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ABSTRACT 

The purposes of the study were twofold. First, to 

show children the commonalities of man's supernatural beliefs 

through a comparative study of Ancient Greek and North 

American Indian mythologies. Second, . to ~ormulate a curricu­

um guide using mythology as content. This guide is intended 

to be used as an aid to the teaching of Language Arts in 

the elementary grades of the school system of British 

Columbia. 

The study was organized around two main focal 

points: a review of the literature, and the formation of 

a curriculum unit. Themes from mythology and elements of 

the curriculum unit were brought together to form sample 

lesson plans. These plans integrate mythological motifs 

with the Language Arts programme. Mythology has been 

employed as a vehicle for speaking and writing lessons, 

thus allowing children to focus on the universality 

of mythical motifs. 

In the final ch~pter the conclusions and implications 

are set forth. It was concluded that when children's 

consciousness is awakened to archetypal images, they are 

able to evaluate what they have unconsciously known all 

along, thereby arriving at a better self-understanding. 

Language implications are set down under two headings: 
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Language Development and Growth, and Personal Growth, each 

dependent upon the other. The child uses the language 

of mythology to express his own ideas and in doing this he 

learns the power of language as an expression of himself. 

Examiners: 

Dr. Peter Evans 

.. - •• - l II • ~ 

Dr. William Zuk 
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CHAPTER 1 

INTriODUCTION 

At the present time mythology is not t a ught as a subject 

in the Elementary grades in B .C. publ ic school s . Nor is it 

mentioned in the Course of S tudies. As a conseQuence, students 

g o through high school and proceed on to University with none, 

or very little, knowledge of this area of classica l literature. 

This lack of know edge has severa l f a r-re eching conse~uenc e s. 

First, y oung people are deprived of a f a scinating experience in 

literature. Second, at high school level, and especially 

university level 9 it is unusual to re ad a ny literary work that 

does not a llude in some way to Mytpology. This usually results 

in two things . One , t he student ignores the reference and so 

does not ge t the full meaning the a uthor wishes to convey. 

Conse quently h e misses nuances or humour in the passage. Two, 

the student spends many h o urs r eading up on what he could have 

learned in the lowe r g radeso 

A knowledge of mytho l ogy therefore round s out any 

literature progra mme, and t h is knowledge r emai ns a source of 

enjoyment throughout li fe. ~y thology p oints out the commonal-

ty of man's beliefs a n d it does it 1n an interesting and 

entertaining way. Childre n love stories , e Epec i ally verbal ones. 

They like posi tive characters who are easily identifiab e and 

my thology provides just that. 

Kythologi c a l charact e rs a r e v ~ry positive. The vi l lain 
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is very villainous. and get s his just desserts in the end. 

The hero is very heroic and wins all in the end. In these 

days of the anti-hero. and the glorification of criminals, it 

is re assuring t o children to have easily ident ifi able villains 

and heroes. In this respect. i t is ea sy to under s tand the 

popularity of the movie "St er Wars. " 

Psychologically. children like to feel secure in our 

pre sent beliefs wh ile com~ari ~g modtrn kno wl edge with 

mythology. nl so it L; a source of wonder to your!g and old how 

l ogical t he old beliefs re ally were, e specially t r.ose pertain­

ing t o nature. 

The Purp ose 

It i the purp ose of th .... study to show t he commonality 

of mankind ' s beliefs t hr o ugh a comparative study of Ancient 

Greek and North American Indian mythologies. 

It is also the purpose of this study to use these 

mythologie [ to formulate a curriculum guide which may be used 

as an aid to the teaching of Language Arts in the Elementary 

grades of the school system of British Columbia. At present 

mythology is not taught in B.C.schools. but some aspects of 

Greek mythology is inadvertantly taught in the Greek uni t in 

Social Studies in year 7, although it is not mentioned in the 

Curriculum Guide for B.C.schools. 

Defin i tion of Terms 

Greek myths 

For the purpos e of t- '~ i s study "Greek Myt hs" are those 
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writings of Homer in the Illiad (about 800 B.C.)e and his 

Odyssey considerably later). Also Hiscod' s Works and ·•Days, 

written in the eighth century, and Pindar's Victory Odes of 

the fifth century using the same sources. the tragedies of 

Euripides. Aeschylus, and Sophocles. 
•. 

These authors were already adapting the primitive 

material to express a current or personai world view, and the 

influence of the fifth-century philosophers seems to have 

given further licence to invent didactic or aeteological myths. 

Archaeology or anthropology may help to unravel the "true" 

primitive mythology, but for the purpose of this study. the 

interpretation made by the ancient Greeks themselves, will be 

taken at face ~alue. These ancient peoples systemized a mass 

of local and particular mythology that had developed in 

communities isolated by geography to form a mythological pre­

history leading up the massive Dorian settlement of the Pela~ 

ponese, aboutlOOO B.c. 
Note: Terms relating to the Curriculum Development are defined 

in Chapter V where the model for Curriculum Source Units is 

explained in detail. 

3 



~he Design of the Study 

The Study takes the following form:-

1. Chapter 1 contains the Introduction, the Purpose 

of th~ Study, and Definition of Terms. 

2. Chapter 2 is a review of the literature. This 

consists of a short review of some of the types 

of myths, both Greek and Indian. 
-J. In Chapter 111 1 three myths, Greek and Indian, are 

quoted in detail. This is done for two reasons. First. 

as background information for the teacher. Second. 

commonalities may be seen in greater detail. It may be 

said that· these quotations are mainly for the teacher. 

Simpler versions of the same myths will follow for use 

in specific lesson plans. 

4. Chapter lV contains basic elements of content and 

instructional methodology for the teaching of Literature 

and Language. Such literature components as Archetypes. 

Patterns and Motifs, Imagery, Characterization, and 

Language are considered in order to integrate 

Mythology with the Language Arts. 

5. Chapter V discusses curric~lum development under the 

main headings of Preparation, Determinants, Objectives, 

Selection of Learning Experiences, Organization of 

Learning Experiences, Use and Evaluation and Cumulative 

Evaluation (see schematic chart p.67) 
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6. Chapter Vl presents an overview of the source unit 
. 

and some actual lesson plans which may be used by the 

classroom teacher who wishes to integrate the mythology 

source unit with the Language Arts Programme for his 

or he~ grade. These lesson plans are. made out in 

detail and may be used in the classroom without further 

preparation. 

7. ·chapter Vll contains several evaluation techniques and 

includes a modified Scoring Key for Creative Writing 

originated by Ruth Carlson. 

8. Chapter Vlll presents the conclusions and implications 

of the study. Chapter Vlll also contains an Indian 
. 

play for classroom use and a bibliography. 
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CHAPTER 11 

REVIEW OF THE LITERA'IURE 

Indian Myths 

For the purpose of this study "Indian Myths" refer to North 
/ 

American Indian myths whose locale range from Central America 

to Alaska, with emphasis on the interior and West Coast of 
' British Columbia. 

I 
Unlike Greek myths• Indian myths for thousands of years 

went unrecorded and were passed from generation to generation 

by word of mouth. Their origins are lost in the mists of time 

but they have seldom lost any of their colour or impact through 

auditory transference. Since the Indians lacked writing to 

I 

record their philosophies and literatures, their oral traditions 

were important in combining and recombining words and thoughts. 

North American Indians, wherever they lived. delivered 

orations, made the poems and music of songs. and in some 

instances created four-day-long miracle plays. For example 

two-hour-long ritual prayers had to be recited without error 

o~ the omission of a single syllable, or the spells would not 

be cast, ceremonies would fail, and life-giving rain and snow. 

crops, or wild game herds or fish runs would not come to the 

aid of men during various seasons. 

Keeping in mind the Indians' strict adherence to detail 

when recounting their myths, and the fact that special "speakers" 
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presented them around tribal fires, and that our modern trans­

lators obtained them in the field by word of mouth. this study 

uses the interpretations of the Indian story tellers as set 

forth in the literature. 

Review of Myths 

In tkis study three Greek myths and .three Indian myths 

will be reviewed to show aspects of COJ:IllllOnality and to show how 

they may be used in the classroom in connection with the 

Language Arts Programme. 

The recurrence of similar myth motifs in varied areas 

widely separated both geographically and historically, suggests 

that the interaction of a certa in kind of biological apparatus, 

in a certain kind of physical world, together with some 
•· 

inevitables of the human condition, bring about some regular-

itie.s in the formation of powerful images. (Murray 1960) 

Throughout the world myths resemble one another to a 

remarkable degree. "There is an astounding similarity between 

myths collected in widely different regions." (Leach 1970) 

It is one purpose of this study to point out some of the 

similarities that exist between ancient Greek mythology and 

North American Indian mythology. For convenience. the myths 

are grouped under these main headings: 

1. Creation myths 

2. Hero myths 

J. Catastrophe myths 

4. Sibling rivalry myths 

5. Other similarities 
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Each main heading is then broken down into several subheadings 

and it is from an expansion of these sub-headings that 

recurrences become apparent. 

Creation Myths 

These myths are divided into two main types: the creation 

of the world, and the creation of man. 

The ancient Greeks believed tha t in the beginning, Chaos 

and his wife ,Nyx, ruled the dark shapeless mass that was to 

become Earth. Their son, Erebus (Darkness) supplanted Chaos 

and marr ied his own mother. They, with Eros, their son, 

created the sea and the Earth. Eros pierced the cold earth 

with his arrows and thus created all living things, except 

man. (Gueber 1938) 

The Cherokee Indian version of the creation of the earth 

is as follows. In the beginning was Awonawilona, the "one 

who contains everything". Otherwise, there was "blackness and 

nothingness". Awonawilona created life within himself: "the 

mists of increasing and the streams of growing flowed from him". 

He assumed a form, and was The Maker of Light - The Sun. When 

the sun appeared, the mists gathered togethe r and fell as 

water, becoming the sea in which the earth floats. From withi n 

himself, Awonawilona formed seed and impregnated t he waters. 

Then in the warmth of the sun, green scum formed over the waters 

and it became solid and strong. It was divided and became 

Earth Mother of four directi ons , or cardinal points of the 

compass, and Sky Father who covers everything (Burland 1965). 
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The Greeks believed that the God Prometheus brought Man 

into existence: From a lump of clay kneaded with water. 
Prometheus wrought an lmage . standing 
upright with its head lifted to gaze 
upon the stars - Man. 

{Gueber 19.38) 

Prometheus helped man in many ways. but when he brought fire 

to earth he incurred the wrath of the gods and suffered a 

terrible punishment. 

The Kwakiutl tribe of British Columbia have a similar 

myth in connection with the creation of man. A typic~ form 

of the myth is that of the ancestor. {god) who lands on the 

earth coming down from the sky in the form of a bird or in 

human form. out of the sea as a sea-animal. or as a ghost 

from underground. He creates his tribe from figures he carves 

or forms (Boas 1966). 

The Salish Indians of B.C. recount a myth in which a 

child i~ made of clay. Coyote and his wife did not have any 

children. One day Coyote decided to make a child out of mud. 

He clld so and warned the boy not to go near the water. One 

evening when Coyote returned home, the boy was missing. Coyote 

followed the tracks down to the water and saw where his son 

had dissolved. Coyote. thought and thought about what he 

could use to make another child. {Bouchard 197.3). Both the 

Greek and Salish myths point up the vulnerability of man by 

using mud for his creation. Also there is a glimmering of man 

"returning to dust from whence he came". 

The Hero Myth. 

The hero myth is probably the most popular tale in every 

world culture. Raglan (1956) carried out an analytical study 
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of classical mythology and produced a "hero pattern" which 

fits most classical heroes. It is as follows: 

1. The hero's mother is a royal virgin 

2. His father is a king. and 

J. Often a near relative of his mother, but 

4. The circumstances of this conception are unusual. and 

5. He is also reputed to be the sqn of a God. 

6. At birth an attempt is ma e, usually by his father 

or his maternal grandfather, to kill him. but 

7. He is spirited away, and \ 

8. Reared by foster parents in a far country 

9. We are told nothing of his childhood. but 

10. On reaching manhood he returns or goes to his future, 

kingdom \ 
11. After victory over the king and/or a giant, dragon, 

or a wild beast, 

12. He marries a princess, often the daughter of his 

predecessor, and 

13. Becomes king. 

14. For a time he reigns uneventfully and prescribes laws, 

but 
\ 

15. Later he loses favour with the gods and/OP- his ~ubjects 

and 

16. Is driven from the throne and city, after which 

17. He meets with a mysterious death, 

18. Often at the top of a hill. 
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19. His children. if any. do not succeed him. 

20. His body 1s not buried , but nevertheless 

21. He has one, or more. sepulchers. 

Such Greek heroes as Oedipus, Thesus, Heracles. Persius. and 

mariy others conform mainly to thi s pattern. 

The Navaho Indian mythology has its hero pattern also 

and its main points bear a striking resemblance to those of the 

classical Greek pattern, 

1. There is often something special about the hero's birth 

2. Separation from one or both parents at an early age. 

J. A frequent motif is help from animals with human 

attributes corresponding to the Greek oracles. or 

patron gods or goddesses 

4. He has adventures and achievements of an extraordinary 

kind: (slaying monsters, overcoming death. controlling 

the weather) 

5. There is usually antagonism and violence toward near 

kin. provoked by earlier 'wrongs•. 

6. His eventual return with recognition and honour. 

\ (Spencer 1957) 

Such Indian heroes as Raven and St ~nerib s of the North West 

Pacific Coa st tribes and Ha-Ha~Ha of the Navahos fit this 

pattern. One significant differ ence must be noted. The 

classical heroes got their power from the gods, most of the 

Indian heroes generated their power within themselves. 

\ 
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Catastrophe Myths 

These myths are usually in the form of a flood and they 

are present in the Greek. Indian, and Christian Judaic cultures. 

The Greeks tell how Zeus kept a close watch over man's actions, 

and because of men's evil conduct he vowed that he would blot 

out the human race. He decided on a flood. After many days 

the flood covered all the surface of the earth except the 

summit of Mt.Parnassus, the highest peak in Greece. On this 

mountain all that were left were Deucalion, the son of Prome­

theus, with his wife, Pyrrha, and Pandora. 

They obeyed the Oracle at Delphi and cast stones behind 

them whilst descending the mountain. The stones cast by 

Deucalion changed into men; those cast by Pyrrha changed into 

women. Thus the world was repopul a ted. Other mythologists 

state that Deucalion and Pyrrha took refuge in an ark, which, 

after drifting about for days, was stranded on the top of Mt. 

Parnassus (Gueber 1938). This version was not popular with 

the Greeks, but it does show the parallelism between Greek 

mythology and the Biblica l version. 

The Salish Indians of Br i tish Colwnbia have a similar 

flood myth of their own. In-Chee-Nim-K an received advice from 

the Gre a t Chief that a flood was coming and that only a few 

mountain tops wo llld be left above t he wa ter. The Great Chief 

instructed In-Chee-Nim-Kan to build some rafts and to anchor 

them on a high mounta in. In-Shak-Ch, at the south end of 

Lillooet Lake. Salmon roe f ood and people, designa ted by In-
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/ 
-Chee-Nim-Kan, were loaded on the rafts. The flood came 

and they stayed anchored\ :o In-Shak-Ch until the waters 

receded. (Bouchard 197J). There are other examples of the 

flood myth amongst North American Ind1an tribes. and other 

world cultures. but space does not permit their inclus1on in 

this study. 

Rather than continuing with sibling rivalry myths, which 

are prevalent in all cultures, this section will conclude with 

some miscellaneous examples of myth recurrance. 

The Spirits of the Dead. \ 
\ 

Both the Greeks and the North American Indians believed 

in an un~erworld inhabited by the spirits of the dead. Both 

believed that these spirits could be visited occasionally by 

close relatives. One Greek myth of the underworld is about 

Hades, King of the underworld, who kidnapped Persephone and 

carried her off to his shady realm where he made her his Queen. 

Her mother. Demeter, (Earth Goddess) had Zeus intervene and 

Hades was forced to return Persephone to earth again. However, 

while in the underworld, Persephone had eaten part of a 

pQmegranate containing six seeds. Therefore it was agreed 

that she would spend s~x months of the year with Hades and s1x 

months with Demeter. This is how the ancient Greeks explained 

winter and summer (Gueber 1938). 

According to the Pacific North West Coast Indians, the 

spirits of the dead were thought of as beings in an underworld 

where they could be reached by their descendants. It was clear 
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that one might go to the Land of the dead and find one's 

relatives. But one could never expect t6 return if food 

was accepted in this other land. (Burland 1965). This 

recalls Persephone's plight in the Greek version. 

These, then~are a few examples of parallelisms between 
/ 

Greek and North American Indian mythologies. There are 

many more. Writers such as Murray, _ think that, under certain 

conditions, widely separated cultures, without communication, 

can produce similar myth moti~s. On the other hand. Rooth 

(1957), after a study of over 250 myths of North American 

Indians as related to Eurasian myths comes to the conclusion 

that myth types are genetically related and that they were not 

individually developed on the different continents. This is 

probably a matter for further research. However recurrence in 

myths appears to indicate that there are common underpinnings 

in man's beliefs through the ages, and these myths provide 

interesting and refreshing sources of information for 

Language Arts Programmes at the elementary level. 
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CHAPTER 111 

CHARACTERISTICS OF WORLD MYTHOLOGIES. 

Jung ( /q bZ ) was convinced that just as all men inherit 

similar body parts from the human and prehuman past, so.too 

they have a common mental inheritance in the archaic depths 

of the unconscious. These primordial images or archetypes 

are in certain ways analogous to instincts, being universal 

forms, part of "the inherited structure of the psyche", and 

can manifest themselves anywhere and at any time. Jung 

emphasizes that they have no determinable content of their own. 

He has likened them to •empty stream beds ready for the water 

of different cultures to flow through them•. It would seem 

that this theory is well illustrated by the rich variety, yet 

similarity, of figures, situations, and events of world 

mythologies. 

Of their very nature, archetypal forms must remain elusive. 

Among the most emotive and persistent figures, however, it is 

possible to name the Divine Child; the Wise Old Man; the 

Great Goddess and Earth Mother; the Sky or Sun God. There are 

sacred features such as the cosmic tree or Tree of Life; the 

mountain and the cave; the Golden Age or Paradise. Among 

recurrent events and situations are the descent to the under­

world; the quest; the exotic origins of the hero; great 

transits and initiations - from life to death and regeneration. 

15 



Above and below them all. and often investing them with its 

tremendous duality. lurks the pri~ordial image of day and 

night; the children of light and ~ e children of darknes s; 

angels and devils; intellect and \he unconscious. 

Myths tell of sacred beings. human and animal. and of 

semi-divine heroes. Sometimes they may have been historical 

figures but they are absorbed 1 into the archetypal forms of 

myths . Themes usually concern beginnings, the coming into 

being of all things from osmos and mankind to the smallest 

details of everyday life. 

Another of their most significant characteristics is 

that myths belong to sacred time, to eternity. Then, too 

their power and meaning tends to centre on a sacred place. 

perhaps a tree. a rock. a fissure whence the ancestors have 

come from the nether regions, or where a divinity was born, 

died or created the world. For example, in Greece many ~f the 

myths of classical times centre on important sites of th e 

Mycenean Bronze Age. Many Indian myths cent re around present 

day geographi val sites on the west coast of North America. 

Another characteristic of the mythologies of ancient 

times is that they revealed the hierarchial earthly state as 

a counterpart of the divine cosmos. With this went a tendency 

for celestial to dominate earthly deities, and for the rulers 

of great states and empires to be identified with sun gods. 

In conclusion, i t may be said that the mythologies of the 

world consist of archetypal forms from which many commonalities 
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emerge. (Ions, 1974) 

These primordial images, or instincts, just as early 

language usage instincts, are inherent in children. Individual 

experiences in mythology may activate these dormant images, 

and children will feel and see the commonalities of man's 

beliefs. As the study of mythology progresses in the class­

room, children may soon come to view myths as separate from 

legends, folk-tales, and other fictions. They may come to 

feel that myths have a fundamental reality. This reality finds 

a living response in their own minds. Holbrook suggests that 

children rehearse to themselves in their imaginations the 
_., 

inner message of ancient myths, telling the old stories in 

a new way in their dreams and in their freest narratives, 

doing for themselves what Freud and Klein posit myth and 

ritual as having done for men psycholog ically in earlier times 

(Olson 1968). 

As stated earlier in this study, three Greek myths and 

three Indian myths will be revie~ d to ' show aspects 

commonality and to show how they ~ Y be used in the 

in connection with the Language Ar' s Programme. 

of 

classroom 

It is the intention to quote these myths in a . form that 

is instructional for teachers. Late r , in the lesson plans , 
. . 

they will b e quoted in a simpler f or m to show aspects of 

culture commonality to children . While at the same time the 

myths will be used in Laj guage Arts exercises. 
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Creation of Man - Greek 

'Before the coming of the Olympians. and while Cronas 
and the Titans ruled Heaven and earth, there had been 
one race of men. Theirs was the Golden Age when there 
was neither sin nor suffering in the world; they lived 
like gods, without toil or grief, and they never grew 
old, but spent their lives in dancing and feasting. 
When they died it was as if they had fallen asleep at the 
day's ending; and while they lived the earth bore for 
them all that they nee c ed, and they dwelt in peace, 
loved by the gods; and in after days their spirits 
over the earth keeping watch over the men of later 
times. 

The men of the Golden Age had no ch ildren, and after 
them the Titans turned to evil and the great war took 
place in which Zeus was victorious and set up his rule 
in his new heaven of Olympus. 

When the earth had recov~red a little from the fires 
and earth~uakes, the eruptions and tidal waves which had 
wrecked it during the war of the Titans , Zeus made another 
race of men, the Silver Age. 1 But they were less noble 
than the men of the Golden Age, and lived a life of utter 
simplicity - a child t aking a hundred years to grow up. 
Yet they lived only a short while when they came to 
manhood, for they were so foolish that they could not keep 
from hurting one another and neglecting the gods; and 
very soon Zeus put them away and made a new race. 

But the men of the Bronze Age were no better than those 
of the Silver Age, ~hough the evil which they did was 
different. Their only love was for war and deeds of vio­
lence; they made armour and weapons and houses of 
bronze, and were utterly cruel and ate the raw flesh of 
their enemies. In they destroyed each other until none 
were left, and their souls went down to dwell in Erebus 
in the darkest part of the kingdom of the dead. 

Now the time had come to create a new and better race 
of men on earth; and at the t eginning of this, the Age 
of Heroes, Zeus turned for help to one of the old gods, 
the Titan called Prometheus who had fought on his side 
during the great war in Heaven. Alre ady the wide earth 
teemed with life: birds sang in the trees, beasts 
wandered on the hills ides, and fishes splashed in the 
waters. But there was no creature akin to the gods than 
these. 

Now Prometheus moulded man out of clay m~de of 1 the red 
earth of Panapeus. in the likeness of the gods themselves 
and looking up to Heaven as he stood on his two feet -
while all animals looked down upon the earth . Then Zeus 
breathed -the breath of life into the first men. and 
Prome t heus dwelt among them as a man himself, with hi s 
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brother Epimetheus. and t aught t hem all that he felt 
they should know. 

Above all he taught men to live according to l aw 
and order. to be just and kind to one ano t her, and to 
worship the gods, pray to them, and offer sacrifices. 
When they first had the brea th of life breathed into 
them, men could see to o much of the future for any 
true happiness. This power prometheus took -away f rom 
them, teaching them to thank the gods for each day as 
it came and to have no dread of what the morrow might 
bring; and he promised i n time to give them the further 
gift of hope, so that there might be no danger of fear 
and despair bringing them down once more to the life 
of savages. 

One great gift above all remained unknown to men, and 
this was fire. Prometheus knew that without fire, the 
race of man could never rise any higher. Prometheus 
also knew that Zeus looked doubtfully on what he was 
doing to raise men towards the gods and further end 
further from the animals. Nevertheless Prometheus, 
t ho ugh he himself could see far into the fut ure (the one 
power which Zeus did not possess), had grown to love man­
kind so much that he decided to offer himself as a 
sacrif i ce, if need be, so as to bri~g the great boon of 
fire to humans. (Green 1965, pp.85-86). 

Creation of Man - Indian 

Coyote Told by Charlie Mac 

'Coyote and his wife lived alone, as they d1d't have 
any children. One day Coyote decided to make a child 
out of mud. He warned the boy not to go near the water. 
But one evening, when Coyote returned home. the boy was 
missing. Coyote followed the tracks down to the water 
and saw where his son had dissolved. Coyote thought and 
thought about what he could use to make another child. 
Finally he decided to form a child out of rock so that 
it wouldn't dissolve. The child came to life and began 
to play outside. Before he went away. Coyote wa rned the 
boy not to go near the water. The boy was gone when 
Coyote returned in the evening, so Coyote followed the 
boy's tracks down to the water, and realized his son 
mus , have sunk. 

Coyote was very depressed, but he decided to make 
another child out of pitch. He gathered together a pile 
of pitch and shaped it into a chi ld . "Never go out and 
lie in the sun." he warned the boy. Coyote went away 
and left the boy alone. Whe n he returned the boy was 
gone. Coyote looked and looked and finally came to the 
place where his son had sat on a level piece of ground, 
and sunbathed. All that was left was a pile of pitch. 
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Again Coyote tried to think of whet he could use to 
make a chlld. This time he whittled a piece of 
cottonwood bark into the shape of a boy and jumped over 
it four tlmes, causing the boy to come to life. Before 
he left. Coyote told the boy to behave. When Coyote 
returned in the evening, he was pleased to see that his 
son had gone swimming and was having a splendid time. 
Eventually the boy grew up and Coyote taught him many 
things.• (Bouchard 1972). 

Some similarities can be noted in these two widely 

separated cultural myths. Both Prometheus and Coyote used mud 

or clay to form man. It must be pointed out hete that Coyote 

had the supernatural power to change into human form or any 

other form he chose. Zeus breathed life into Prometheus• man 

but in Indian mythology life was created, or revived, by 

jumping over the figure four times. It seems symbolic of man's 

frailness that in both cultures he is created from mud. In 

Coyote's story the boy is tempted by water and sun. In the 

Bible, man is tempted by the Tree of Knowledge, both with 

disastrous results. In Greek mythology Pandora's yielding to 

temptation loosed ills upon mankind. 

The Flood - Greek 

'When evil first came among mankind , people became very 
wicked. War, robbery, treachery a nd murder prevailed 
t hroughout the world. Even the wo r s hip of the gods, 
the laws of truth and honor , reverence for parents and 
brotherly love were neglected. 

Finally, Zeus determined to destroy the race of man 
altogether, and the other gods agreed. All t he winds 
were therefore shut up in a cave except the South Wind, 
the wet one. He r aced over the earth wi th water 
streaming from his beard and long white hair. Clouds 
ga t hered around his head. and dew dripped from his wings 
and the ends of his gar ments . With him went Iris, the 
rainbow goddess, while belo~ Poseidon smote the earth 
with his trident until it s ~ook and gaped open, so that 
the wa ters of t he sea rushed up over the land. 

Fields and farmhouses were buried . Fish swam in the 
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tops of the trees. Sea beasts were quietly feeding where 
flocks and herds had grazed before. On the surface of 
the water, boars, stags, lions and tigers struggled 
desparately to keep afloat. Wolves swam in the midst of 
flocks of sheep. but the sheep were not frightened by them, 
and the wolves never thought of their natural prey. Each 
fought for his own life and forgot the others. Over them 
wheeled countless birds, winging f ar and wide in the hope of 
finding something to rest upon. Eventually they too fell into 
the water and were drowned. 

All over the water were men in small boats or makeshift 
rafts. Some even had oars which they tried to use, but the 
waters were fierce and stormy, and there was nowhere to go. 
In time all were drowned, until at las t there was no one left 
but an old man and his wife, Deucalion and Pyrrha. These two 
people had lived in truth and justice, unlike the rest of man­
kind. They had been warned of the coming of the flood and had 
built a boat and stocked it. For nine days and nights they 
floated until Zeus took pity on them and they came to the top 
of Mount Parnassus, the sacred home of the Muses. There they 
found land and disembarked to wait while the gods recalled the 
water they had unloosed. 

When the waters fell, Deucalion and Pyrrha looked over 
the earth; all living things had been swept away. Slowly 
and sadly they made their way down the mountain until they 
came to a temple where t he~e had been an oracle. Black 
seaweed dripped from the pillars now, and the mud was over 
all. Nevertheless the two knelt down and kissed the temple 
steps while Deucalion prayed to the goddess to tell them 
what they should do. All men were dead but themselves, and 
they were old. It was impossible that they should have 
children to people the earth again. Out of the temple a 
great voice was heard speaking strange words. 

"Depart," it said "with veiled heads and loosened robes, 
and throw behind you as you go the bones of your mother." 

Pyrrha was 1n despair when she heard this saying "The 
bones of our mother\" she cried. "How can we tell now 
where they lie?" Even if we knew, we could never do such a 
dreadful thing as to disturb their resting place and scatter 
them over the earth like an armful of stones." 

•stones\' said Deucalion quickly. 'That must be what 
the goddess means. After all Earth is our mother, we were 
made from clay, and the other thing is too horrible for us to 
suppose that a goddess would ever command it.• 

Accordingly, both picked up armfuls of stones, and as 
they went away from the temple with faces veiled, they cast 
the stones behind them. From each of those Deucalion cast 
sprang up a man, ·and from Pyrrha • s stones sprang women. Thus 
the earth was repeopled, and in the course of time it brought 
forth again animals from itself, and all 
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was a s before. Only from that time men have been less 
sensitive and have found it easier to endure toil, 
sorrow and pain, since now they are descended from 
stones.• (Coolidge 1949) 

The Flood - Indian 
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The Flood Told by Baptiste Richie 

'This is a story that has been told to the Mount Currie 
people for many, many years. When I was young, the old 
people ca.me to me and told me these stories. 

A long time ago, one of my ancestors, whose name was 
I n-Chee-Nim-Kan, received some advice from the Great 
Chief. He was t old that the land was going to flood and 
all of the mount ains, except for a few would be covered 
with water. The Great Chief gave In-Chee-Nim-Kan some 
instructions. 'Bind together, with young willow saplings, 
all of the driftwood that you can find. Leave the roots 
attached and line them up on each end,' In-Chee-Nim-K·an 
was told. 

After he had gathered all the people together, In-Chee­
Nim-Kan told them what the Great Chief had told him, and 
what they had to do. 'Twist the cedar bark and red 
willow into a long rope, for we will have to anchor onto 
the top of In-Shak-Ch, (at the south end of Lillooet Lake). 
When you have made enough rope, the Great Chief will 
tell me,' In-Chee-Nim-Kan was told to anchor to the peak 
of the split mountain In-Shak-Oh, even though it was not 
the highest mountain in the area. 

The Great Chief told In-Chee-Nim-Kan to warn the 
people to collect all the salmon roe they could when the 
fish c ame up the river. He had control of the salmon 
run because he had made the fish weir. Although he could 
not see the Great Chief, In-Chee-Nim-Kan believed in the 
advice which he had received. 

When the people had filled the raft with anchor ropes, 
In-Chee-Nim-Kan told them to load the salmon roe onto it. 
He kne w that it would b e a long time before the water 
receded. The Gre a t Chief wa s t aking care of the people 
whom he had pla ced on the ea r t h . In-Chee-Nim-Kan knew 
that the salmon roe would prov i de enough nourishment for 
t he people until they were &~le to gather food after the 
flood. 

The brother of In-Chee-Nim-K an began to question what he 
was doing. 'Why did you placr all of that rope on the 
raft? Look at all the sp ace it has taken t In-Chee-Nim-Ka n 
looked at his brother and r eplied,'I have been g iven my 
orders from the Grea t Chief. When the flood comes. my 
raft will float over to In- Shak-Ch and I wil l anchor onto 
the peak.' ' Why don't you use raw-hide to braid into a 
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rope tha t is the same length as yours. but is made 
from hides.• The brother of In-Chee-Nim-Kan made a 
raft and a long raw-hide rope. 

A man named Kash-Tee-Tsa, whom In-Chee-Nim-Kan 
accepted as a brother took his daughter and sorr to 
in-Chee-Nim-Kan and asked him to look after them. 
All of the children who were old enough to take care 
of themselves were allowed on t he raft. 

It began to r a in. It rai?\ed and rained and the 
water rose until they could n~ longer hold the raft. 
All the canoes and rafts flowed with the water. The 
children who hadn't been put on the raft sat on logs 
and smaller canoes. Eventual ly they reached In-Shak-Ch. 
In-Chee-Nim-Kan told his brother not to ancho r to the 
highest peak; he had enough rope to anchor t o - In-Shak-Ch. 
'When the water goes down. you will need a long rope to 
keep you secured until the raft finally rests where you 
are able to walk around. They both fastened their ropes 
to In-Shak-Ch. It is not known how long the people were 
anchored to the mountain peak. but In-Che-Nim-Kan's 
brother's anchor rope, which was made from raw-hide 
stretched until it b eke, and his raft floated away. The 
water was moving very fast. The brothers bid each other 
a final goodbye • 

The water receded quickly and the raft floated down 
until it stopped on a side-hill of the mountain. This 
is where the Great Chief had told In-Chee-Nim-Kan they 
would land. Everything was covered with mud. In-Chee­
Nim-Kan decided that the children of Kashs-Tee-Tsa would 
best be able to provide for themselves at Skookumchuk, 
so he left them there. The descendants of these 
children are called 'Stager'. In-Chee-Nim-Kan placed the 
people where he felt they could best take care of them­
selves. Everyone had enough d ied salmon roe to keep 
them from going hungry. 

After awhile In-Chee-Nim-Kan returned to Mount Currie. 
The meadows in Mount Currie were better after the fllood. 
He found that a lot of the people from Alta Lake and 
Whistler had moved to Mount Currie because their own land 
was covered with rocks. They settled along the banks of 
the Lillooet River. 

Before the white people came i nto this land. there 
were prophets who were the leaders of the people. They 
received advice from the Great Chief in the air; we 
now call him God. I -Chee-Nim-Kan was one of these 
prophets. I. Bapt i ste Richie, from Mount Currie n w 
have the name In-Chee-Nim-Kan.• 

(Bouchard 1972) 

Gertain commonalities become apparent as the s e myths unfold. 

Certain people are (always) informed by a higher power that a 

flood is imminent and what steps to take. Deucalion and Pyrrha 

were warned and instructed by Zeus. In-Chee-Nim-Kan was 



was warned and received instructions for survival by the Great 

Chief. Noah had God speak to him. 
\ 

Although it does not mention it in the Indlan versib n the 

flood came as punishment in the Greek and Chris t ian vers.ions. 

It ls interesting to note also that specific geographical 

locations are named for the final landing of the "Arks". 

Mount Parnassus for the Greek ves sel. Mount In-Shak-Ch, for 

the Indian r a fts, and Mount Arrat for Noah's Ark. 

Another common theme in these myths. and in the Bible 

these "certain people" received information through prayer 

and were told what to do. Deucalion prayed to the Oracle, In­

Chee-Nim-Kan to the Great Chief, and Noah to God. Each 

received explicit instructions on how to save their people. 
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How Man Got Fire - Greek 

'At first Zeus seemed likely to grant the supreme 
gift of fire to man. Cunn ingly Prometheus told him 
how much better men could worship the gods if they had 
fire, making burnt offerings of the best they had. 

On a day Prometheus staked all in the supreme test 
and invited Zeus to visit the place of sacrifice where 
he had set up altars, at S1xyon on a hillside near the 
southern shore of t he Gulf

1
of Corinth. 

Before Zeus came Promethe us prepared the sacrifice. 
He killed and c ut up a great ox and set the pieces 
in two piles - one for the s acrifice, and one for his 
own portion to be the part which men should have ever 
afterwards when they made offerings to the gods. Now 
Prometheus knew that Zeus would demand all the bes t 
part of any sacrifice ; and he knew too that mankind 
had few oxen and that these were very precious to them. 
When they killed an ox it woul d be on special occasion -
they coul d not afford to eat beef in celebration of 
some festival and must feast to t he full, and then go 
ba ck to t he small, \ simple di et of every day. 

So he took all the white bones of the ox and covered 
them cunningly with fat and arranged them most choicely, 
but the real joints of meat he hid under the affal and 
the tripe so that the second pile seemed far inferior 
to the first. 

'Prometheus, most glorious lord, how, unfairly you 
have divided the portions,' said Zeus. 

'Greatest of all the immortal gods,' answered 
Prometheus simply, 'the choice i s yours, t ake whichever 
portion you will.' 

Now Zeus, who knew al l t hings, did not f a il to see 
through the trick whi ch Prome theus was play i ng on him. 
Although he was not deceived, he chose the portion which 
was all bones and fat, and let Prometheus win the 
better half for mankind ; and ever afterwards that was 
the part of the animal which was sacrificed to the gods 
as a burnt offering , l eav ing the good meat f or the 
great feast afterwards. 

But Zeus still had no real love in his heart for men, 
as Prometheus had, and he turned angrily to t h Titan, 
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saying: 

'So you still intend t o cheat me. do you. and keep 
the best for yourself? Since you have taught these 
humans to pay me such scant honour, neve r give them 
fire.' 

Now Prometheus realized that he must steal fire for 
mankind and as a result offer himself as a sacrifice 
in exchange for it. He knew that, once it was given, 
Zeus could not take fire away; but he knew also how 
terrible a punishment Zeus would make him suffer for 
the theft. 

So he made his way to the western verge of the world, 
where Helios, who drove the chariot of the Sun. 
descended into the sea each night and was ferried in a 
golden bowl around the stream of Ocean that encircled 
the earth, to his palace in the east, where Eos the 
Dawn-goddess opened the silver doors for him each 
morning. Lying in wait near the sea-shore not far from 
the mountain where Atlas held up the s1ry, Prometheus 
reached up a torch to the wheel of the sun-chariot as 
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it passed low over his head, and then transferred the 
flame to the pith in the hollow stalk of a giant fennel -
which the Greeks still used for carrying fire within 
11 ving memory. 

Bearing 
Prometheus 
to Greece; 
he lit the 

his precious spark in the tall fennel-stalk, 
hastened across the world until he came back 

and here, in a wooded valley of Arcadia, 
first fire. 

As it blazed brightly in the darkness. the wild 
creatures gathered on the edge of the ring of firelight, 
gazing in awe and wonder at the myst er ious new thing. 
Among them. were the Satyres, wild men with horses' tails 
and little horns growing from their heads who were 
related to the Nymphs, but represented the thoughts and 
passions of uncivilized men. 

The Satyrs gathered eagerly around the fire, 
Prometheus warned them: 'Do not come too close, 
sudden gus~ of wind blows s flame to burn you: 
the breath of fire 1s hot and scorching.• 

but 
lest a 
for 

But the Satyrs would not be warned, and one of them. 
in an ecstasy of delight, exclaimed: 

'Let me kiss this wonderful thing;'and burned his 
beard in trying to do so. 

Then they pranced around the fire. singing: 'How the 
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beautiful warmth and the kindness of the fire sets us 
dancing t Throw down your cloaks and join us t Now 
we can see the Nymphs and chase them by the light of 
the fire - and they, we know full well, will join us 
in dance and song to honour the fire-bringer, great 
Prometheus t 

But Prometheus knew that he had only a little time, 
and began at once to teach mankind the many uses of 
fire - how to cook food, make lamps and warm their\ 
houses; how to smelt bronze and gold and stl-ver a'1d 
iron, and how to use the tools and weapons which they 
could now make out of bronze to cut wood and stone, to 
defend themselves against the wolves and lions and 
bears, and to kill game and cattle for food and to 
sacrifice by fire to the gods. 

He could not escape his fat e , however. The time came 
at last when Zeus looked down from Olympus and saw 
the sparks of fire scattered about the earth almost as 
thickly as the stars in Heaven. He knew at once who 
had done this, and sent for Prometheus. 

When the kindly Titan stood before him, Zeus said: 

'Son of Iapetus, you who outdo all the world in 
cunning, you have outwitted me and given fire to mankind. 
You have disobeyed me and broken the law, so you must 
suffer the just punishment. As for men, I cannot take 
away what you have given them, but I will myself make 
them a gift as the price of fire: an evil thing which 
will give t~em great joy as they embrace their own 
destruction. Zeus was, of course, speaking of Pandora, 
but that is another story. 

Then Zeus sent Hepaestus with his two strong servants, 
Force and Might, to bind Prometheus with great chains 
to the high peak of Mount Caucasus beyond the Black Sea 
to suffer bitter frosts by night and burning sun by day. 

Hermes. messenger of Zeus, tried to bargain for Zeus 
with Prometheus and failed. Finally Hermes cri ed: . . 

'Then hear your fate, and let fear move you. On 
every second day a great eagle will swoop down and tear 
you open. He shall devour your liver and fly away. 
Yet you will not perish, but the liver will grow a.gain 
and your flesh shall hear - ready for the eagle's visit. 
This shall continue until you tell Zeus all that he wishes 
to know. 

'I knew already of this winged terror who shall torture 
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me,• said Prometheus, 'and I am ready to endure what 
must be. Yet it can never make me speak.' 

So for many hundreds of years Prometheus hung in 
agony on Caucasus, while the eagle came again and 
again for its terrible feast, and his cries echoed 
among the cloud-capp d mountains. Finally, Prometheus 
was rescued by Heracles, son of Zeus, but that too is 
another story.• (Green 1965, pp.86-96) 

How the Human People 

Got the First Fire Indian 

Chant. 
'Long, long time ago the human people had no fire. 
There was no fire to cook the food. 
The people ate their food cold. 
There was no fire to dry their clothes. 
No fire to warm them at winter time. 
There was no fire to give them light when 

the moon would not.• 

It has been said there was no fire at all amongst the 
human people. No one had fire except the Wolf people. 

The Wolf people were the most dreaded people in the land. 

'No other people shall ever have our fire,• they would 
say, and they guarded it with care for they alone, owned the 
precious fire. 

'No one shall have it, they declared.' 

The human people wanted and needed the fire very much. 
Great chiefs and their wise councillors would sit and make 
plans, and more plans to find a way i n which to capture the 
wondrous fire. 

'Let us call all the strong and brave men,• the wise men 
would say. . . 

So the great chiefs from all the land would command that 
all men come forward and try to capture the fire. The 
strongest would boast that he would go forth to the land of the 
Wolf people and force his way into their village and bring the 
fire back. He was strong. The brave knew no fear. He would 
go forth and capture the fire. 

The wise one would say, 'I will find a way to win the 
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fire. I am wise.• 

The fastest would boast, 'I will run off with the fire 
and bring it here to you all. I am fast.• 

One by one they would go out to capture the fire, and 
one by one they would come back with the same story. It 
cannot be done ~ 

I 

The strongest would say• I b annot even get near the 
village of the dreadful Wolves. 'l'{ley have guards all over 
the place of the fire. No one can~ver enter their v llage. 
We can never have the fire. The Wolves are too smart for us. 

\ 
The fastest would say, 'I got so close to their village 

that I could smell the food roasting in their fires, but I 
could not enter their great house.• 

The wise old one would say, 'I'll think of a way.• 

The great chief was very sad. His best men had failed 
him and all the people ol the land. 

"What shall we do? What can we do? We shall be cold 
again this winter. We shail again eat cold, raw food. We 
shall be blind by night when the moon will not give us light, 
and there is no fire to light the way. We must have the fire~ 
'We must ! ' cried the great chief in despair. 

No one spoke. No one moved. 
All had tried and all had f a iled. 
sad indeed. 

All eyes were ca s t down. 
All the people were very 

But there was real l y no great need for sadness, for 
all the while the great council had met - the many trials to 
capture the fire - young Ah-tush-mit, Son of Deer, had the 
real secret of how to procure the fire from the Wolf people. 

\ 
All throughout the great struggle for the possessi\ n of 

the fire Ah-tush-mit had been gambolling about the beach, 
racing•, leaping and hopping about on his long spindly legs. 
He had seemingly paid no heed to all t he great fuss about the 
fire. 

. . 
He was racing past the people, as he had done so many times 

before, when suddenly he stopped directly in front of the 
chief and announced very simply in a small. small voice, 'I'll 
get you the fire.• 

'You will what? What did t he l ittle boy say?' There 
was anger in the loud queries from the great braves and strong 
men. 
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Then from the foolhardy ones a loud hee-haw went up -
HG.lao-ho\. 

'I!ll get you the fire,' the small boy repeated quite 
unabashed and not a big frightened of the braves and the 
strong men, for he knew they had all tried and had failed to 
capture the fire. 

The little boy stood there, so small, so tiny and foolish 
looking among the great strong men. The wise chief was 
solemn while the others chuckled and laughed. 

Ah-tush-m1t, the son of Deer, began twitching his long, 
long ears and rolling his big eyes as he looked this way a nd 
that way - but s t ill he held his ground. 

\ 

'I'll get you the fire,' he persisted. At last the great 
chief looked up and said, 'Choo - all right - Ah-tush-mit, my 
strongest, bravest, fastest, and wisest have all failed. Do 
the best you can. 

Ah-tush-mit called the womenfolk together. 

'Make the most colourful costume you can,' he commanded, 
'I'm going to dance for the great Wolf chief.' 

'Dance? Who wants to dance at a time like this? all the 
women wanted to know. 

'The boy is really foolish. He is wasting our time,• 
they all declared. 

'Obey and do everything Ah-tush-mi t says, ·' the wise old 
chief commanded his people. 'Let the boy try. Give him a 
chance as I did to all of you,• he continued. 

Thus the women made him a head-band, a sash for his belt, 
bands for his knees and elbows, and for his ankles too. All 
these were made from the inner bark of the cedar tree and dyed 
the colour of the young cohoe salmon as red as red can be. 

Ah-tush-mit fitted and worked with his regalia until it 
was just right. ·He pa id special attention to the bands for 
hi s knee s. He kept remarking t hese knee bands had to fit 
exactly right - not too tight, not too loose - just right so 
that he could dance well for the great wolves. 

While he was paying special attention to the knee-bands 
no one noticed that he tucked something into them between the 

bark and his skin. He worked with the knee-bands and finally 
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they were smooth and exactly to his liking. 

'Now I want the best drummers and singers,' he 
'Come with me to the outskirts of the Wolf village. 
enter with me. When I give the signal you must all 
home as fast as you can.• 

announced. 
Do not 

run back 

'We shall go before dark so that you can reach your homes 
before the night blinds you.• he assured the brave men and 
women drummers and singers who were to risk t heir very lives 
to accompany him to the outskirts of the Wolf village. 

At last everything was in readiness. Evening came. Ah­
tush-mit sallied forth to capture the fire for the human people 
from the most dreaded people in the land, the Wolf people. 

'Show yourselves. Do not hide or sneak in any manner,• he 
warned. 'The Wolf people are wise and cunning. They would be 
sure to see us anyway, even if we \were to try and sneak in by 
the dark of the night.• \ 

So the odd little company sang and beat their drums with 
all their might and main. The Wolf people heard them from a 
long distance off they sang so lust~ly. One strange thing took 
place. Ah-tush-mit did not take the lead as everyone had 
expected. Instead he hid himself behind the company of drummers. 

'Ah, the foolish boy is now too frightened to show himself?' 
the women asked one another. I 

Finally the group of singers and drummers reached the out­
skirts of the great village of the dreaded Wolves. The huge 
doors of the house opened \slowly and the biggest, fiercest-look­
ing wolves bounded out to see what all the noise and din was 
~o~. 

The humans could see the large fire burning and blazing 
inside the great house of the Wolves. They could almost feel the 
heat and the smoke smelled so sweet as they inhaled with all 
their might for they had never before seen or smelled the fire. 

What a wondrous be autiful sight t Great sparks burst and 
escaped through the smoke hole on the top of the great roof. 
What a wonderful · bhingl So bright and beautiful in the gathering 
gloom of the dark night . These were the tho~ghts that ran · 
through the minds of the awe-stricken humans. 

Suddenly Ah-tush-mit sprang forward from his place ~f 
concealment. He was on all fours as he began hisa.ance~- He 
sidled towards the door of the great Wolf house. It was fast 
getting dark. The flickering light from the fire reached out 
to him and cast pleasing shadows all aroui as he danced and 
sprang about on his four spindly legs. Suddenly, he made the 
signal and the singers and drummers stopped their din abruptly 
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and fled for home as they had been instructed. 

Little Ah-tush-mit was left all alone with the fire and 
the fierce Wolves. There were no more drums nor singers to 
give him courage, and he .\was very frightened. He was ve ry, 
very frightened indeed. 

He could hear the Wolf chief, asking 'What is all the noise 
about?' 

A Wolf guard answered, 'It is only young Ah-tush-mit 
dancing.' 

'Send him away,• the chief growled. 

' 'Ah, what a jolly little boyl ' Bring him in. Do let him 
in,• the Wolf chief's wife called out. 

'Let us see him dance for awhile, then send him home,• 
the chief agreed. Ah-tush-mit increased the pace of his dance. 
Towards the gre a t doors he pranced, hopping straight up' and 
down with no bend to his knees. Hop,hop,hop,hop,hop, he went, 
sidling ever closer to the op ening of the doorway, and as he 
circled around he sang a rollicking ditty: 

Kiyaa tlin,tlin,tlin,tlin 
Kiyaa tlin,tlin,tlin,tlin 
Ooo Nootl sahshh Heeyah-quayupquatlin, 
Kiyaaa tlin. t l in,t l in,tlin, 
Kiyaaa tl1n, tlin.tlin,tl1n . 

Breek,crack, crack.crack, crack, 
Break. crack, crack, crack, crack, 
Do I Break you stakes with these I wear? 
My flints, my sandstone hooves, 
Break, crack, crack, crack, crack, 
Break, crack, crack, crack, crack. 

Ah-tush-mit's voice wa s small, but he sang with all his 
heart. He s ang with all his might. He was singing to capture 
a spark. Ah-tush-mit was singing for his lifet 

Hop 1 hop,hop,.hop, stiff-legged he entered the doors. Once 
inside he could · see the fire burning brightly and all about 
it was a bed of stakes made of broken bones implanted into 
the earth as sharp as mussel shells they were. This was what 
his 11 ttle song was all about. Up to this very minute no 
human who had ever tried to get past that awful bed of bone 
stakes had lived to tell the t ale. 

Ah-tush-mit danced with all his heart. He danced as he 
had never danced be fore. He danced so he might capture a 
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tiny spark. Ah-tush-mit d&nced for his life. 

'Kiyaaa tlin, tlin, tlin, tlin.' he sang as he sidled 
ever closer towards the awful trap made with broken bones. 
Skirting its edges in a hal f circle, he danced towards a 
far corner, closer to the fire, but where the bones were 
neither so large nor too plentiful in the ground. 

Suddenly he had arrived at his chosen spot and with a 
mighty leap he ~as among the bro ken bones hop ping higher and 
ever higher as he picked his way among the sharp spear-like 
bones. His sharp little feet seemed to fit around and pass 
between the dangerous bones harmles s ly. His long shanks and 
slim legs kept his plump little body safely away from the 
sharp, sharp points and thus he w&s saved from being torn to 
shreds . 

'Do I break you stekes of bones wi th these I wear?' 
' My flints, my s andstone hooves?' he said. 

The Wolf people were completely f ascinated. Their big 
and awful jaws hung open in wonderment. Ah-tush-mit had won 
the cheer and applause of the Wol f people. 

The little fellow's bright costume glowed in the fire­
light. 

'Break, crack, crack , crack, crack ,' his little song 
floated over the great fire. 

'With these I wear my flints, my sandstone hooves,' he 
carolled as he suddenly sprang right beside the great fire. 

Ah-tush-mit s ang louder and louder; he leaped higher and 
ever higher; he was dancing to cap ture a spark; he was 
dancing for his very life. 

'Ah, what a jolly little boy.• 'He is a dancer, a good 
dancer,' the mamma Wolf, be amed. 

Then it happened - quick as a flash - before your eyes 
could blink . Ah-tush-mit had turned towards the roar i ng fire 
a nd with a mighty leap he sa iled into the air - right over 
the roaring fir~ sailed he. 

'Ho-ho-ho,' roared the Wolves . ' Ah-tush-mit is on fire. 
Ho-ho-ho-ho. 

Ah-tush-mit had indeed c aught on fire. His little legs 
smouldered between the knee s. He stopped his dancing and 
bounded through the great doors with a mighty leap. Once 
clear of the gre a t Wolf house he raced for his life towards 
home as fast as he could run. 

All around the leap ing , roaring fire the Wolves sat 
bemused. The whole acti n of little Ah-tush-mit had happened 
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so quickly and seemingly without intent that they were taken 
completely by surprise. Before they r ealized what had 
happened, Ah-tush-mit was we l l away from the Wolf Village. 
Ah-tush-mit the Son of Deer, the fleetest of them all, had 
completely outsmarted the Wolves, the most dreaded people of 
the land. 

With 
the fire? 
sandstone 
of bones. 

a spark , smouldering between his knees he had captured 
With his sharp pointed feet, his flints and 

hooves he had successfully run the sharp broken stakes 

Yes indeed, with his colourful costume, his captivating 
dance, he had outwitted the most cunning people of the land. 
Ah-tush-mit, Son of Deer, the small one, had captured the 
fire for the human people. 

The secret something Ah-tush-mit had tucked between his 
knees had been a small bundle of very dry sticks he had gather­
ed from the undermost branches of the spruce tree. It was this 
that had caught fire since it was as dry as dry can be and 
even some of the spruce gum still stuck to the twigs. When 
the sticks caught fire the cedar-bark bands had smouldered until 
he reached home with the tiny sparks of fire. This was where 
the tinder had come from and where the human people first 
came to know about fire. 

But Ah-tush-mit had burned himself. The inside of his 
knees were badly scorched. Thus it is to this day that the 
inside of all deers' knees are singed black. This is how the 
human people got their first fire. 

In the growing season when all living things burst 
out in bloom 

Sit in the glade of the wood at even-tide. 
If your heart be open to love be there for Ah-tush-mit 
You will hear the thump and the beat of his little song: 
Thump, thump, thump, thump. 

(Clutesi, 1967. pp.17-28) 

Although commonalities between Greek and Indian myths 

have been pointed out throughout this study, it might be well 

to point out a contrast. 

Most of the Greek heroes are mighty men and women. In 

Indian mythology, many heroes are children or very young adults. 

They seem insignificant until they volunteer to do a task no 

one can do. They usually use some inner power that 1s 
\ 
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acquired through stri ct mental and physical discipline. They 

carry out the task and win a.cclaim from everyone thus 

conforming to the "Hero pattern." 

The Indians wisely believed that much can be learned 

from young people. This is one re ason why children readily 

identify with Indian mythological heroes. Another reason for 

identification may be mentioned here. The animals and birds 

take on human attributes. 

A similarity between Prometheus end Ah-tush-mit is the 

sacrifice each had to pay to bring fire to man; Prometheus• 

torture from the eagle, and Ah-tush-mit's burns from 

carrying the first fire to the human people. 
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CHAPTER lV. 

LITERATURE AND LANGUAGE. 

1. Basic Elements of Content and Instructional Methodology. 

Literature represents an attempt to use all the resources 

of language to g1ve a un1f1ed and integrated presentation •. 
of knowledge and pleasure; it should teach and delight by 

harmonizing knowing.and feeling (Cass1rer, 1946). Literature 

does not offer an escape from life but offers a way of 

entering 1nto it. A work of 11 terature is not meant ... as a 

series of literal propositions, but as a construction to 

stimulate the imagination of the readers {Brown). 

Children need to be introduced to the wonderful world of 

children's literature; not only for the sake of enjoyment 

and the appreciation of the beauties of language, but also 

to leai:n about life. There exists a unique one-to-one 

relationship between a child and his book that is not present 

in any of his other contacts. A book, or a poem, presents 

a totality of experience, and at the same time he can enjoy 

vicariously things he would like to do. It cannot be over­

emphasized that children's literature must take into account 

the general background experience and conceptualizing level 

of the reader. The child should be able to bring something 

to the work and th~ work should stretch h1s 1mag1nation. 

In selecting the content of a literature programme for 

children, several important points should be considered. 

In this connection Cassirer states: 
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Unfortuna tely, adu l t memorie s of chi l dhood are 
oft e n rose-c oloured &nd misrepresent the re alitie s 
of child life. Au t h rs who wr ite from su c h 
memori e s do not make succ e s sful books fo r children. 
A writer must get inside c hildre n a nd view the 
world as they do. ( Ca ss irer, 1946) 

These kinds of stories ( my t hs ) a cc e ntua te chara cters and event s 

through exaggeration. Child r en like them and can identify 

with them bec a use the v illains are r eally vil l ainous, the 

heroes are r ea lly heroi c, and t he p r i ncesses a r e r eally 

bea utiful. As in a ch ild ' s world , there are no grays, every­

t h ing is bl a c k or whi t e . Childr e n a r e ~uick to no tice 

recurrent p a tterns in myths and fo lk t ales. The child's 

innate love of orde r make s him look f or these p a tterns and 

when he perceive s t hem , his e nj oyme n t is increased . Because 

the lang uag e of the f ol k tal e is so ev ocative, the story 

becomes visu a l r ath e r th~n verbal . Who could f orge t the 

picture conjured up wh en the giant s ays, "I'll grind his 

bones to make my bre a d l " 

Fantasy supplies a very bas ic need in child r e n. They 

like anything tha t is stra nge a nd n ew which contra sts with 

every day thi ngs they know. " Fant asy crea tes a sense of 

wonder by confronti ng the c h i ld wi t h now, otherwise impossible, 

world of exp e rience." It shows his existe nce from new points 

of view. In Gulliver' s Tr a vels f or i nst a nce, he perceives 

the world through Lil l iputi an eyes on one hand, and through 

a g iant's eyes on the o ther. 

Childre n love the s udden and unexpec t ed a nd the world of 

f a nt a sy if filled with mira culous happenings. People 
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are changed into objects, animals turn into people, pumpkins 

turn into coaches. all in the twinkling of an eye. Cont­

rary to some critics, fantasy is not harmful or confusing to 

a child. By Grade Four he has enough knowledge of the real 

world to enable him to distinguish between the real and the 

imaginary. Conse~uently he enjoys the fantastic• Paradox-
' 

ically, the comparison between the real world and the fantasy 

world re-enforces the idea of re&lity. Children in the mid­

elementary grades easily enter the world of fantasy and 

imagination and this trait can be used to advantage in the 

teaching of children's literature. 

The children of the intermediate grades are fascinated 

by words (Brown). There seems to be a magi c for them in the 

repetition of words. Often it is not so much words as it is 

the sounds that are repeated: 

I saw Esau sawing wood, 
And Esau saw I saw him, 
Though, Esau saw I saw him saw 
Still Esau went on sawing. 

(Opie and Opie, 1959) 

The point to be emphasized here is that an examination of the 

language of school children reveals their fascination with 

the many possible uses of words. Their word-plays may sound 

hackneyed to adults but they do give children aesthetic 

satisfaction. 

Rhyme, alliteration, onomatopoeia, rhythm, imagery,satire, 

and p a rody also appeal strongly to children. Rhyme satisfies 

the child's interest in regularity of forre, and also it 
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allows a poem to be remembered. Most of all .rhyme lends a poem to 



choral speaking. or chanting in unison. Children- really 

enjoy alliteration and onomatopoeia. Alliteration is the 

repetition of the first consonants of the words in a line 

of poetry, and onomatopoeia is defined as "A sound device 

that helps the reader's imagination recreate the life of the 

poem". It does this by "suggesting images of sound as would 

accompany the described experience". (Griffiths in Brown. 

1971). An example of onomatopoeia is given by McCord: 

The pickety fence. 
The pickety fence, 
Give it a lick its 
The pickety fence 
Give it a lick it's 
a clickety fence . (Brown. p.lJl) 
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This is not an essay on poetry and perhaps it is sufficient to 

mention one more poetic device; imagery. Children like 

imagery; words of smell, sight, sound. and taste. Imagery 

of the basic senses allow children to relate their experiences 

to the poem and so give it meaning. 

Knowledge of children's fascination with words helps the 

teacher pick poems that children still like. They are fond 

of narrative poetry because it tells a story. Ballads are 

popular because of their rhythm and repetition. The nonsense 

poetry of Lear is popular in the element a ry grades f or 

reasons already· stated. It seems rea sonable to continue 

nonsense poetry in the elementary classroom to save poetry 

from becoming rigid and formal. 

Writing style is an important factor when choosing books 

for children. The plot should be simple and straightforward. 



The descriptions should be short but couched in powerful 

language. Children prefer life-like conversation that 

moves swiftly. One or two themes in a book are e nough. 

If the plot is intricate the child cannot maintain his 

train of thought and interest wanes. Language style should 

be straightfoward but should contain imaginative words that 

children use in their own oral communication. Good layout 

and closely related illustrations on the same pase ·as the 

text that refers to them, can help create atmosphere and 

round out the story. 

Brown suggests that the emphasis on prose in the inter­

mediate grades should be on myth, heroic tales, folklore, 

fantasy, tall tales, and adventure stories. These appeal 

to the child of this age level, and they also form the 

foundation of literature, embodying the basic themes, struct­

ure and patterns of literature generally. For free reading, 

which he, and others, regard as separate from the literature 

programme, other forms, such as sports stories, books about 

science, and bibliography should be introduced. For the 

literature programme we should choose books that are of 

interest to the child and fundamental to the study of literature 

as a discipline · {~.149). 

In an effort toward simplification, the instructional 

methodology oC. the literature programme will be presented as 

components that may be taught. These components, must always 

be regarded as parts of the whole literature programme and 



not entities in themselves. 

a. Archetypes: \ 
\ 

Archetypes are recurring motifs, symbols or patterns 

in literature. It is important that children become cons­

cious of the recurring images, patterns, characters · and themes 
. 

which appeal to them. (Brown,p.161). Making them aware of 

such archetypes will help them develop a feeling of the 

universal in literature a \ d how literary situations could 

apply to themselves. Brown (p.162) outlines some archetypal 

study methods: 

1. 

2. 

3. 

4. 

6. 

Acquaint pupils with the recurring elements of their 
11 terature. 

Help them to discover these in some films that they 
see and television programmes they watch. , 

Help them appreciate the uni~ue ways in which 
different stories and poems make use of these 
recurring elements. 

\ 

Encourage pupils to use some of these elements t n 
their own writing. 

Acquaint pupils with archetypes in children's 
play and games. 

Help them appreciate that similar patterns, motifs, 
imagery, and characters appear in stories and 
poems, whatever the time and place of their 
writing, thus helping them develop some under­
standing of the universal i ty of literature. 

Brown goes on to say that the following are some of the 

archetypes that spquld be made familiar to elementary children 

b. Patterns and Motifs 

1. Journey from home to a state of isolation away 
from home. 

2. Journey from home to face some grave danger in the 
form o.f a monster, dragon or witch. 

41 

• 



J. Journey away from home. victory over t h~ evi l s faced, 
and return to the former home now made safe a fter the 

\ 

absence of the f brmer evil influence. often in the 
form of a wicked stepmother~ 

4. Journey away from home to face danger and the finding 
of a new home. 

5. Creation of man, earth. animals. 

6. Battles; love against hate • courage against fear 
wisdom against death, justice against repression, 
loyalty against betrayal. · 

7. Escape from time as in the sleep of a hundred years, 
or escape under the sea. 

c. Image ry 

1. Nature reflecting the moods of the charac ters in the 
story. 

2. Colours: darkness suggesting fear snd evil: gol den, 
white, and red suggesting life, youth, goodness. 

J. Monsters. dragons, wolves, ogres suggesting evil. 
chaos. 

d. Characters 

1. Wise man - Merlin. 

2. Those who a r e in tune with or have the ability to com­
W,unicate with nature or animals - Dr. Doolittle. 

J. Characters ·1th superhuman power. 
great odds to bring order out of 
on a grander scale than ordinary 
Arthur. , Superman. 

Heroes who face 
chaos, who are 
beings - King 

4. Characters who have evil as sociated with them . They 
bring death, pain, and fear. 

5. Wise woman - fairy godmother , associated with 
protection. 

6. Beautiful woman. She is the incarnation of 
inspiration and goodness. 

Literature is primarily concerned with feeling and the 

teacher of children's litera ture must he lp the child become 
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aware of, and participate in this li fe of feeling offered by 

literature. It is primarily through characterization that 

emotions can be felt. The teacher should: 

1. Encourage pupils to imagine how a character feels 
when treated in a certain way. 

2. Help pupils imagine how they would feel if they 
were in situations similar to the characters in 

the story. 

J. Help and encourage pupils to express how an author's 
imagery, figures of speech, and rhythm made them 

feel. 

4. Discuss how language i s used to create different 
emot ions. 

5. Help children come to an awareness of the attitudes 
towards and the feelings about life, people, and 
nature, e pressed in the work. 

6. Help pupils express their own feelings in language. 
( Brown, p .167--) 

e. Language 

The particular aspects of language to be discussed here 

are those that appeal t o the chil dren of the intermediate 

grades. In discussing these language uses with the children, 

teachers must be aware of their purpose in the work and also 

their contribution to its total affect. The aim is not to 

teach definitions or to require children to memorize termino­

logy. The purpose is to: 

1. Help children see t he possibilities of language, and to 
become aware of its evocative and effective power. 

2. Help children appreciate the skill of the literary 
artist in using language. 

J. Acquaint pupils with the var ety of techniques used 
by literary artists. 

4. Encourage pupils to experiment with literary devices 
such as rhyme, alliteration, ono~atopoeia and 

rhythm.(Brown, p.168). 
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f. Fantasy 

The teaching of fantasy re quires a different approach 

and Brown (p.179) ennumerates ways of discussing unusual 

qualities of this form of literature. 

1. Discuss how effective some of these qualities. such 
as un~sual setting. and transformations, are in the 
work. 

2. Discuss how similar characteristics. with some 
variations are present in many works. 

J. Encourage children to express what they consider to 
be most astounding, a.mazing. or unusual about 

the story or poem. 

4. Discuss and contrast the fant a sy world with the real 
world. 

5. Discuss the skilful use of details to make the world 
of fancy seem real. 

6. Discuss how it would be to inhabit such a world. 

7. Encourage children to express their own desires and 
wishes in the form a world of fantasy. 

Finally, it may be said that the teaching of literature in 

the elementary grades must necessarily be of the inductive, 

intuitive variety. To teach children literature does not 

call for memorizing unrelated facts and terminology. What 

it does call for is a search for meaning. It i mplies that 

the concepts learned grow out of the basic ideas of life it­

self. and that enjoyment comes from the acquaintance with these 

ideas. The te aching of litera ture encourages enquiry, involve­

ment. interpretation, and "mind stretching" on the part of 
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the child
1
and enthusiasm and a genuine love of books on the 

part of the teacher. If the teaching is done in an imaginative, 

purposeful way, the child will ga in a love of literature that 



will enlarge his world and l ast him all his life. 

Summary. 

Mythol ogy offers the classroom teacher many opportuni­

ties for teaching components of a literature programme. 

Myths appeal to the elementary child, and they also form the 

foundation of literature. embodying the basic themes. 

structure. and patterns of literature generally. 

Archetypes are recurring motifs. symbols, or patterns 

in literature. Making children aware of archetypes in mytho­

logy will help them develop a feeling for the universal in 

all mythologies and how such mythological situations could 

apply to themselves. 

Such recurring patterns and motifs as love against hate; 

courage against fear; wisdom against death; justice against 

repression; loyalty against repression; are very common in 

mythology and children easily relate these patterns to their 

everyday life. 
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Imagery is prevalent throughout the myths. Nature usually 

reflects the moods of the characters i n the story. Who can 

read of Hade's black k ingdom a nd not feel intimations of 

death; who can re ad of Apollo, t he golden one. and not feel 

vibrant life? ·CIJlildren are very aware of natur al imagery 

in stories and they instinct ively divine the mood of a 

character through this me ans. 

Perhaps characterization is one of the most effective 

components for teaching litera ture. Mythology is primarily 
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concerned with feeling and it is through characterization 

that emotions can be felt. Courage, fear, love, and hate 

are universal emotions and they are depicted very graphi­

cally in mythology. Children r ec ognize and identify readily 

with these feelings and they realize that they themselves 

are not uni4ue but that these emotions are universal.Also 

they can experience the mythical characters' feelings 

vicariously and so feel them but not suffer the terrible 

consequences. 

The aim in teaching language as a component in teaching 

mythology is not to teach definitions or require children 

to memorize terminology. The purpose is to show children the 

evocative and effective power of langu_age used in myths. 

The teacher must be aware of the purpose of language in myth­

ology and its contribution to the total effect. Note: a 

section on poetry in Mythology to follow. 

Lesson plans on how these components may be used in the 

classroom to further literary appreciation of the myths, will 

follow in Chapter Six. 

Creative Writing 

Before discussing Creative Writing and Mythology, it would 

be well to review some of the main elements of Creative Writing 

itself. 

1. Wha t is Creative Writing? 

Robert Fichtenan (1972), states that creative writing 

involves the discovery of ideas and patterns for ordering 
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those ideas. and such stylistic consideration as word choice 

and sentence structure as they relate to helping the writer 

communicate his intent and purpose to his audience. 

2. Rationale : Why teach creative writing? 

a. It gives the child self-confidence to express himself 
in language. 

'\ 

b. Writing crystallizes the child's views for himself 

c. Writing generates new thoughts as the words are put 
down .• 

(e.g. authors claim that at a certain point in a book, the 

characters take over! ) 

d. There are many other reasons why a child should be 

taught creative writing and be encouraged to write 

creatively. It is a necessary social tool. It 

provides a safety valve. It gives a sense of pride. 

Finally, a child may discover he has a talent for 

writing. 

J. Objectives of Creative Writing. 

a. To lead the child to see in his experiences meanings 

he has not previously seen and consequently to re­

evaluate their significance. 

b. To open the way to new experiences. 

c. To develop the child by providing a vehicle to communicate 

his experiences through his language. 

d. To place emphasis on content of creative writings but 

not to disregard correctness and form. The first 

concern is to get the ideas down. Later 
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correct errors and rewrite where necessary. 

4. How to stimulate children to write? 

Many methods have been used. Successful methods depend 
-

upon the teacher and the receptability of the class. Some 

methods that may be us ed are: 

a. Basic lessons developed by Intermediate teachers 

(1) The children were introduced to the idea that 

creat i ve writing is read to an audience. Movies 

were used to explain what an audience 1s. What is 

an audience? Who is going to read my composition? 

(Different grade readers could be used to illustrate). 

Fourth graders are asked to retell a folk-tale to 

first graders. They were asked to write out what 

they would say. The reason for this was two-fold. 

They would not have to depend on memory and they had 

to plan what they wanted to say. The children met 

in small groups to read what each had written. They 

found out some writing essentials. Were the sentences 

clear? Would their version of the folk-tale hold the 

interest of the first graders? Would a picture help? 
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(ii)Lesson No. 2 explored t he aspect of invention (How to). 

Children were taught how to use their own experiences 
. . 

to write creatively. 

(iii)Lesson three focused on arrangement. They were shown, 

from examples, how a writer arranges his material so 

that it will make sense to his aud ence. The children 

were given mixed up comic strips and paragraphs and 



practiced putting them in sequence. They also wrote "How to 

do" articles which gave them practice in sequential order. 
·• 

They found that they had to keep the steps in chronological 

order. They also had to give the reader enough information 

so that he could do the task. Small group discussions were held 
'\ 

to see if the above requirements were met. · The result was 

that children discussed wr1 ting _in terms -of communication. 

(Fichtenan 1972) 

b. Use of Film 

Research carried out by F1chtenan shows that films do not 

motivate creative writing. 

c. Music 

Abstract music is more effective than free choice. 

d. Pictures 

(1) Discuss what is happening in the picture 

(11) Characterize the people in the picture and 

suggest possible names for them. 

(111) Decide what events might have led up to the 

present scene. 

(iv) Predict various ways the story suggested by 

t he picture might end. 

(v) Put on board feelings and actions depicted in 

the picture. 

(vi) Write three app.ropriate titles on the board. 
(Petty, Petty & Becking 1973) 

e. Imagination 

Imagination can be stimulated by sense training and 
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experience. Another method is story telling by the teacher 

and children. It is well to note here that vicarious 

experiences must be supplemented by first hand experiences. 

To a certain extent, an author must experience what he writes. 

f. Situations 

Many situations have been tried by researchers. 

The conclusions are generally the following:-

(1) Writing is most creative when children write 

about themselves, or their pets. 

(11) Children should be encouraged to use a personal 

approach on impersonal material. 

g. Listening before writing. 

Sue Ann Martin says "Story telling sti::rs and 

develops the imagination - this development is 

directly related to mental growth" • ( Funk & Triplett) 

Eldonna Everitts says "Listening opportunities 
\ 

build a reservoir or background of literary experience which 

the child uses, not only in his own compos i tions, but also 

for understanding how language functions. 

5. Frank May and Robert Tabachnik report an unusual study. 

"Three Stimuli for Creative Writing," carried out 

in 1970. 
The purpose•of the study was to examine the effects of 

various types of motivating stimuli on the quality of creative 

writing of elementary school children. This appears to be 

the first study to test whether a particular device actually 

results in any qualitative difference in children's writing. 
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There have not been many studies on comparative responses to 

stimuli or on specific characteristics that distinguish one 

stimulus from another. This study was limited to pictorial 

stimuli. 

Que stion ; 

Which t~pe of picture stimulus - organ~zed, unorganized, 

or a choice between the two, results in the , greatest degree 

of creativity in children's written stories? 

Are similar results obtained with. children at different 

age levels? 

Do boys respond differently than girls to the three 

stimulus conditions? 

A viable statistical study was carried out (Johnson and 

a. Conclusions of the Study 

Burns Ed.1970, 
pp.147-lSJ}. 

The degree of creative stimulus produced by the different 

types of pictures depends upon the pupil sub groups. 

That is, grade three children had a similar response to 

all three picture stimuli. 

Grade six boys were highest with unorganized stimulus, 

{non-objective and explicit.} Grade 6 girls, on the other 

hand, scored highest with organized stimuli. (representational, 

less expl1city - imagination could be used to fill gaps). 

Girls also scored highest in the choice situation. 

b. Implications 

1. A non-objective picture provides more opportunity for 

choice of ideas for writing, than a representational 

picture. 
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2. Use both kinds in the classroom to allow for 

individual differences. 

6. Writing in the Classroom 

a . There must b e a real purpose for the composition. 

b . The childre n must have something to write about. 

Experience must precede expre ssion. Natalie Cole 

says, "Children cennot create out of a vacuum." 

c. The children's writings should be used. This means 

they should be sha red by classmates, or posted on 

a display board, or published in booklet form with 

the author's name prominently displayed . All 

creative writing is worthy of display. It is worth 

noting here als o that mistakes in syntax show up in 

ora l read i ng and the children are very willing to 

correct mistakes and continue reading to the class. 

d. Every writer emphasizes content is most important in 

crea tive writing, the mechani cs of handwriting. 

nea tness, spelling and l anguage development are 

importa nt too, but may be at tended to a fter the idea s 

are on peper. 
I 

e. In the Cl ass room \ 

( e .) children need help in ide as for plo t and content • 
. . 

(b .) They need help in language , especially _"action" 

words. 

(c.) They need help in process - how to get st arted; 

ga thering and examining ideas a nd wor ds , and 

discussing i eas with others . 
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f . Each child sho ~l d b e e nc oure~e d to im? rove at his 

own level . 

g . The te a cher must g ive wort h Bnd p ositive encourage­

me nt to every effort. 

h . Enough time mus t be 6 iven fo r childre n to work out 

their ide a s and to exc ha nge idea s . 

i. Ch i ldre n must b e g iven s peci f ic a ssist&nce in plot 

ide a s , l a n6 u age de v elop ment , a nd proce ss of putting 

things together. 

j. Note - The non-cre a ti v e alwa ys g et their i deas from 

the creative . Therefore it is helpful to share ide a s 

before writing time st&rts. 

7 . Ev a luaticn o f Creat ive Writing 

There a r e thre e main kinds of ev &luation , te a cher, group , 

and s e lf. 

a . Teacher Evalu a ti on 

Note: ~a ny budd ing creative write rs have been "turned 

off" by unfeeling eva lua tion b y the te a cher or by 

rid icule from cl assmates . 

(i) Th e te a cher must look for ideas, not me chanics. 

(ii) The te a cher mu s t always make p ositive , encourag­

ing comffi ent s . 

(iii ) The te a c her must understa nd the child and wha t he 

is trying to s a y in hi s lang u ag e . 

(iv) Remember - it t ak e s courBge to invent and it mu st 

be supported by a s &f e , secure classroom writi ng 

situa tion . 
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(v) The teacher should keep in mind that each child's 

composition is his cre\ on and as such must be 

respected. 

b. Group Evaluation 
\ 

Group evalua tion may be carried out by class .discussion 

and comparison of stories. A constructive and sympathetic 

tone sho uld be encouraged by1 the teacher. 

c. Self Evaluation 

Warning: Children aJ e their own harshest critics. the 

development of feelings of inadequacy must be avoided. 

A procedure developed by Eberhart (1940) 1s as follows: 

(1) Keep writings in a folder 

(11) record on a form: 

subject 

form (poetry, prose) 

the writer's reaction 

assigned or self-selected 

weaknesses 

strengths 

Creative writing in the classroom should meet the 

following criteria. Is there a real purpose for writing? 

Has there been experienc before writing? Does content 

come before mechanics? Has help and positive encouragement 

been given in the classroom? Has enough time been given to 

create? Have ideas been shared before writing starts? Have 

teacher, group, and self-evaluation been used? If these 

main criteria have been met crea tive writing should be an 

enjoyable and rewarding subject for children. 
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\ 

8. Creative writing and Mythology 

\ 
\ 

Creative writing involves the discovery of ideas and 

patterns for ordering those id'eas. Myths are full of arche­

types and vivid characterisations which spark enthusiastic 

\ creative writing. Children recognize and identify with the 

feelings of mythical characters, and they are anxious to put 

down on paper how they feel about them. They recognize the 

universal motif of loss and recovery of identity as they are 

struggling for identity themselves. In a sense they are not· 

creating as such, but are simply putting down what they have 

always instinctively known, and the act of writing it down 

makes it a reality in their own minds. 

Myths have several aspects that stir the i~aginations of 

children: 

a. Unusual settings 
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It mey be, as in Persephone and Hepaestus, unde r ground, 

or as the myth of Daedalus and Icatus, in the air, and 

sometimes, as in Poseidon and Aphrodite, it may be under the 

sea. In these settings there are always unusual objects. A 

palace made of black rock, or a throne made of gold and rubies. 

Crea tures may be half human and hs.l f animal, or they may be hum­

ans in animal form. 

b. Suspension of natural laws. 

Mythical events do not have to wait for natural laws. 

They operate often on a higher plane of existence, outside 

the influence of nature. Here people may communicate with 



animals, or c arpets may fly. People are often held under 

magic spells. and objects such as Cupid's darts, or 

Indian rattles, contain magic powers. 

c. Sudden Transformations 

Not only are things, people, and animals endowed 
\ 

with magic power, but they are also often subject to sudden 

changes. People turn into animals and animals turn into 

people. Ulysses' sailors change into pigs. Coyote changes 

into a man, a girl changed into a tree, and a youth becomes 

a flower. The physical world is also changing. Stones 

turn into people, caves become pal aces, and castles disappear. 

d. Variety of Characters 

Real people are often introduced into the world of 

mythology. This is judicious mixing of the ordinary and the 

extraordinary, heightens the wonder of the myth and calls 

attention to the strange and new (Smith 1967). 

Often, however, the characters of mythology, though 

human, are extraordinary. Men such as Hercules, endowed with 

superhuman strength, fascina t e children. They may be 

beautiful and talented such as Arachne. They are complex 

creatures, with the qualit ies of ordinary man, yet lqoming 

larger than life. They are human, yet they embody god-like 

characteristics, and are unrestricted by the laws of nature. 

There are many new crea tures in mythology.There are 

creatures who have multi ple he ads , creatures who are half 

animal and half human; the r e are winged horses, and fish in 

\ 
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human form. These creatures all help to create an atmosphere 

of mystery. An atmosphere children love. They also, though 

they are often sub-human, reveal their human origin. They 

share human feelings - love, hate, jealousy, fear, greed and 

pride. 

The pr~mary aim in introducing these qualities to child­

ren is to help them ap~reciate the sense _ of wonder and mystery 

mythical settings and char~cters possess. and in so doing 

encourage them to create the unexpected in their own writing -

surprise endings for stories and poems - incongruity. 

All mythology is a form of poetry and for this reason, 

poetry 1s a n ideal vehicle for the study of mythology in the 

classroom. 
•· 

9. Poetry in the classroom 

Poetry offers yet another way to express ideas and feelings. 

It stimulates the imagination and provides an outlet for the 

emotions. It gives children motivation for expressing their 

own creativity, and it furnishes a way for showing children 

the beauty and expressiveness of language. 

Poetry had its birth in song and, like song, its aural 

qualities are among its chief assets. Thus most poems are meant 

to be heard, not seen. Poetry should be read aloud, not 

silently and it should be read in such a way that the greatest 

appreciation is obta ined. This means preparation; attention 

must be given to the speed at which individual lines should be 

read, what the cadence is, which words should be emphasized, 

what tone and pitch will best express its meaning. (Petty ,Petty 
and Becking,1973} 
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Poetry should b ecome a natural part of the ongoing 

activities of the classroom. Opportunities are endless, and 

children love Indian chants, folk ballads and songs of the 

voyageurs etc. Arrangements could be made to have some one 

come in and play and sing some of these for the class. Inter­

mediate children particularly enj ¼ this. 

Poetry has been written about every imaginable subject 

or situation - for poetry is truly a natural form of expression. 

Select poems carefully and choose only those you and the child­

ren enjoy. Children will not learn to love poetry or any 

other type of literature by being forced to read particular 

poems because they are reputed classics, or because they are 
\ 

in a particular textbook. 

An excellent way to spoil poetry is to require memori~­

ation. This does not mean tha t children should never memorize 

poetry - simply that memorization should not be required. Just 

as adults learn certain poems through repeated ree.ding or 

because they particularly like certa in lines, so will the 

children. Sometimes they decide themselves tha t they ought to 

memorize lines for a chora l r ead i ng or poems to be recited to 

the class. 
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Neither should poetry b e spoiled by being over analyzed 

like a specimen under a microscope. This does not me a n that 

attention may not be called to rhythm, a specific rhyme pattern, 

or the use of allitera tion, onomatopoeia, metaphor, or any 

other techniques are a ids to crea ting the total effect of the 

poem, not ends in themselves. These devices may b e pointed out 



when children are preparing to write poetry, but es writing 

aids, not as information to be memorized and tested. 

A poetry f ile, or folder should be kept. A file is 

probably even more impor t s nt for poetry tnan for stories, 
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since poems are short and usually on separate pieces of paper. 

Thus poems a re easily lost, a nd once lost, hard to r ewrite. 

Several good poetry anthologies should be kept in the classroom 

as models. Needles s to s ay, they should be selected wi h 

great care. 

a. Writing Poetry 

Every child should have some experience with poetry -

reading it, hearing it, rec i ting it individually or as part 

of a group, and trying to write it. 

Children s hould not be expected to write poetry unless 

they have been exposed to it. Poems must be re ed to them, 

they should take part in choral spe aking, and discussion about 

the sounds of words is necessary. It is not important to 

teach poetic techniques as such, but attention should be 

called to them when it is appropri a te. 

It is frequently a good idea to begin te aching a new 

type of writing by means of cla s s composition. This is 

particularly true with poetry. Select a particular form (e.g. 

Cinquain) and let the childre n s uggest topics, words and 

phrases, rhyming words (if needed ), a nd possibly entire lines. 

Let them discuss whic~ word sounds best or fits the subject 

or rhythm better. In this way , they will learn how to go about 

---------------------- - ----- ·--------------- ---- -



I 

the process of creating a J oem. 

10. Types of Poetry 

a. Couplets and Triplets 

In writing couplets the children do not have to be 

concerned with rhythm, although they may try to produce it. 

They should be encouraged to make the second rhyming sentence 

relate to the first: 

I have a dog. 
He sits on a log. \ 

\ 
Perhaps, with some prompting, they could add .-.:a ·-third line, 

making a triplet: 

He looks like a frog? 

{Petty, Petty et al) • 

The children must be helped to find words or phrases which 

sound better or improve the rhythm. This will help them to 

develop aural discrimination. Also t hey will be learning 

about sentences, capitalization and end punctuation. 

b. Cinquain 

This type of poem is not difficult to write, yet it 

is excellent for helping- chil dr en to become aware of the special 

quality of poetry - its appeal to the emotions and senses. 

Cinquain has a very specific formula: 

First line: one word, giving title 

Second line: t wo words, describing title 

Third line: three words, expres s ing a.n action 

Fourth line: four words, expressing a fee l ing 

Fifth line: one word , synonym for the title 
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This form is too restrictive to stay with very long, but it 

does allow some freedom in choice of words and phras es and 

what is most important almost any child c an achieve some 

success with cinquain. 

Some examples: 

c. Limericks 

Arthur 

Warm, friendly 
Licks my f ace. 
To show his love . 
Puppy. 

Darkness 

Thick, eerie , 
I whistle loudly, 
I fe ar the night; 
Black. 

(Pe tty,Petty et al.} 

Elementary children c an have a lot of fun with limericks. 

Limericks show them that p oetry can be humorous as well as 

serious. Limericks, too, have a set form : 

The first, second and fifth lines rhyme; 
The third and fourth rhyme , and 
Are shorter. 

One procedure for teaching limericks is to get the children 

to find a number of words that rhyme, then d iscover if several 

of them suggest an idea. They will need three rhyming words for 

lines one, two and five. Next they must be shown how to exper­

iment with word order, or find synonyms to work out the meter. 
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The beginning couplet should be set down first, then e xperiment 

to get lines three and four. The f inal line shou ld not be too 

hard to get. 

There are many verse forms, but for the purpose of this 

study one more wi l l be d iscus s ed : Ha i ku. 

d. Haiku is a Japanese vers e form which could be used in a 

Greek or Indian setting. It is perha ps more suitable for grades 

six and seven, rather than four or five, although some fours 

or fives have success with this form of poetry. 

Haiku has three line s , cons isting of seventeen syllables; 

the first line ha s five, the second seven, and the third five. 

There is no rhyme or meter. 'Ihe centra l image is usually 

chosen from nature, and the l as t line of a Haiku makes an 

observa tion about life. The number of syllables must not vary. 

Clouds move aimlessly 
Drifting, beautiful, fleecy; 
Bringing welcome r a in. 

The value of Haiku is tha t it demonstrates how important the 

right choice of words is, since t here are so few words to 

create an image and express an idea . Ke ep ing the children 

strictly within the above rule s encourages ingenuity and the 

method demonstrates how importa nt choice of words is in poetry. 

The important thing about poetry is that it is another way 

to express ideas and feelings . I n today's world it is import ant 

for children to learn to expres s t heir emotions verbally and 

to exercise care in selecting t he words they choose to express 

those emotions. 
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Mythology and the Writing of Poetry 

As ch ildren become aware of mythology they will recognize 

in it the univers al themes t ha t are the bases o f al l poetry. 

Human emoti ons such as fear, love, and hate, are integr al to all 

myths. Na ture also pl ays a ma jor rol e in both Greek a nd Ind ian 

Mythology. 

Perhaps, after re&ding about a mythical hero's victory 

over adversity, children could write poems in cin~ua in form, 

expressing their own f eelings of fe ar or loneliness: 

Darkness 
Thick, eerie 
I shake inwardly; 
I fe ar the night; 
Bl ack 

It is no t difficult for children to identify with a Greek or 

Ind ian chi l d who expresses their feeling for nature, thusly: 

Clouds move aimlessly 

Drifting, beautful,fleecy; 
Bringing welcome r a in. 

Order is a fundamenta l need in children. The problem with 

children, and adult s , is the rel at ionship between reason and 

sense perception. Sense perception is highly developed in 

children and mythic &l forms supp l y a sense of order which child­

ren are able to tra nslate and wri te down as poe r y. To write it 

is to know and unders tand it. As i n other forms of Language 
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Arts, poetry allows them to perce ive tha t "mythology is in the 

air, and tha t mankind is a way f or my ths to think themselves out." 
(Levi-Strauss, 1977) 

Creative Speech 

Creative speech is concer ned wi th developing an ability to 

communicate with ease, conf i de nc e , and spontaneity. It is not 



formal speech traini ng although good, clear speech i s encouraged 

as part of the over-all approach to improving comrruni ca tions. 
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The basic activity of cre a tive speech is the spontaneous 

crea tion of dialogue. The rea son for creating dialogue is offered 

by a stimulus which sets up an imag ined situation. Myths parti­

cularly lend themselve s to this activity . Children love to 

imagine what the gods and godesses said to each other on Mount 

Olympus, keeping in mind th at they had human attributes as well 

as godlike ones. 

This is another Language Arts activity which ca n be fitt~d 

into any few suitabl e minute s , or which can form the basis of a 

full oral langua ge lesson. Its close as s ocia tion with the voc ab­

ulary building and crea tive writi ng aspects of the Language Arts 

makes it valuable warm up f or s uch sub ject lessons. 

The teacher should introduce a stimulus, allow time for 

imagining situatio ns a nd t he crea tion of suitable d i alogue, then 

encourage sharing of ideas, ~uietly in small group s and then 

permit each group to put on t heir mini-play for the class. 

Children love this activity and a s long as the noise level can be 

ke pt down to acceptable limits , a l e a r n ing situation results. 

The creation of good communication abilities is essential 

to human beings. Seldom do we pr epare scripts before talking to 

e a ch other. Sp eech is cre a t ed spont a neously and poor ability to 

do th i s c&n be a terrible handicap . Obviously, the more oppor­

tunity give n to children to dev el op this ability under secure 

and encouraging conditions, t he be t ter able they will be to 

com:nunicate effectively. 
(Morley 1971). 



CHAPTER V 

CURR ICULUM DEVELOPMENT 

Introduction 

Among educators there is agreement that a comprehensive, 

well developed model woul d do muc h to aid the curriculum 

planning process. The second purp ose of this study is to 

form a curriculum model that may qe used to integrate myth~ 

ology with the Language Arts Programme now used in the 

Elementary Grades (4-7), in the Public Schools of British 

Columbia. 

Tyler (1950) suggests a model in which tentative object­

ives are established aftk r a study of the learners and the 

statements of subject matter specialists. These objective s 

are then screened through learning theories and educational 

philosophies accepted by the school for which a curriculum 

is being planned. From these screens fewer but consistent 

and related objectives emerge. On t he basis of these 

objectives suitable le arning experiences and content are 

selected and the organized i n ways which will lead to the 

achievement of the objectives. The final element is 

evaluation, based on the operati on of the curriculum • . to 

discover strengths and weaknes ses. On the basis of teacher 

appraisals, the model can be modified and improved. Finally, 
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after testing in classrooms the model may be implemented 

in the Language Arts Programme. This cycle is considered 

to be continuous so that the model is updated consistently. 

(Morley 197l) 

A five phase curriculum is outlined by Wheeler (1967). 

The phases are:-
, 

1. Selection of aims, goals and objectives. An 

important feature here is that Wheeler makes the 

distinction that aims are general goals apply to 
I 

to school level, and objectives are for specific 

instructional level. 

2. Selection of learning experiences. 

J. Selection of content or subject matter. 

4. Organization and integration of learning experiences 

and content with respect to the teaching-learning 

processes in the schools and classrooms. 

5. Evaluation of phases 2, J, and 4 in terms of how 

well they met objectives, goals and aims. 

Wheeler also . emphasizes the sequential logic of the order 

of model elements. Also, such a model should be cyclic, 

continuously striving to improve itself. 
(Morley 71) 

-------- ··-
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STEP 8 

STEP 7 

STEP 6 

STEP 2 

STEP 4 

STEP J 

STEP 2 

STEP 1 
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A MODEL FOR THE DEVELOPMENT OF CURRICULU M 

Source Uni ts 

CUMULA'I'IVE 
EVALU AT I ON 

USE & EVALU AT I ON 

\ 
ORGANIZING OF LEARNING 

EXPERIENCES 

SELECTI ON OF LEARNING 
EXPER ENCES 

OBJECTIVES (GOALS) 

DETERMI NANTS 

pREPARA'I'ION 

I LITERATU RE 

(have I met objectives?) 

(by me) & other 
teachers 

(specific lesson phase) 

(sources, activities) 

(cultural comparisons) 

{administration needs) 
{child needs) 

\. 
\ 



Development 

Step 1. 

The first step in the preparation of a source unit is 

to be familiar with what the subject specialists have to 

say. Notes should be taken throughout the reading of the 

literature and supportive statements as to objectives 

should be recorded. Appropriate examples in the literature 

that will produce learning activit ies. content, or aid in . 

organization of these, should be noted. 

For the mythology unit, myths particularly suited for 

lesson plans that will realize objectives will be included 

in two ways, first, as direct quotes from a mythology text 

to be read to the children. Second, the myth will be set 

down in a simpler form to be memorized by the teacher and 

told to the children. 

Preparation 

Step 2. 

There is a need for mythology t o be included in the 

Elementary Language Arts Programme as stated in the intro­

duction of this study. The fir t step in preparation then 

would be to determine what other elementary teachers think 

of the plan. 'The second step would be to ascertain that 

there is enough time and flexibil1\ y in the Language Arts 

timetable to allow for the inclusion of mythology in 

conjunction with Language Arts . 

\ 
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Step J. Determinants 

The real determinants must be considered that affect 

any curriculum unit. Some will provide information. 

others will provide limitations. However. all determin­

ants must be considered. They are identified in the 

following paragraphs. 

As stated 1n step one, what the subject specialists say 

is a prime source area. Recommendations from other teachers 

or administrators who have similar responsibilities must be 

taken into account. These the local school district 

Administration, the Department o Education Curriculum 

development branch, and Educational researchers (through 

literature and local University faculty). Other schools 

should be checked for similar developments. (Morley 71). 

Next it must be considere4 how each determinant will 

affect the proposed unit objectives. To do this the object­

ives are screened throue\h the determinant groups. As a 

result a logical order is established in the model. First 

comes Philosophies followed by Social needs• Child needs 

and the Ongoing System. Perhaps the most realistic screen 

is the Ongoing System. It, more than the others, recognizes 

the influence on objectives of administration groups~ 

facilities. time, systems, and personnel. For the purposes 

of this study the Ongoing System will be considered. 
' \ 

The authority groups associated with education and.the 

school (government,district supervisors, professional groups, 
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and parents can influence the curriculum ob~ectives using 

money, direct instructions . or public opinion. 

Facilities, which include space, equipment, materials, - \ 

must be available. If the facilities are not available, some 

objectives must be dropped. 

Time is the most important factor in most schools. Other 

facilities are available, or can b e made available but there 

is only so much time in a school day. In this studyt as will 

be shown later, mythology will be an actual part of the 

Language Arts Lesson plan, not a separate unit, so time, in 

this case, will not be a prime consideration. 

Systems are the schools accepted teaching methods and 

routines. Team tea.Ching timetables 11ml t flexi bill ty t but 

Language Ar t s always has its prescribed time allotment on 

any timetable so that inflexibility should not present a 

problem. 

The opportunity to use this unit is unlimited as it will 

be part of regular class lessons. However, the unit must be 

so constructed as to allow utmost flexibility so that each 

teacher will find it possible to achieve the stated objectives 

of the unit. 

Objectives (Goals) 

The curriculum resource person is responsible for stating 

the major objectives (goals) of the source unit. Fo~ the purp­

ose of this study, major objectives will be called "goals." 

Lesson objectives, which will b e much more specific will be 

formulated by each teacher as needed and will be called 

"objectives". Sample lesson plans are included in thi s study 
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with specific objectives stated. The lesson ob j ectives will 

support the achievement of the long range goals. 

The two long range goals for this curriculum source unit 

may be stated as follows:-

Goal 1. To show children the commonality of mankind's beliefs 

through a comparative literary study of Ancient Greek 

and North American Indian mythologies. 

Goal 2. To formulate a curriculum guide or source unit.which 

may be used as an integral part in the Language Arts 

Programme in the Elementary Grades (4-7), in the 

school system of Bri tish Columbia. 

Step 5 Selection of Learning Ac tivities 

Learning activities are the behaviours used to either 

learn subject or reinforce the behaviour itself in a lesson 

( questioning, reading, play-acting, analysing). 

Having formulated acceptable goals, the next step is to 

choose a number of learning activities and content ideas that 

will offer teachers ways of achieving those goals. The 

curriculum source person should always ask "Why have you 

included those learning activities and the content in the unit ? ' 

The teacher should ask 'Why have you chosen t hat par t icular 

learning activity with that content for those particular pupils 

at that particular point in the curriculum?' The answer to 

both questions must be: 'Because the se learning activities 

and content will allow me to achieve the stated goals of the 

unit.• ( Morley 71) • 

Some criteria as to learning activities are: 

(1) nelevance - learning activities should be relevant to the 

child's past experiences and present needs. 
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(2) Interest - learning activities should be appropriate to the 

interests of the children. 

(J) Values - What values are being taught implicitly in the 

learning experience? (Moral: right vs wrong. Social: static 

vs change). 

(4) Associated Learning - this is desirable in all learning 

experiences. 

(5) Scope - a balance must be kept so that the lear ning exper­

ience is not too broad or dee p . Also it must be relevant to the 

grade 1 evel • 
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(6) The learning experiences should integrate with other subjects; 

in this study, most certainly with Language Arts and Social 

Studies. 

(7) Relation to experiences outside the school - Learning exper­

iences should attempt to relate and integrate with valuable ex­

periences outside the school such as television, reading, 

hobbies, movies, clubs, and parent teaching. 

Step 6 Organization of Learning Experiences 

Organization generally rel ates to sequence, balance, 

accumulation, 1ntegr s tio . a d c l a t1 n. 

(a) Sequence - there are several available: 

(a) simple to c omplex 

(b) concrete to abstract 

(b) Balance - to achieve desirable objectives and t o ma \ ntain 

an enthusiasm for learning a good balance in schedul i ng 

types of learning activities and content must be 

attempted. 

(c) Accumulation - a learned behaviour needs to be re inf orced. 



Opportunities for reinforcement must be available 
\ 

in the unit. 

(d) Integration - Cumuiative learning can be further assisted 

learning experiences from one unit can be integrated 

with other subject units being taught at the same time. 

(e.g. Mythology and Social Studies). 

(e) Articulation may be enhanced by the resource person 

planning re so urce units for grade levels. (e.g. Inter­

mediate) 

The source unit is re ally a guide for the classroom teacher. It 

may contain 
1. sample lesson plans 

2. list of necessary materials or equipment 

J. evaluation methods 

4. a glossary of terms 

5. a reference section 

This source unit is used to plan a classroom teaching -

learning unit. The teacher knows that the learning experiences 
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in the unit are workable, as he helped to plan the unit and 

evaluate it. Also. he knows he is allowed flexibility in arrang~­

ing the unit to suit his class. The teacher will be involved in 

the source unit from objectives to content, from content to 

organization, and from organization to practice. Thus he appro­

aches lesson-planning with confidence, knowing the unit will work. 

It is the intent of this study to include detailed lesson 

pl ~ns from some areas of the Language Arts.These will serve as 

guides to the classroom teacher who will probably want to make 

up his own to suit his particular class. 



CHAPTER V. 

A MYTHOLOGY CURRICULUM SOURCE UNIT 

FOR THE INT£hMEDIATE Gh.ADES. 

( An Overview) 

The following is a statement of principles in the 

approach to mythology in the elementa ry school. These are 

offered for the guidance of the teacher who is ultimately 

responsible for planning and developing a Language Arts Prog­

ramme which must follow the outline laid down in the Program­

me of Studies, and what is most important. meet the needs of 

the children in his class. 

1. The study of Mythology sho uld be part of every child's 

experience. It will concretize thoughts he has had 

all his life. 

2. Mythology should c e an integral part of the Language 

Arts Programme, not a serits of isolated activities 

remote from everyday living. 

J. The opportunity for original creative expression through 

mythology promotes development of aesthetic ·appreciation, 

self-confidence, cooperation , and other valuable le&rning 

traits. 

4. Mythology consist9 of many elements and these .. can be 

taught us ing myths as a source for Language Arts. 

5. The primary aim of the Mythol ogy unit is not to produce 

erudition. but to show children universality of man's 
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beliefs and how it applies to their own lives. 

To the Classroom Teacher 

This curriculum guide is organized in the following way: 

Section One entitled Mythology Programme in the Inter­

mediate Grades presents a brief statement of the content 

and the philosophy of the various sections of the total 

programme. This section is designed to give an overview 

of the whole programme. 

Section Two entitled Intermediate Mythology Outline 

is designed to give practical information and assist­

ance for the teaching of particular parts of the 

programme. 

This programme has been prepared for the guidance of the 

average classrGom teacher. A breakdown of Language Arts 

activities has been included which offer~ sample learning 

activities, teaching ideas, and other helpful information in 

each section. It will be the prerogative of the teacher to 

select from or add to this programme those activities suited 

to the children of his classroom. 

Time Allotment 

Time allotment is not a problem as the typical Language 

Arts Programme consists •of 470 minutes per week. To have a 

balanced programme. one Literature Appreciation lesson 

(Mythology) per week (60 min), and a Creative Writing lesson 

in Mythology in the same week (60 min) would achieve some of 

the goals proposed in this thesis. 
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Lessons in Language Usage, Spelling, and other Language Arts 

activities could be spread over the term so that the 

children would not get the idea that Mythology is a block 

of learning to be forgotten as soon as i t is compiled. 

Space 
. 

The activities may be the school library. When weather 

permits, outdoors, especially wooded areas provide ·an ideal 

setting for re-enactment of myths particularly those of 

Indian origin. 

\ 
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An Outline of Language Art Ac tivities Using 

Mythology 

The outline of activities offered is considered suitable 

for Intermediate c hildren and should enable the achievement 

of the objective specified in this study. It is by no 

means an exhaustive comp ilation of Language Arts activities. 

The teacher may use these activities, make up his or her own 

with the children, or look for others in the reference texts 

(see particularly Patterns of Language, Teachers Edition, 

Fillmer et al, 1974), to produce a balanced programme suitable 

to the particular abilities, needs, and interests of his own 

class. 

Three areas of the Language Arts Programme will be exam­

ined keeping the goals of the study in mind (Universality of 

beliefs, Language Arts curriculum development). These three 

areas are Literature Apprecia.tion, Creative Writing, an<! 

Oral Language. 

A detailed les s on plan will be made up from each of these 

are&s. These plans will reflect the overall goals of the study 

and they will present a specific objective in conjunction with 

Language Arts goals. These plans may be used directly in the 

classroom. They will quote myths in a simpler form for the 

children's use. 1'l-"1 e themes will b e the same as the more 

complex myths quoted for the teach'er ' s use earlier in the study. 
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These lesson plans are organized with both administration and 

child needs in mind. They also agree with considerations 

pointed out earlier in this study, particularly the determin­

anta, which are listed below. 

(a) Opinions of subject specialists 

(b) Philosophies 

(c) Social needs 

(d) The Ongoing System 

(e) Child needs 

Each lesson is sensitive to a particular need of the child; 

self esteem; achievement, social approval, etc. It must be 

noted that the•·goals and objective plans are similar to those 

laid down in A Guide to Teaching the Epgl1sh Language A,rts 1n 

the Intermediate Years(1968), a publication put out by the 

Province of British Columbia's department of Education 

curriculum division. 

The only difference is the substitution of mythology for 

content. The teacher, therefore, may follow the Language Arts 

Gulde using mythological materials; and in this way smoothly 

integrate the mythology unit with current lesson plans and 

philosophy. 
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Subject: 

Topic: 

Objectives 

Lesson Plan #1 

Literature 

Characterization 

To show commonalities of man's 

beliefs 

(1) To show children how similar basic emotions 

have existed through the ages and to help 

them become aware of. and participate in, 

this life of feeling offered by literature. 

(2) To have the chi l dren respond in written 

form to the reading and discussion of 

myths. 

Materials: \ 

(a) The Great Gift of Fire f1.fom The First Book of 

Mythology, Kathleen Elgin, New York 1955. 

(b) How Hyman People Got th~ First Fire - Clutesi 

as quoted earlier in this study. 

The Great Gift of Fire - Greek 

When Zeus first rul d the world there was everlasting 
spring on earth. But Zeus grew tired of the same weather day 
after day. He wanted someth ing very cold and something very 
hot, and he wanted the mild seasons in between. So he 
created summer and then he created fall and the cold. cold 
winter. 

Down on earth Prometheus walked among the men h~ had 
made so long ago, and saw them huddled together warmth. 
stumbling in the long dark of the winter night. He knew that 
they would die without warmth and light. so he asked Zeus 
to give them fire. But Zeus knew that if men had fire they 
would be almost as powerful a s gods , so he refused. 

\ 
\ 
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Then Prometheus decided to risk Zeus• anger and steal the 
fire of heaven. He hid himself on the road where the god 
Apollo drove the golden chariot of the sun across the sky. 
When the chariot flew by he held a dried reed against one of 
the fiery wheels. The reed sparked and blazed a little and 
Prometheus hid the flame between his hands and carried it 
back to earth so that men could have light and warmth. 
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When Zeus found out what Prometheus had done he was terribly 
angry. He commanded two giants, Force and Vulcan, to carry 
Prometheus to a high and lonely mountain peak and bind him there 
with chains. There Prometheus lay for hundreds of years until 
the great hero Hercules came to free him (Elgin, 1956). 

Introduction: Briefly recall who the Greek gods were and that 

Development: 

myths are stories written about them. Also mention 
Indian myths of our own country. 

(1) Read, or tell, the two myths to the children, writing un-
familiar words such as "Prometheus and "Ah-tush-mit" on the 
board. 

(2) Using class discussion, develop similarities in the two 

myths. 

(a) in both stories humans had no fire - what it must 

have been like. 

(b) Someone brought them fire at a personal sacrifice. 

(c) Similar methods of obtaining fire. 
()) Draw a chart on the board and develop the character of 
Prometheus and Ah-tush-mit. 

(a} How were they similar? 
( b) How were they different? 

(4) Show how the Greek gods hact_ human characteristics 
(anger, sacrifice) \ 

(5) Show how Ah-tush-mit felt fear and loneliness Just as 
children do, but he went on anyw~y . 

Conclusion: We ~ave seen how characters in mythology felt. 

choose either Prometheus or Ah- t ush-mi t and write an e xpository 
essay (l½ pages) on how you would fee l in the same situat i on. 

~: These essays are to be re ad to the class to point up the 
similarities in emotions t hat have existed all though man's 
time on earth. They are \all t o be posted later on 

tack-boards either in the ro om or in the hall. 



Subject: 

Topic: 

Goal: 

Lesson Plan #2 Time: 60 Mins. 

Language 

Creative Writing 

To use mythology as a source for creative 

writing. 

Objective: To write creatively in a style unique to each 

student and to show the children that basic plot 
situations have not changed and that these situations 

often apply to their own experiences. 

Materials: 

(a) The Flood (Elgin 1955). 
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(b) Lillooet Stories, Randy Bouchard, ed. Vol.Vl,No 1,1977. 

as quoted earlier in this study. 

The Flood - Greek 

Zeus ruled the world for many hundreds of years. Then 
one day he began to wonder how the people on earth were getting 
along. Disguising himself as a human being, he went down to see 
for himself. 

Everywhere Zeus went he found trouble. People were greedy 
and jealous and quarrelsome. They o longer had any reverence 
for the gods. 

Zeus was so angry that he went back to Olympus determined 
to remove every single man and woman from the beautiful earth 
they had spoiled. He covered the whole S$Y with clouds and 
commanded the winds to whip and twist them. Into the whirling 
mass he sent the rain, and the r ~in poured down into the rivers 
and the sea, and all over the ear~h. The flood rose higher and 
higher. 

The frightened people fled up the highest mountains, but 
the flood rose over the mountains. When at last the• rain stop­
ped, there were only two people lef t on earth. They were 
Deucalion and his wife Pyrrha, who had climbed to the top of 
Mount Parnassus. Zeus spared them because they were good. 

When the sun dried the earth again, Deucalion and Pyrrha 
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found a temple, half ruined and covered with wet moss. Here 
they thanked the gods for saving them and prayed that someone 
on Olympus would tell them what to do all alone on earth. 
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A voice answered them from the temple. It told them to go down 
from the mountain and as they went, to throw stones behind the~. 
Deucalion and Pyrrha did this, and as the stones fell, they 
changed slowly into men and women. 

I 

In this way, in the time the Greeks called the Stone Age, 
human beings came to live on earth again. The wonderful stories 
in mythology are about these people and their children and 
their grandchildren and the gods they lived with (Elgin, 1955). 

Introduction: Read or tell the Greek and Indian versions of 

the Flood, once again pointing out similarities in the 

two myths -

Development: 

(1) Discuss with the children flood situations they have 

experienced and how they felt. 

(2) Discuss what would happen if the whole world flooded 

(people, animals, homes,etc.) 

(3) Using a picture of a flood diecuss: -

(a) What might have happened before the picture. 

(b) What is happening in the picture. 

(c) What will happen afterwards (mess, clean-up,etc.) 

(4) Discuss and write "action" words on the board that 

can be used in a flood story. 

(5) Have the class make up three appropriate titles and 

write them on the board. 

(6) The children write a story about a flood. 

Conclusion: Each child gets to read his or her story to the 

class. All stories are put on the tack-board. 

\ 
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I-esson Plian #3 Time: 60 Mins. 

Subject: I:.anguage 

Topic: Poetry 

Goal: To utilize the universal themes in mythology for 

the writing ,of poetry. 

Objectives: To show children how to write cinquain poetry 

using mythologics.l themes. To show how this poetry 

appeals to the emotions and senses. To have the 

children compose cinquain poetry. 

Introduction: Several examples of cinquain poetry, written 

by children, to be read to the class and a discussion 

held on format. choice of words, and characteristics 

of cinqua1n poetry. 

Development: 

1. Cinquain format and several examples to be put on the board. 

2. Discuss how the use of the right word is important. 

J. Have the class make up several poems using mythical 

settings and compose them line by line on the board. 

4. Have the children compose their own cinquain poetry. 

Conclusion: 

(1) Have the poems read in class. 

(2) Print one favourite poem from each child in book 

form and giYe a copy to each author. 
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Lesson Plan #J (Alternate) 

Subject: Language 

Topic: Poetry 

Goal: To utilize the universal themes 1n mythology for 

the writing of poetry. 

Objectives: 1. To be able to write cinquain poetry using 

mythological themes. 

To feel the appeal of this poetry. to the 

senses and emotions. 

2. To compose cin~ua in poetry. 

Materials: Books of cinquain poetry 

A sheet of cin~uain poetry for each child 

Paper and pencils 

Introduction: Read and discuss poet ry examples on hand out 

sheet. 

Note: collect sheets before actual composition of poetry 

begins. 

Development: 

Objectives 

To write cinquain 
poetry using mythol­
ogical themes. 
(e.g. nature) 

To use words.desc­
ribing child's 
own feelings in 
wr1 ting poetry. 

To comf ose cinqua ir. 
poetry 

Teacher Behavior 

Discuss feelings and 
importance of using the 
righ t word in this 
poetry form.~rite some 
words on board. 

Demonstrat e on board 
showing cinquain for­
mat a nd numter of 
words in each poem. 
Collect handout 
sheets. Write class­
composed poems on 
board . Answer questi ons 
re choice of words, 

,:..s above. 

Pupil Behavior 

Discuss feelings 
and suggest words 
to describe them. 

Gbserve demonst­
rations and ask 
q_uestions. 
Class composes 
several poems 
line by line on 
board using 
myt hologica l themes , 

Write a tent e t1ve 
cinquain poem.Sub­
stitute appropriate 
words where needed. 
Complete poem. 



\ 
\ 

Individual Differences While the children are composing their 

poems walk around t he room giving assistance and encour­

agement to eac h child. 

Summary and Culmination 

Go over the ma in points in composing cinquain poetry (P -) 

Have each child re ad his poem to the class 

Obtain one favourite poem from each child, print them 

all in book form and g ive a copy to each author. 

Examples of cinquain poetry using a mythical theme:-
' 

• 

Olympus 

High, Unattainable, 
Home of the gods, 
Forever shrouded in mystery, 

Craggy. 

Prometheus 

Strong, kindly, 
Gave man fire. 
Knew he would suffer. 

Benefactor. 
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CliAPTER Vll 

Evaluation 

Evaluation of this unit must necessarily fall into two 
' 

categories. Just as there ar e t wo main goals of the s ~udy; 
\ 

to have childre n become awar e of the universality of man's 

beliefs, a nd to form a La nguage Ar ts curriculum guide using 

mythology source material, there must be two areas of evaluat­

ion to measure achievement of the s e goals. 

'I' he first goal consists of t he f ormation of s.n attitude 

on the part of the children and, as such, is difficult to 

evaluate. It must be done mostly by te acher observation of 

pupil behaviour response. 

A recent study by Andre Favat (1977 ) lists several child 

responses to mythical stories and the re a sons for them. 'I'he 

classroom teacher may use the r e sults of Favat•s study to form­

ulate an evaluation of children's recognition of the 

commonality of mankind's beliefs. 

Response to content. As childre n come to realize that the 

world is a very large and confusing pl ace over which they have 

little control, they can remove thems elves and enter the world 

of myth where, through ident if ica ti on with the hero, they c an 

be re-assured of their power. By denying the order of the 

reel world and embracing t he or der of the mythical world, 

children can consistently, and a t will, have the pleasure of 

experiencing a world order with which they are comfortable and 

familiar. 
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Children love order in all things, and, as myths are 

very orde'rly in content, they respond by requesting further re ad­

ings by the teacher, or more books from the library on 

mythology. 

Response to form. Children's response to c ontent is 

complemented by their response to the form of the myths, part­

icularly to their unusually regulated patterns. They are quick 

to recognize these patterns, not only in Greek and Indian 

myths, 9ut throughout the myths of other cultures. Finding this 

regularity in plot pattern and character attributes in the 

mythologies of many cultures r einforces the concept of 

universality and they like to show the teacher that this is so. 

An example of the mythical form i f the hero pattern which is 

very popular with children . 

Response to a play. A strikihg verbal response may be 

heard by the teacher when a mythical play ( appendix 1), is 

produced by the children. They really get into their parts and 

find that when they are expres sing the character's feelings 

they are expressing thei own. As the parts are being re ad and 

the play is being rehe arsed , the teacher should observe and 

listen to such remarks as, "Ah-tush-mit feels afraid too~" 

or Those Greeks were real nea t people r 

Through these and other kinds of observations, the teacher 

may evalua te the role of mythology in helping child~en realize 

that all peoples of the world have similar feelings to their 

own. 
\ 
\ 
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Since the outcomes of this unit are both in oral and 

written form, with emphasis on the latter, and since te~chers 

have their own methods of evaluation, the following suggestions, 
\ 

in addition to those outlined previously in sect-1-en se~en of 

Creative Writing (P,52), may be he lp ful. 

A plan of continuous progress implies evaluation as a 

continuing and integral part of teaching and learning rather 

than as something superimposed at infrequent intervals. The 

process involves the use of teacher-made tests, check-lists 

and especially profes s ional observation of day to day oral and 

written work. All of these can provide data for evaluating 

pupil progress in terms of growth in skills, abilities and 

concepts in the Language Arts. 

It is difficult to evaluate literary work unless objective 
\ 

questions are asked about a story or a poem. Often an 

answer reflects the child's point of view in relation to lli 
experience and, as such, it is correct. 

Evaluation of creative writing is probably the most diffi­

cult. It need not be if its focus is realistic and instruction­

centered rather than directed at giving grades, or finQing mis­

takes. There should not be too much negative criticism. Good 

evaluation will result in greater security and increased 

creativity for the child. 

The first concern in evaluation should be directed at the 

programme itself; its . objectives, the teaching procedures, 

and the materials used. What does the programme seek to accom­

plish? Does it seek products or does it teach a process? Are 
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the products those things the children have put on paper, or 

are they the various elements of the children's growth? Is 

the process that of putting words together into sentences and 

paragraphs, or is it helping a child give expression and 

begin to fulfill himself as a person? It is a combination of 

both. Growth is usually measured by performance and the 
\ 

written product is evidence of performance. \ 

The answers to many of these questions, and hence evaluat­

ion, must be derived from a consideration of the written prod­

ucts. Is the writing generally vapid, s~perficial or trite? 

Does it neither interest or communicate? Children have many 

feelings and if their writing does not express these feelings 

the teacher should re-assess teaching procedures and materials. 

One method of evaluation is to write constructive comments 

on papers giving praise when it is deserved. Teachers must 
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be especially appreciative of signs of effort and progress. 

Mechanics should be minimized, but not ignored, in favour of 

creativity. In view of the fact that modern writers take so 

many liberties with mechanics, it is up to the teacher to decide 

what is "correct" or "not correct" in a piece of truly imagin­

ative writing. Teachers may evaluate the effectiveness of a 

composition or poem on the basis of its freshness, diction, 

sense of form, general accuracy, neatness, effort and impact 

on the reader. An average grade (if grades must be given) 

should be given to any child who has made a genuine effort. 

To assist the teacher in evaluating creative writing 

a check list adapted from Ruth Carlson is included (P . 91). 
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This check list, and other evaluation criteria mentioned 

in this section may be a plied to writings with mythological 

content resulting in an evaluation of the whole unit. Finally, 

Steps 7 and 8 (Use a nd Evalua tion and Cumul a tive Evaluation) 

in the Curr i culum Motel (P. 67) will be accomplished when 

steps 1 to 6 (Literature, Preparation, Determinants, ObJectives, 

Selection of Learning Experiences, Organization of Learning 

Experiences) have been fulfilled. Again it may be noted that 

this is an ongoing process. 

\ 
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SC(., rll!,G K.:.Y f (.,rl C,L,, ndVE ol il lTH,G 

from Ruth Carlson • 

.t,;AME uf CHILD 'I' l:.h Cfu. It 

S'IORY 'IYPE TOTAL SCOl.tE 

Fold 

A. SI'ORY S'Ii(UCTURE C. EMOTivN 

1. Nove lty of Title 0 l 2 J 4 5 18 .Unus ual ability to express 

2. Unusual !lame s 4 
emotional depth 0 l 2 J 4 5 

0 l 2 J 5 

J. No ve lty of Loe-
19 . Unusual sincerity in 

a le 0 1 2 J 4 5 express ing personal 
probl ems 0 l 2 J 4 5 

4. Unusual beginn-
ing 0 l 2 J 4 5 20.Unusual abil i t y to 

identify self wi t h 
5 . Unu s ual end ing 0 l 2 J 4 5 problems of others 0 l 2 3 4 5 
6. Characterisat-

ions 0 l 2 J 4 5 

7. Continuity 0 l 2 3 4 5 D. H,"DIVIDUALI'IY 

8 . I dentifica tion 21. Unus ual perc eptive 
of Commonaliti es 0 l 2 3 4 5 sensitivity 0 1 2 J 4 5 

22. Indiv idual think-
B. l'iOV:iLTY ing 0 1 2 3 4 5 " 
e. New words 0 l 2 3 4 5 E. S'.EYLE OF STORIES 
9 . Novelty of ideas 0 l 2 3 4 5 

23. Myth tale type 0 1 2 J 4 5 
10 . Mythlc e.l theme 0 l 2 3 4 .5 24. Mythical turna-
!l,New objects bcut of char acters 0 l 2 3 4 5 

cr e a ted 0 l 2 J 4 5 
12 . I ngenu i ty in 

25. Hi ghly mythical 
t heme 0 l 2 3 4 5 

solvillci s itua- 0 l 2 J 4 5 

ti ons 2c . My t h i cal cre atures 

: J . he comt ina tlo n of 
objects or persons 0 l 2 J 4 5 

i deas in unusual 27 . Individual stcry 
rel a ticns hi ps in s tyle 0 l 2 J If 5 

wor l d mytho l ogie s 0 l 2 J 4 5 
14 . P le tures que 

s pe e ch 0 l 2 J 4 5 
15. HU'!nour 0 l 2 J 4 5 
l l ." ua nt ! t a tlve 0 l 2 J 4 .5 thlnkl ng 

17 ,U~u s ua l r e l a ted 0 l 2 J 4 5 
t h1 nk1 11g !lfll:e 
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CHAPTER Vlll 

CONCLUSIONS AND IMPLICATIONS 

Carl Jung thought that the human mind, in its evaluation, 

has been shaped by powerful physical and organic forces that 

were so awesome that our mind still bears the imprint, or 

vestige of them today. , 

This placing of the psych~ within the evolutionary cycle 

was Jung's central achievement. It meant that individuals 

were linked to their past: not only with the past of childhood, 

but with the past of biological evolution. The very forces 

that shaped the brain and allowed early "humans" to survive 

were the forces that shaped each brain itself. The potential 

(or the predisposition) for experiencing and responding to the 

world today is the same as that for early primitive beings. 

He felt that we constantly carry with us the memories of 

our race, not just as inherited genetic particles but as the 

shaping forces that forged our very psyche. Jung called this 

force our "collective unconscious". It differs from the 

personal unconscious in that it is a deeper stratum that goes 

back to the beginning of creation. It is, in effect, a type 

of biological conditioning. 

Jung called this form of conditioning by the pa st "arch­

etypal". According to him archetypes are the inborn forms of 

intuition, perception, and apprehension in the unconscious. 

Archetypes may be experienced therefore, as emotions. Most 
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commonly they are identified as images often associated with 

the transitional stages of life, such as those involving birth 

or death. Other archetypes include rebirth, power, magic, 

the hero, the child, the trickster, God, the demon, the wise 

old man, the earth mother, the giant; and many natural objects 

such as trees, the sun, the moon, wind, rivers, fire, and 

many created objects, such as rings and ·weapons. 

It is important to realize that Jung's archetypes are not 

fully developed pictures in the mind, like memory images of 

the past. They are similar to a negative that is developed 

by experience. It is only when our conscious is awakened to 

the archetypal image or experience, that we are in a position 

to evaluate it~ importance. 

Although myths may be primitive attempts to explain natural 

phenomena, they are also much more than that. They are express­

ions of how early people experienced these things and consequ­

ently their emotional or psychological quality is significant. 

Since many myths are similar around the world Jung sees this 

as a direct expression of the collective unconscious in action. 
Head & McLea (1974) 

So it is with children. When their conscious is awakened 

to the archetypal image or experience, they are able to evaluate 

what they have unconsciously known all along. The shaping 

forces that form these unconsc1ou~ recollections are the 

same that created the world's great myths. Jung says that an 

understanding of their basic truths leads to an understanding 

of ourselves and that this makes the study of myth important. 
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The language implications for children in this study 

come under two main headings, Language Development and Growth, 

and Personal Growth, each dependent on the other. ' \ 
\ 

Language development and growth.In this study the child 

94 

uses language for several purposes. He uses it as a tool for 

learning about other peoples. This heuristic function of 

language is a means of investigating reality, a way of learning 

about things. He uses language to express his own ideas in 

relationship to mythology. In this instrumental function 

language is used for the satisfaction of material needs; actually 

putting down on paper what he thinks. These practical uses of 

language promote its development and growth. 

Personal Growth. The child learns through the reading of 

myths, and through the writing about mythical themes, the 

power of language in expression of thoughts and emotions. This 

imaginative function of language creates reality and what is 

being explored is the child's own mind, including language 

itself. There is the regulatory function of language, for the 

child must control his behaviour in order to express himself 

coherently. The instructional function learned in language is 

cooperation with others. Finally there is the personal function 

which is related to the regularity. It is the expression of 

identity, of the self, which develops largely through ling­

uistic interaction. 

These implications are inherent in all forms and uses of 

language but 1t is in mythology with its intuitive archetypes, 



its vivid characterizations, and its powerful emotional 

impact, that they become ~ore meaningful to children. 

\ 

\ 
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APPENDIX 
\ 

HOW THE HUMAN PEOPLE GOT THE FIRS'!' FIRE 

A class play based on the little story in the book of Myths, 
Son of Raven, Son of Deer, by George Clutesi. 

Ah-tush-mit 

Human People: Chief. Chief's wife, strongest, f astest,bravest, 
wisest, and the people. 

Wolf People: Chief, Wolf Chief's wife, and the' Wolf p_eople. 

Narrator 

A/V Equipment and Props Man 

Narrator Read title, then poem (the poem was taken from 
story). 

Long, long time ago the human people had no fire. 
There was no fire to cook the food. 
The people ate their food cold. 
There was no fire to dry their clothes, 
No fire to warm them at winter time. 
There was no fire to give them light when 

the moon would not. 

SCENE 1 (At the village of the Human people) 

All Human People (Move around through the village in groups 
or alone. 

Change your group or be alone, saying together all 
, the time) 

What shall we do? What shall we do? We shall be 
cold again this winter. We shall again eat cold, 
raw food. We shall be blind by night when the 
moon will not give us light, and there is no 
fire to light the way. 

Chief (After a long while of the above, he cries out 
in despair) 

we must have the fire.• We must : 

All Human Eeople (Walk around the village area whispering 
together) What shall we do? What shall we do? 
We shall be cold again this winter. We shall 
again eat cold. raw food. We shall be blind 
by night when the moon will not give us light, 
and there is no fire to light the way. 
{Saying this over and over again as they slowly 
drift off stage area and exit.) 
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Ah-tush-mit 

Narrator 

SCENE 2 

Wolf People 

Wolf Chief 

(All through this scene. Ah~tush-mit is off to 
side of village area rurµiing back and forth 
as unconcerned as ' hild. At the end of the 
scene Ah-tush-mit i still running back and 
forth.) 

i 

(Flashlight focuses ~ n narrator each time he 
speaks) 
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Now the Wolf people did have fire but everyone 
feared them and with good reason. The Wolf 
people were the most dreaded people in the land. 

/ 

(Wolf peop~e are sitting in their village around 
their gre~t fire. They speak in low mumbling 
tones and sometimes howl.) 
No one shal} ever have our fire. we shall guard 
it and give it precious care. We alone shall _ 
own the precious fire. No one shall ever have 
our fire. (They say this over and over as a 
group) 

This fire belongs to us. It keeps us warm. It 
gives us food that is not raw. It brightens our 
way when the night has come and the moon will 
not come out. This fire belongs to us. You. 
my wife. speak now. 

Wolf Chief's Wife This fire is precious. It belongs to us. 

Wolf People 

SCENE 3 

Ah-tush-mit 

The Bravest 

The Fastest 

(Talking together and howling onc.e-' in 
Wolf people should sound menacing and 
low tones and growls) 

\. 
a\ while. 
speak in 

No one shall ever have our fire. We shall guard 
it and give it precious care. We alone shall own 
the precious fire. No one shall ever have our 
fire. 
(Over and over they speak). 

The Human people are sitting around on logs and 
stones with their shoulders bent and looking 
dejected.) 
I have called you together to ask if you could 
think of a way to get the precious fire. I have 
called all the strong and brave men. 

(Continues running up and down in play.) 

I will go forth into the land of the Wolf people 
for I have no fear. I am the bravest man in our 
village. 

\ 

I will run off with the fire and bring it here to 
you all .• I am fast. 



The Wise One I will find a way to win the fire. I am wise. 

The Chief When each of you go and we will wait here for 
your return. 

We hope you will have success. 
(The Chief ~nelt down with the people on a stone. 

The four men wait.) 

LIGHTS OUT (Human people are seen go over wall.) 

LIGHTS ON (Each man returns, slowly and very dejected. 
Each makes a spe ch. (the Chief stands to 
receive them.) 

The Stro,ngest I could not get ev n near the village of the 
dreadful Wolves. They have a wall all over 
the place of the f ~re. 
No one ca n even enter their village. We can 
never have the fire. The Wolves are too smart 
for us. 

The Fastest I got so clos~ to their village that I could 
smell the food roasting in their grea.t fires, 
but I could not enter their great house. 

The Bravest Because ~ have no fear, I was so close that I 
could see their faces. But around their fire 
is a bed oy .sharp mussel shells that will 
surely cut your feet. It cannot be done t 

The Wisest I will keep trying to think of a way. 
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The Chief What shall we do? (He sits down again in despair.) 

The Human People ( Say now in low mumbling tones). What shall we 
do? What shall we do? We shall be cold again 
this winter. We shall eat cold, raw food, we 
shall be blind by night when the moon will not 
glow light and there is no fire to light the way. 

The Chief 

Narrate!' 

·( The Chief suddenly stands and ev-eryone \ get~ 
quiet.) - \ 

We must have the fire. We must have fire. 

(Silence. All are seated looking down and 
shaking their heads.) 

But there was really no great need for sadness, 
for all the while the great committee met, after 
the ma ny tri als to capture the fire, young 
Ah-tush-mit, son of Deer, had the real solution 
of how to steal the fire from the Wolf people. 



(ah-tush-mit now stops his running, turn§_ _and 
runs up to the Chief.) 
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Ah-tush-mit (Very quietly~ breaking the silence.) I will get 
you the fire. 

The Chief What? You will what ? 

The Chief 

Ah-tush-mit 

The Chief 

Ah-tush-mit 

The Chief 

Ah-tush-mit 

The Women 

The Chi~f 

LIGHTS OUT 

LIGHTS ON 

(All the people start to laugh, rocking back 
a nd forth, pointing at Ah-tush-mit.) Ho Ho Ho Ho! . 

(The Chief does not laugh. Speaking quietly and 
the people quiet down.) Tell us again, Ah-tush­
mit, young Ah-tush-mit, son of Deer. 

(Ah-tush-mit says again looking straight at the 
Chief I will get you the fire.) 

(Looks down and is silent as though he is 
think ing.) 

(Suddenly he becomes shy and looks down------too but 
he holds his ground.) / 

(Looking up at Ah-tush-mit) Ah-tush-mit, my strong-. 
est, bravest, fastest and wisest men have failed. 
Do the best you can . (He sits down.) 

(Talking to the people.) Come all you women. 
Make me a colorful costume. I am going to dance 
for the Wolf people. 

Dance? Did young Ah-tush-mit say dance? Who wants 
:~ e:~~=sa~u; ~i:e\like , this? The boy is foolish. 

(Stands.) Obey Ah sh-mit and do everything he 
says. ~et the boy y. Give him a chance as I 
did to all of you. \ 

(The Women set to work, gathering bark and 
materials to make Ah-tush-m1t a costume. The 
men gather around the Chief to talk. Young Ah­
tush-mi t runs; back and forth a ·rew times.) 

(During light s out there is the sound of women 
working ~n the costume. An-tush-mit exits to get 
his cost~e on.Women are talking as they work 
in darkness.) ,. 
Get some mo~e bark. Come and help me here, hey, 
don't waste time. Be sure to make the knee band 
strong. We must do our best work for young son 
of Deer. Our Chief has asked it of us. Get 
me some more bark. 

(All of the people are sitting once again on the 
logs and stones.Ah-tush-mit stands in front of 



him with his new costume.) 

Ah-tush-mit Now I want the best drummers and singers.Come 
with me to the outskirts of the Wolf Village. 
Do not enter with me. When I give the signal 
you must all run back home as fast as you can. 
We shall go before dark so that you can reach 
homes before the night blinds you.Now go and 
get ready. 

(The people stand up. t alking to Qne another 
and making ready to go. The people say) 

The Human People Why does he dress like this? What does he 
plan to do. 

LIGHTS OUT (Everyone exits) 

Narrator The people were very brave indeed to risk their 
very lives to accompany Ah-tush-mit to the out­
skirts of the Wolf Village. 

LIGHTS ON (Ah-tush-mit enters now leading the people. The 
people are carrying instruments.) 

Ah-tush-mit (After everyone is back on the set, Ah-tush-mit 
turns to the people to speak one last time) 
Show yourselves. Do not hide or sneak ~in any 
manner. 'I'he Wolf people are wise and cunning. 
They would be sure to see us anyway, even if we 
were to try and sneak in by the dark of night. 

LIGHTS OUT 

SCENE 4 

(Everyone starts to beat their drums and sing. 
Ah-tush-mit begins to walk through the people to 
the back of their procession. Record Red Bone 
is used.) 

{Trees and bushes ~ d more stones are added to 
the set). 

The Human people wa k round and back and forth 
in many directions as though walking a long way 
through the forest. \ 
Slides of the sunset are projected around them. 
Ah-tush-mit is hiding in the back.After awhile 
the people start.) 

The Human People Ah the foo¥ish boy is now too frightened to 
show himself. 

{Eve ryone\ exits.) 

/ 

lOJ 
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SCENE 5 

The Wolf People 

One Wolf 

The Wolf Chief 

One Wolf Guard 

The Wolf Chief 

(The Wolf Village. The Redbone record is 
very soft but gets louder as the scene 

, . ~ pE_9g~es_~es. The Wolf people are enjoying 
their fire, talking again as they did about 
their precious fire.) 
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No one shall .ever have our fire. We shall 
guard it and give it precious care. We alone 
~hall own the precious fire. No one shall 
ever have our fire. 

List~n. do you hear music? 

{All the Wolf people tilt their heads as if 
to listen to a distant sound. _ 
Enter the Human people at the edge of the set, 
singing and playing. Red Bone is now very 
loud. Suddenly Ah-tush-mit springs out from 
the people and stands in front of them all. 
The Human people turn and exit quickly. 
Ah-tush-mit is left alone. Record stops.} 

What is all the noise about? 

It is young Ah-tush-mit dancing. 

(growls) send him away. 

The Wolf Chief's ~ife Ah •• What a Jolly little boy he is. 

The Wolf Chief 

Narrator 

Bring him in • . Do let him in. 

(Agrees and shakes his head up and down.) Let 
me see him dance for awhile. Then send him 
home. 

(Ah-tush-mit begins his dance to a selection 
of Redbone, it begins very qui~tly. He dances 
towards the great doors of the Wolf Village.) 

K•iyaa tlin, tlin, tlin, tlin, 
Kiyaa tlin, tlin, tlin, tlin, 
Ooo nootl aahahh Keeyah-qwa-yup qwatlin, 
Hee Yah all haaa ya yaulk tah khaus t1-han-1s 
Kiyaa tlin, tlin, tlin, tlin, 
Kiyaa tlin, tlin, tlin, tlin. 

Break, crack, crack, .crack, crack, 
Break, crack , craqk, crack, crack, 
Do I break y~stakes with these I 
My flints, m sandstone hooves, 
Break, crack, crack, crack, crack, 
Break, crack , rack, crack, crack. 

Kiyaa tlin, tl\ n, tlin, tlin. 

I 
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Narrator 
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Ah-tush-mit's voice was small, but he sang with 
all his heart. He sang with all his might. He 
was singing to capture a spark. Ah-tush-mit 
was singing for his life t 

(Now Ah-tush-mit enters the great doors to 
the Wolf Village. The music gets louder and 
his dance gets faster as he comes closer to 
the fire and the circle of Wolf people sitting 

\ ··- a,roupd_ t.he _fire • ) 

(speaking much louder} 

Kiyaa, tlin, tlin, tl1n, tl1n, 
Kiyaa, tlin, tlin, . tlin, tlin. 
Ah-tush-mit danced with all his heart. He 
danced as he had never danced before. He 
danced so he ·might capture a spark. 
Ah-tush-mit danced for his life. 
Kiyaa, tlin, tlin, tlin, tlin. 

( Now Ah-tush-mi t is inside the -eirele- o·f the 
Wolf people. He dances around the fire. His 
dance slows down a little because he is 
preparing to dance among the sharp mussel 
shells. He locks for a spot from which to 
Ju~p over the fire. · 

Wolf Chief's Wife Ah, What a jolly boy he 1st Ah-tush-mit is 
a good dancer - - a good dancer t 

The Wolf People 

Narrator 

(Now he finds his spot and as he gets closer 
suddenly the light show is turned on. 
Ah-tush-mit leaps over the fire. Flames 
are captured around his bands and he runs 
as fast as he can through the great doors 
to home.) 

They are amazed by his leap and start 
laughing. Ho Ho Ho Ho t 

Yes, indeed, with his colourful costume, his 
captivating dance, he had outwittea the most 
cunning people of the land. Ah-tush-mit, Son 
of Deer, the small one, had captured the 
fire for the human people. 
The secret something Ah-tush-mit has tucked 
between his knees had been a small bundle of 
very dry sticks he had gathered from the 
undermost branches of the spruce tree. It was 
this tha t had caught fire since it was dry 
as dry can be, and even some of the spruce gum 
still stuck to the twigs. When the sticks 
caught fire the cedar bark bands had 
smouldered un\ he, reached home 
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The Cast 

with the t i ny sparks of fire. This was 
where the tinder had come from and where 
the human people first came to know 
about fire. 
But Ah-tush-mit had burned himself.The 
inside of his knees were badly scorched. 
Thus it is to this day that the inside 
of all deer's knees are singed black. 
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That is how the human people got their first 
fire. 

• 

\ •. ( fil2~a~ing _s oft ly) 

In the growing sea son, when all living things 
burst out bloom, sit in the glade of the 
wood at eventide 
If your own heart is open to love be there 

for Ah-tush-mit, 
You will hear the thump and the beat of his 

little song: 

Thump , thump , thump , t hump. 
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