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To the Teacher:

You arc doing important work. The teaching of drama is central to the education of
young people. The arts are basic to learning; no discipline can better help us understand who
we are, who we have been, and who we will become.

You are probably very good at wearing many hats. It's likely you have {riends who
think you're crazy for working the hours you do. You may or may not feel you have enough
specialized training in the teaching of all areas of drama, and yet everyone looks to you as the
expert. It is our hope that this video tape and guide will assist you in your work.

The tape 1s designed to be participatory; turn it off and try these exercises with your
class. Your students have encountered enough "talking heads" on TV to last them a lifetime.
‘The real learning will come [rom the doing.

This guide has been designed for you. In addition to this cover letter, the guide contains:
. an outline of the video

. notes on cach of the exercises
. a sample quiz and answer key

. an annotated bibliography

The extensive notes are designed to clarify cach exercise. They contain questions for
discussion and strategies for learning. The annotated bibliography contains the resources
worth taking to the proverbial desert island. The students on this tape will serve as some of
your most powerful allies. They will help you teach by example as they model a genuine
love for the theatre, a concern for cach other and a willingness to risk appearing the fool in
order to grow. It took a lot of pizza, but it was a joy to work with them in the making of this
tape. The tape and guide are a smorgasbord. Not all of it will look good to everybody; help
yourself to that which looks best to you. Good luck to you and your students.

Best Wishes,

TESRl=""

Rives B. Collins
Assistant Professor
Northwestern University



SECTION ONE: Crieanive Drama DeriNgp

A) DEFINITION

Creative Drama is defined as an improvisational, non-exhibitional, processed-centered form of drama in
which players are guided by a leader to imagine, enact and reflect upon human experience. The primacy
purpose is to facilitate learning by the participants rather than create a performance for an audience.

B3) HOUSE TOURS

This exercise was included to illustrate the propertics of creative drama. the work was mprovised. The
players created simultaneously, so there was no emphasis on performing for an audience. ‘They worked with
cach other o imagine the homes as they experienced the tour together. Discussion questions allowed the group
to reflect on the improvisation they created.

The tours happened simultancously with cach pair focusing on their own work, We agreed upon a
Ireeze sywbol (fambourine), and used a "spotlighting" technique in which T asked one pair to continue their
work and allow us o lisien in. | encouraged the players to work Lo imagine the worlds they were in vividly.
Lours usually last 5-8 minutes, and then the players reverse roles and a new tour begins.

Variation i1 - Creale housc tours of a fantasy, dream house. Money is no object. Creale any
home you like.

Variation {2 - Create house tours of the home you lived in when you were a child. Tmagine the
home has become a museun because you are now famous (infamous?). Conduct
the tour as a curator might, speaking of yourself in the third person.

Variation i3 -~ Create house tours of a fictitious character, perhaps a character in a play. Take your
guests 1o the places that are important.

Ifor Discussion:

» Do youwagree with Swiss psychologist Carl Jung that our homes are extensions of ourselves?

+ How did it feel to take someone through your world? Tow did it feel to be a guest?

= Which paris of the four were most vivid? What were you able to imagine fully?

» What did you discover about yourselves and about cach other? If appropriate, what did you learn about the
characler you were portraying?

Nole: A version of House Tours was first shared with us by visiting professor Cecily O'Neill at the summer
drama institute at Northwestern University in 1987.

SeCTION Two: Dramatic Pray v Chinpnoon

This segment explores the natural, universal tendency of children to engage in make-believe play. We
bepan sharing stories of our own memorics of what we played as children. Sometimes 1 ask students fo have
this discussion in pairs or in small groups so that everyone has a chance fo share. The discussion is always
accompanicd by Taughter, but it imay also be the first time students consider the real importance of their
niake-believe play. A paradox is revealed - our play is unique to cach of us, yet we all played in similar ways
Jog similar rcasons. Dramalic play allowed us:

. Lo imitate those we observed
. to reverse situations and try on adult roles
. lo cxperument with solutions to problerns

. to release unacceptable impulses without real world consequences



An exercise presented by sporis psychologists Lo demonsirate the effect of the imagination on the body -
a physiological response to an inner image.

Sugpested side coaching:

. L.oop a picce of thread through a paper clip aud pinch thread between thumb and forclinger to croate a
pendutum.  Aochor your elbow on desktop or knee and allow the clip to hang freely. Do not (ry to make
anything happen, just listen (o my voice and see the suggested images in your mind's eye.

. Imagine the paper clip swinging in an even wider arc. See it swinging in a wider arc. Even wider. See
it swinging in a wider arc.

. Tmagine the paper clip swinging in a circle. Tmagine it swinging in a perfect circle. See it swinging in
an even larger circle.

" See it stop. See the paper clip hanging motionless in the air. Sce it hanging motionless in the air.
Imagine it stopped.

For Discussion:

» What happened for each of you during the exercise? Everyone has their own experience of this, there is no
way 1o do it wrong.

< dwaddition to being a great party trick, what are the implications of this exercise for students of the theatre?
ilow pught the imagination be used to affect performance?

D) COLORS EXERCISIE
This exercise simply involves the imagining of colors in sequence - Red, Orange, Yellow,
Green, Blue, Purple, White. In addition 1o being very relaxing, it offers a first step in the ability o sclect and

control imagined images. 1t can be done regularly, af the beginning or end of class as a warm- up/cool-down or
cenlering exercise.

For Discussion:
= How did you receive the colors?
« What are the implications of this exercise for students of the theatre?

DREAMS

se Is desigued 1o allow students to tap into their inner well-springs of imagination and
crealivity. In this section we compared convergent thinking o divergent thinking. Whereas convergent thinking
may rule out possibilitics and lead to a single "right" answer, divergent thinking will lead us to wmultiple coreet
solations. Convergent thinking (important af times) is rigid; divergent thinking is characterized by fluency and
flexibility. Divergent thinking is highly valued in the creative process.

I lns exerct

The mafinished dream exercise clearly has no single correct response.  Ask players (o have a blank page
and peneil handy. Invite them to relax, close their eyes and imagine.

Suggested side-coaching for the dreams:

1) Youare in your own house having breakfast. There is a knock at the door. You go to it open it, bt
nobody is there. You go back to your breakfast. ‘There is a knock at the door. You go to if, open if, b
nobody is there. You go back to your breakfast. “There is a knock at the door. You go 1o if, open it, bt
nobody is there. You go back 1o your breakfast. ‘There is a knock at the door. You decide nol to open it. Dul



. 1o experience real feelings in imagined situations
. 1o develop socially as we played with others
. to have fun!

For excellent insights into value of make-believe 1 sirongly recommend Dramatic Play: Rebeacsal (or
Life by Virginia Koste (sce bibliography).

AY TABLEAUX
luvile students in small groups to creale frozen scenes of important moments from their dramatic play.
Share the tableaux and guide with the observers to make discoveries about dramatic play.

13) SCENES

On the tape you see the students creating scenes of dramatic play. The scenes were based either on
actual memorics of make-believe play or on a composite of real memories. The challenge was to capture the
spirit, spontancity and honesty of pretend play. Basing the scenes on real memories helps the players avoid
playing stercotypes and gain insights info thewnselves.

Yor Discussion:

» Think about why dramatic play is so important for children. Compare these to reasons why adults create and
enjoy theatre.

= How is the work of kids playing make-beheve like the work of actors in the theatre? How st different?

= What can actors learn from the make-belicve they once enjoyed as children?

SectoN Tareg: T CrEATIve PrROCESS
I. IMAGINATION

A) INTRODUCTION
Discuss the following quoles:

"Imagination is more power{ul than knowledge."
Albert Emstewn
"The problems of the world cannol possibly be solved by skeptics or cynics whose horizons arc himited
by the obvious realitics. We need people who can dream of things that never were."
President John F. Kennedy

B) SPORTS PSYCHOLOGY AND IMAGINATION

Sports psychologists, concemed with performance under stressful conditions, highlight the inportance
of being able to use the imagination to:

1) create an image of positive performance
2) conduct a mental rehearsal
3) relieve tension and relax under stressful conditions

tor additional mformation on this topic | suggest Creative Drama and Imagination: Transforming 1deas
into Action by IHelane Rosenberg (see bibliography).

C) PAPER CLIP EXE]

ISE
A St




ihe knocking comtinues. You go to it, open it, and there at the doorway is somebody wonderful you never
expecled lo see.

You now have one minute of clock time which is the equivalent of all the time you will need (o continue
imagining this unfinished dream.

2) You are walking in a dark woods. You have been walking for a long time and you're not surc of the way
home. You hear mysterious sounds all around you. It seems to be growing colder. You agrive at a small
clearing. 'Y ou hear the sound of a galloping horse. Into the clearing rides a mysterious figure cloaked in black
riding a black horse. The horse reacs up on his hind legs and stops. ‘They come slowly toward you. 'the rider,
whose face is concealed, reaches into his cloak and produces a silver chalice. Slowly, very slowly he reaches
down from his horse and offers the chalice to you.

You now have one minute of clock time which is the equivalent to all of the time you will need 1o
confinue imagining this unfinished dream.

3) You are hiking up a steep moumtain. It is hot. You are carrying a very heavy load on your back. The climb
is exhausting and you are templed to turn back. Just when you are sure you can go no farther, you see ahewd o
you what you have been looking for. You climb (o the entrance of a cave and cry out, "l ara here." The weipght
feels beavy on your back. Suddenly 1o your left you notice a bearded man. He is very old and very wise. e
smiles af you.

You now have one minute of clock time which is the equivalent of all the time you will need to continue
imagining this unfinished dream.

These dreams imay be presented individually or in sequence. Ask players to return to the page and begin
writing. All work should be non-verbal at this point. They may write about anything they choose--perhaps
about 2 memory. But they should begin writing without planning. Keep the pencil moving across the page. 1o
not ciase oF cross anything out. Do not go back and re-read anything you have written. Keep the pencil
moving. Jusl wrile.

Alier 5-10 minutes of writing 1 invite the group to share anything they would like. Sometimes people
share the piece they wrote, others talk about the process of magining. Sometimes it is a good tdea to share wiib
a partoer first, then bring everyone together as a whole group. It may be helpful to reassure the group that it is
normal for everyone Lo have varying degrees of response 1o the dreans and that everybody responds differevits
depending on the day. There is simply no wrong answer o this question. The sharing is a celebration of the
richmess of everyone's iinaginations.

Tor Discussion:

= [Tow was this process like having a dream?

«  Many creative people keep dream journals by their bedside, often recording their dreams as soon as they
wake up. Why do you think they do this?

«  How might this kind of dream-like thinking be important for students of the theatre?

Mote: A version of Unfinished Dreains was first shared with us by visiting professors Jim Hancock and Susan
Zeder at the summer drama institute of Northwestern University in 1989,

1. CONCENTRATION, MOVEMENT, AWARENLSS OF OTIIERS

A) EXPLOSION TAG

A lucid explanation of this gainie can be found in Viola Spolin's 'Theatre Ciaines {or the Classrooii {soe
bibliography). This is a greal encrgizer. ‘The game gets espectally interesting when you explose ifs varistion..
. Lixplode with your whole body



. Make noise when you explode

. How many different ways can we find to explode? (graceful, goofy, athletic...)
. lixplode in slow motion
. Instant replay! Everyone copies the exploder

oy Discussion:

o

Ideally, the act of exploding is a spontancous one at the moment of being tagged. To paraphrase the folks at
NIKE, you "Just do ir."

~ Were you able to play without thinking oo much?
- How is this concept significant for students of the theatre?
13) WILLOW IN THE WIND
A detightful explanation of this pame can be found in the New Games Landbook (see bibliography).
More than an anthology of pames, New Games presents a philosophy of comumunity-building play. Play fiaed
(conuit to what you'te doing), Play Iair (play by mintual agreement), Nobody Hurt (the players maticr noie
than the owicomne of the game)--these principles create a very sane atimosphere for playing and creating togethes.
This game is one of many in the New Games Handbook that involves an element of risk. An cipliasis
on safery is cssential to the success of the work, and everyone iust accept responsibility for encouraging risk
within the context of safety. By giving everyone the power of egress—the ability to exil from an exercise—ihe
proup 1s assured that everyone is choosing to risk.

For Discnssion:

« What does an exercise like Willow in the Wind have to offer students of the theatre?
+ How is the spirit of tus exercise linked to the creative process?

Cy MINE FIELD

Variations of this exercisce can be found in Brian Way's classic Development Through Drama (sce
bibliography). There are many ways to oreaie the obstacles--chairs, hurman beings, picces of newspaper, coals
and bookbags--but iowever you play, the object must be to create a world fraught with fension. Limphasize that
i ovder for the players to solve this problem, the players will need intense concentration and teanrvork, Whe
playing in a group, you may want fo have more than one player at a time crossing the circle. 1f a player bumps
ko 2 mine, she and her guide are both eliminated from the playing. Emphasize that the responsibility 1o sotve
thus problem s shared--keep the stakes high for all participating.

For Discnssion:

= What did you feel as you worked through this exercise?

« What did it take 1o solve the problem the mine field posed?

+ How was dramatic tension part of the work?

« What does this exercise have 1o offer students of the theatre?

L CHARACTERIZATION AND IMPROVISATION

Ay CAT WANTS A CORNER
Variations of this children's game are played aronnd the world. One version is presentod in Viola

spelin's Hheatre Games lor the Classtoom. We began playing the traditional game and then added complicniiog
clements.

" Slow motion (imovement and voice)
. idecteic [oor (fast motion)

. Ballet/Ice skating

. Aerobic nsiructor

. Girand Opera

. Rock and roll



. Space creatures (who can't speak English)
. Kinderparten
. Small town cafe
The initial focus of the game was to use the body and voice spontancously as the game demanded.  As
the game progressed we began to explore characlers in siluations.

The small town cafe served as an impetus for the creation of an extended mprovisation. Here we

shifted gears and moved away from the style of theatre games and towards the work of Dorothy Heathcote sl
Ceetly O'Neill.

1) Students were invited to play as il in a small town cafe. They were asked what kind of people they might
find there, and o play the game in character.

2) We played intil some characters began (o emerge. | asked the group to share with cach other what charsct i
they were becoming. We were developing a group awareness of the cast of our drama structure. | enconnged
the players to respect the characters they were creating, not Jampoon them.

33 1 jomed the group as a radio inferviewer (this technique is referred fo as teaching-in-role). ‘The characters
were asked what they liked best and least about living in a small town. This activity further clarificd the
characters and setting, and encouraged the players to reflect from within the context of ihe dran.

4) We ail stepped out of role 1o answer the questions (using divergent thinking), "What is our drama ahout’
What themes are emerging as we improvise?"

M) We agreed that without conflict there is no drama. The group was offered a choice--conflict from an externl
iorce or conllict from within. "The group chose conflict from within.

6) We agreed that conflict from within can divide a cormmunity, but 1 postponed the onset of the divisive
conflict by mviting the players to explore the ties which have held them together. In small groups the players
were asked to oreate short seenes which illustrate the strength of the community. We shared the scenes with
ench other and discussed them.

7y We bramstormed ihe kinds of things which could split up a community (greed, pride, change...), and i asked
i there was someone within the group willing 1o introduce one of these clements of conflict.

8) We crealed a place for the conflict to occur. One person at a time described an element of the cafe. We had o
shared understanding of the environment.

2} One player imtroduced the conflict -an innuendo about the conduct of the town minister and a widow who
fved onthe edge of town. The players spontancously chose sides and the conflict grew. All of us were startied
by the widow's revelation that the minister had been teaching her to read.

t0) 1 froze the drama and asked for inner monologues-—the thoughts and feclings of each character at ihe
naoment,

1 We pathered to discuss the drama we had made, looking especially at those elements that are nniversal in
buman experience.

Clearly this diama structure was one that we could have developed for a much longer period of time.
These may become improvisations which can continue to grow from class period to class period over a spau of



weeks. More Drama Structures like this one can be found in Drama Guidelines and in 1 drama Slruclures (sce
bibliography).

Secrion Four: CruaTivie DraMA IN THE REAEARSAL PROCESS
AY WARM-UPS AND REITEARSAL ATMOSPHERE

We discussed the need for warm-ups 1o free the body, voice and imagination for the work of the
rehearsal process. Warn-ups help the players leave their daily concerns behind as they join cach other in the

cieadive process.  Looking back at the exercises on the tape, we discussed the use of:

. Imagining to relax and center

. Willow in the Wind to develop ensemble

" Fxplosion Tag and Cat Wants a Corner to free the body and voice, and to help the players arrive at a

state of spountancity and intuition rather than analysis.

Tor Discussion:

» Professional athletes would never enter competition without stretching out and warming-up. Why is (his
process so nnportant to their performance?

« How is the warm-up of the actor like (hat of an athlete? How is it different?

13) COMPANY COMMITMENT TO THE WORLD OF THE PLAY

We discussed the use of creative drama to help the entire company share a commitment to the felling ot
the saine story. We created improvisational scenes which would help us explore the circumsiances of a play. In
these scenes any actor can play any role, not necessarily the one they may have been cast to portray in the play.

Sample Scenes:

1he Glass Menagerice

Students at the stenography school discuss the time Laura threw-up in class.
Death of a Salesman

Colleagues of Willie Lownan discuss the effects of his poor performance on their reputations.

ifor Discussion:
© How did these improvised scenes help the students understand the world of the play they were exploring?
= What scenes from otber plays might hiclp a company commit to the world of the story?

C) CHARACTER ENRICHMEN'T

We discussed the polential of creative drama to enrich an actor's commitment to the character he/she 15
developing. House tlours were cited as a way 1o create a special place important to the character. We alse
dizenesed the ymportance of creating significant moments not included in the text of the play.

tixawpie: The Glass Menagerie
tmprovised scene in which Laura is given the nickname "Blue Roses" by Jim in high school.

For Discussion:

= Noite the ivony that the actress who was the most cruel in the carlier improvisation now steps into ine shoes

of Laura hersell. How might this work enrich her understanding of the character and fuel her performance?
What other moments sugpested by the text could be improvised (o assist an aclor 1o deepen conmuitient o

the character?

o



Creative Drama and Improvisation
QUIZ

1) True or Palse. Learning to perform with greater clarity for an audience is an important component of the
Creative Drara approach.

2) True or Palse. Tn the Creative Drama approach, improvisation is used as a tool for discovery.

3} True or False. Questions which require divergent thinking can usually be answered by a single correct
resSponse.

4) T'ae or False. "Theatre games encourage you to think carefully before you act.
5) True or False. "The power of egress allows players to not participate.

6} True or False. ‘The players in improvisational creative drama usually strive to make each other lan oh.

7) Truc or False. Creative Drama may be used (o help us understand that which is universal in human
CXperience.

&) Which of the following is NO'I' suggested by sports psychologists as a constructive use of the inagination?
The imagination may be used to : a) creale a positive mental image; b) reduce tension during stress; ¢) move
paper clips through telekinesis; ) rehearse mentally,

) Dramatic play in childhood may have allowed you to: a) try on adult roles; b) release unacceplable mpudses
without real world consequences; ¢) learn social skills through interaction with other chiidren: dy have fu; o)
all of the above.

10) Which of the following was not discussed as a use of improvisation in the rehearsal process?  a)
Tmprovisation may be used 1o help actors understand the world of the play; b) linprovisation may be used o
help aciors iemorize lines accurately; ¢) lmprovisation may be used to enrich an actot’'s understanding of the

character he/she is portraying; d) improvisation may be used to help actors in the WAarm-up process.
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Quiz Ky

1) False

2) True

3) False

4) False

5) True

6) False

7) True

&) ¢ - move paper clips through telekinesis

9) e - all of the above

10) b - improvisation may be used to help actors memorize lines accurately
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