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PROCESS DRAMA FOR CREATIVE TEACHING TO
FOSTER CREATIVE COMPETENCES AND A HOLISTIC
LEARNING OUTCOME

Aud Berggraf Saebe

In this article I analyze a process drama, conducted as part of
an action based research project in grade four, with 9 years old
students, to sort out what creative teaching and creative learning is
about, when drama is the learning form. The analyzes are based on a
model for creative competences, named Wheel of Creative
Competences for Drama in Education, developed from literature
studies and my earlier arts in education research projects. The result
show how creative competences can be included to foster a holistic
learning process through drama in education. The main message of
the article is that process drama can foster creativity in education
and the students mastering of the subject matter content in a personal
academic, social and emotional learning process.

Keywords: Process drama, creative competences, holistic
learning, creative teaching, creative learning.

Fostering and developing creativity in students

Educational documents argue that creative competences need to be
included in all educational subjects to give the young ones the possibility to
master life now and in the future [28]. Despite this, curricula around the
world may or may more or less include creative education. In some countries
the arts are viewed as double useful because of their role in conduits for
culture. In England they stated nearly 20 years ago that that no education
system can be world-class without valuing and integrating creativity in
teaching and learning, and that “Practicing and understanding the arts in all
their forms are essential elements of creative and cultural
education” [10, p. 41]. Lauren Stevenson has on behalf of Arts Education
Partnership made a research brief that shows how arts in education prepare
for students success in school, work and life [1]. Moreover the report Arts for
Art’s sake? The impact of arts education concludes saying that “..., the main
justification for arts education is clearly the acquisition of an artistic habits of
mind — the current priority objective of arts education in the curricula of
OECD countries” (T. Goldstein, S. Vincent-Lancrin, E. Winner) [30, p. 19].
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The report explain that an artistic habits of mind not only refer to the
mastery of craft and techniques, but to skills as close observation,
envisioning, exploration, persistence, expression, collaboration, and
reflection — the skills in thinking and creativity and the social and behavioral
skills that are developed in the arts. Moreover, in Europe, the skills and
competences needed to foster creative and innovative in education are
constantly strengthened [14].

Research on drama as a learning form

In different research projects on creativity, democracy and aesthetic
learning processes that I have conducted (2001 — 2014), I found a whole
range of positive results for primary and lower secondary students learning
outcome when the drama teaching was done in line with a socio-
constructivistic perspective on teaching and learning (A. Sabe) [19; 20; 21;
25; 26]. The essence of the socio-constructivistic perspective is that
knowledge is created and dependent on the social and cultural world we live
in (L. Vygotskij) [29]. This means that knowledge in drama is created or
constructed by the learner in an intersubjective interplay with the
environment and dependent on the learning environment that is created
between teacher and student and between students, i.e. the learning
community (A. Szbe) [22]. I found that nearly all students were motivated
to engage in their own learning process when joining the democratic and
creative learning community that the process drama created. Moreover the
majority of the students said they enjoyed learning and worked harder since
they loved the variation that drama gave and the possibility to use their
phantasy and creativity in the learning process (A. Szbe) [21; 23; 25]. But
still it is a big challenge is to encourage teachers to include drama as a
learning form. That is why it is needed to develop more practical knowledge
about how drama in education can foster creativity and holistic learning
processes.

My research question and methods

The research question for this article is: How is creativity integrated in
a process drama to develop the students’ creative competences and foster a
holistic learning process? To answer this I use the above mentioned model
for creativity in drama education to analyze the process drama “Anna is
babysitting”, an intervention done in grade four, as part of my latest research
project on Drama for rich literacy and engaged democracy (2011-2014). In a
process drama students work through role and fiction to explore, reflect on
and express meaning about content and problems in a given topic or text.
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The teacher often joins in as teacher in role. The two teachers I cooperated
with wanted to learn how to engage all students in the teaching process to
motivate for reading and a holistic learning process and outcome. The project
included action based interventions (several process drama), observations
during the process drama, reflective dialogs with teachers during and after
the project and students’ pre and post reading tests. I use data from all these
methods in the analyzing process, even though observations together with
my own phenomenological in depth study (J. Rendtorff) [17] of the
happenings in the interventions dominate.

Creative competence in drama education

Regarding the creative competences that may be included in drama in
education I developed a model named “Wheal of creative competences for
drama in education” (A. Sabg) [24]. This was a result of my classroom
research on drama in education, together with reviews and research on
creativity in arts education projects (L. O'Farrell, B. Heap, L. McCammon,
A. Sxbe) [7; 8; 9; 27].
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Fig. 1. WHEEL OF CREATIVE COMPETENCE for Drama in Education (A. Sxbg)
[23; 24]
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The concept of creativity has been studied from different perspectives
through history (A. Craft, B. Jeffrey, & M. Leibling; R. Pope) [5; 16] which
can roughly be divided into the four well known areas, which I included in
my model: the creative person/self, the creative process, the creative
environment and the creative product/idea. In the center of the model is the
creative competence, per se. Since creativity, like all brain based functions, is
ethereal and elusive and consequently difficult to define, it is difficult to find
a theory covering the complexity of the concept, and there is no widely
accepted definition(s) of creativity (R. Pope) [16]. B. Brecht once said “A
person with one theory is lost. We need several of them — or lots. We should
stuff them in our pockets like newspaper” (R. Pope) [16, p. 90]. Inspired by
this I created my model for creative competences to study how a whole
variety of them may come to expression in a process drama. In this article I
use this model to analyse the process drama “Anna is babysitting” and
present the findings for my research question.

The story “Anna is babysitting”

The story about Anna was told during the process drama, step by step,
by the teacher, and for each told section of the story the students did different
drama activity to recreate and explore the actual text. Anna is babysitting is a
story about a 9-10 years old girl babysitting for her 3 years old stepsister
Mia, while Annika, who is the new wife of Anna’s father, need to work extra
at the hospital. Since Mia loves bathing, Anna taps the water and Mia get
into the basin. But unfortunately when Anna goes for lemonade in the
kitchen, she discovers the ill smelling garbage, and she decides to go out
with it. The result is that Anna is locked out of the house while Mia is still in
the basin. Here ends the story and the problem for the students to solve in the
end is: What can Anna do to get in to Mia again? The following analyzes
present the content and the outcome of the different drama activity in the
process drama in line with the different creative competences in the model.

Creative confidence

Teachers and students need (self) confidence to be creative. The social
and emotional confidence is the key to both creative and academic
competence. That is why researchers and educational document today
stresses the importance of the social and emotional learning environment for
the students learning outcome, together with the fact that creativity can be
learnt [11; 14; 18]. Teachers’ and students’ creative confidence seems to be
developed when they are encouraged to believe in their creative potential, to
take risk, to live with uncertainty and to use their cognitive, social and
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bodily/emotional competences in the teaching and learning process
(A. Szbg, L. McCammon, & L. O'Farrell) [27]. And above all — this
aesthetic engagement the students call joyful learning (A. Sxbe) [23].

The process drama Anna is babysitting, starts with all students talking
in chorus in dialog with the teacher to recreate the dialog in the very
beginning of the text, when Annika is leaving the house. This is done to
encourage all students to join in and use their voice aloud in the classroom,
which some had not done at all on their own up to now this semester. After
this they meet teacher-in-role as Anna telling how much she loves to do
babysitting and at the same time revealing the complex family situations.
Then, in groups, students did role-modelling and picturing to create a family
photo to explore the complex family situation of Anna. Both her parents are
remarried and she has got new half siblings.

Next the students in smaller groups improvise Anna playing different
games with Mia. The fact that all groups succeeded in this improvised play,
even though no games were named in the text and they had done little drama
ahead, tells that the teacher build the competence in the students through the
first activities in a way that gave them the courage to improvise freely in the
situation (take risk and live with uncertainty). They were asked to use, and
they did use, their imagination to discuss, create and improvise different
solution for how Anna could get into the house again. Moreover a drama
improvisation can only succeed when the students use their cognitive
competences (planning on the feet what to do and say), their social and
emotional competences (interacting successfully) and bodily competence
(express oneself through drama). The groups were improvising and playing
all over in the classroom, obviously enjoying the joyful aesthetic
engagement. They were building their confidence to explore, express and
reflect on own experiences, thoughts and emotions, and thus developed own
identity and self-reflection.

The most touching moment for teachers and researcher in this whole
project, was when a girl, with very low performance in reading, who in the
beginning just started crying and did not want to do anything, read aloud in
front of her classmates in the end. She demonstrated for all that her
confidence on all level had developed and increased, and later on the teacher
told she still performed and read aloud in front of the class.

The creative learning community

As told above the process drama had a simple individual start to ensure
that all students had success in the first learning activity and by this were
motivated to join the class learning community further on in the process.

264

JlyxOBHiCTb 0cOOMCTOCTi: METOAOIOTisI, Teopisi i MpaKTHKA 3 (78)-2017

This is a hallmark of all the process drama I have created and one of my
most important demands to a successful process drama. In the first drama
activity, creating the family photo through role-modelling and freeze frames,
each group got all the names of the family written on small yellow paper
sticks to ensure that everyone in the group could join at some level. Some
just took or got a role and let other decide the arrangement, while others took
action and responsibility for the arrangement for the photo. This happened
rather naturally, without any fuss, and was dependent on each student’s total
competences, since all group also included students with diagnoses and
special educational demands. Moreover the teacher needs to plan for
complexity and real problem solving and build this into the drama process to
challenge the students. So when all students really know the facts of the
story, an important prerequisite for being creative at all, then they were
confronted with teacher in role as Anna in the end of the story who needed
their help. And the students came up with a whole range of solutions, like
asking the neighbor, find a ladder and crash the window, borrow a phone and
call the fire station and so on.

It was trilling for the teachers and the researchers to observe how some
students that in the beginning of the project had a lot of difficult to join the
creative learning community and made a lot of noise and disturbance in the
group work and change over situations, after a while mastered this with no
problem and enjoyed the creative learning community. In fact all students
developed and practiced in the end a positive classroom behavior; moving
silently around, listening to each other when needed and cooperated
constructively in the drama activities.

Creative drama competence

When drama is the art subject the teacher need to plan the teaching so
that the students develop drama skills and techniques while using them to
explore the meaning of the subject matter content, here a (told) text. In this
process drama this was done in an aesthetical practical way. The students
learnt (more) about role modelling, improvisation, role playing and teacher
in role by doing and exploring these activities when joining the fiction and
recreating the story told about Anna. And later on they create solutions
within the frames of the story to help Anna solve her problem.

The students mastering in this both develops and demands a playful
attitude (being willing to play a role), flow (interact freely within the given
frames of the story), imaginations (to create drama actions) and choice
making (to arrange drama and solve problems) which the students
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demonstrated by playing around with ideas and actions, and the results they
presented during the process and in the end.

What impressed the class teachers the most, they told, was that drama
as a learning form could engage a/l students in the same learning program
when the text was told as part of the teaching process. Those with high
reading competence as well as those who strived with reading got motivated
to work hard in the drama process and later read back home.

Creative meaning making

The main and overruled objective of a process drama is to help students
create their understanding and knowing of a subject matter content through
an aesthetic teaching and learning process based on a socio-constructivistic
perspective of knowledge and learning (G. Bolton, P. Bowell, J. Dunn,
B. Heap, J. O'Toole) [3; 4; 12; 13]. These four grade students explored and
created meaning through all the different drama activities about Anna,
constantly varying between individual work (to engage each student),
working in pairs or small groups (to communicate experiences and meaning)
and in whole group discussions (being challenged by the teacher). And the
biggest challenge was when they were to discuss and act how Anna could be
helped. Teacher in role as Anna firstly was very positive to each student’s or
students group proposal, but soon started to problematize their solutions.
This could be ethical consideration like “But can I (Anna) just take the ladder
without asking, even if I need it to climb up to the window?”, or “Is it not
dangerous to smash the window with a stone, what if I get hurt when I
climbs into the room?” and so on. The students had a whole variety of
proposals and the groups discussed them and were asked to tell which one
they found the best through a role play. This was again questioned, now by
the teacher in dialog with the student audience, evaluating the factual an
ethical quality of the solution. This really demanded and developed critical
thinking from the students — and the teacher.

The classroom teachers were academically impressed by the fact that
the students manage to get hold of and understand a lot of details in the texts,
and some who usually never read at home told they had freely and with joy
read the texts for their parents and impressed them. This was reflected in the
reading tests as well; the students scored higher for the texts that was
explored trough drama, than those explored without drama. This is also in
line with a research meta analyze on the effect of drama in education, that
showed significant improvement in reading and oral skills when classroom
drama was included (A. Podlozny) [15].
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The four areas of creativity

The students involved in the process drama Anna is babysitting did role
modelling, picturing, improvisations and roleplaying to explore the facts in
the story, like the complexity of the families, games that Mia likes, the
problem with a smelling garbage bag and finally Anna being locked out.
While doing this each student entered all four areas of creativity. As
examples, I observed that they used their creative self when they imagined
and created the complex family picture taken at the photographer, and when
they fantasized about what Mia would like to play. Nothing of this was in the
text. While doing this I observed each student joining the creative group
process. Moreover when they did problem solving for Anna through
interacting with teacher in role, discussed and presented solution through
acting, all actively joined the creative group processes. The fact that all
students did join in and actively engaged in Anna’s situation resulted in a
creative learning environment, showed through the students’ cooperation and
communication to solve the problem, and where all groups had several
creative ideas on how Anna could get in to the house again.

As shown, all the four areas of creativity seem to be included and
stimulated in this process drama. But research shows this is dependent on if’
the teacher works in relation to a socio-constructivistic perspective on
teaching and learning (A. Sebe) [21]. And moreover, the teacher also needs
these creative skills and competences to develop this variety in students.

Conclusion

The research shows that arts integration, in this case drama as a
learning form, can take care of a creative education and foster a holistic
learning outcome by combining creative teaching and creative learning in the
same learning unit/program. Another drama in education research across
European countries found a lot of positive educational and life style results
for young ones as well [6]. But still the challenge is, that the arts play a
relatively minor role in most schools around the world today as worded by
Ann Bamford “There is a gulf between the “lip service” given to arts in
education and the provisions provided in schools” (A. Bamford) [2, p. 11].
Even if arts in educational documents and research are strongly related to
creativity and personal development, and a report stated some years ago that
“Practicing and understanding the arts in all their forms are essential
elements of creative and cultural education” [10, p. 41], the opportunity to
learn and understand from the arts, and not at least drama, has been grossly
neglected around the world, and not at least in my own country, Norway.
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INPOLHECYAJIbBHA TPAMATU3ALIA AK ®POPMA TBOPUYOI'O
BUKJIAJAHHSA, CITPAMOBAHA HA BUXOBAHHSA TBOPUUX
KOMIIETEHIIA TA IOCATHEHHSA PE3YJIbTATIB IIJIICHOI'O
HABYAHHSA

Aya Beprrpag Ce6o

Y cmammi  npoawnanizosana cymmuicme npoyecyanvroi Opamamuzayii sk
yacmuHu Oill, wo 1A2NU 8 OCHO8Y npoyecy peanizayii HayKo8o-00CAIOH020 NPOEKMmY.
V' naseanomy npoexmi npuiinsnu yuacme Oeg'smupiuni yuui yemeepmozo Kidacy.
Ilpoexm 6ys cnpsmoganuii Ha OOCTIONCEHHST CYMHOCMI MBOPY020 GUKIAOAHHA 1
MBOPHO2O HABYAHHA NPU BUKOPUCMAHHI npoyecyanbHoi Opamamusayii y saxocmi
Gopmu naguanua. Auwaniz cymmocmi 03HAUEHO20 NOHAMMIA NPOBOOUBCS HA OCHOGI
asmopcvkoi  moodeni meopuux Komnemenyit ni0 Hazeow «Koneco meopuux
KoMnemenyitl 01 Opamamusayii 6 0C8IMHbOMY Npoyeci», po3poblieHa Ha OCHOSI
BUBUEHHs HAYKOBOI Jimepamypu ma nonepeonvbo2o 00csidy pobomu asmopa HAO
HAYKOBO-00CHIOHUMU — NpoeKkmamu y  c@epi  xyoooicuvoi  oceimu.  Ompumani
pe3yabmamu 00CiONHCeHHs NOKA3YI0OMb SIK BKIIOYEHHS. MBOPYUX KOMRemeHYill Modice
cmumMyn08amu 00CASHeH s YiliCHOCMI Npoyecy HA8YAHHS 3A605KU BUKOPUCMAHHIO
opamamu3zayii 6 oceimnvomy npoyeci. OCHO8HA i0ess cmammi noasedae 6 Momy, uo
npoyecyanbHa Opamamu3ayis Moxice CIMUMyI08amu pO3GUMOK MeoPUOCHi 8 0Ceimi i
3ACE0EHHS YUHAMU 3MICIY NpeOMemié y npoyeci 0COOUCMICHO20, COYIanbHO20 Md
eMOYitIHO20 PO36UMKY 8 X00i HABUAHHS.

Knruosi cnosa: npoyecyanvua opamamusayis, meopui Komnemenyii, yinicue
HABYAHMHS, MEOPYE BUKNAOAHHS, MBOPHEe HAGUAHHSL.

MNPOLHECCYAJ/IBHASA TIPAMATU3AIINA KAK ®OPMA
TBOPYECKOTI'O TIPEITIOJJABAHUS, HATIPABJIEHHA S HA
BOCIIMTAHUE TBOPYECKUX KOMIIETEHIIUI 1
JOCTU/KEHHUE PE3YJIbTATOB IIEJIOCTHOI'O OBYYEHUA

Aya Beprrpag Ce6o

B cmamve npoananusuposana cywHocmv npoyeccyanbHoll opamamu3ayu,
Kaxk wacmu Oelicmsuil, Komopvle ie2ii 8 OCHOBY Npoyecca peanu3ayu HayyHo-
uccne008amenbckoeo  npoekma. B nazeamnom npoekme  npuHsiu - yuacmue
Odessimunemnue y4yeHuku uyemeepmoeo kiacca. Ilpoexm Ovin  Hanpasenen Ha
uccnedoganue CyWHOCMU MmeopPHecko20 NPenooasaniusl U meopyecko2o 00yyeHus npu
UCNONB308AHUU NPOYECCYATbHOU OpamMamusayuu 6 Kauecmee @opmvl 00yyeHusl.
Ananusz cywppocmu HA36AHHO20 NOHAMUS NPOBOOUICS HA OCHOBE ABMOPCKOU MOOenU
meopueckux xomnemenyuii nod nasgavuem «Koneco meopueckux komnemenyuii ons
opamamuszayuu 6 00pa308amMerbHOM npoyeccey, paspaboOmannas HA OCHOBE
U3yueHUs HAYYHOU JUMepamypel U npeovioyuje2o Oonvlma pabomvl asmopa Hao
HAYYHO-UCCIe008AMENbCKUMU NPOSKMAaMU 8 cihepe Xy00dicecmeenno2o 00pazo8anusl.
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THonyuennvie pezynvmanmovl UCCie008AHUA NOKA3BIBAION, KAK GKIIOYEHUE MBOPUECKUX
KOMREMEHYUIl  MOdICEm  CMUMYIUPOBANs  OOCMUIICEHUE YeTOCMHOCMU  Npoyecca
0OyueHus: 61a200aps UCNOIBL308AHUIO OPAMAMU3AYUL 8 0OPAZ0BAMETLHOM npoyecce.
OcHoBHAs udest cmambv 3aKIIOYAEmcst 8 MOM, YNO NPOYECCYAbHAS OPAMAMU3AYUS
MOJICem  CIUMYIUPOBAMb  PA3GUIMUE MEOPUeCmed 6 00PA308aHUL U YCBOEHUe
VUAUWUMUCS COOEPICAHUST NPEOMENO8 8 Npoyecce JIUYHOCHO20, COYUANbHO20 U
IMOYUOHATBHO20 PA3GUMUSL 8 XOO€ OOYYEHUs.

Knrouesvie  cnosa:  npoyeccyanvhas — Opamamusayus, — Meopueckue
KOMNEMeHYyuy, YeiocmHuoe oOyyeHue, MEopUecKoe Npenooddeanue, MmeopyecKoe
obyuenue.
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