivalent, 
non-published written report, present data at conference or equivalent, archive 
only)
Data will be shared with my committee members and will be used in support of the 
arguments of my Master's thesis.

g. How will the data be destroyed and at what point in time:
The data will be shredded five years after the completion of the project.

h. Where will the signed consent forms be stored (list administrative office and room
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number):
The consent forms will be stored in a locked filing cabinet in the SOE.

6. BENEFITS, COSTS, RISKS, COMPENSATION

a. What are the potential benefits to the subjects: (Excluding compensation, 
addressed below)

Participants will have the opportunity to add to the research base, and to see their 
teaching practice compared to current research.

b. What may be revealed that is not currently known:
The reasons classroom teachers who are trained in drama choose to use or not use 
educational drama techniques, as well as new avenues for utilizing drama as an 
instructional tool.

c. Will monetary or other compensation be offered to the subjects:
No.

d. What are the costs to the subjects (monetary, time):
Approximately a half-hour o f their time.

e. Describe any possible risks or discomforts to the subject, (physical, psychological, 
sociological): There are not foreseen risks or discomforts.

f. What approach will you make to minimize the risks or discomforts:
Participants will receive a copy o f the questions ahead o f time to consider their responses. 
They will be provided the opportunity to review the notes taken during their interview as 
well as the typed summaries o f  that information so that they can correct any 
misconceptions or incorrect information that may have been recorded. I f  interviews are 
audio recorded, then participants will also be permitted access to the recording o f  their 
interview.

The following statement about confidentiality and anonymity of 
responses is also included on the consent form:

Any information obtained about you from the research will be kept strictly 

confidential. What you say will not be shared with any o f  the other participants.

Any information with your name attached will not be shared with anyone outside 

the research team. We will protect your anonymity by utilizing a pseudonym in 

place o f your actual name, properly disposing o f com puter sheets and other
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papers, limiting access to identifiable information, telling the research staff the 

importance o f confidentiality, and storing research records in locked cabinets.

The data derived from this study could be used in reports, presentations, and 

publications but you will not be individually identified.

7. SUBJECT’S CONSENT
If your project will utilize a written informed consent form and/or an assent form, 
submit a copy; if oral, submit a summary of what will be said together with a short 
written consent form for the subject's signature indicating the basic elements of what 
has been presented orally. Each subject should be fully informed by a written or oral 
statement that indicates the purpose of the project, the benefits to be derived, risks to 
subject, a full description of the procedures to be carried out in which the subjects are 
involved, and that any language barrier has been taken into account. In all cases, 
please indicate the amount of time; hours, and time-span; days, weeks, months, that is 
required of subjects. You can find guidelines for consent/assent forms on the IRB 
website, www.uaf.edu/irb

Please see attached.

http://www.uaf.edu/irb
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Letter from Kodiak Island Borough School District Director of Instruction granting 

permission to conduct research

Kodiak Island Borough School District
722 Mill Bay Road,

Kodiak, Alaska 99615 
(907)486-9210

February 24, 2004

To Whom It May Concern:

The Kodiak Island Borough School District understands that on occasion our employees will 
conduct research that may require release of data from other employees who have agreed to 
participate in the research. It is important to know that all employee records are 
confidential, that is, not open to public inspection. Any request for information pertaining to 
research about an employee’s professional practice may not be honored unless the employee 
gives written authorization to the named individual directing the research.

In this particular situation, Ms. Tamie Fogle is conducting a research about the use of 
educational drama as a classroom teaching tool. She will be interviewing teachers who have 
participated in training in drama-based methods at Kodiak Island Borough School District 
Inservice trainings. The teachers decision to take part in the study is voluntary and will 
agree to sign a statement of consent for participation in the study.

After reading Ms. Fogle’s proposal for the research project and reading the informed 
consent form that volunteers will sign before participating in the study, I grant permission 
for Ms. Fogle to use the information collected from the volunteers for the completion of her 
research.

Sincerely,

Bill Watkins
Director of Instruction
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04-11 Sample informed consent form

Informed Consent Form 

Teacher Interviews Regarding Educational Drama

IRB# 04-11 Date Approved February 26. 2004

Description of the Study:
In fulfillment of my Master's degree, I am conducting research about the use of educational 
drama as a classroom-teaching tool. I am conducting interviews with teachers who have 
participated in training in drama-based methods at Kodiak Island Borough School District 
inservice trainings in order to learn more about the use of educational drama. I am trying to 
discover how other teachers in our district are using drama in their classrooms. I would like to 
learn what benefits and problems other teachers have discovered in implementing the techniques 
they have learned.

In order to do this, I would like to spend approximately a half hour with you discussing your 
opinions and experiences regarding educational drama. If I have questions or am need of 
clarification of any information you provide in this interview, I would contact you for a brief follow- 
up interview.

This paper is intended to satisfy the requirements for my M.Ed. program and improve my 
professional skills. Your consent to participate is voluntary and you may withdraw from the study 
at any time without penalty merely by notifying me verbally or in writing. A copy of the paper will 
be provided to you upon completion of the project. The Kodiak Island Borough School District will 
also be provided with a copy of the final project.

Risks and Benefits of Being in the Study:
There are not any foreseen risks or discomforts for you if you choose to participate in this study.

We do not guarantee that you will benefit from taking part in this study, however, you will have the 
opportunity to add to the research base in the field of educational drama, and to see your 
teaching practice compared to current research.

Voluntary Nature of the Study:
Your decision to take part in the study is voluntary. You are free to choose not to take part in the 
study or to stop taking part at any time without any penalty to you.

Confidentiality:
You may see my notes and summaries of your interview at any point during the study. You will 
also be allowed access to the tape recording of your interview. The data will be shared with my 
committee members and will be used in support of the arguments of my Master's thesis. What
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you say will not be shared with any of the other participants. I will keep the steno pad of notes, as 
well as any audio recording, locked in my home office. The typed summaries will be stored in my 
password-protected files on my home computer. I am the only one with knowledge of the 
password. The data will be shredded five years after the completion of this project in accordance 
with APA (American Psychological Association) guidelines regarding data storage for human 
subjects studies. Any information obtained about you from the research will be kept strictly 
confidential. What you say will not be shared with any of the other participants. Any information 
with your name attached will not be shared with anyone outside the research team. We will 
protect your anonymity by utilizing a pseudonym in place of your actual name, properly disposing 
of computer sheets and other papers, limiting access to identifiable information, telling the 
research staff the importance of confidentiality, and storing research records in locked cabinets. 
The data derived from this study could be used in reports, presentations, and publications but you 
will not be individually identified.

Contacts and Questions:
If you have questions now, feel free to ask. If you have questions later, you may contact my Faculty 
Sponsor, Dr. Maureen Hogan, or myself.

Tamie Everton Fogle
PO Box 3809
Kodiak, AK 99615
(907) 486-6259 or 481-2547
fttef@uaf.edu

Dr. Maureen Hogan 
PO Box 756480 
Fairbanks, AK 99775-6480 
(907) 474-5362 
ffmph@uaf.edu

If you have questions or concerns about your rights as a research subject, please contact the 
Research Coordinator in the Office of Research Integrity at 474-7800 (Fairbanks area) or 1-866- 
876-7800 (outside the Fairbanks area) o rfvirb@uaf.edu.

Statement of Consent:
I understand the procedures described above. My questions have been answered to my 
satisfaction, and I agree to participate in this study. I have been provided a copy of this form.

Signature of Subject Date

Signature of Person Obtaining Consent Date

mailto:fttef@uaf.edu
mailto:ffmph@uaf.edu
mailto:orfvirb@uaf.edu
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04-11 Research questions which were provided to the interview candidates

Here are the questions that the Institutional Review Board required me to 

submit with my research application. We can use these questions as a 

starting point for the Interview you have agreed to do with me.

1. Can you describe what the term educational drama means to you?

2. Would you describe how you use drama in your classroom?

3. W hat drama techniques have you found useful or successful?

4. What, if any, problems have you experienced with the use o f  drama in the 

classroom?

5. How has your use o f drama in your classroom changed since you received the 

inservice training from the school district?

6. Is there any additional information you would like to share with me about the 

use o f drama as an instructional method?


