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INTRODUCTION

Classic fairy tales are not merely entertaining texts
they are narrative

within children’s

literature;

Elif Ozcan*
Baskent University, Turkey

ABSTRACT

This study examines pre-service teachers’ awareness of gender roles, their
questioning of fairy tale characters, and their production of egalitarian
alternative narratives during a six-session creative drama process focused
on gender equality in classic children’s fairy tales. Designed as a holistic
single-case study, the research involved 20 volunteer pre-service teachers
from early childhood education, elementary education, and Turkish
language education programs. Conducted in November-December 2025, the
process addressed Cinderella, Snow White, Little Red Riding Hood, Sleeping
Beauty, Hansel and Gretel, and Rapunzel through creative drama. Data
were collected through written narratives, creative products, focus group
interviews, and researcher observation notes, and analyzed using thematic
content analysis. Findings showed that creative drama helped participants
recognize gendered patterns such as silence, waiting, obedience, beauty,
and being rescued for female characters, and power, movement, decision-
making, and rescuing for male characters. Participants restructured
characters, plotlines, and endings in more equitable ways, while resistance
to traditional endings, romantic structures, and familiar symbols also
emerged. The findings suggest that creative drama provides a strong
pedagogical opportunity for engaging with classic fairy tales in teacher
education through gender-sensitive, critical, and creative perspectives.
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children’s reading, listening, speaking, and writing
development, and fairy tales offer a powerful
resource for both linguistic and cultural learning

forms through which cultural values, social norms,
behavioral patterns, and images of identity are
transmitted. Narratives play an important role in

(Lwin, 2016; Mart, 2012; Wardetzky, 2008). Tales such
as Cinderella, Snow White, Little Red Riding Hood,
Sleeping Beauty, Hansel and Gretel, and Rapunzel
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have been reproduced across cultural forms, become
part of childhood experience, and are frequently used
in educational settings (Bourke, 2008; Dewan, 2016;
Hall, 1997; Zehetner, 2013). Their prevalence makes
it necessary to examine not only their familiarity and
appeal, but also the social norms, character positions,
and power relations they convey.

The educational use of fairy tales is closely
related to their role in childhood culture. Zipes
(2006) emphasizes the connection between fairy
tales, socialization, and the transmission of cultural
values, while Tatar (1992) discusses their relationship
with fear, discipline, reward-punishment, and moral
guidance. From this perspective, fairy tales do
more than nourish imagination; they also present
children with assumptions about which behaviors
are appropriate, desirable, punished, or rewarded.
Therefore, the aim is not to exclude classic fairy
tales from the classroom, but to transform them
into learning spaces where children and pre-service
teachers can question, discuss, and reinterpret them.

In classic fairy tales, gender roles often become
visible through characters’ actions, speech, physical
traits, decision-making power, and narrative positions.
Propp’s (1968) analysis of fairy tale structure shows
that characters are frequently organized through
functions such as heroism, quest, passivity, and
rescue. Female characters are often associated
with beauty, obedience, waiting, silence, fragility,
domesticity, and the expectation of being rescued,
whereas male characters are positioned through
power, movement, decision-making, protection,
heroism, and engagement with the outside world
(Cekiso, 2013; Kuykendal & Sturm, 2007; Neikirk,
2009; Pilch, 2015). Although these representations do
not appear identically in every tale, their repetition
may present certain gendered roles as natural and
others as exceptional.

Gender representation in fairy tales is also
shaped through the values attached to characters,
such as beauty, body, silence, self-sacrifice,
courage, intelligence, power, and rescue. Parsons
(2004) argues that fairy tales may naturalize gender
discourses within historical and cultural contexts,
while Rice (2000) describes them as cultural scripts
for acceptable femininity and masculinity. The
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evaluation of female characters through beauty
and body imagery requires critical attention in
terms of children’s perceptions of body and value
(Clarke, 2020; Coyne, Linder, Rasmussen, Nelson, &
Birkbeck, 2016; KochiWNma, 2015). Masculinity also
requires analysis, since heroism, rescue, power, and
transformation reveal masculinity as a constructed
and reproducible narrative position rather than a
fixed identity (Jorgensen, 2018). Thus, classic fairy
tales provide pre-service teachers with a significant
field for examining how gender is constructed within
texts.

Feminist fairy tale scholarship has long problema-
tized the representation of female characters through
waiting, silence, endurance, beauty, and externally
granted salvation. Stone’s (1975) critique is import-
ant in showing how female heroine images, especially
through Grimm’s tales and Disney adaptations, have
become embedded in cultural memory. Rowe (1979)
similarly argues that popular fairy tales may make
romantic expectation, marriage, and female passiv-
ity culturally appealing. In this respect, classic fairy
tales are not only inherited cultural narratives; they
are also texts through which repeated gender roles
and invisible alternatives can be critically examined.
Butler’s (2006) view of gender as constructed through
repeated actions, discourses, and norms further sup-
ports this reading. Fairy tale analysis should there-
fore move beyond asking “who did what?” and in-
clude questions such as “which behavior is associated
with which gender?”, “who has the right to choose?”,
and “which role is treated as natural?”

LiTeERATURE REVIEW AND THEORETICAL
BACKGROUND

The literature and theoretical background of this study
are organized around three interrelated axes: gender
representations and feminist readings of classic fairy
tales; the use of fairy tales as critical pedagogical tools
in teacher education; and the potential of creative
drama to support gender awareness through role-
taking, improvisation, embodied experience, group
interaction, and creative reconstruction. Together,
these axes position classic fairy tales not only as
literary texts to be analyzed, but also as multilayered
learning tools through which pre-service teachers can
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develop critical thinking, representational awareness,
and creative pedagogical design skills.

Classic fairy tales, gender roles, and
feminist readings

Studies on gender representations in fairy tales show
that the narrative positions of female and male
characters are significant for how children make
sense of social roles. Parsons (2004) examines how
Cinderella narratives construct female characters
within gender-appropriate behavioral patterns,
while Cekiso (2013) emphasizes the need to critically
address gender stereotypes in fairy tales within
reading instruction. Jorgensen (2018) broadens this
discussion by showing that masculinity in fairy tales
can also be analyzed through power, body, violence,
and transformation. Fisher and Silber (2000) further
argue that reading fairy tales through feminist theory
provides a strong pedagogical ground for discussing
gender roles. Taken together, these studies indicate
that classic fairy tales should be examined not only in
terms of plot and moral messages, but also through
identity, power, and representation.

The gendered structure of traditional fairy tales
is not limited to female passivity. Male characters are
also often positioned within restrictive patterns such as
savior, warrior, protector, decision-maker, or problem-
solver, while emotional vulnerability, care, waiting, or
needing help are less frequently associated with them.
Therefore, gender awareness should not be reduced
to empowering female characters alone; it should
also question the narrative patterns that limit both
femininity and masculinity. Such an approach enables
pre-service teachers to develop a more inclusive and
balanced gender analysis of fairy tales.

Rethinking fairy tales in the context of
critical pedagogy

Classic fairy tales are educationally significant partly
because they are familiar to children, adults, and
pre-service teachers. Yet this familiarity does not
justify using them uncritically. On the contrary,
their established place in childhood culture requires
closer attention to the social assumptions, character
positions, and power relations they reproduce.
A powerful classroom text is not simply one that
attracts students’ interest; it is also one that invites

254

them to question conventional meanings and consider
alternatives.

Saxby (2022) argues that fairy tales can be used
in contemporary classrooms not only to support
literacy, but also to foster social justice, emotional
intelligence, gender awareness, cultural inclusivity,
and critical literacy. This view positions fairy tales as
texts to be discussed, transformed, and reimagined
rather than merely read or retold. Examining
traditional tales alongside rewritten or adapted
versions can help students discuss alternative
character positions, endings, and power relations
(Schwabe, 2016; Wee et al., 2019).

Critical literacy studies also support the use
of fairy tales as questioning texts. Bourke (2008)
demonstrates how fairy tales can be examined crit-
ically with first-grade students. Kuo (2005) empha-
sizes that gender bias in children’s literature can be
identified and discussed with learners. Kuykendal and
Sturm (2007) argue that feminist fairy tales should be
treated not merely as altered tales, but as texts that
allow children to rethink power, equality, and repre-
sentation. Rice (2000) shows that children may read
a traditional tale in gendered ways, while Wee, Kim,
and Lee (2019) illustrate how folk tales and parodies
can support critical literacy in early childhood class-
rooms. Pilch (2015) similarly presents traditional fairy
tales as pedagogical tools for teaching gender. These
studies suggest that, with appropriate pedagogical
framing, fairy tales can become critical reading ma-
terials even from early ages.

Critical pedagogy provides a strong theoretical
foundation for such work. Freire (1970) conceptualizes
learning not as passive knowledge transfer, but as a
dialogic process through which individuals question
and transform their world. hooks (1994) similarly
frames education as an emancipatory practice
grounded in participation, voice, experience, and
critical awareness. Within this perspective, classic
fairy tales in teacher education should be approached
not merely as texts to be read, but as narratives to be
questioned, discussed, and reconstructed.

This is especially important in pre-service teacher
education, since teachers play a decisive role in
selecting, interpreting, and transforming children’s
literatureintoclassroom practice. Howataleishandled
in class can shape not only children’s comprehension

International Online Journal of Education and Teaching, ISSN - 2148-225X - Jul - Sep 2026



Elif Ozcan : Rewriting Classic Fairy Tales Through Creative Drama: A Qualitative Case Study on Gender Awareness
Among Preservice Teachers

of the story, but also their interpretation of the roles,
values, and relationships it presents. Developing
gender awareness in teacher education is therefore
not limited to learning concepts; it also requires
candidates to reflect on their attitudes, professional
roles, and future pedagogical responsibilities.
Kocyigit (2021) shows that gender equality education
can support gender awareness among pre-service
counselors, while also indicating that deeper changes
require multidimensional educational processes. In
this context, asking questions such as “Who speaks?”,
“Who is silent?”, “Who decides?”, “Who is rescued?”,
“Who is positioned as the savior?”, and “Could this
ending be different?” can transform fairy tales into
meaningful tools for critical literacy and gender
awareness.

Creative drama and embodied meaning-
making

Creative drama offers a strong pedagogical opportunity
for re-examining classic fairy tales through a gender
equality perspective. Adiguzel (2019) defines creative
drama as a process based on learning by doing and
experiencing, in which participants use techniques
such as improvisation and role-playing within a group
under the guidance of a facilitator. This process
allows participants not only to analyze texts, but also
to enter them, experience character positions, and
explore conflicts and choices from within.

While reading a tale may enable external
evaluation, creative drama allows participants to
experience a character’s position, voice, silence,
decision-making space, and limitations physically and
relationally. Drama-based work enables children and
young people to engage with narratives cognitively,
bodily, emotionally, and socially (Bland, 2015; Worthy
& Prater, 2002). Techniques such as role-swapping,
improvisation, frozen image, group discussion,
dramatic restructuring, and alternative endings help
make stereotypical roles visible and open them to
transformation.

Creative drama has also been used across
disciplines as a learner-centered method that supports
active participation, interaction, and experiential
learning. Er-Turkuresin (2020) emphasizes its role in
making students active participants in educational
settings. Mehdiyev (2020) reports that role-playing
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contributes to pre-service teachers’ expressive skills,
self-confidence, group interaction, and professional
development. These studies suggest that creative
drama and role-playing can support not only specific
skills, but also professional awareness and pedagogical
repertoires in teacher education.

In this study, creative drama is important because
it brings together critical reading and creative
production. Gender representations in fairy tales can
be discussed verbally, but creative drama turns such
awareness into bodily, emotional, social, and narrative
experience. The passive female heroine, romantic
salvation, and dependency patterns discussed by Rowe
(1979) become, through role-taking, improvisation,
and rewriting, narrative elements that can be tested,
disrupted, and reconstructed. In terms of embodied
meaning-making, creative drama makes visible how
power positions are produced through body and
space: whether a character stands at the center or
margin, speaks or remains silent, moves or waits,
rescues or waits to be rescued.

The present study, creative drama is not treated
as a superficial activity for changing fairy tales, but
as an experiential learning ground through which pre-
service teachers recognize gender representations,
question the power and subject positions of
characters, and produce alternative narratives.
When considered together with feminist fairy tale
readings and critical pedagogy, creative drama offers
an important opportunity for developing gender-
sensitive and creative pedagogical practices in
teacher education.

The literature includes substantial work on
gender representations in classic fairy tales, feminist
critiques of passivity, beauty, waiting, marriage, and
romantic salvation, as well as critical literacy studies
showing that fairy tales can be used as questioning
texts in classrooms. Creative drama and role-playing
studies also show that these methods contribute
to pre-service teachers’ learning, professional
development, self-confidence, and pedagogical skills.
However, fewer studies examine classic fairy tales
through a structured creative drama process with pre-
service teachers from a gender equality perspective
while jointly analyzing written narratives, creative
products, focus group interviews, and observation
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notes. This gap indicates the theoretical and practice-
based need for the present study.

Building on this gap, the present research is posi-
tioned at the intersection of classic fairy tales, gender
awareness, teacher education, and creative drama.
Six classic fairy tales were re-examined through cre-
ative drama from a gender equality perspective, and
pre-service teachers’ awareness, questioning practic-
es, and creative restructuring experiences were ana-
lyzed. The study therefore aims to make visible not
only what kinds of gender representations fairy tales
contain, but also how pre-service teachers think, dis-
cuss, and construct alternative narratives when they
encounter these representations.

The objective of this research is to examine
pre-service teachers’ awareness of gender roles,
their ways of transforming fairy tale characters and
narrative structures, and the cognitive, affective,
and social learning indicators that emerge during a
six-session creative drama process focused on gender
equality in classic children’s fairy tales. This objective
extends beyond identifying attitudes or opinions and
includes the experiences of noticing, questioning,
reconstructing, and co-creating meaning that emerge
throughout the creative drama process.

In line with this objective, the following research
questions were addressed:

1. How have classic fairy tale studies structured
through creative drama made pre-service teach-
ers’ awareness of gender roles and representa-
tions visible?

2. How have teacher candidates reconstructed
the characters, plotlines, and narrative endings
in classic fairy tales from a gender equality
perspective?

3. When written narratives, creative products,
focus group interviews, and observation notes are
evaluated together, what cognitive, affective,
and social learning indicators emerge in the
context of gender awareness during the creative
drama process?

METHOD

Research Design
This qualitative is study based on a holistic single-
case research design. A qualitative case study allows
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for the detailed and comprehensive examination
of a defined phenomenon or process within its own
context (Yin, 2018). The case examined in this
research is a six-session educational process in which
classic children’s fairy tales are addressed from
a gender equality perspective and reconstructed
through creative drama. The boundaries of the case
are defined by the study group, the six selected
classic fairy tales, the implementation process, the
creative drama sessions, and the qualitative data
sources obtained during this process.

The primary rationale for structuring this study
in this way is to examine, without taking them out of
context, how teacher candidates recognize, question,
and reconstruct gender representations in classic fairy
tales through the creative drama process. The aim of
the study is not to determine the quantifiable impact
of creative drama; rather, it is to deeply analyze
the awareness, interpretive frameworks, creative
responses, and intra-group interactions developed by
participants during the process. In this regard, the
research aligns with a qualitative research approach
that allows for the examination of participant
experiences and processes unfolding within a social
context (Creswell & Poth, 2018; Patton, 2015).

In this study, written narratives, creative products,
focus group interviews, and researcher observation
notes were used as complementary qualitative data
sources. This multi-source data structure enabled
the simultaneous evaluation of pre-service teachers’
individual reflections, creative productions, group
discussions, and interactions throughout the process.
Thus, the research focused not only on what the
participants said but also on what they produced during
the creative drama process, how they discussed, and
how they constructed alternative narratives.

Research Context and Creative Drama
Process

The research was conducted through a six-session
creative drama process held between November and
December 2025. Each session lasted 120 minutes and
focused on a classic fairy tale. The study examined
the fairy tales of Cinderella, Snow White, Little Red
Riding Hood, Sleeping Beauty, Hansel and Gretel,
and Rapunzel. These tales were selected due to
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their widespread recognition, their strong presence
in children’s literature and popular culture, their
inclusion of distinct gender stereotypes, and their
suitability for reconstruction through creative drama.

Each session consisted of preparation/warm-up,
enactment, and evaluation phases. The preparation/
warm-up phase aimed to prepare participants for
the session’s focus through physical, emotional, and
cognitive . The enactment phase utilized techniques
such as improvisation, role-playing, role-swapping,
frozen image, group discussion, dramatic reconstruc-
tion, and the creation of alternative narratives. In
the evaluation phase, the gender representations,
character positions, power dynamics, and narrative
endings in the fairy tales were discussed.

The process was designed not only to analyze
the fairy tales in terms of content but also to
enable participants to engage with these narratives
on physical, emotional, social, and creative levels.
In each session, participants were first guided to
identify the dominant gender representations in the
fairy tale, then to question these representations
within dramatic situations, and finally to restructure
the characters, plotlines, or fairy tale endings from a
gender equality perspective. The six-session creative
drama process is presented in Table 1.

Table 1: Creative drama sessions and focus
fairy tales

stereotypical gender representations to discussing
these representations and generating alternative
interpretations. For this reason, the creative drama
process was evaluated not only as the context of
the study’s implementation but also as the central
context for data generation.

Participants

The study’s participants consisted of 20 volunteer
teacher candidates enrolled in undergraduate
programs in early childhood education, elementary
education, and Turkish language education at a
college of education. The participants are in their
third and fourth years of undergraduate study. Their
age range is 22-25. Sixteen of the participants are
women, and four are men.

Purposive sampling was used to determine the
study group. The fact that participants came from
different teacher education programs and grade
levels was considered important, as it was believed
they could offer diverse perspectives on classic fairy
tales, children’s literature, gender representations,
and pedagogical practices. Participation in the
study was voluntary. Prior to the study, participants
were informed about the research’s purpose, scope,
process, the principle of voluntariness, confidentiality
guidelines, and their right to withdraw from the study.
Written informed consent was obtained from the
participants. To ensure confidentiality, participants

Session | Fairy Tale Main focus of the session were assigned codes such as P1, P2, and P3. Basic

1 Cinderella | Beauty, obedience, social class, information about the participants is presented in
rescue, and transformation Table 2.

2 Snow White | Beauty, competition, domestic
roles, jealousy, and female Table 2: Information on participants

. representation . Pl

3 L1.tt.le Red Fear, danger,. protection, agen- characteristic Category - %

R1d1ng Hood | cy, a.nfi obédlence _ Gender Female 16 |80
4 Sleeping Passivity, silence, .waltlng, con- Male 4 |20

Beauty sent, and awakening

. Bachelor’s Early childhood education |11 |55

5 Hansel and | Family, poverty, abandonment, rogram

Gretel survival, and sibling roles prog -

6 Rapunzel Confinement, control, freedom, Elem.entary Education - 4 |20
voice, and determining one’s Turkish Language Teaching |5 |25
own life Grade level 3rd grade 7 |35

This process provided a holistic learning structure 4th grade 13 |65
that progressed from participants’ awareness of | Total 20 | 100
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Data Collection Tools

In the study, data were collected from four sources:
written narratives, creative products, focus group
interviews, and researcher observation notes. These
data sources were used to jointly evaluate the
teacher candidates’ individual reflections, creative
productions, group discussions, and the ways of
constructing meaning that emerged during the
creative drama process.

Written narratives were collected to examine
participants’ individual awareness of gender
representations in classic fairy tales. Participants
were asked to write short reflective texts throughout
the process regarding fairy tale characters, plot
structures, gender roles, and the possibilities of
alternative narratives.

Creative outputs include rewritten fairy tale
segments, alternative endings, dramatic scene
suggestions, character letters, slogans, visual
images, and narrative reconstructions developed
by participants individually or in groups. These
products were analyzed to examine how participants
transformed characters, power dynamics, plotlines,
and fairy tale endings through a gender equality lens.

At the conclusion of the six-session creative
drama process, four focus group interviews were
conducted, each involving five participants. Focus
group interviews were chosen because they allow
participants to express their views within a group
interaction and make visible how shared meanings are
constructed (Morgan, 1997). During the interviews,
participants’ reflections on gender representations in
classic fairy tales, their creative drama experiences,
and the processes of egalitarian restructuring were
explored in depth. The interviews were audio-
recorded with participant consent, transcribed
verbatim, and coded as FG1, FG2, FG3, and FG4.

The researcher’s observation notes were
maintained throughout the six-session process.
These notes tracked participants’ engagement in
the process, intra-group interactions, experiences of
role-taking and role-shifting, moments of questioning,
resistance, negotiation, and transformation. The
observation notes were used as a supplementary
data source that contextualized other data sources
and helped elucidate how the creative drama process
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unfolded. The data sources used in the study are
summarized in Table 3.

Table 3. Data sources

Data Function in the
Source Content study
Written Participants’ fairy Examination of in-
narratives | tale analyses and dividual awareness
individual reflections | and interpretations
Creative Alternative endings, Examination of
products dramatic texts, egalitarian restruc-
slogans, letters, still | turing models
images
Focus Post-process group Deepening of ex-
group and | discussions periences, negoti-
discussions ations, and shared
meanings
Researcher | Records of the pro- Contextualization
observation | cess and interactions | of the process and
notes during sessions provision of sup-
porting data

Data Collection Process

The data collection process began after ethical
committee approval was obtained. Prior to the
intervention, participants were informed about
the purpose of the study, the principle of voluntary
participation, confidentiality guidelines, and their
right to withdraw from the study at any stage; written
informed consent was obtained from all participants.

The intervention lasted six weeks between
November and December 2025, with a 120-minute
creative dramasession held eachweek. In each session,
a classic fairy tale was explored using creative drama
techniques such as improvisation, role-playing, role-
swapping, group discussion, frozen image, dramatic
restructuring, and reflective evaluation. The sessions
followed the same basic structure; however, the
activity content was tailored according to the gender
themes of each fairy tale.

Throughout the process, written narratives and
creative products were collected from participants,
and the researcher took observation notes during the
sessions. Following the completion of the six-session
program, four focus group interviews were conducted.
All collected data were organized, anonymized, and
prepared for analysis.
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Data Analysis

The data were analyzed using thematic content
analysis. Braun and Clarke’s (2006) six-step thematic
analysis framework was used as the primary analytical
guide. The analysis process consisted of the following
stages: familiarization with the data, creating initial
codes, searching for themes, reviewing themes,
defining and naming themes, and reporting findings.
While the thematic analysis framework served as
the foundation for the analysis process, principles of
systematic coding and the interpretation of units of
meaning from qualitative content analysis were also
utilized (Mayring, 2014).

In the initial phase, written narratives, creative
works, focus group transcripts, and researcher
observation notes were read several times.
Subsequently, meaningful units related to gender
roles, character representations, power relations,
subjectivity, resistance, transformation, and
creative reconfiguration were coded. Related codes
were grouped under broader thematic categories;
themes were reviewed, defined, and named by
comparing them with the entire dataset. In the final
stage, findings were reported with support from
participant quotes, examples of creative products,
and observation notes.

During the analysis process, data sources were
evaluated not in isolation but in relation to one
another. Written narratives were used to interpret
participants’ individual reflections; creative products,
their transformative narrative productions; focus
group discussions, their processes of constructing
shared meaning; and observation notes, the moments
of interaction, negotiation, and transformation
during creative drama sessions. Thus, themes were
constructed by considering the supportive and
divergent patterns across different data sources
together.

Credibility and Consistency

To strengthen the study’s credibility and consistency,
strategies such as data diversification, detailed
description, direct quotations, audit trails, expert
review, and reflective evaluation were employed.
Written narratives, creative products, focus group
discussions, and researcher observation notes were
evaluated together to examine overlaps, differences,
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and mutually explanatory aspects among the data
sources.

To enhance transparency in qualitative research
reporting, the COREQ criteria were taken into account
(Tong, Sainsbury, & Craig, 2007). In this regard,
the researcher’s role, participant characteristics,
the data collection context, the audio recording
and transcription of focus group discussions, the
diversification of data sources, the coding process,
the stages of theme development, and the support of
findings with direct quotations were clearly reported.
COREQ was used in this study not as an analytical
method, but as a control framework to strengthen
the quality and traceability of the reporting.

To demonstrate the relationship between the
data and the interpretations, the findings include
participant statements, examples of creative
products, and observation notes. An audit trail was
established through analytical notes, coding records,
and theme development documents. To enhance the
credibility of the thematic analysis, strategies such
as engaging with the data over an extended period,
documenting the coding process, tracking theme
development decisions, and supporting findings with
direct quotations were employed (Nowell, Norris,
White, & Moules, 2017).

The coding and theme development process was
reviewed by a second researcher with experience in
creative drama and/or gender studies. The second
researcher assessed the relationship between codes
and themes, the alignment of theme names with
the data, and the consistency of findings with data
sources. Points of agreement and disagreement were
discussed until conceptual consistency was achieved.
This process was not used as a mechanical reliability
calculation but rather as an expert review that
strengthened interpretive clarity, reflexivity, and
analytical consistency.

Ethical Principles

The study was conducted in accordance with ethical
research principles. Ethical committee approval
was granted by (X) on (X) via Decision No. (X).
All participants were informed about the study’s
purpose, scope, process, the principle of voluntary
participation, confidentiality guidelines, and their
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right to withdraw from the study; written informed
consent was obtained prior to implementation.

Participants were informed that they could
withdraw from the study at any stage without facing
any adverse consequences. All data were used
solely for research purposes; participant identities
were anonymized, and codes were used in place of
real names in the report. Audio recordings, written
accounts, creative products, and observation notes
were securely stored.

The Researcher’s Role

The researcher served as the facilitator of the
creative drama process and was responsible for
data collection and analysis. This role encompassed
planning and conducting sessions, supporting
participants’ engagement in the process, creating a
safe environment for sharing, and documenting the
process through observation notes.

The researcher’s role as a facilitator provided
deep contextual knowledge of the process; however,
it also necessitated awareness of the risk of
interpretive bias. Therefore, analytical notes were
kept throughout the process, a distinction was made
between observations and interpretations, and codes
and themes were reviewed by a second researcher.
This reflexive process contributed to making the
relationship between the researcher’s observations,
participants’ statements, creative products, and final
thematic interpretations clearer and more traceable.

Limitations of the Study

This study is limited to a six-session creative drama
process conducted with 20 teacher candidates
enrolled in undergraduate programs in early childhood
education, elementary education, and Turkish
language education. The study examined the fairy
tales Cinderella, Snow White, Little Red Riding Hood,
Sleeping Beauty, Hansel and Gretel, and Rapunzel.
Therefore, the findings should be evaluated within
the context of the selected participant group, the
fairy tales, the duration of the intervention, and the
data sources used.

The research focused on how teacher candidates
identified, questioned, and reconstructed gender
representations in classic fairy tales within the
creative drama process. Therefore, the study does
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not aim to measure quantitative impact or produce
generalizable results. The findings are based on the
interpretation of experiences, reflections, creative
products, and group interactions obtained through
multiple qualitative data sources. In this regard, the
study’s results should be considered transferable to
future creative drama and gender awareness studies
conducted in similar teacher education contexts.

FINDINGS

The study’s findings were constructed through the
joint analysis of written narratives, creative prod-
ucts, focus group interviews, and researcher obser-
vation notes. As a result of the data analysis, the
findings were structured under five main themes:
recognizing stereotypical gender roles; questioning
power relations and character positions; restructur-
ing characters and plotlines from an egalitarian per-
spective; experiencing creative drama as a space for
bodily and dialogic learning; and the limits, tensions,
resistances, and contradictions of transformation.

The findings indicate that the creative drama
process did not merely foster a general awareness of
classic fairy tales among participants; it also made
the character positions, power dynamics, patterns of
silence and waiting, narratives of rescue, and pos-
sibilities for alternative narratives within the fairy
tales more visible. Therefore, the findings were not
limited to a mere description of participant perspec-
tives; they were interpreted by considering the re-
lationships among written narratives, creative prod-
ucts, focus group discussions, and observation notes.

Participant statements are denoted by the codes
“WN” in written narratives, “FGD” in focus group dis-
cussions, “CP” in creative products, and “O” in obser-
vation notes. Written narratives were coded as WN-1,
WN-2; focus group discussions as FGD1-P1, FGD2-P3;
creative products as CP1, CP2; and observation notes
as 01, 02. To enhance the traceability of the findings,
the main themes identified through the analysis, their
related sub-themes, and the data sources supporting
these themes are summarized in Table 4.

Recognizing Stereotypical Gender Roles
Analysis of the data indicates that participants became
more clearly aware of the gender roles in classic fairy
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Table 4: Themes, subthemes, and data sources

Main Theme

Sub-themes

Supporting Data
Sources

Recognizing en-
trenched gender
roles

Silence, waiting,
obedience, beau-
ty, protection,
rescue, male
rescuer

Written nar-
ratives, focus
group interviews,
observation notes

Questioning
power dynamics
and character

Who speaks, who
remains silent,
who makes

Written nar-
ratives, focus
group interviews,

characters and
plotlines from
an egalitarian
perspective ()

endings, subjec-
tification, setting
boundaries,
women’s solidar-
ity, shifting the
male character
into a supportive
role

positions decisions, who observation notes
rescues, who
controls

Restructuring Alternative Creative prod-

ucts, written and
narratives, focus
group discussions

Experiencing
creative drama
as a space for

logic learning

physical and dia-

Role-playing,
improvisation,
frozen image,
body, stage po-
sitioning, group
discussion

Observation
notes, focus
group discus-
sions, creative
products

The limits of
transforma-
tion: tensions,
resistances, and
contradictions

Attachment to
the narrative,
preserving the
traditional
ending, romantic
expectations, se-
curity concerns,
a complex view
of the villain

Focus group
interviews, ob-
servation notes

tales by the end of the creative drama process. This
awareness centered particularly on the positioning
of female characters—silence, waiting, obedience,
beauty, protection, and being rescued—and male
characters—power, decision-making, action, and
being the rescuer. In the participants’ statements,
fairy tales began to be viewed not merely as stories
known and loved in childhood, but as cultural texts
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that perpetuate specific images of femininity and
masculinity.

Written accounts demonstrate how this
awareness has developed at the individual level. It
has frequently been emphasized that in fairy tales
such as Cinderella, Snow White, Little Red Riding
Hood, Sleeping Beauty, and Rapunzel, female
characters have limited agency over their own lives.
A participant writing about Cinderella noted that as a
child, she believed the character achieved a “happy
ending because she was kind-hearted”; however,
she later realized that this kindness was associated
with “staying silent, being patient, obeying, and
not standing up against the injustices done to her”
(WN-18). Similarly, another participant stated that
Cinderella is portrayed as a character who “works but
has no say in her own life” (WN-1). These statements
indicate that participants have begun to evaluate
the “good woman” representation in the fairy tale
not merely as a moral trait, but as a social pattern
associated with obedience and silence.

In the Snow White narratives, the code of
gaining value through beauty emerged prominently.
Participants noted that Snow White is defined by her
beauty, innocence, and silence, while the queen is
defined by her jealousy and beauty competition.
One participant stated, “The mirror keeps asking,
‘Who is the fairest of them all?’ and women’s value
is tied to the answer to that question,” highlighting
that the representation of womanhood in the fairy
tale is constructed through outward appearance
(WN-4). Another participant highlighted the passivity
of the female character by emphasizing that even
Snow White’s survival depends on the decisions of
other characters such as the hunter, the dwarfs,
and the prince (WN-20). When these two statements
are considered together, it becomes evident that
participants interpret beauty not merely as an
individual trait but as a narrative mechanism that
determines the female character’s value and fate.

In the Little Red Riding Hood narratives, the
positioning of the little girl as a figure who is warned,
frightened, and in need of protection drew attention.
One participant noted that in the fairy tale, the
little girl is constantly told where to go, whom not to
speak to, and how to behave; this situation suggests
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that girls are directed toward obedience rather than
moving freely (WN-19). Another participant also
stated that portraying Little Red Riding Hood solely
as a “disobedient child” is insufficient, as it fails to
provide her with the space to understand danger or
set boundaries (WN-8). This finding indicates that
participants do not entirely reject the safety message
in the fairy tale; however, they question the notion
that safety is established through obedience, fear,
and external rescue.

Focus group discussions also support the
awareness revealed in the written narratives. It
was noted that Cinderella’s kind-heartedness is
“portrayed as constantly remaining silent, being
patient, and obeying” (FGD1-P1). Another participant
emphasized the female character’s passivity and
the male character’s selective/rescuing position
by stating, “Cinderella doesn’t change her own
life; someone comes and chooses her” (FGD1-P2).
Similarly, the statement “Cinderella waits, Rapunzel
waits, Sleeping Beauty is already waiting while
asleep” indicates that the state of waiting is
recognized as a common narrative pattern for many
female characters (FGD3-P12).

Similar patterns are observed in the observation
notes. In the Cinderella session, participants initially
described Cinderella as “kind-hearted,” “patient,”
“hardworking,” and “quiet”; while the prince as
“the savior” and “the character who brings the
happy ending,” indicating that traditional gender
stereotypes persist strongly in initial perceptions (01).
In the Snow White session, the character’s description
as “beautiful,” “innocent,” “good,” “innocent,” and
“in need of protection”; and the queen’s portraWNl
as “jealous,” “ambitious,” and “dangerous woman,”
reveals that female characters are positioned through
the lenses of beauty and competition (02).

The findings under this theme suggest that the
creative drama process contributed to participants
making the gender stereotypes in classic fairy tales
visible. Participants did not entirely reject the fairy
tales; instead, they recognized recurring patterns
of silence, waiting, beauty, obedience, protection,
and rescue within these narratives. This awareness
opened up a discussion about which characters are
presented to children as strong, which as silent,

which as decision-makers, and which as those who
wait or await rescue.

Questioning Power Relations and
Character Positions
The second theme relates to participants’ shift to-
ward evaluating fairy tale characters not merely
through good-versus-evil, beautiful-versus-ugly, or
hero-versus-villain dichotomies, but also in terms of
power, decision-making, speaking, silence, protec-
tion, control, and agency. Under this theme, partic-
ipants were observed discussing questions such as
“Who speaks?”, “Who remains silent?”, “Who makes
decisions?”, “Who rescues?”, and “Who has authority
over whose life?” This inquiry demonstrates that par-
ticipants evaluated the events of the fairy tales not
merely through surface-level conflicts but in terms
of the distribution of power among the characters.
The Sleeping Beauty fairy tale is one of the
narratives where this inquiry is most evident.
Participants noted that although the princess appears
at the center of the story, she is not the one directing
the events. One participant’s statement, “The story
is about her, but she hardly does anything,” highlights
the contradiction between the character’s visibility
within the narrative and her scope of action (04).
Similarly, another participant noted that in “Sleeping
Beauty,” everyone speaks about the princess’s life,
yet her own will is scarcely visible (WN-11). This
situation was interpreted as the female character
being silenced not only physically but also narratively.
The fairy tale of Rapunzel has provided important
insights into the distinction between protection and
control. In written accounts, Rapunzel’s confinement
in the tower has been interpreted as a restriction of
freedom justified by the need for “protection.” One
participant noted that while it could be argued she
was locked away for her own safety, her freedom
was ultimately taken away (WN-16). Rapunzel’s
confinement in the tower was assessed as “a very
clear case of control” (FGD2- P6); it was stated that
although her hair was part of her own body, it had
been transformed into a tool others used to reach
her (FGD2-P7). These statements demonstrate
that the participants recognized how the discourse
of protection can transform into a mechanism of
control.
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In the Little Red Riding Hood fairy tale, power
dynamics were discussed primarily in terms of safety,
obedience, and the figure of the male rescuer.
Participants did not entirely reject the fairy tale’s
aspect of teaching caution; however, they found
it problematic that this message placed the girl in
a position of fear, helplessness, and waiting to be
rescued. The statement, “lt is problematic that
while teaching caution, it portrays the girl as timid
and helpless,” clearly illustrates this critique (03).
In the same session, the hunter’s portrait as a brave,
strong, and reassuring figure revealed that the sense
of security is associated with the male rescuer figure
(03). This finding indicates that the theme of safety is
not constructed in a gender-neutral manner; rather,
it is often structured through the limitation of the girl
and the male figure’s role as rescuer.

Unlike other fairy tales, the Hansel and Gretel
story presents a more complex pattern due to the girl
character becoming active in the finale. Participants
viewed Gretel’s move against the witch as a powerful
transformation; however, they noted that this power
was not sufficiently visible from the beginning of the
tale. One participant noted that Hansel is typically
portrayed as the one who makes plans and tries to
find the way, while Gretel is depicted as the more
emotional and fearful one (WN-13). The statement,
“But why is she only active in the end? From the start,
she’s portrayed as the one who uses her wits, just
like Hansel,” also indicates that the power dynamics
between the characters were being questioned
(05). This assessment reveals that participants were
examining not just the heroic moment in the finale,
but also who was assigned the responsibility for action
and decision-making throughout the entire narrative.

This theme indicates that participants began to
evaluate fairy tales not only at the content level
but also at the relational and structural levels. The
silence of female characters, the portraWNl of male
characters as saviors, the coding of elderly female
characters as threats, the restriction of girls in
the name of safety, and the highlighting of boys as
problem-solvers were discussed by participants in
connection with gender roles. Thus, the creative
drama process enabled participants to evaluate fairy
tale characters not merely through the question “who
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is good, who is bad?” but also through questions such
as “who makes decisions, who waits, who speaks,
who controls, and who transforms?”

Reconstructing Characters and Plots from
an Equality Perspective

The third theme concerns participants’ restructuring
of classic fairy tale characters, plotlines, and
narrative endings from a gender equality perspective.
This theme was particularly evident in the creative
products. Rather than completely erasing traditional
narratives, participants sought to transform the
meaning of the fairy tale’s recognizable elements
while preserving them. This transformation was
achieved by having female characters speak, make
decisions, set boundaries, build their own lives, and
develop solidarity with other female characters,
while shifting male characters from a rescuer role to
a supportive one.

Cinderella products represent one of the strongest
examples of this theme. In the alternative ending,
Cinderella acknowledges that the shoe belongs to
her; however, she states that this does not mean she
is obligated to go with the prince. The line, “This
shoe is mine. But that doesn’t mean | have to go with
you,” marks a pivotal moment where the traditional
narrative of selection and marriage is shattered (CP1).
In the same adaptation, Cinderella’s statement,
“What | need is not to be rescued, but to build my
own life,” demonstrates that the character has been
transformed from a passive, rescue-dependent figure
into a subject who determines her own life (CP1).

A similar process of subjectification is observed
in another Cinderella adaptation prepared as a short
dramatic text. Cinderella’s statement, “The shoe
belongs to me, yes. But my life belongs to me too,”
alters the meaning of the shoe, the central object
of the fairy tale (CP2). The shoe is no longer a tool
for being recognized and chosen by the prince, but
has become a symbol of Cinderella’s ability to have
a say in her own life. The statement in the same
adaptation that the prince can remain in the story
only if he learns to be an “equal companion” rather
than a “savior” indicates that the male character is
also repositioned within an egalitarian relationship
(CP2).
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In the Snow White products, the transformation
is primarily constructed through a questioning of
beauty pressure and competition among women. In
the letter written to the queen from Snow White, the
statement, “I am not your rival. My beauty does not
diminish your existence,” shows that a relationship
of awareness and confrontation has been established
in place of the traditional narrative of competition
(CP3). In the same letter, the statement “l want a
story where the mirror no longer decides” rejects the
external standards that define beauty. In the “Frozen”
product, the mirror being laid on the ground can also
be interpreted as a physical and visual manifestation
of this transformation. In this work, the mirror has
not been eliminated, but it has been removed from
its position as the absolute determinant (CP4). Thus,
the standard of beauty has been shifted away from
the center of an order where female characters
perceive one another as threats.

In the Little Red Riding Hood adaptations, the
restructuring is achieved by ensuring the little girl
does not remain merely a character who is afraid
and waiting to be rescued. In the rewritten scene,
Little Red Riding Hood sets boundaries by responding
to the wolf’s question, “Where are you going, little
girl?” with “That’s none of your business”. This
scene demonstrates that the character has been
transformed from a child who is deceived and
manipulated into a subject capable of recognizing
danger and establishing her own safety boundaries.
The slogans featured in the poster campaign—“Don’t
save me, listen to me,” “Little Red Riding Hood
won’t be silenced,” and “Courage isn’t just in the
hunter’s hands”—also replace the hunter-centered
rescue narrative with the girl’s capacity for thinking,
decision-making, and setting boundaries.

The fundamental transformation in Sleeping
Beauty products is the removal of the princess from
her role as a sleeping, passive figure. In the alternative
ending, the princess objects to decisions made on her
behalf by declaring, “I will not be the one sleeping
in my own story” (CP7). In the short dramatic text,
the princess’s response of “I am already awake” to
the prince’s statement, “l have come to wake you,”
transforms the meaning of the traditional awakening
scene (CP8). In this reinterpretation, the prince’s
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role is not to wake the princess, but to listen to her
and create space for her to speak about her own life.
Thus, “awakening” is no longer an external moment
of salvation but is linked to the character’s own self-
awareness and subjectification.

The adaptations of Hansel and Gretel demonstrate
that an egalitarian restructuring can be achieved
not only through the empowerment of the female
character but also through the establishment of a
relationship of joint decision-making between the
siblings. In the rewritten scene, Gretel takes an active
role in navigating the path and recognizing danger;
Hansel, meanwhile, is removed from the role of the
sole planner. In the group-created static image, during
the “Old Tale” phase, Hansel is positioned in front and
Gretel behind; in the “Joint Solution” phase, the two
siblings stand side by side. The fact that the image
is presented under the title “No Savior, Only Those
Who Think Together” indicates that the narrative has
shifted from individual salvation to collective wisdom
and solidarity.

The Rapunzel products are structured around
themes of reconstruction, confinement, the body,
freedom, and decision-making. In the letter written
to Rapunzel from the tower, the statement, “My hair
was used like a path to . Others held onto it to reach
me. Yet my hair was not a ladder; it was a part of my
body,” shows that the hair is removed from being a
means of access for others and is instead associated
with Rapunzel’s own body and decision (CP11). In the
alternative ending, Rapunzel’s statement, “Because
| want to come down, but | don’t want to do it just
because you’re here,” reveals that liberation occurs
not through the prince’s arrival but through the
character’s own decision (CP12). This transformation
challenges the notion that freedom is contingent on
the arrival of another character, without entirely
excluding the romantic encounter.

This theme generally demonstrates that
participants do not merely critique fairy tales; they
also generate alternative pedagogical and aesthetic
solutions for these narratives. Alternative endings and
creative works have shown that female characters
can be transformed into figures who speak, make
decisions, set boundaries, and shape their own lives;
while male characters can be rewritten as listeners,
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supporters, and partners in equal relationships,
moving away from the role of the sole savior. In this
regard, creative products serve as powerful sources
of data that reveal how awareness is translated into
concrete narrative transformations.

Experiencing Creative Drama as a Space
for Bodily and Dialogic Learning
The fourth theme relates to how the creative drama
process creates not merely a space for verbal
discussion or text analysis for participants, but a
physical, emotional, relational, and dialogic learning
space. The data indicate that participants did not
merely recognize gender stereotypes conceptually;
rather, they experienced these patterns physically
and interactively through role-playing, improvisation,
frozen images, and group discussions. Therefore,
creative drama functioned in the study not only as
a method of practice but also as a foundation for
making meaning and transformation visible.
Observation notes reveal that role-switching
activities were effective in making character
positions visible. During the Cinderella session, it was
observed that P3’s posture on stage changed when
she transitioned from the prince’s role to Cinderella’s
role. While standing at the center and upright in the
prince’s role, the participant stood further back with
her head bowed in the Cinderella role. Her statement
after the activity, “When | became Cinderella, |
felt like everyone was making decisions about me,”
indicates that the role-switching made the character’s
passive position physically apparent (O1). This finding
suggests that the participant experienced the power
dynamics in the text not only intellectually but also
through her position on stage and the use of her body.
A similar experience occurred during the Sleeping
Beauty session. When P19 switched from the prince
role to the princess role, she clearly articulated the
difference in movement and scope of action between
the two characters by saying, “As the prince, | was
walking, overcoming obstacles; as the princess, |
just waited” (04). This statement demonstrates that
creative drama makes gender roles visible not only
at the level of discourse but also through movement,
posture, and positioning on stage. The contrast
between the mobility of the prince role and the state
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of waiting in the princess role enabled the participant
to directly experience the distribution of action
within the fairy tale.

In the Little Red Riding Hood session, role-
switching proved effective in questioning the figure of
the male rescuer. K8, in the role of the Hunter, noted
that having everyone look at her at the end of the
scene made her feel “too powerful”; later, when she
took on the role of Little Red Riding Hood, she said,
“l felt like | had to respond” (03). This experience
allowed the participant to recognize both the central
power provided by the rescuer’s position and the
limiting effect of the girl’s role. Thus, role-switching
went beyond simply empathizing with a single
character; it allowed participants to experience
the power disparity between different character
positions.

The role of creative drama in fostering bodily
awareness was also clearly expressed in the focus
group discussions. “l think role-playing made the
patterns in the text visible in the body. It’s clearer
when you act it out, not just when you talk about it,”
highlights the importance of embodied experience
in the creative drama process (FG2-p7). Another
participant noted that remaining motionless on
the floor as Sleeping Beauty clearly conveyed the
character’s passivity (FG3-P11). It was stated that
constantly looking down while in the role of Cinderella
made her state of obedience more visible; when she
raised her head and spoke, however, the meaning of
the scene changed (FGD3-P12). These statements
demonstrate that creative drama offers participants
not only the opportunity to discuss representation but
also to recognize how representation is constructed
in the body and through stage design.

Static image exercises also made the power
dynamics between characters visible through stage
layout. In the Hansel and Gretel session, participants
noted that the traditional layout—with Hansel in
front and Gretel in the back—reflected a hierarchical
pattern, while a layout where the two siblings stood
side by side represented a collaborative solution
and an egalitarian relationship (05, CP10). This
demonstrates that creative drama produces meaning
not only through verbal expression but also through
spatial arrangement and body positioning. Elements
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such as distance, direction, and standing at the
center or in the back on stage enabled participants to
concretize their representations of gender.

Group discussions and negotiations also
constituted an important dimension of the creative
drama process. Participants collectively decided
which elements of the fairy tales would be preserved,
which would be transformed, and how traditional
symbols would be reinterpreted. In the Cinderella
session, there was a debate over whether the
shoe should be completely removed; ultimately, a
consensus was reached to transform the shoe from
a symbol of marriage and selection into a symbol of
Cinderella choosing her own path (O1). In the Snow
White session, the debate over whether to shatter the
mirror or turn it upside down evolved into a symbolic
negotiation regarding how the standard of beauty
should be transformed (02). In the Rapunzel session,
the discussion was not about whether to preserve the
hair but how to change its meaning; it was decided to
remove the hair from its role as a tool for the prince
to climb and transform it into a symbol of liberation
associated with Rapunzel’s own decision (06).

These findings demonstrate that creative drama
offers participants the opportunity not only to
analyze gender stereotypes but also to physically
experience, discuss, negotiate, and reconstruct them
in alternative forms. Role-playing, improvisation,
frozen images, and group discussions supported
participants in recognizing the limited scope of action
of the characters and creatively transforming these
boundaries. Therefore, the creative drama process
contributed to the development of gender awareness
not only as a cognitive but also as a physical,
emotional, and social learning experience.

The Limits of Transformation: Tensions,
Resistances, and Contradictions

The fifth theme demonstrates that the awareness
emerging in the creative drama process does not
progress as a linear, completed, or one-directional
transformation. The data reveals that while
participants recognized and sought to transform the
gender stereotypes in classic fairy tales, they also
exhibited a tendency to preserve certain traditional
elements due to their familiarity with these tales,
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their affection for them, romantic expectations, and
concerns about “ruining the fairy tale.” This theme
helps balance the study’s findings and demonstrates
that change within the creative drama process unfolds
amid tensions.

This contradiction was particularly evident in
the focus group discussions. The statement, “I still
love the fairy tale. But | also see that the fairy tale |
love has a structure where the woman waits and the
man rescues her. | think we need to transform the
fairy tale, not discard it entirely,” demonstrates both
attachment to the fairy tale and critical awareness
at the same time (FGD1-p5). Similarly, it was noted
that while it is difficult to criticize beloved fairy
tales, recognizing that Cinderella’s silence and
waiting are rewarded creates discomfort (FG4-P16).
These statements show that the emotional bond
participants have with fairy tales does not eliminate
critical thinking; rather, it makes the transformation
process more of a negotiation.

The desire to preserve traditional endings was
frequently observed in the observation notes. In
the Cinderella session, the statement “If the prince
doesn’t come, the magic of the fairy tale is broken”
was voiced; it was argued that removing the wedding
ending could render the fairy tale unrecognizable
(O1). In the Snow White session, it was noted that
the prince’s arrival is the most well-known part of
the fairy tale and that removing it could cause the
story to drift away from being Snow White (02). In
the Sleeping Beauty session, it was argued that the
prince’s arrival is a fundamental element of the
fairy tale and that the awakening gains meaning
through this (O4). These statements indicate that the
participants’ cultural and emotional connection to the
traditional narrative structure creates a significant
area of tension during the transformation process.

In the Little Red Riding Hood session, resistance
emerged primarily through the lens of a sense of
security. It was stated that the hunter provides a
sense of security in the fairy tale and that without the
hunter, children might not feel a sense of being saved
(O3). However, as the group discussion progressed,
it was discussed that representing safety solely
through a male character could be problematic; a
consensus was reached to transform the hunter into
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a supportive character rather than removing him
entirely. This situation demonstrates that resistance
does not always hinder transformation; at times, it
contributes to the emergence of more negotiated and
balanced alternatives.

In the Hansel and Gretel session, resistance
emerged from the concern that empowering the
female character would weaken the male character.
It was noted that if Gretel were given too much
prominence, Hansel’s role might be diminished (05).
In response, it was emphasized that restructuring
does not mean eliminating one of the characters, as
expressed by the phrase “Equality is not about erasing
one, but making both effective” (05). This discussion
indicates that participants began to conceptualize
egalitarian restructuring not as “replacement”
or “reversed dominance,” but as joint action and
balanced visibility.

In the Rapunzel session, the tension between
the traditional romantic structure and the theme of
freedom drew attention. While it was argued that
the prince’s arrival constitutes the romantic aspect
of the fairy tale, it was noted that linking Rapunzel’s
freedom to the prince’s arrival limits the character’s
agency (06). This tension was explicitly articulated
through the statement, “Romanticism does not have
to be built on inequality” (FGD2-P6). This statement
indicates that participants believed the romantic
fairy tale structure could be reimagined in an egali-
tarian way without entirely rejecting it. Thus, trans-
formation emerged not as the elimination of the fairy
tale’s established structure, but as a rethinking of the
relationships through which that structure is built.

Resistance and contradictions were also evident
in some participants’ interpretations of villainous
characters. In their evaluations of the queen in Snow
White, the witch in Hansel and Gretel, and the witch
figure in Rapunzel, participants noted that simply
coding these characters as “evil” was insufficient,
yet their actions could not be justified either. It was
noted that while participants struggled to empathize
with the queen, they began to consider how beauty
pressure had shaped her (FGD4-P17). The portraWNl
of the witch in Rapunzel as merely a “bad person”
was questioned; however, it was noted that locking
Rapunzel away was unacceptable (FGD4-P19). These
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statements indicate that participants moved away
from a simple good-versus-evil dichotomy toward
more complex character analyses, while still striving
to uphold ethical boundaries.

This theme prevents the study’s findings
from being presented as a one-sided success or a
completely transformed participant narrative. By
the end of the process, participants had recognized
gender stereotypes, rethought the characters,
and generated egalitarian alternatives; however,
this process was constantly negotiated against the
backdrop of attachment to fairy tales, the familiarity
of traditional endings, romantic expectations, and
security concerns. Therefore, the contribution of
the creative drama process is not evident in the
participants’ complete detachment from all patterns,
but rather in their ability to recognize, discuss,
question, and experiment with alternative narrative
possibilities.

When evaluated as a whole, the findings
indicate that written narratives developed around
patterns of individual awareness, particularly those
of silence, waiting, obedience, beauty, and rescue.
Focus group discussions revealed that this awareness
was discussed within the group, deepened through
conflicts, and transferred to the teaching context.
Observation notes showed that participants physically
and relationally experienced stereotypical roles
through role-swapping, frozen images, and group
negotiations. Creative products, meanwhile, revealed
that this awareness transformed into alternative
endings, transformed character relationships, and
egalitarian narrative structures. Therefore, the
study’s findings indicate that creative drama offers
a critical, experiential, and productive pedagogical
space for re-examining classic fairy tales through
the lens of gender equality; however, they also show
that transformation does not occur independently of
tension, resistance, and contradictions.

DiscussionN

The present research, a six-session process in which
classic fairy tales were reexamined through the lens
of gender equality via creative drama was examined,
focusing on pre-service teachers’ awareness of
gender roles, their ways of questioning characters
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and plotlines, and their experiences of egalitarian
restructuring. The findings indicate that the creative
drama process enabled teacher candidates to
recognize stereotypical gender representations in
classic fairy tales, discuss these representations within
the context of power relations and subjectivity, and
generate alternative narrative structures. However,
it was observed that this awareness did not develop
in a linear or completed form of transformation;
rather, it evolved alongside processes of resistance,
contradiction, negotiation, and rethinking. In this
regard, the study demonstrates that classic fairy
tales are not merely texts to be criticized in teacher
education but pedagogical tools that can be creatively
and experientially reconstructed.

Relationship of the Findings to Previous
Literature

The findings of this study are consistent with
previous research highlighting the need for a critical
examination of gender representations in classic
fairy tales. The patterns of representation—such as
romantic rescue, marriage, passivity, beauty, and
gender-appropriate behavioral patterns—emphasized
by Rowe (1979), Stone (1975), Parsons (2004), and
Neikirk (2009) were among the most frequently
questioned by the teacher candidates in this study.
The fact that participants evaluated characters such
as Cinderella, Snow White, and Sleeping Beauty not
merely as “good,” “innocent,” or “beautiful,” but
as silent, waiting, chosen, and rescue-dependent
characters demonstrates that feminist fairy tale
critiques resonate within the context of teacher
education.

Saxby’s (2022) assessment—that traditional fairy
tales should be addressed in contemporary classroom
settings in a way that is critical, inclusive, and
supportive of gender awareness ( )—also aligns with the
findings of this study. Similarly, Kuo (2005) notes that
gender bias in children’s literature can be identified
and discussed together with students. In this study,
the fact that teacher candidates re-examine fairy
tales by asking questions such as “What else could
this character have done?”, “Who is speaking in this
story?”, “Who is making the decisions?”, and “Could
the happy ending be constructed differently?” rather
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than simply retelling them as they are, demonstrates
that fairy tales can serve as a productive tool for
fostering critical literacy and gender awareness in
teacher education.

The findings of this study are also strongly
linked to the critical literacy literature. Bourke
(2008) demonstrates in a study conducted with first-
grade students that fairy tales can be used to foster
critical literacy from an early age. Fisher and Silber
(2000) note that analyzing fairy tales in conjunction
with feminist theory provides a strong pedagogical
foundation for making gender roles visible. Rice (2000)
reveals that children can interpret traditional fairy
tales in different ways from a gender perspective.
In this study, the fact that pre-service teachers not
only understand fairy tales but also question them,
rewrite them, and transform them dramatically
demonstrates that critical literacy can be established
in teacher education in an experiential and creative
manner.

The findings can also be linked
on gender awareness in pre-service
Kogyigit (2021) notes that a course on gender
equality supports pre-service school counselors’
gender awareness; however, she emphasizes that
multidimensional educational processes are needed
for more profound changes at the level of attitudes
and behaviors. Within the scope of this research as
well, participants recognized gender stereotypes
and generated alternative narratives; however, this
process proceeded alongside resistance, conflict,
and negotiation. Therefore, gender-sensitive pre-
professional education should not be limited to
the transmission of conceptual knowledge; it must
be supported by experiential processes that allow
candidates to question their own assumptions,
recognize their emotional responses, and develop
alternative pedagogical practices.

The findings are also meaningful from the
perspective of critical pedagogy. Freire’s (1970)
approach, which views learning as a process of
questioning and transforming the world, has been
made visible in this study through creative drama.
Participants did not passively consume the fairy tales;
they questioned the social norms within the narratives,
discussed the characters’ positions, and created

to studies
education.
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alternative endings. Hooks’ (1994) approach, which
views the classroom as a space for participation, voice,
experience, and liberatory learning, is also relevant
to the findings. In particular, participants’ ability
to articulate their own contradictions, encounter
differing perspectives, and collectively reimagine the
fairy tales during focus group discussions and creative
drama activities demonstrates that learning operates
as a dialogic and participatory process.

Within the context of creative drama, the
findings align with Adiguzel’s (2019) approach, which
defines creative drama based on improvisation, role-
playing, group interaction, and learning by doing and
experiencing. Participants did not merely discuss
gender roles; they experienced these roles through
their bodies, assumed different character positions
on stage, switched roles, created static images, and
produced alternative scenes. Examples such as a
participant feeling the difference in movement when
transitioning from the prince’s role to the princess’s
role, the act of standing with a bowed head in the
Cinderella role making the state of obedience visible,
and the shift in meaning when Hansel and Gretel
are positioned side by side on stage demonstrate
that creative drama transforms abstract concepts
into concrete and experiential ones. This aligns with
Adigiizel’s (2019) approach, which views creative
drama as a process-oriented learning space where
participants construct meaning through their own
experiences.

Studies based on creative drama and role-playing
also support the findings of this research. Mehdiyev
(2020) notes in a study conducted with teacher
candidates that role-playing techniques supported
the candidates’ expressive skills, self-confidence,
group interactions, and professional development.
In this study as well, creative drama and role-
switching activities enabled teacher candidates not
only to discuss fairy tales but also to physically and
relationally experience the characters’ perspectives.
Er-Turkiresin (2020), on the other hand, demonstrates
that creative drama is widely regarded as a method
that engages students actively, supports interaction,
and is based on learning by doing and experiencing. In
this context, the present study expands the potential
of creative drama in teacher education within the
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framework of gender awareness and children’s
literature.

Implications for Teacher Education

The findings of the study indicate that the use
of children’s literature and fairy tales in teacher
education should not be addressed solely at the level
of text selection or activity design. Helping teacher
candidates recognize gender representations in
classic fairy tales can contribute to their ability to
evaluate the narratives they will use with children in
the future in a more critical, inclusive, and equitable
manner. In this context, it is important for teacher
candidates to ask not only “which fairy tale should be
used?” but also “who is speaking in this fairy tale?”,
“who is silenced?”, “who is rescued?”, “who makes
the decisions?”, and “could this ending be structured
differently?”

The findings indicate that teacher candidates
do not tend to reject fairy tales entirely; rather,
they seek opportunities to adapt and use these
texts. Classic fairy tales are culturally familiar and
pedagogically useful texts; however, this familiarity
does not necessitate their use without Ccritical
scrutiny. On the contrary, their familiarity can serve
as a strong starting point for teacher candidates to
identify patterns within these texts and co-create
alternative meanings with children. Saxby (2022)
notes that fairy tales can be evaluated in terms of
social justice, critical literacy, and gender awareness
in contemporary classrooms; meanwhile, Bourke
(2008) demonstrates that children are capable of
critically discussing fairy tales. In this regard, teacher
education should prepare pre-service teachers not
merely as storytellers but as pedagogical agents
capable of designing critical and creative learning
processes using fairy tales.

This study demonstrates that creative drama can
serve as a functional pedagogical tool for developing
pre-service teachers’ gender awareness. Techniques
such as role-playing, improvisation, frozen image,
group discussion, writing alternative endings, and
character letters have enabled pre-service teachers
to recognize unequal representations in fairy tales
not only conceptually but also experientially. As
Adiguzel (2019) emphasizes, creative drama enables
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participants to make sense of a situation by enacting
it, experiencing it, bringing it to life, and interacting
within a group. Therefore, creative drama-based
children’s literature studies in teacher education
programs can be regarded as powerful practical
applications that support gender awareness.

It is noteworthy that in the creative drama
process, participants not only develop individual
awareness but also engage in group discussions,
experience disagreements, demonstrate resistance,
and reach compromises. Adiguzel’s (2019) emphasis
on group interaction, sharing, and evaluation stages
in creative drama aligns with this finding. The fact
that participants collectively reinterpreted fairy
tale symbols such as shoes, mirrors, hair, the hunter,
and the prince by discussing them together in * *
demonstrates that the pedagogical power of creative
drama stems not only from role-playing but also from
the meanings negotiated within the group.

The findings also indicate that teacher candidates
have begun to question stereotypes associated with
male characters. This suggests that gender awareness
is not merely about empowering female characters
or making female representations visible; it also
requires addressing stereotypes attributed to male
characters, such as the roles of savior, strength,
emotional distance, and the obligation to provide
solutions. Jorgensen’s (2018) approach, which argues
that representations of masculinity in fairy tales must
also be critically examined, supports this finding. This
result is significant from the perspective of teacher
education, as an egalitarian pedagogical approach
requires offering both girls and boys broader, more
flexible, and more human role possibilities.

In this context, one of the most important
implications of this study for teacher education is that
gender-sensitive pedagogy must be established not
only at the content level but also at the methodological
level. It is important to provide teacher candidates
with information regarding gender equality; however,
for this knowledge to translate into teaching practice,
candidates must reinterpret texts, experience
characters from different perspectives, and design
alternative activities they can use with children.
Kogyigit’s (2021) emphasis on multidimensional
educational processes in training gender-sensitive
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professionals also supports this conclusion. Therefore,
in teacher education programs, children’s literature,
creative drama, and gender awareness should not
be treated as separate topics but as interrelated
pedagogical fields that reinforce one another.

Creative Drama and Its Contribution to
Gender-Sensitive Pedagogy

This study offers a practice-based contribution at
the intersection of creative drama and gender-
sensitive children’s literature studies. While studies
critically examining the gender representations
in classic fairy tales hold a significant place in the
literature, this study provides an original contribution
by demonstrating, through multiple data sources,
how teacher candidates perceive, experience, and
reconstruct these representations within the creative
drama process.

One of the study’s key contributions is that it
does not present transformation solely as a positive
and completed change. The findings reveal that while
teacher candidates recognize the patterns in classic
fairy tales, they also experience conflicts due to
their attachment to these tales. The fact that some
participants wished to preserve elements such as
the prince, the hunter, the wedding, the awakening,
or the romantic ending demonstrates that gender
stereotypes are embedded not only at the cognitive
level but also at the emotional and cultural levels.
Therefore, the study’s findings reveal that creative
drama offers a learning space where contradictions,
resistances, and negotiations come to the surface,
rather than serving as a method that produces ready-
made and definitive answers.

In this regard, the research demonstrates that
gender-sensitive pedagogy cannot be established
merely by conveying the “right” messages or by
completely rejecting traditional texts. What is more
meaningful is for participants to establish a critical
relationship with familiar narratives, recognize the
patterns within them, and develop alternative nar-
rative possibilities. While Kuo (2005) emphasizes the
need to recognize and discuss gender bias in chil-
dren’s literature, Pilch (2015) notes that traditional
fairy tales can be used as an educational tool to fos-
ter gender awareness. In this study, creative drama
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supported both the critical awareness and pedagog-
ical design skills of pre-service teachers by transfer-
ring the aforementioned critical awareness to an ex-
periential, bodily, dialogic, and creative framework.

Adigiizel’s (2019) framing of creative drama as
a process-oriented, participant-centered learning
space based on improvisation and role-playing tech-
niques provides a strong foundation for explaining the
findings of this study. In this study, creative drama
functioned not merely as a technique for rewriting
fairy tales, but as a pedagogical process in which
teacher candidates experienced character roles, dis-
cussed gender roles, developed physical and emotion-
al awareness, and collectively explored alternative
narrative possibilities. In this regard, the study offers
a concrete example of how creative drama can be
utilized within gender-sensitive teacher education.

The findings of the research indicate that classic
fairy tales can be used in a critical and creative manner
to support gender awareness in teacher education.
Creative drama has enabled teacher candidates to
recognize gender roles in fairy tales, question the
power and subject positions of characters, generate
alternative narratives, and rethink their own
pedagogical approaches. Therefore, fairy tale studies
based on creative drama hold significant potential in
teacher education regarding gender equality, critical
literacy, and creative pedagogical practices.

ConcLuUsIONS AND RECOMMENDATIONS

In this study, a six-session process in which classic
children’s fairy tales were restructured through
the creative drama method from a gender equality
perspective examined pre-service teachers’ awareness
of gender roles, their ways of questioning fairy tale
characters and plot structures, and their experiences
in producing egalitarian alternative narratives. The
results of the study revealed that the creative drama
process contributed to teacher candidates’ ability to
make gender stereotypes in classic fairy tales visible,
critically discuss these stereotypes, and develop
alternative narrative possibilities.

The findings indicate that participants evaluated
female characters in classic fairy tales primarily
through the lenses of silence, waiting, obedience,
beauty, protection, and being rescued; while male

characters were assessed through power, decision-
making, action, and heroism. The creative drama
process ensured that these patterns were not
merely recognized at the verbal level but were
also experienced at the physical, emotional, and
relational levels through role-playing, improvisation,
frozen images, group discussions, and creative
products. In this regard, creative drama enabled
teacher candidates to move beyond viewing
gender representations in fairy tales merely as a
textual issue, allowing them to question how these
representations are constructed through character
positions, power relations, scope of action, right to
speak, and narrative endings.

One of the study’s notable findings is that
participants did not entirely reject classic fairy tales
but instead sought to transform these narratives.
Cinderella’s transformation from a character
awaiting rescue into a subject who makes decisions
about her own life, the questioning of the beauty
competition between Snow White and the queen,
reimagining Little Red Riding Hood as a character
capable of setting boundaries and finding solutions,
transforming Sleeping Beauty into a figure who speaks
and makes decisions within her own story, positioning
the siblings in Hansel and Gretel as characters who
think together, and linking Rapunzel’s freedom to her
own decision rather than the prince’s arrival, have
emerged as clear examples of this transformation.
This finding demonstrates that classic “ ” fairy tales
can be utilized in teacher education not only for
critical analysis but also for egalitarian, creative, and
pedagogical restructuring efforts.

However, the research also revealed that the
awareness emerging during the creative drama
process did not progress in a linear, completed, or
one-directional form of transformation. In some
cases, participants showed a tendency to preserve
traditional fairy tale endings, savior figures such
as the prince or hunter, the romantic structure, or
the familiar symbols of the fairy tale. This situation
demonstrates that classic fairy tales establish a strong
connection not only at the cognitive level but also
at the emotional and cultural levels. Therefore, the
resistance and contradictions observed in the study
were evaluated not as weaknesses of the process
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but as meaningful findings indicating the entrenched
nature of gender stereotypes and the possibility of
negotiating these stereotypes within the creative
drama environment.

The research findings suggest that classic fairy
tales can be used critically and creatively in teacher
education to support gender awareness. It is important
for teacher candidates to question how characters
are positioned, who speaks, who remains silent, who
makes decisions, and who is presented as a rescuer or
someone waiting to be rescued before simply retelling
the stories as they are. Such critical inquiry can help
teacher candidates evaluate children’s literature
texts with a more conscious, inclusive, and equitable
pedagogical approach.

Based on these findings, it is recommended that
teacher education programs give greater emphasis to
creative drama-based children’s literature activities.
In particular, classic fairy tales can be explored in
conjunction with activities such as gender roles,
critical literacy, creative rewriting, and the creation
of alternative narratives. Prospective teachers can
be engaged in activities such as bringing fairy tale
characters to life from different perspectives,
role-playing, writing alternative endings, creating
character letters, constructing frozen images, and
reinterpreting fairy tale symbols. Such activities can
support prospective teachers’ gender awareness as
well as their creative pedagogical design skills.

In terms of practice, it is recommended that
teachers, when working with children on fairy tales,
do not focus solely on the plot or moral message
of the story; instead, they should also open up
discussions about the characters’ spheres of action,
power dynamics, and modes of representation.
Asking children questions such as “What else
could this character have done?”, “Who makes the
decisions in this fairy tale?”, “Who speaks, and who
remains silent?”, “Who rescues?”, “Who is waiting
to be rescued?”, and “Could the happy ending have
been different?” can facilitate a critical and creative
re-examination of fairy tales. In this way, fairy
tales can be transformed from texts that reproduce
stereotypical roles into pedagogical tools that support
children’s processes of thinking, questioning, and
generating alternatives.
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In future research, studies on the restructuring of
fairy tales through creative drama can be conducted
with different age groups, different groups of teacher
candidates, and different types of fairy tales.
Additionally, not only classic European fairy tales
but also local fairy tales, contemporary children’s
books, myths, cartoons, and digital narratives can
be examined through creative drama in terms of
gender representations. Longitudinal studies could
investigate how the awareness developed by teacher
candidates during this process is reflected in their
subsequent teaching practices. Furthermore, in direct
applications with children, the impact of creative
drama-based fairy tale activities on children’s
perceptions of gender roles could be examined.

This study demonstrates that creative drama
offers a powerful pedagogical opportunity for re-
examining classic fairy tales from a gender equality
perspective. Creative drama has contributed to pre-
service teachers’ ability to recognize stereotypical
roles in fairy tales, question the power and agency of
characters, transform traditional narrative endings,
and rethink their own pedagogical approaches. In this
regard, fairy tale studies based on creative drama
offer a valuable practical field for developing gender-
sensitive, critical, and creative pedagogies in teacher
education.
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