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1. Introduction

In recent decades, creativity has gradually become a fo-
cus both in education and society[1]. It is not only regarded 
as a crucial element of personal development, but also as 
an impetus behind social progression[1]. All people have 
an inherent and ubiquitous capacity to be creative[5]. A va-
riety of research into developing creativity in classrooms 
has revealed that possibility thinking is a core aspect of 
creative teaching and learning involves transforming ‘What 
is this?’ into ‘What can I or we do with this?’[5]. Thus, it 
can be seen that possibility thinking in classrooms can 
drive students’ ‘knowing-this’ and ‘knowing-how’ instead 
of ‘knowing-that’[7]. Through a number of teaching activ-
ities, students may be able to use possibility thinking in 
their classes in order to develop their creativity. In turn, 
they will utilise creativity not only for learning in school 

but also for many aspects in their lives[1]. Therefore, un-
derstanding how teachers can develop children’s creativ-
ity by supporting possibility thinking will be a significant 
research direction. As a Chinese folk dancer, I am looking 
forward to bringing this knowledge into my teaching 
settings. Through a theoretical analysis and experiential 
combination, this essay aims to explore how teachers can 
cultivate children’s creativity by facilitating possibility 
thinking. Primarily, this involves question-posing, ques-
tion-responding, the process of possibility thinking, and 
individual, collaborative and communal creativity [5-6]. 
In addition, I will provide some examples where I have 
endeavoured to bring possibility thinking into my Chi-
nese folk dance classes. The age group of the students 
discussed in this essay is 7 to 15. They were asked to 
develop individual stories supporting individual chore-
ography, and the
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teacher constructed a class framework and introduced 
an appropriate intervention with regard to the pedagogy[6]. 
At the end of the essay, by combining theory with practice, 
a conclusion will be provided to summarise the domain 
perspectives.

2. How Can Teachers Bring Possibility Think-
ing into the Classroom? (Theoretically)

After having carried out a variety of reading, I can 
clearly see that possibility thinking is a crucial element 
of creativity in young children’s learning because it can 
drive their creativity[6]. As Chappell et al. stated, creativity 
is ubiquitous[5]. It can not only be bid-c creativity which 
means that the creativity was produced by a minority of 
geniuses and it is new and useful in a broader range, but 
it can also be little-c which is everyday, life-wide and 
pervasive[4-5]. Generally, possibility thinking can be found 
in the context of an enabling environment and it involves 
question-posing, play, innovation, immersion, self-de-
termination, being imaginative and risk-taking[5]. Thus, 
firstly, there will be a discussion of how teachers can build 
an appropriate context for possibility thinking. Then, ac-
cording to Chappell et al., there will be an examination 
of the significance of question-posing (QP) and question- 
responding (QR) as the heart of possibility thinking, and 
how teachers can use QP and QR in the classroom[5]. 
Subsequently, three types of possibility behaviour – stim-
ulating and sustaining possibilities, communicating pos-
sibilities, and children’s agency, roles and identities – will 
be analysed[6].

2.1 An Appropriate Context for Possibility Think-
ing

This essay discusses teaching through stimulating PT to 
cultivate children’s creativity[6], therefore it is relevant to 
teaching for creativity[7]. Teaching for creativity generally 
has a close relationship with teaching creatively[7]. Teach-
ing for creativity refers to teacher use of effective peda-
gogy to develop and foster students’ creativity[7]. Teaching 
creatively is when the teacher uses imaginative approach-
es to make learning interesting and effective; its aim is 
not necessarily to foster creativity[7]. Teaching creatively is 
beneficial to teaching for creativity, because it can build an 
appropriate context in which students will feel comfortable 
and safe[7]. According to this perspective, I believe that 
how teachers foster creativity through bringing PT into the 
classroom also needs creative teaching to support it. Cre-
ative teaching can build an enabling context in which stu-
dents are more confident, imaginative, motivated, self-de-
terminative, and have more time, space and willingness 

to take risks[5-6]. For example, creative teaching makes 
the learning experience relevant to students, therefore, 
the learner will be more confident in this setting[7]. At the 
same time, they can obtain the impetus to better develop 
their creativities[5-6].

Besides this, balancing the fixed and fluid parts in class 
is also a key factor in establishing an appropriate environ-
ment for PT[3]. If there are more fixed teaching parts than 
fluid parts in class, students will be restrictive and uncom-
fortable, which will hinder students from freely imagin-
ing[3]. In order to build a setting in which children have 
sufficient time, space and opportunity to do what they 
want to do and think what they try to think[6], the fluid 
part needs to be greater than the fixed part[3]. The teaching 
contents tend to depend on children. As Craft et al. noted, 
child-initiated and adult-initiated creativity also need to be 
balanced during a creative class[6]. Teaching for creativity 
may require that the teacher encourages child-initiated 
creativity[6-7].

In a word, so as to construct an environment in which 
the student can adequately develop PT for creativity, the 
teacher should creatively teach children, put more of the 
fluid aspect into the class and provide more opportunity 
for child-initiated creativity[3][6-7].

2.2 Using Question-Posing and Question-Re-
sponding to Drive Possibility Thinking

A large number of researchers have found that there 
are some differing but interlinked features of student 
and teacher engagement with possibility thinking. These 
include posing questions, play, immersion, innovation, 
being imaginative, self-determination and risk-taking[5]. 
Question-posing and question-responding are important 
driving factors of PT and creativity[5]. According to Chap-
pell et al., we can analyze and discuss how teachers use 
questioning for PT in the classroom from three dimen-
sions; question-framing (including leading, service and 
follow-through questions), question degree (including 
possibility narrow, possibility moderate and possibili-
ty broad), and question modality (including verbal and 
non-verbal questions)[5]. Question-framing mainly reflects 
the purpose of questioning[5]. According Chappell et al., 
leading questions are primarily aimed at providing the 
overarching framework and the key question of PT so they 
play a crucial role within the class because they can influ-
ence the development of the whole lesson[5]. For example, 
if a leading question is narrow, then possibility thinking 
could be narrowed down from the outset. At the same 
time, in all likelihood, possibility thinking cannot obtain 
sufficient development. Perhaps if the leading question 
is not clearly expressed verbally, the students may find it 
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difficult to follow a clear and developing direction in the 
classroom. As a result, how to pose a leading question at 
the beginning is important[5]. Secondly, service questions 
are more likely to be asked by students and teachers would 
intervene to assist their possibility thinking because they 
use leading questions to encourage possibility thinking in 
relation to responding to the leading question[5]. A service 
question normally appears during the teaching process in-
stead of at the beginning of class[5]. For service questions, 
striking a balance between standing back and intervening 
requires teachers to use consideration since they not only 
need to guarantee that the possibility thinking is going in 
the right direction, but they must also ensure that there are 
sufficient spaces and opportunities for the students to be 
imaginative and take risks[5-6]. In addition, follow-through 
questions are utilised to make sure that the necessary out-
come is achieved and these generally emerge at the final 
stage[5]. Sometimes, students can use a non-verbal format 
to measure whether the correct outcome has been accom-
plished. Teachers should be sensitive to follow-through 
questions and perceive and respond to them to ensure that 
the correct result emerges.

Furthermore, with regard to question degree, a broad 
question is not clearly focused on one specific answer but 
a 360-degree question will allow children to view it from 
multiple angles[5]. As a result, the possibilities are broad 
and asking this type of question at the beginning is appro-
priate for the class framework[5]. In addition, the possible 
answers to moderate questions are narrower than for broad 
questions and broader than for narrow questions. Thus, 
they would not only have a possible direction but they 
would also not hinder children’s creativity. Thirdly, nar-
row question as the narrowest question is very limited[5]. 
According to Chappell et al., it is able to pinpoint focus 
clearly on an image[5]. Therefore, this is suitable for dis-
covering and developing details in the teaching activity.

Moreover, question modality was also mentioned by 
Chappell et al[5]. This includes verbal and non-verbal 
question formats.

By examining the three types of question classification, 
it can be observed that their features are clear. Teachers 
should use them according to their features. At the same 
time, it should be mentioned that question-responding is 
also significant with regard to possibility thinking[5]. It is 
led by question-posing which then catalyses fresh ques-
tion-posing[5]. Therefore, this is an important link in ques-
tioning.

Questioning is a core driving power of PT and teachers 
should use it appropriately during class. Moreover, there 
needs to be an analysis of the three behaviors of possibili-
ty thinking.

2.3 Facilitating Possibility Thinking in Individual, 
Collaborative or Communal Settings

According to Craft et al., children’s creativity can be 
expressed in individual, collaborative and communal set-
tings[6]. Individual possibility thinking for creativity could 
be more independent and personal. The collaborative 
approach is an outcome of the students’ cooperation so 
the creativity combines multiple ideas. Moreover, commu-
nal creativity could involve a group achievement which 
combines everyone’s ideas in the activity; as a result, this 
is a universal creativity[6]. Collaborative and communal 
creativity are related to communicating possibilities[6]. 
Children communicate verbally to share their ideas and 
intentions which are then shared and played to achieve 
creativity in pairs or groups[6]. Through communication, 
students can be stimulated by the ideas of others. With 
regard to individual possibilities, because children’s 
self-determination, imagination, intentionality and confi-
dence are required, teachers need to support these aspects 
through some methods[6]. More importantly, the intercon-
nections between all three types of creativity are part of 
the outcome[6]. In other words, the final outcome may be a 
combination of them or it can be the result of the interac-
tion between all three[6]. Therefore, it is crucial that teach-
ers encourage the three types of creativity by developing 
different methods of possibility thinking.

The analysis of these theories has clearly demonstrat-
ed how teachers can facilitate possibility thinking. Using 
these theories, the example below will highlight how a 
teacher, through story- making, can use possibility think-
ing in a Chinese folk dance choreography class.

2. How Can Teachers Utilise Possibility 
Thinking in A Chinese Folk Dance Choreog-
raphy Class? (Experientially)

The above theoretical analysis will be applied in an 
actual dance class. In accordance with my cultural back-
ground and specialty experience, these theories will be 
combined in a Chinese folk dance choreography class. 
The aim of the class is to cultivate children’s creativity 
through a series of possibility thinking tasks. The students 
will be required to create dance phrases by designing an 
individual story and then their work will be linked to-
gether in their own way. Firstly, because of the children’s 
age (7 –15), these students have mastered some specialist 
knowledge before the class but their self-control abilities 
are insufficient. I will not tell them about the teaching con-
tent or the aim. The teaching content is child-initiated in 
order to foster their confidence[6]. In the beginning, build-
ing a comfortable context is crucial for the whole class 
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so I will initially carry out a short warm-up for building 
a comfortable and safe environment. When they feel re-
laxed, I can begin the first part of the lesson. I will pose a 
broad leading question to drive them to use imagination[5]. 
For example, ‘What story do you want to share with your 
classmates?’ They can do this depending on their experi-
ences and interests. As Melchior revealed, according to the 
cultural responsive pedagogy, students are more willing to 
grasp knowledge if it involves an area that they are inter-
ested in or familiar with[6]. Then, sufficient time and space 
will be provided to the students so they can freely think 
about and create their story. I will generally stand back and 
only occasionally will I make appropriate interventions[6]; 
for instance, by inviting the children to communicate 
their ideas in pairs or in groups, using some moderate or 
narrow questions to guide them[6]. In addition, in order to 
maintain their possibility thinking, I will drive their con-
sideration by introducing a stimulus or by beginning a dis-
cussion[6]. When they have finished their stories, I will ask 
them, ‘How can you use Chinese folk dance to express 
one or two short parts of your stories?’ Then, their possi-
bility thinking will be involved again. I can provide some 
movements such as fruit-picking, rowing and kite-flying 
in Chinese folk dance to stimulate them or to give them 
some hints[6]. Furthermore, I will encourage them and give 
them recognition for their work. Through question-posing 
and appropriate interventions, the class will proceed step 
by step as part of a pre-planned framework. Finally, the 
students’ work will be linked together in their own way. 
They should communicate with each other and decide 
how to do the whole dance. Communal creativity can be 
developed in the final part[6].

3. Conclusion

This essay has discussed how teachers can foster cre-
ativity by facilitating possibility thinking in a Chinese folk 
dance choreography class. Firstly, the analysis of the vari-
ety of theories revealed some possible methods and peda-
gogies for developing possibility thinking in a classroom. 
Then, these methods and pedagogies were combined with 
an actual setting of a Chinese folk dance choreography 
class to discuss how they can all be practically used in 
a dance class. According to the analysis, it is clear that 
question-posing, having an appropriate environment, play, 
innovation, being imaginative, self-determination and 
risk-taking are important factors in encouraging possibility 
thinking[5]. Before and during class, teachers should con-
sider the appropriate time to ask questions, balance stand-
ing back and stepping in, and enable individual, collab-
orative and communal creativity in the teaching space[6]. 
Combining these theories in my setting is a new experi-

ment and further research and consideration is necessary 
to develop practice, research and pedagogy[2]. Therefore, 
in future work and learning, I will continually explore this 
question and find an improved pedagogy to foster creativi-
ty in a Chinese folk dance class.
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the author primarily argues how creativity connects 
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functions and features in an educational setting. The un-
derstanding of this relationship will support teachers’ fur-
ther improvement in dance education.
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R.K. (ed.) Structure and improvisation in creative teach-
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The fixed and fluid parts are the core knowledge in this 
article. Through a series of examples, the author revealed 
that depending on the different teaching content and the 
diverse students, teachers can conduct their lessons in dif-
ferent ways. They can not only begin with a fixed part as 
a foundation, but they can also begin with a fluid part to 
foster children’s creativity. Teachers need to be flexible in 
class and carry out and plan lessons according to the actu-
al conditions.

Beghetto, R.A. and Kaufman, J.C. (2007) Toward 
a broader conception of creativity: a case for ‘mini-c’ 

creativity, Psychology of Aesthetics, Creativity and the 
Arts, 1(2): 73-79.

This research explains the three types of creativity – 
big-c, little-c and mini-c creativity – and how they differ 
from each other. Big-c creativity can involve changing a 
field and making some visible contributions to society. It 
generally requires long-term learning in a certain field or 
specialty. Little-c creativity is everyday creativity which 
can make solid contributions and this requires some lev-
el of schooling or general experience as support. Mini-c 
creativity is intrapersonal creativity which is part of the 
learning process. This would not contribute to a field so 
there is no need for experience or knowledge.
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different questions to drive possibility thinking. By clas-
sifying the questions in three different ways, they were 
divided in terms of function, degree and form. Accord-
ing to these different questions, how teachers can ask an 
appropriate question at an appropriate time is a central 
consideration of this article. At the same time, to reflect 
the questioning, question- responding as an important part 
was also discussed.

Craft, A., McConnon, L. and Matthews, A. (2012) 
Creativity and child-initiated play: fostering possibility 
thinking in four-year-olds, Thinking Skills and Creativ-
ity, 7 (01):48-61.

The article has built on previous studies and contin-
ual research about the nature of possibility thinking and 
some pedagogies which foster it. The seven key features 
of PT were revealed. In addition, some authors have 
argued about the significance of the three behaviours 
and a child- initiated pedagogy for possibility thinking. 
Three behaviours were manifested in child-initiated play: 
stimulating and sustaining possibilities, communicating 
possibilities, and children’s agency, roles and identity. 
Communicating possibilities was the main behaviour used 
to underpin my essay.

Jeffrey, B. and Craft, A. (2004) Teaching Creatively 
and Teaching for Creativity: distinctions and relation-
ships, Educational Studies, 30 (1): 77-87.

The article clearly demonstrates explain the distinc-
tions and the relationship between teaching creatively and 
teaching for creativity. Teaching creatively means that 
teachers use imaginative approaches to make their lessons 
more interesting and effective. On the other hand, teaching 
for creativity refers to the fact that the teaching purpose 
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is to foster student creativity. Furthermore, teaching cre-
atively has a close relationship with teaching for creativity 
because teaching creatively is beneficial to teaching for 
creativity.

Melchior, E. (2011) Culturally responsive dance 
pedagogy in the primary classroom, Research in Dance 
Education, 12 (2):119-135.

This research aims to develop culturally responsive 
dance pedagogy in primary schools. With globalisation 
and social development, our education system will face 
diverse students from different cultural backgrounds. 
Therefore, culturally responsive pedagogy should ask 
teachers to teach lessons according to their students’ back-

grounds. This is an interactive pedagogy.
Reid, L.A. (1980) Art: Knowledge that and knowing 

this, British Journal of Aesthetics, 20 (4):329-339.
The main finding is the definition of the three types 

of knowledge: knowing-that, knowing-how and know-
ing-this. These are obtained in three different ways. 
Knowing-that refers to knowing what it is which may 
be an indirect experience which comes from some other 
factor. Knowing- how involves learning how to do it. 
Knowing-this is a type of knowledge which people obtain 
through direct feeling and experience. By understanding 
the difference, different knowledge can be given further 
consideration.
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