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e Tt ABSTRACT

This study was designed to examine thinking regarding educational

drama as reflected in the literature, and to compare agreed areas of

importance between writers with the practice of drama in a selection of

secondary'schoolsi‘ Instruments were constructed to provide the investi-
gation with an open (or informal) and closed (or formal) strand : the
first in the shape of informal observations of drama lessons, and inter-
views with teachers and a selection of pupils; the second through formal
lesson observations, and teacher and pupil questionnaires.

The sample consisted of a random selection of 24 schools in the
North-East of England which offered drama as a time—tabled subject. A
teacher from each school was observed working on two occasions, the first
being informally coded and the second formally. All 24 teachers and 536
pupils involved completed a questionnaire; and all teachers and 144
pupils were interviewed.

Both informal and formal findings indicated overriding concern with
friendly relations and pﬁbil effort in the drama classroom. Interviews
suggested pupil concern with movement and talk, but informal and formal
observations showed considerable limitations on both, particularly the
latter. Concern with reflection was not prominent in the thinking of
teachers and pupils, and was almost totally absent from their practice.
Formal data further suggested some tendency for teachers with more highly
structured lessons to have classes with more positive attitudes to the

work. Informal and formal modes were each perceived as offering unique

contributions to the investigation of drama.



Drama as conceived in the literature and as found in the classroom
was markedly different. Whereas writings suggested drama might meet
several important educational needs, practice showed little sign of
this being so; and while commitment, reflection, individual and social
development formed the foundation of drama in the literature, teachers'

and pupils' views and actions offered explicit attention only to the

last of these four, and in a manner not essentially related to drama

itself.
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Chapter 1

INTRODUCTION

Few things about educational drama are so immediately impressive
as its variety of theory and its multiplicity of practice. The enqui-

-Fof

rer must be forgivenhbewilderment*when confronted with its range of
creeds and the passion with which each is espoused; for whether the
question raised be the nature of drama, or what it does, or how it

should be practised, or how that practice should be evaluated, opinions

proliferate.

Purposes of the Studz

This study proposed to explore the thinking about educational
drama as reflected in the writings of authorities in the field; and to
examine its practice in a representative sample of North-East England

secondary schools.

The purposes of the study were:

(1) to establish areas of recurrent emphasis in the
writings and thought of authorities 1in
educational drama;

(2) to investigate the extent to which these areas
receive attention from writers in related
educational and artistic fields;:

(3) to conduct an examination of secondary school
drama utilizing both formal and informal methods
of investigation;

(4) to examine the data pfovided by these two
methods for significant features and patterns;



(5) to compare the value of formal and informal
approaches to the investigation of classroom
drama;

(6) to consider the relationship between the
emphases drama receives in theory and in
secondary school practice, and the extent
to which drama succeeds in serving areas of
educational concern;

(7) to suggest implications of the findings for
the teacher and the researcher of drama.

Variety of Thought concerning Drama

The central characteristics of drama have been variously descri-

bed:

-The essential and recurring feature of all school
drama work is that it involves children, as participants,
Projecting into imagined or assumed roles or situations.
We have called this process of projection "acting-out".

(McGregor et al., 1977:10)

The Greeks used the word drama with a rather diffe-
rent meaning, i.e. "to live through", and it is in the
latter context that we should consider drama and a child's
growth,

(Heathcote in Hodgson, 1972:157)

[Drama is] a large-scale laboratory of life examina-

tion and study.
(Courtney, 1968:55)

"Drama” means doing, acting things out rather than
working on them in abstract and in private. When possible,
.1t is the truest form of learning for it puts knowledge and

understanding to their test in action.
(Dixon, 1967:43)

Child drama is a creative activity and, as such, ful-
fils the normal function of all creative activity; 1t pro-
.vides a medium through which the individual can express his
ldeas - his reactions to the impressions he receives - and,

by expressing them, learn to evaluate them.
(Pemberton-Billing and Clegg, 1968:17)
Three elements of the work receive repeated emphasis: that the

children assume roles and situations other than their own; that these

roles and situations are approached in a manner reminiscent of life



itself; and that greater emphasis is given to participation and living
through than to rehearsal and performance for an audience.
What form should drama take in the school? Convictions vary.
Some writers see it as essentially a separately timetabled subject, but fecluir.

ing more time and better facilities than exist within the present

framework (lMcGregor et al., 1977:167-188). Elsewhere drama 1s respec-

ted as playing a vital element in the teaching of English, or at least

enjoying a special relation with that subject (Bullock, 1975:10.38-39).
Others again urge that it be approached in the context of an integrated
arts programme (Ross, 1975), leaving yet another group to value it as a
teaching tool, to be used within the framework of traditional school

subjects (Fines and Verrier, 1974).

As with its implementation in the schools, the potential benefits
of drama are a matter of considerable dispute. For some, while 1t may
have other values, it is primarily an art-form, and from this fact

alone may derive its justification: "... one must reiterate that Child

Drama is an Art in itself, and would stand by that alone as being of

importance." (Slade, 1954:105). For others, drama is primarily a
learning medium, an approach to knowledge in all its varied and complex

forms:

Through drama the child can explore his actual social
relationships at the real level, and an unlimited number
of hypothetical roles and attitudes at the symbolic level.
Through testing out ideas and attitudes vicariously, he may
experience a growth in self-confidence both in his ability
to formulate and challenge ideas and in communicating and
exposing his views to others,

(McGregor et al., 1977:24)

Others underline its power as a vehicle for language development:




We acknowledge the value and high quality of much of
this work [non-verbal], but it is our contention that in
most schools drama has yet to realise its potential in
helping the child to communicate with others, to express
his own feelings and thoughts, and to gain confidence in a
variety of contexts. Both in its close relation to litera-

ture and in its inherent shaping powers for speech, drama
1s a powerful instrument to this end.

(Bullock, 1975:10.42)

Some pupils, it is fair to suggest, see the drama lesson as a forum
for the creation of playlets, often of a comic kind; while more than a

few non—-drama teachers see it as a no-man's land where pupils (in par-

ticular the less academically talented and more alienated) release hos-

tility in a harmless fashion.

Other claims as to its benefits abound: education of the emotions
and increased sensitivity (Sherburne in Dodd and Hickson, 1971); deep-~
ened creativity (Heathcote in Hodgson, 1972:161); enhanced imaginative
powers (Pemberton-Billing and Clegg, 1968); and, latterly, language and
cognitive development (Seely, 1976). Counterbalancing this concern to
cultivate the individual have been claims regarding drama's strength as
a source of social development, encouraging as it does such things as
co-operative planning, sympathy for and empathy with other people, self-
control for the good of the group (Way, 1967:69-70); as well as joint
examination of social issues (Hunt, 1976). In addition, the protective
power of drama, in that it allows the pre-experience of that which life
may later confront one with, is cited (Heathcote, n.d.:12) as is 1ts
beneficial effects on bodily awareness and movement (McGregor, 1976
11).

Such diverse goals naturally result in a wide variety of drama
activities. For some, games and exercises of various kinds have major

value, and occupy an important place in the work (Bruner, 1967:92-5);

for others, they are simply a bridge to real drama (London Drama, 1976).



Differences of opinion regarding the place of performance and audience
in the drama classroom continue to exist, although most opinion has
begun to move towards a middle ground:
This is indeed the very crux of the problem: is impro-
visation a form of dramatic expression in its own right or
1s it a kind of protracted preliminary to the acting of

plays? The answer is surely that it is neither ... Thus we
have one kind of creativity that is the actor's, and another

which is the dramatist's, and boys and girls at school are
trying their hands at both.

(Dept. of Education and Science, 1968:40)
Teachers seem generally united in their agreement that "golden
moments" (Slade, 1977) in classroom drama should be sought, and valued,

but less united on what should be done with them, or indeed how to know

them when they arrive.

This leads to the question of evaluation of drama — an area of
some unease. Most drama teachers would probably assign theatre skills
a position of minor importance on their 1list of evaluation criteria,
(although conversations with pupils suggest that these priorities do
not always emerge clearly in classroom work). More highly prized
would be a positive attitude to the work, with pupil creativity and
originality desirable but not essential. Many teachers attach conside-
rable importance to signs of pupil enjoyment, or evidence of pupil con-
cern for the work's success. Recognition of such success remains a
highly subjective matter, and can range from frequency of pupil contri-
bution to discussion, through teacher perception of profitable silences
during the lesson to what can be seen by looking in the eyes of each
pupil. Questions may be offered for inclusion in the evaluative pro-
cess, but which are employed and how they are answered remain, in prac-

tice and theory, matters for the individual teacher to decide.



It is suggested that in considering criteria for assess-
ment, it 1s up to the teacher to be clear about his own aims
and intentions, and to be able to make informed judgements in
the light of them.

(McGregor et al., 1977:127)

There are many reasons for this multiformity in thought and deed.
If context determines criteria, uniformity becomes unthinkable. Con-

versation with drama teachers reveals that, in common with more than a
few other teachers, they find their training offers little suppotrt for
their classroom work. Other drama teachers find themselves shaping the
work to fit the mould of CSE demands rather than their personal convic-
tions about drama (Crompton, 1976). The difficulty is compounded by
the fact that drama is an arts subject as well as being commonly consi-
dered a "young" subject. Its teachers thus face problems regarding
statement of objectives and their assessment which teachers of other
subjects do not. As Eisner (1972) points out, the behavioural objec-
tives model does not sit easily with arts subjects; and the drama tea-

cher is called on to justify the existence of his or her subject on

. ™ it
many more occasions than teachers of more established, "older" areas.

A combination of these many pressures can have an inhibiting effect on

drama teachers and their work.

Areas of Agreement concerning Drama

It emerges, then, that beliefs differ markedly as to the nature of
drama, its purposes, and criteria for its assessment. There are, how-
ever, areas of agreement: scrutiny of the writings reveals several pro-
positions concerning drama receiving general assent. These may be
classified under four headings:

(1) Commitment
(2) Reflection

(3) Individual Development



(4) Social Development.

(1) Commitment. Both writers and teachers tend to be united in agreeing

that pupil commitment is an essential condition for successful drama

work of any kind.

Everyone involved must at least try to accept 'the one
Big Lie": that we are at this moment living at life rate in

an agreed-upon place, time and circumstance and are together
facing the same problems ... Heathcote admits this kind

of believing is not easy to jump into, but it is crucial to
the success of the drama.

(Wagner, 1976:67)
Only where the pupil is prepared to allow the symbolic world of the

drama to take hold can the work prove beneficial. Such absorption is,
of course, important in all areas of learning; because of the social
nature of drama, however, class-wide commitment is of even greater
importance, since the concentration of one pupil interacts with and
directly affects that of another.

There is general agreement that two features encourage and are

even perhaps essential to this commitment in practice: active partici-

pation by the pupil, and the constructive involvement of emotion in the

work.

Direct pupil contribution to the work's shape and evolution, as
opposed to the spectator role of the audience at a play (or, for that
matter, in some teacher-centred classrooms) emerges as an identifying
feature of drama as an educational tool rather than a theatrical form.

A natural education is by practice, by doing things,
and not by instruction ... Certainly preliminary advice
and warning might save us from many a sore trial, but we

rarely profit by any experience other than our own.
(Caldwell Cook in Hodgson, 1972:145-6)

oo a.?a§ic definition of drama might be simply, 'to prac-
tice living'. The same definition might well be both ade-

quate and precise as a definition of education.
(Way, 1967:6)



The thing to be taught must be discovered via human
beings in action - that is, 'living through' the situation
(the Greek meaning of drama). If this kind of discovery
cannot be made, then improvisation is the wrong medium,
and the teacher should look about for a more efficient way

of bringing understanding to the class.
(Heathcote, 1967:30)

Drama is seen as a method by which the complexities of life can
be teased out and examined through involvement in actions which reflect

given aspects of that life. Without commitment, such actions become

meaningless. The quality of the actions engaged in by the pupil are at

once a sign of the level of commitment, and a means by which commitment

may be cumulatively strengthened.

Emotion is a second important component of commitment. While there
is general agreement among writers that to be valuable, emotion must be
employed in a constructive way, views differ as to the meaning of "con-
structive':

Amongst the many values that drama has is an emotional
one ... In providing emotional release, it also offers
opportunity for emotional control, and thus it provides an

inner self-discipline.
(Courtney, 1968:47)

Courtney here appears (like Peter Slade) to emphasise the cathar-
tic benefits of drama. Gavin Bolton, on the other hand, underlines the

need for emotion that has its basis in the symbolic world of the drama:

In children's drama work, therefore, it is important
that the thinking and feeling are right, So much drama
I see expresses a kind of generalised excitement with
little conceptual underpinning. Nearly as bad 1s the
kind of drama that operates at an intellectual level with-
out any real feeling. It seems to me that when drama
operates at 1its best, thinking and feeling must be compa-

tible with the symbolic meanings of the context.
(Bolton, 1975:10)

The importance of both activity and emotion is emphasised by the

Schools Council pamphlet "Arts and the Adolescent':



What we shall be developing is not knowledge about
art, but experience of the arts as ways of knowing -

ways of nurturing and developing the life of feelings.
(Ross, 1975:69)

Successful classroom drama, then, requires personal commitment by

the pupils. Active engagement and emotional involvement are at once

the signs and the source of that commitment.

(2) Reflection. This could be seen as the ultimate objective of commit-
ment to the work in drama. Those unfamiliar with educational drama
sometimes underestimate its importance, in their attention to the les-
son's emotional element. Most drama teachers, however, do set aside
part of the lesson - usually the last five or ten minutes - for discus-—
sion. Consideration is here given to what has transpired during the

lesson, and puplls are encouraged to reflect on its significance. Dur-

ing the lesson, too, some teachers like to halt the work from time to

time so that pupil attention may be drawn to developing matters of

importance.

Such discussion, however, serves rather to deepen than to iniltiate

reflection. From the drama itself comes the original understanding.
Through engagement with the drama, the pupil encounters selected and

significant elements of life, and from this encounter learns.

Finally the attitude [of the drama teacher to education]
requires that true learning consists in thinking, that think-
ing consists in trying to feel what life-situations are like,
and that the result is an inward knowledge that may be tested
in use, and not in answering closed questions.

(Fines & Verrier, 1974:13)
Many writers would share Gavin Bolton's concern, however, that the

emotional activity of the drama should gain significance through

thoughtful consideration:
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.+« 1n most drama experience reflection on what has
been learned is essential if the emotional experience 1is
to be codified and made available for future reference.
Expression of emotion alone has no educational or any

other kind of value.
(Bolton, 1977:14)

Thus drama provides opportunities for thought in the many deci-
sions required in the initiation and planning of the work, in the expe-

rience of the drama itself, and in the more considered reflection which

frequently follows engagement in the acting-out process.

(3) Individual development. Wide assent would also be given to the notion

that drama, more than most subjects, concerns itself with the individual:
Education is concerned with individuals; drama 1is

concerned with the individuality of individuals, with the

uniqueness of each human essence.
(Way, 1967:3)

This stems to a large extent from its nature as a creative activity.
To the degree that individuality is denied, to that extent the possibi-
lities for creative work are lessened, and the possibilities of the drama
restricted. Drama "provides a medium through which the individual can
express his ideas - his reactions to the impressions he receives.” (Pem-
berton-Billing & Clegg, 1968:19). The nature of the work demands that
the pupil must be allowed to "develop ideas and conflicts along his own
lines, and reach his own conclusions." (Ibid.)

In her writing and her teaching, Dorothy Heathcote repeatedly empha-
sises the place of the individual at the centre of the learning process:
"... when it comes to the interpretation of ideas it is the child's view-

point which is important, not the teacher's." (Heathcote 1n

Hodgson, 1972:161)., The drama teacher must realise that each class with
which he or she is faced consists of "... a series of individuals who

bring not only their individual points of view but their individual
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experiences, visions and interpretations to the situation.'" (Heathcote,

1967:28). Aware of this fact, the teacher must seek to create an
atmosphere where "honesty of individual contributions is valued and

respect is shown to individuals' ideas and methods of contribution'

and where "drama is not stories retold, but confrontations between indi-

viduals standing up, lived at life-rate." (Heathcote, 1970:1080)
Richard Courtney also places the development of the individual

child at the centre of the work:

Dramatic Education is paidocentric, it begins with the
child. It recognises him for who he is. It does not, as

in the eighteenth century, see him as a miniature adult.
(Courtney, 1968:56)

While perhaps more concerned with the social aspects of drama work,

Lynn McGregor does point to "... the implicit assumption that uniqueness
of response 1s valued. Through drama, children ought to be able to
express and communicate their feelings and understandings in their own
way." (McGregor, 1976:15). In the writings and practice surveyed by
her, "most approaches ... stress the importance of drawing on pupils’
ideas.'" (Ibid.:17)

Thus, in terms of diagnosis and in terms of the work's development,
the individual is of primary importance. As will be pointed out more
fully later, this places drama in the mainstream of what is termed
""progressive education", where the unique nature of each child is the
starting point, and around which are organised the content and method

of instruction.

(4) Social development. Clearly, any development of the individual must

of necessity include development of his social nature.
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Self-realisation is not an anti-social principle;
it 1s firmly based on the fact that men need each other
in order to be themselves and that these people who suc-
ceed in achieving the greatest degree of independence
and maturity are also those who have the most satisfac-

tory relationships with others.
(Storr, 1960:32-33)

For purposes of clarity, however, the relations of the individual
others have been given a separate heading.

Once again, beneath apparent divisiveness, consensus exists. Of

its nature, drama involves working with others, and so a willingness

to co-operate and contribute to group decisions becomes important. Cen-

tral to improvisation and role-play is the ability to feel and think

from the point of view of another:

Sympathy is developed by personal experience, through

acting, of other persons and conditions.
(Slade, 1954:106)

The drama teacher's concept of personal development
1s very much tied to the notion of social adjustment.
They (sic) perceive the child as moving from the subjec-
tive, egocentric world of imagination into the objective,

allocentric world of role-play analysis.
(Witkin, 1974:91)

The Schools Council Drama Report points to three ways in which

drama is particularly effective as an agent of social development:

First, through acting-out, children can become more
aware of other people's positions. Secondly, drama offers
the opportunity of exploring a number of possible social
situations in action and therefore discovering the practi-
cal implications. Thirdly, acting-out enables pupils to
discuss what they want to do, how to do it, to act on
their decisions, and to see whether these decisions are

effective,
(McGregor et al., 1977:32)

By its nature, the work finds meaning in the relationships of the

individual with others:
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It [drama] is sociologically based, employing indi-
viduals within groups and the interaction of their active
processes.

(Heathcote, n.d.:32)

Thus we see these writers pointing to the social power of drama

in two main respects: (1) its ability to offer the pupil at once access
to a wide range of social roles/situations, and insight through the
playing of these roles/situations; (2) its inherent socializing

influence, in that to work dramatically necessitates social inter-

action with others.
While it has been shown that many drama writers are in broad agree-

ment as to the form successful drama takes and its potential benefits,
its validity as an offering in the secondary school remains to be
established. Is its introduction to the curriculum a sign of weakened
academic standards, or response to an important need in contemporary
education? Before attempting to answer this question, it 1s necessary
to identify some areas of primary concern to current writers and

researchers in secondary level education.

Relevance of Drama to Curriculum Concerns

This section considers four matters which in recent years have
featured prominently in secondary school research: the dominance of the
teacher during classroom verbal exchange; knowledge viewed as the
acquisition of factual information; pupil passiveness; and the power of
the curriculum to elicit pupil interest. While there is obviously a
complex of relationships between these four matters, the first and the

second are considered jointly, as are the third and fourth, in an effort

towards greater clarity.



14

Classroom talk and lesson content. Sara Delamont (1976:45-6) cites

two examples - one a geography lesson, taken from Keddie (1971) and

one a sclence lesson, taken from Young (1975) - to show how a teacher's
concern with other matters can lead him or her to set aside
valid contributions by individual pupils. Teacher talk, in fact, can
dominate to such an extent that verbal input for many pupils becomes
difficult if not impossible: Flanders found that the average American

classroom has 20 percent pupil talk. In Britain, Wragg (1973) put

pupil talk in the later years of secondary school at 23 percent, while
Delamont herself (1976) found that the average teacher in her survey

talked 70 percent of the time. Even classrooms which might be classi-
fied "informal" continue this virtual monopoly of talk by the teacher
(Walker and Adelman, 1975). Teachers do take some cognizance of the
individuality of their pupils, but only under general headings and 1in
ways which, paradoxically, favour the "stronger" pupil rather than the
weaker: Brophy and Good (1974) report that teachers give more time for
their "bright" pupils to answer, give such pupils more clues, are pre-
pared to rephrase questions for them, and accept a wider variety of
their responses as correct.

In addition, the verbal contributions of both pupils and teachers
show a heavy bias towards factual content. Gibson's interviews (Gibson,

1973:188) with teachers found considerable emphasis on 'covering the
course". This same emphasis is reflected in Flanders (1970) who sug-
gest::;g.American national average of 55 percent of teacher talk 1s
devoted to content material. Wragg (1973) puts this figure for British
teachers at 43 percent, in the first year of secondary school, and 63

percent in the sixth year. Barnes (1969) in his study of some lessons

in the first year of a comprehensive school found that the number of
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genuinely open questions asked by the teacher was negligible. Brophy

and Good provide a disturbing summary of research in this area:

For example, Stevens (1912) looked in high-school
classes and found that two-thirds of the questions asked
by teachers were factual recall. Haynes (1935) looked at
sixth-grade history classes and reported that 77 per
cent of teacher questions requested a factual response
from students. Gallagher (1965) studied teachers of gif-
ted students but found that they also asked many factual

questions. He reported more than 50 percent of their
questions were cognitive memory questions. David and Tins-

ley (1965) studied student teachers teaching high-school
social studies classes and reported that roughly 50 per
cent of the questions required factual answers. Guszak
(1967) found that 14 percent of the teacher questions in
reading groups merely asked students to locate informa-
tion in the book, and another 57 percent of the questions
were short—-answer fact questions.

Borg et al., (1970) summarized this literature and

suggested that the types of questions teachers ask pupils
have not changed in more than half a century, despite an

increased emphasis upon the need for teachers to ask a
variety of questions (Groisser, 1964; Sanders, 1966).
(Brophy and Good, 1974:27)

Pupil activity and levels of involvement. Findings likewise indicate

little attempt to actively involve pupils in classroom work generally.

Galton et al., (1976) in an investigation of the new Nuffield science

teaching methods found that 25 percent of the teachers never asked

pupils to become involved in the design of experiments, and only 1/

percent were in fact teaching in the progressive Nuffield manner. e strucluse ot
observation systems underlines that it is teacher.activity and not pupil
activity which dominates the vast majority of lessons — only nine of

Simon and Boyer's (1974) anthology of observation systems focus on

pupils.ﬁ This séems reasonable since, as Flanders and others have indi-

cated, less than one-third of classroom time is given over to the pupil,

in terms of talk.

wﬁh T LA
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Nor does 1t seem impossible that there is a relationship between

this passive role of the pupil and the traditional perception of
school as a boring place to be. In an investigation of undergraduates

at the University of Chicago, Bloom (1953) found that "at least one-
third of the class gave testimony of being psychologically absent"”

(Jackson, 1968:98)., While admittedly some 25 years old and conducted
at college level, this research finding was derived, as Jackson points

out, from an "unusually gifted group of students and staffed by an
exceptionally dedicated cadre of teachers" (Ibid.:99). The amount of

time offered to quJs for participation in the average classroom does
little to encourage "psychological presence'':

If there are eight minutes of pupil talk in a period,
and that subject has five lessons a week, there are forty
minutes of pupil talk in that subject per week. In a class
of twenty that gives each pupil two minutes per week to talk
aloud. In a class of forty each pupil has only one minute.

(Delamont, 1976:45-6)
No more does the form of the questioning:

.+ to guess almost the very form of words the teacher
has in mind ... The teacher's carefully composed structur-
ing and soliciting moves, whatever their advantages, have the
disadvantages of tightly circumscribing the extent to which a

pupil can formulate and represent in words what he 1is think~-
ing.
(Barnes et al., 1969:125)

And for some, the content can be bewildering in its obsession with
trivial fact, as the Postman and Weingartner story pungently conveys:

There is a sad little joke about a fifth—grade teacher
In a ghetto school who asked a grim Negro boy during the
course of a "science'" lesson, "How many legs does a grass-—

hopper have?" "Oh, man," he replied, "I sure wish I had
your problems:"

(Postman & Weingertner in Barnes et al., 1969:125)

Many explanations are possible for these shortcomings in the secon-
dary school classroom. One may be that many teachers see knowledge as

essentially a matter of content, not process:
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.o+ 1t is a ncesssary feature of knowledge as such
that there be public criteria whereby the true is dis-
tinguishable from the false, the good from the bad, the
right from the wrong. It is the existence of these cri-
teria which gives objectivity to knowledge.

(P.H. Hirst in Archambault, 1965:127)
Where knowledge is so viewed, the teacher clearly is in the super-
ior position, since his job is to induct the pupil into these areas of
knowledge. The pupil's role will, of necessity, be passive.

Another explanation offered is the abiding concern of some teachers

with discipline.

Among the problems (within the school itself) that
of pupil control features largely. There is in many
schools a consciousness of the possibility of insurrec-
tion by the student population.

(Stenhouse, 1975:46)

Where a conflict occurs between the need to control and the need to
teach, the 1ssue, as a rule,is quickly resolved:

... 1f acceptance within the teacher group is
based upon commitment to and competence in the use of
external controls rather than competence in instruc-
tion; then instructional goals will be pushed into the
background, that is, displaced.

(Willower, 1965:44)
Yet another answer may lie in the natural tendency of humans to

erect "barriers to change": "the inability of human beings to change

from one situation which is well known to one which is unknown." (Dalin

in Stenhouse, 1975:214).

The probationer who questions everyday routines
or educational objectives creates role conflict among
colleagues (Westwood, 1967) and may not only be defined
as deviant but as eccentric or unbalanced.

(Henson & Herrington, 1976:86)

Faced with the reality created by the "horny handed men who have

been teaching a long time" (Ibid.:61), only the very strong can preserve

in practice a different mode of teaching.
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A final reason may be found in the nature of the teacher's time-

table. The teaching load which many secondary teachers carry tends to
discourage travel by any route other than that of least resistance.

The conventional musical-chairs timetable is based on
an assumption of a norm of pupil passivity and recalcitrance.
Pupils have to be told what to do; they cannot be trusted;
they do not want to learn; they have to be made to learn:
this involves imposed discipline; they don't like discipline
and are liable to rebel; they therefore need constant super-
vision... And one of the things that follows is that there

is no let-up in the sequence of demands made on the teacher's
energies.

(Channan & Gilchrist, 1974:16)

The Contribution of Drama

It is the belief of many theorists and practitioners of drama that
their subject acts to lessen many of these difficulties encountered in
the more traditional classroom.

Creber argues for a drama classroom where 'more flexible roles
rather than merely teacher and taught" may be experienced:

Even though from a traditionalist point of view such
a classroom appears disorganized, it can with careful
planning and organization place a new emphasis upon co-
operative modes of working. The value of the activities

1s now intrinsic, not dependent upon some end-product.
(Creber, 1972:200)

The Rosens also emphasise the value of drama as an aid to understan-

as
ing rather thanhgimply another road towards objective knowledge:

We can assume that it is not the intention of most
teachers to produce proficient performers, budding little
actors, but rather that they see drama as a way in which

children seek to understand their world.
(Rosen, 1973:198)

Chris Day speaks of drama as an "inquiry-based activity", and as
such clearly different from other areas of the traditional curriculum:

Unlike most other subjects in school, drama (unless
it be theatre arts) has no specific body of knowledge to
be transmitted, no universally acknowledged content.

(Times Educational Supplement, 4.11.77:27)
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The complementary powers of pupil language and activity in the

drama classroom are underlined by Gavin Bolton:

They [the pupils] suddenly know that they have learned because
they have been allowed to verbalize it, and verbalization is
rooted in the concrete sensory/motor experience of the drama-

tic action.

(Bolton in Dodd & Hickson, 1971:13)

By virtue of its form, drama can call for a commitment by the pupil
which involves him/her in the work actively and emotionally, as well as
intellectually. By virtue of its nature, drama can offer knowledge as
process or experience rather than end-product. By virtue of its con-
cerns, drawn from the present understandings (and barriers to understand-
ing) of the individual, drama can establish a relevance to life not found
in most other subjects. An opportunity can be created where the problems

faced by the class are those of the individual pupil and the particular

group, and the voices heard may be the children's own.

Definitions

The following terms are defined in order to clarify their use in

this study:

ATTITUDE : '"The predisposition or tendency to react specifically
towards an object, situation or value; usually accom-
panied by feelings and emotion."

(Good, 1959:49)

AESTHETICS: The study of the arts (particularly in education) and
the principles governing involvement with them.

CURRICULUM:  "The contrived activity and experience - organized,
focused, systematic = that life, unaided,'woulq not
provide ... It is properly artificial, selecting,

organizing, elaborating and speeding up the processes
of real life."

(Richmond, 1971:10)

EDUCATIONAL Pupil self-expression through the assumption of roles
DRAMA: in an acting-out process, in order to vivify the par-

ticular experience and deepen pupil understanding of
1ts meaning for them.
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PROGRESSIVE That educational theory which is child-centred, activity-
EDUCATION: ©based, life-related, and concerns itself with the process
of educational activity rather than its product. Its
origin and development can be traced in the writings of
Rousseau, Froebel and Pestalozzi, and in this century in

the work of John Dewey.

Organisation of the Report

This report consists of eleﬁe; chapters; Chapter 1, an introduc-
tion to the study, outlined the central elements of educational drama,
and the importance of the problems*with‘whicﬂ &rama attempts to cope.
It also defined the purpose of the study and outlined its organisation.

Chapters 2, 3 and 4 review the related literature under the headings of

"Drama and Progressive Education", "Drama and Aesthetics" and "Drama

and Curriculum Theory" respectively. Chapter 5 provides information

about the sample, the method of procedure, and the evaluative instru-
ments employed. Chapter 6 presents data gathered through observation
of drama lessons; Chapter 7 outlines the information gathered through

interviews with drama teachers and their pupils; and Chapter 8 offers

the responses of teachers and pupils to the questionnaires. Chapter 3

analyses the qualitative data gathered, and Chapter 10 the quantitative
data. Chapter 11 suﬁﬁarises the investigation and considers its impli-
cations. The Appendix reports initial interviews with 16 post-secondary
experts in educational drama, and provides copies of all investigative

instruments.
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Chapter 2

DRAMA AND .PROGRESSIVE EDUCATION

One of the main areas considered in Chapter 1 was the importance

drama attaches to the individual, and to the. active way in which (s)he
seeks meaning for his/her life through drama experience. This concern

with the individual receives repeated attention in the writings of drama

authorities:

In all these activities the child is released from
the need to excel over others; he is measured by his

own ability; he develops at his own pace, in his own
private way. | “

(Kelly, 1974:72)
David Clegg warns against the placing of theatrical criteria before

concern with the individual:

Improvised work that looks untidy and shapeless to
the outsider, that seems to lack absorption and many of
the theatrical qualities he is looking for, may in fact

be facilitating some aspects of the development of the
individual which it ceases doing once it is transformed

into a tidy form with a beginning, middle and end. In
looking for such things it could be argued that the tea-
cher is satisfying his own need to understand the acti-
vity on his rather than on the children's terms.

(Clegg, 1973:42)
Mel Marshak draws attention to a related area: the way in which the

individual must be actively involved if meaning is to be derived from

artistic encounter:

Art, if it is art and not magic, never presents us

with a blue-print of what to think or what knowledge we
should have or attempts to, influence us as to the con=
clusions we should come to, but rather presents us with
raw material - essential abstractions in imagery and
symbolic form which have to be worked on, refined and
made the basis of original action or thought by indivi-
duals.

(Marshak, 1976:5)
24



25

Gavin Bolton also directs his readers to this second area -

meaning = when he comments on the way in which it gradually accumula-

tes during a drama lesson:

I prefer, therefore, to think of the dynamics of an -
improvised play-making experience as a shared process of
searching for symbolic action (or objects), a moving

towards those moments when meaning can be released from
the action and objects.

(Bolton, 1978:12-13).

Meaning transcends the literal action, but is dependent on it for its

being.

The place of a third element — life itself - in the drama process
is testified to by many writers, notably Dorothy Heathcote:

In drama we use the human condition = though we may
personify it through abstract form, we may personify it
through insect or tree, or gods. or wizards. We take the
human condition, and we isolate a factor to bring it
under our view, and therefore we must distort. So from

this distortion we get examination, rumination, experience
and reflection.

(Heathcote, 1976:8-9)

This chapter will indicate how these three points of emphasis in
drama - the individual, meaning through active involvement, and life-
related work = have their roots in the early history as well as the

more recent development of progressive educational thought.

Rousseau, Pestalozzi and Froebel

Educational concern with the individual can be traced to 1762 and
the publication of . Emile. Emphasising as it did the child as he
1s now rather than tﬁé adult he will one day become, Rousseau effected
a profound shift in educational thinking. And while some ambiguity
existsrin his thought concerning the relative claims of the individual

and society, there is no doubt that the unique character of each lear-

ner is recognised:
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Each mind has a form of its own in accordance with which
it must be directed; and for the success of the teacher's
efforts it is important that it should be directed in accor-
dance with this form and no other.

(Rousseau, 1911 [Emile, 11]:69)

. Unless the teacher. has.due regard for this quality of uniqueness,
he will seek to impose a uniformity of instruction which deforms

rather than develops:..:

- Is the same-kind of song suitable for all voices? Is
the same method suitable for all minds? No one will ever
make me believe that the same attitudes, the same stage,
the same movements, the same gestures, the same dances,
equally become a little brunette and a tall beautiful
blonde. So when I see a master giving exactly the same
lessons to both, I say to myself: This man follows his

routine, but knows nothing of his art.
(Ibid., V:66)
Thus the individuality of the learner has profound implications

'

for the form of instruction. If each individual is unique, the teacher
must arrange things so that each pupil can learn in his own way:

Put the problems before him and let him solve them
himself. Let him know nothing because you have told him,
but because. he has learnt it for himself. Let him not be
taught science, let him discover it. | |
(Ibid. :135)

The teacher's role becomes. that of guide and consultant rather

than that of controller or oracle. 1In childhood, the reason 1s a rea—-

» - Y

son of sense-experience; in later years also pupil-acfivitymatters,
and should be stimulatéd by the teacher's example. “
A major concern :F;r Rousseau is that learning should not qb!}e ;iivor-
ced from life: "I hate books, they only teach us to talk;about?£hings
we know*nothingﬁdbout." (Rousseau in Curtis and Bouldwood, 1965:281).

Even the type of education outlined in Emile is second-best: a pre-

i

ferable method is outlined in New Heloise, where education essen=

tially involves being a member of an ideal family. For Rousseau, life

was at once the source of learning and its ultimate justification.
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Pestalozzi was Jeerly influenced Byi Roesseau's ideas 1in

Emile. While he saw the ordinary home (rather than Rousseau's ideal

home) as an important source of education for the child,. and emphasised

more clearly the role of society in helping to shape the individual, he

followed- - Rousseau in his concern.with the individual. - He acknowledged
the existence of a pattern in mental development, but argued that -in

practice individuality would always disturb the smooth surface of con-

sistency:

Into whatever prominence you bring its [mental develop-
ment's] principles, however much you show the theoretical
consistency of its practice, external con51stency 1s incon—
ceivable; every individual man will carry out 1t5*measure in

accordance with his own individuality..® - -
(Pest310221 in Green, 1916 286)

MERE A

Like Rousseau again, Pesta10221 saw the necessity that learnlng

occur in a natural way, through activity. Whatever the area, without

S

experience there could be no development:

Thought must grow from thinking, for it cannot come
simply from the knowledge and understanding of what is to be
thought or the laws of thought; love must be developed by
loving, for it does not arlse*merely from knowledge and

understanding of what love i1s, and of what ought to be loved;
art also can only be cultivated through doing artistic works
and acquiring skill, for unending discussion of art and skill
will not develop them. S l -
(Pestalozzi in Holman, 1908:170-1)

In his "Anschauungs-Prinzip" or "principles of concreteness’,
Pestalozzi testified eo the role ef the livieg'world in education.
"Concreteness" occurred‘when fhe whole mind‘ef tﬂe child re5ponded to
the real experience coeffo;ting it. Even'mofe emphatically than
Rousseau he declared the home to be the ideal educational enviroement,

and the good (not necessarily cultured or perfect) mother the ideal

educator:
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The teacher usually finds his starting point in his subject;

you, mother, will find it in your child; - ‘The teacher has a fixed
form of instruction through which he puts-the child; you will
subordinate the course to the child's needs, adapting it to him
as you adapt yourself to his physical demands,

(Pestalozzi in Green, 1913:146)

Froebel continued and developed the educational thought of Rous-
seau and Pestalozzi: his first lesson was to a class in the Pestaloz-
zian Institute in Frankfurt, and like Pestalozzi his main attention

was directed to that period in children's lives between birth and six.

Central to Froebel's philosophy, however, was the underlying unity
of all things in God: "All things live and have their being in and
through God, the divine unity.'" Far from this involving a negation of
their individuality, it was only through realisation of the uniqueness
of each being, and full expression being given to that uniqueness, that

true unity under God could be achieved:

Every human being should ... express human potentia-

lity in an entirely personal and unique manner, so that
the nature of man and of God in its infinity and all its
diversity becomes even more exactly discerned,

(Froebel in Lilley, 1967:58)

The human being reaches fulfilment by repeating the pattern followed
by earlier generations, but only, paradoxically, "... if each one of them
in childhood develops as individually and personally as fossible."
(Ibi1d.:59)

uFroebel'S'well-known concern with play is part of his*wideanotion
of "Darstellﬁng" or creative self-expression. The individual must live
out his unique inner impulses through activities which at the same time
provide him with further knowledge and experience, thus at once encourag-
ing development and adjustment. Such fulfilment comes "not by copying
and imitating, which is a dead approach, but by the living way of free

and independent activity." (Ibid.:58). Here also the teacher must act



29

as facilitator, intervening in pupil activity only when he feels that
growth requires direction. The unified development of mind and body
is to be found in the employment of both in self-activity.

- To appreciate the interconnectedness and harmony of all created
things, the pupil must consider the world around him: "From every object
of nature and life there is a way to God." (Froebel in Boyd, 1921:856).
As for religious instruction, "The only key to an understaﬁdiﬁg of the
connection between the divine and the human is the diécernment of spirij
tual relationships between human beings." (Froebel in Lilley,rl967:142).
Language is valued as the bridge between the individual's inner world

and the outer world which he seeks to understand:

Between this outer world of form and substance ‘and the
inner world of mind and spirit appears a third world - that
of language - which at first was to him an element of both:
but of which he is now aware as a separate but mediating

force.
- (Ibid.:141)

This view of language anticipates the ideas of Britton and others

concerning the function of language:

Our world representation may owe its vividness to sense
images and the symbols (however we think of them) that mark

emotional categories: for'its organisation ‘it relies very
largely upon language. As we talk about events = present,
past or imagined - we shape them in the light of, and incor-

porate them into, the body of our experience, the total. -
(Britton in Wilkinson, 1975:175)

For Froebel, the essential focus of all learning 1s the wo;ld of

God's creation and the links between its diverse parts.

Clearly, these three central concerns of drama — the individual
pupil, active learning, and understanding derived from personal expe-
rience - are also of major importance in the development of progressive

educational philosophy. The commitment of the individual to the work
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for the purpose of gaining increased insight into his/her experience,
on both a personal and social level, recelves an equal degree of

attention in writings on progressive education, as Chapter 1 showed

it receiving in writings on educational drama.

John Dewey

-, .t\_,.
*f

In this century progressive education - and perhaps education in
general - was dominated by the wide-ranging thought and energetic

expression of John Dewey. In his later works, significantly, Dewey was

at pains to reject the "laissez-faire" excesses of progressivism with
which some came to link his name:

I have heard of cases in which children are surrounded
with objects and materials and then left entirely to them-
.selves, the teacher being loath to suggest even what might be
done with the materials lest freedom be infringed upon. Why,
then, even supply materials since they are a source of some

suggestion or other? * |
(Dewey, 1938:71)

He does, however, align himself firmly with the tradition of

e

Pestalozzi and Froebel, praising both for their ability to transform the
. | * ~ ey ' |
theoretical into the practical:
Pestalozzi and Froebel were the two educators most zea<
lous in reducing inspiration got from Rousseau into- the
details of schoolroom work. They took the vague idea of
natural development and translated it into formulae which

teachers could use from day to day.
) (Dewey, 1915:61)

Pestalozzi received particular admiration because "he realized
that natural development for a man means a social development, since

the individual's vital connections are with others even more than with

B

nature." (Ibid.:62). For Froebel his praise is less cmp\e\ze- He admires

"the best in his contributions'':

y
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His emphasis upon play, dramatization, songs and story
telling, which involve the constructive use of material, his
deep sense of the importance of social relations among the
children - these things are permanent contributions...

(Ibi1d.:106)
Dewey does, however, see a tendency in Froebel's beliefs towards
the fixed and uniform:

Impatient desire for a method which would cover the
whole ground, and be final so as to be capable of use by
any teacher, led Froebel, as it has led so many others,
into working out alleged "laws" of development which were
to be followed irrespective of the varying circumstances
and experiences of different children.

~ (Ibid.:104)

For Dewey, individuality of circumstances and participants must
be recognised, and must involve positive and discriminating action by

both pupil and teacher:

It is that reconstruction or reorganization of expe-
rience which adds to the meaning of experience, and which
i?creases ability to direct the course of subsequent expe-
rience. |

(Dewey, 1916:89-90)

Through acting on experience, learning occurs. The subject-matter
is experience; the method, experience's reconstruction; the yield of the
process, deepened meaning and strengthened possibilities for future
learning. It is within these three areas - Experience, Reconstruction
of Experience, and Meaning ~ that Dewey's philosophy will be conside-

red, and 1ts relevance to drama assessed.

Experience. Dewey believed that the human contacts of everyday expe-

rience provided unlimited opportunities for learning. The school's
task, he believed, must be to provide its pupils with experience So
chosen and structured that the young learner may be helped to come to
terms with it through action, just as he might (given sufficiently

favourable circumstances) in everyday life. In this way growth and

learning become possible:
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It is simply a question of doing systematically and
in a large, intelligent and competent way what for various
reasons can be done in most households only in a compara-
tively meagre and haphazard manner.

(Dewey in Garforth, 1966:104)

This "reorganized experience", however, must not result in blunted
attention or a sense of tedium. The pupil should "find the same interest
in going to school, and in there doing things worth doing for their owm

sake, that he finds in the plays and occupations which keep him busy in

the home and neighbourhood life." (Dewey in Boyd, 1921:397). Dewey
does not deny the value of organised subjects in the school. They repre-

sent the structured forms which mankind has given to its experience of
solving the problems posed by life; as such, they can be used by the
pupil towhelp him solve present and future problems:

Imaginative recovery of the bygone is indispensable
to successful invasion of the future, but its status 1s
that of an instrument ... to isolate the past, dwelling
upon it for its own sake, and giving it the eulogistic
name of knowledge, 1s to substitute the reminiscence of
old age for effective intelligence.

(Dewey in Curtis and Boultwood, 1953:482)

Repeatedly throughout My Pedagogic Creed Dewey points up the basic
need for school experience to reflect life experience:

I believe that the school, as an institution, should
simplify existing social life; should reduce it, as it
were, to an embryonic form.

(Dewey in Garforth, 1966:48)

It 1s the business of the school to deepen and

 extend his [the pupil's] sense of the values bound up in
his home life.

(Ibid.:49)

I believe, therefore, that the true center of corre-
lation on the school subjects is not science, nor litera-

ture, nor history, nor geography, but the child's own
soclial activities.

(Ibid.:51)
Dewey's emphasis on experience, and on school as a place where

experience can be encountered in significant form, finds many echoing

volces among writers on educational drama.
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If'

+ -« Like Dewey, Dorothy Heathcote is concerned that the teacher realise

the importance of his or her contribution to the work:

The teacher's role in education surely is to provide -
learning situations. At times he may instruct, but in
the main he is concerned with the growth of the: personality
to whom he offers facts and information and skills as they
' are required ... in the provision of situations which

challenge the energies, the intelligence and the efforts of
‘the children in his class.

(Heathcote 1n Hodgson, 1972 157)

Douglas Barnes points to the 51mu1taneous creative and social levels

‘} 4

1n drama experience:

To say that drama is "creative" as well as '"social" 1is
to stress its relevance to the pupils' grappling with their
own lives; each of us lives in a separate world of expe-
rience, which to some extent we create for ourselves. Drama
helps us to learn how to adjust to the world we share with
others and to create a new world of our own.

(Barnes, 1968: 40) *

John Taylor and Rex Walford are speaking of simulation rather than
drama proper, but their views also reflect something of Dewey's thinking:

The participants may have a chance to sample the real
world in the simulation and yet he (sic).can be observed

taking real-world type decisions in a risk-free environment.
He is in no danger to himself, to others, to expensive
resources; he can make his mistakes and learn from them,

and perhaps later apply their insights in similar or in
relevant real-world contexts.

(Taylor and Walford, 1972:42)

Richard Courtney points to the writing of such people-as Robert
Landy, B.J. Burton, Brian Way, Peter Slade, Winifred Ward and Nellie
McCaslin.to support the claim that drama can "enhance students' lives".
"It [drama] utilises eclectically each and every single discipline into
one unified body of knowledge so that it can help us:comprehend the

nature of experience.'" (Courtney, 1968:59)
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Reconstruction of eerrience. For Dewey, growth is ''the primary fact

with which education deals." The teacher's task is to provide an
environment where "continuous healthy (i.e., successful) growth ensures

‘adequate preparation for immediate 1life, and, moreover, arouses the
will of the pupil to venture further" (Curtis and Bouldwood, 1965:483).
The teacher does not simply bring the pupil into direct relation with
the various masses of facts represented by the different subject; he
rather helps the pupil to use those facts in ways that will result in

meaningfully reorganised thought:

What concerns him as teacher is the way in which that
subject-matter may become a part of experience; what there
is in the child's present that is usable with reference to
it how such elements. are to be used; how his own knowledge
of the subject-matter may assist in interpreting the child's
needs and doings, and determine the medium in which the child
should be placed in order that his growth may be properly

directed. L
(Dewey, 1902:23)

The material, in a word, must be "psycﬁologized" - "translated
into the immediate and individual experiencing within which it has
its origin and its significance." (Ibid.:22)

While it is the job of the teacher to smooth the path for such
"reconstruction", only the pupil himself can reorganise or deépen his
understanding of experience: "I believe that ideas (intellectual and
rational processes) ... result from action and devolve for the sake of .
the better control of action' (Dewey in Garforth, 1966:54). Failure
to stimulate such action results in "the wasfezoftfime and strengfh,in
school work. The child is thrown into a passive,’receptive”br absorbing

attitude. The conditions are such that he is not permitted to follow

the law of his nature; the result is friction and waste" (Ibid.:54).

The methods and aims of the drama teacher are similar. Like

Dewey's teacher, his or her concern is with pupil growth,. both as an
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individual and as a member of a social group, and this is achieved
through the active involvement of the pupil'in-:all stages of the work.
Gavin Bolton's warning regarding over=-structured lessons shows a concern
which closely parallels that of Dewey:

«e+ many Drama lessons put a ‘full-stop to group crea-
tivity by carefully planned schedules where the pupils,
puppets in the teacher's hands, behave as individuals
within different contexts imposed by the teacher's voice
every few seconds. *

(Bolton, 1966:2)

Brian Way would appear to be speaking to this same question of

"individﬁal and immediate experiencing" when he suggests that one possible
answer to the problem '"What is blindness?'" would be to close one's eyes
and try to find one's way from a room. In the attempt to expertience
reality from the point of view of the blind person, understanding at
levels other than the purely cognitive can occur: "... moments of direct
experlence, transcending mere knowledge, enriching the imagination, pos-
sibly touching the heart and soul as well as the mind." (Way, 1967:1).
While the example given by Way does not allow for the kind of active shap-
ing of the experience which Dewey implies should exist, the emphasis on
pupil 1ivipg—thfbugh of the experience is common to both;

Dofothy Heathcote believes tha£ meaningful,aétivity 18 won when
pupils are faced with problems, and that "proﬁiemrsolving is the basis of
learning and maturation" (Heathcote, n.d.:24). The teacher creates an
atmosphere where such problems challenge pupils to solution in action by
being "unprejudiced and receptive to a vast range of readings, helping
the situation by receiving, challenging, helping to develop ideas and
above alltdreating and preserving in the class attitudes of receptivity,

non-value judgments and artistic integrity" (Ibid.:30).



36

Meaning. This flows from the successful reconstruction of experience.

d\'- PO . . . » »
As a result,hpuplls understanding of his existence .1n the present .is

deepened, and he is strengthened in his efforts to shape future expe-

rience. Through understanding of self comes understanding of others;

through greater insight into and control over his own life the individual

contributes to "social progress.and reform'":

J I believe that education is.a regulation of the process
of coming to share in the social consciousness; and that the
adjustment of individual activity on the basis of this socilal

consciousness is the only sure method of social reconstruc-—
tion.

(Dewey in Garforth, 1966:57)qﬁ

ﬁheth;r the‘éubject-matter of thé work ﬁas beeﬁ aifréditional dis-
ciﬁiiné:;hich has been "psychologizedh*or mﬁteéial which crossed the
boundaries between afeas, its function is the same: hItigives ﬁasf
experience 1n thatnét form which rendéré it most éﬁailablé and most
signifiéaﬁé; most fecund for future experience." (Dewey, 1902;21);”

Similarly exﬁerience of the df;ﬁa(and other art forms) can, with
prdperﬂgﬁizance,‘add-neW'dimensions‘ofame;nihg to the 1ives of individual

pupils, and through them, to soéieiy;
If only we can give our teacher real insight into the
nature of the arts they will.be working in ... then who

knows what success we may have in educating children to
become sensitive, aware, mature citizens, able not only to
see the world from their own viewpoint but through the eyes
of others.

(Heathcote in Hodgson, 1972:1960-1)
Gavin Bolton sees the meaning of drama as resi&ing in its symbolical
nature. For him, thé.drama experience is ndt centred on externals, how-

ever skilful, but uses these externals to create meaningful emotion:
In other words, the MEANING is created from an
oscillation between some feature.or features of the
actual present and the memory bank of feelings, which,
. as we have seen, are both personal and universal. .. N ‘-
" (Bolton, 1975:3
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To summarise: Dewey's thinking concerning experience, its recon— *
struction, and the resultant meaning for the learner, repeatedly offers
explicit support to the underlying concerns in educational drama - com-
mitment, reflection, individual and social “deve‘lopment.

' For "commitment" might be substituted the word "need" in Dewey.

All real learning, as he sees it, is the product of a felt need; if this
is absent, then the learner's' engagement is with empty symbols only.
And these needs must have their origin in the real world of the child"
since, by definition, a need cannot be ‘imposed. Thus, like the drama
writers considered in Chapter 1, Dewey sees need from which derives
commitment to the work) as the starting’ point for learning.

Dewey's emphasis on the individualiti’df" each child and the need
to learn by doing, in action, are ‘closely intertwined. * Granted that -
individuality is important, then only in the pupil's-action can that
individuality be catered for: the teacher can neither offer uniform ' ¥
instruction to the many individuals, nor find time to repeat and modify
his instruction for each pupil in the class. Conversely, once pupils
become active, the individual nature of each shows itself immediately.
But for Dewey the strongest j\iébfification for ﬁiip:if activitjr lay in the
fact that this is the natural way in which the child'tackles problems
and discovers solutions in pre-school years, and the way in which
adults cope with life-experience. The degree to which action is’'cen=
tral to drama is seen in the word's etymology: M4rama. draein", to do
or to act. o | R

Reflection, for Dewey, was functional. Faced with 'a problem, the
pupil acts, i&ﬁi‘ch”haturélly’provokeéd’thétigﬂht‘thé‘t defines the eic'ti{ri;ty's
direction, determines its various steps; controls its development in the
interests ‘of economy of effort. Need, action and thought have their

origin in the pupil, but are organised and encouraged by the teacher.
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Similarly in the drama classroom. The teacher helps the pupil focus on
that area of his or her experience which is problematic and, through
active engagement with it, arrive at a solution. This is not to sug-
gest that drama need remain near to home, in the sense of dealing only

with those local matters - domestic quarrels, school work = which are
literally close to the life of the pupil. Very often these will be

illuminated more truly by placing the setting at a considerable remove

from everyday life. Nor is it to suggest that "solutions' come in the

form of glib answers. They will rather consist in a deepening of aware-

ness.

Considerable criticism of Dewey has centred on . the claim that
he underestimated the importance of the individual, in his concern with
social development. Consideration of Dewey's work quite quickly dispels
this notion. For Dewey, the individual and soclety were no more polnts
of opposition than the child and the curriculum. The individual is sha-
ped by his experience as a member of society and in turn contributes to
the shaping of society. The good of one is the good of the other. Those
concerned with development through drama take a similar stand: the work
by its nature involves interaction and co-operation with others; and it
1s these experiences which contribute to the development of the more
fully integrated individual.

Thus Dewey's conception of education as reconstructed or reorgani-
sed experience with which the pupil engages and from which he derives
new and valuable meaning approaches closely to the views held by many in
the draﬁa area. In the drama lesson reality is restructured (under the
teacher's guidance but by the pupils) into selected new patterns which
pupils "live through". 1In this way, fresh insight is added to the

pupil's thinking, leaving him better equipped to cope with future



39

experiences, both everyday and dramatic., Only where the drama teacher's

(or any teacher's) concern is with end-product at the expense of pupil

growth will the essential benefits of the work be lost:

Our tragic error is that we are so anxious for the
results of growth that we neglect the process of growing.
| (Dewey, 1915:7)
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Chapter 3

DRAMA AND AESTHETICS

Some dispute exists as to whether educational drama can be called
on ott form. Theatre, of course, is accepted as an art form, huE drama
di££ers'from.theatre in some important respects = notably in its empha-
¢is¢ on process rather than product, and participants rather than aud-

ence. At the centre of both theatre and educational drama, however,

L

is the process of "acting-out" = of projecting into imagined roles and
siluations. . The actor uses the me&lum.primarily to communicate; the
Fu?il uses it to explore and interpret experience to him/herself = in
o word, to learn. As Dewey puts it, meaningful work in anyxof the arts
\nwolves the "capacity to work a vague idea and emotion over into terms
of some definite medium." (Dewey, 1934:73)

This chapter, then, is concerned to look at the kinds of learning
accessible through this process of "working over' in "a definite medium."
Chnsideraﬁion 18 given to the Ehbught of four prominent aestheticians -
Cusanne Langer, Herbert Read, Elliot Eisner and Robert Witkin - and the
extent to which their ideas bear on the work of the drama classrooms
faxticular attention is given to concerns common to aesthetician and

educator, such as the complementary roles of feeling and intellect, the

cultivation of empathy, the use of symbol, and the role of audience.

Susanne Langer

Two areas in the writing of Susanne Langer particularly merit atten-
tion for their relevance to drama: her views on symbolism, and on the

role of emotion 1in the arts.

42
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Langer sees the '"need of symbolisation" as a basic need of man,
which continues all the time, even in sleep. The senses supply us
with material which is translated into symbols to form our elementary

ideas. Some of these can be organised in a rational symbolic pattern =
for example, in_ speech. Some, however, cannot be rendered in this 'dis-
cursive, logical way, and are presented in the form of the arts:
music, painting, drama, etc.

Two important points emerge from this. The first is that the arts
carry ideas as truly as language does. Those who would assign the arts
a position of pleasing decoration fail to appreciate this. The second
point is that the arts are used to give form to ideas which could not
be otherwise expressed. This is vitally important to a correct under=
standing of what it is the arts do. Not only, as already pointed out,

do they speak with an authority equal to that of language; they are

essential if certain concepts are to find expression.

A third and final point on symbolism deserves underlining here. It
is that Langer sees symbolism as functioning primarily to create a
vision of experience; only secondarily is it employed to communicate

that vision to others:

Speech 1s, in fact, the readiest active termination
of that basic process in the human brain which may be cal-

led symbolic transformation of experiences. The fact that

1t makes elaborate communication with others possible

becomes important at a somewhat later stage.
(Langer, 1942: 44)-

Langer's thinking on emotion follows somewhat similar lines. She

rejects the popular image of the artist as one who uses art solely to

express the emotional tremors that shake him:
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... the feeling in a work of art is something
the artist conceived as he created the symbolic form
to present it, rather than something he was undergoing
and involuntarily venting in an artistic process.

(Langer, 1953:176)

It is through engagement in the artistic process that emotions
take on meaning and even, to some extent, come into being - "feeling

becomes clear and conscious only through its symbols." (Ibid.:388).
The work of the artist, then, provides not just a safety-valve

for the pressure of his (or his audience's) emotion. It is itself
a means to the discovery of emotion and its significance:

In creating an emotive symbol, or work of art, the
creator does articulate a vital import which he could
not imagine apart from its expression, and consequently

cannot know before he expresses it.
(Ibid.:389)

Thus the artist trusts his medium's power to teach him what to

feel:

A competent painter, accepting a commission for a
portrait, a mural, or any other "kind" of work, simply
trusts that, contemplating the powers of the medium, he
will have a sudden insight into. a feeling it can express;

“and working with it, he will pursue and learn and present
that feeling ... Certainly every architect has to find

the proper feeling to express in each building he designs.
(Ibid.:390)

In conclusion it should be emphasised that in artistic practice,
symbols and emotions overlap and interpenetrate : "The artist's work
is the making of the emotive symbol". (Ibid.:387).

For drama, Langers thinking on the symbol and its functions 1s
very important. If the feelings and thoughts of pupils are valued,
" then pupils deserve the opportunity to work with those feelings and
thoughts through drama and the other arts. Failing this, they will not

find another outlet. They will, in effect, be denied existence.
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In addition, Langer's contention that we use speech and other sym-
bolic forms not simply to communicate but primarily to make sense of

experience addresses itself to a central issue in drama : that what mat-

ters in the work are the participants and the process. The audience,
the traditional end-product in the staged performance, can have value,
but are not the major concern of educational drama. At the heart of the

work is the use of the symbolic medium to draw*meaningffrom.fhehflux of
pupil experience. "

Her fhinkihg on the place of emotion in the arts is likewise impor-
tant. Here agailn she emphasises that the arts are not handy therapy, nor
even solely ways in whidh'we'may_give expression .to ourhféefings, but
themselves are a means of emotional education. That is, through explo-
ration of the art form - in this case, drama - feeling is discovered,
clarified, made conscious. Learning occurs, in the sensq‘fhatwhat was not
understood hitherto is now apprehended, and reflection on its implications

is possible. Thus it is through interaction at the symbolic level in the

drama work that pupils are helped to discover and think about what Eﬁéy

L

feel.

Herbert Read

Where Langer sees artistic experience. as essentially different from
the experiences of evéryday life, Read comes closer to the thiﬁking of

John Dewey on this matter in declaring that art is "present in everything

A

we make to please our senses." Like Langer, however, Read sees an ilmpor-

'S - | a s f:;"'. "." f;_h - e Y ¥
tant function of art residing in its capacity to at once satisfy and

i 4 .

inform through articulation of the vaguely felt:

g
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" By "empathy" we mean a mode of aesthetic perception
in which the spectator discovers elements of feeling in
the work of art and identifies his own sentiments with
these elements - e.g., he discovers spirituality, aspira-
tion, etc., in the pointed arches and spires of a gothic
cathedral, and can then contemplate these qualities in an
objective or concrete form; no longer as vaguely apprehen-

ded subjective feelings, but as definite masses and
colours.

(Read, 1958:24)

The emphasis here is on response to the work of art as a spectator,

whereas educational drama clearly centres on participation. Elsewhere,
however, Read makes clear the éxtent to which he values active encounter
with art:

It is only fear that prevents the child from being
an artist - fear that its-<private world of fantasy will
seem ridiculous to the adult, fear that its expressive
signs and symbols will not be adequate. Cast out fear
from the child, and you have then released all 1its
potentialities for emotional growth and maturation.

(Read, 1955:108)
Both in the spectator and the creator role, the child can use art

as a source of meaning.
Skill in and understanding of the artistic medium, Read believes,

is attained through work of significance in that medium, rather than

through preparatory exercises. He quotes Aristotle in support of this‘

view.

For the thingswe have to learn before we can do them,
we learn by doing them, e.g., men become builders by build-
ing and lyre-players by playing the lyre; so too we become
just by doing just acts, temperate by doing temperate acts,
brave by doing brave acts.

(Read, 1958:211)
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