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AsItead your book I become increasingly aware of four debts

I'owe you, which I can only repay by my- constant recognition of

" them. The first of these debts is for all the time, effort, and

patience you must have spent in giving accurate written form and

shape to the.ideas we have shared in talk and classrooms. I find_
that writing about any - teaching momént is an enormously

complex . task, for so many things occur in so.many interesting

. dimensions, all simultaneously, and.I truly respect the labor it has

been for you. I'also am grateful-that you never.in the least made

- -me aware of the burden of that!"

- My second debt to-you arises.because 'you have received my

work without either sentimentalizing it (whick not-only wearies .

me, but is unproductive) or. attacking it, which is equally.unpro-

ductive. Thank you for - giving it attention, consideration, and

analysis. Your own “cool strip™is obviously in healthy shape!

Thirdly, without spoiling your own vigorous writing style, you'

have paid me the compliment of preserving my own rather odd

t

(and certainly idiosyricratic) language, which must, 1. think, have -

cost you much thought and labor. -.

Finally, I am in your debt because through your \ﬁit_ingi can -

see my work now at somé distance, which must help my next

- development and that of my future students—this development I

shall continue to share with you as it emerges in my teaching and

- my consciousness. Thank you, B.J. :

v

Dorothy Heathcote

9.,
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* “I don’t have a name for what do. As a person it seems to me I simply
.stand midway between all that has happened before I arrived and what is.
‘now. What 1 do at this moment okviously shapes up some part of what is to
come. Everything that has happened before me I ha:e something in common
with, and. this is my s'ecre't,' for finding material for drama.” Thus Dorothy -
" Heathcote (pronounced “Heth’ cut”), one of England’s best-kriown educators,
has described what she does, which the feels is not creative dramatics, role
playing, psychodrama, or sociodrama, but a conscious employment of the
“elements of drama to educate~to literally bring out wkat children already
know but don’t yet ‘know they. know. She calls this “building volume within .
the student”~quality education, as- opposed to quantity. She doesn’t deny v
that often.it is appropriate to go for quantity, deliberately to try to cover as
much ground as possible. But at other times the best thing to do is to go for
* quality of experience, to plummet deep into feeling and meaning; this is her
goal indrama. . . .- L T e L
_-Behind what .we. see—Dorothy Heathcote’s large, sturdy ‘build, ruddy
~ cheeks, and mesmerizing eyes—lie a keen sensitivity to.the nuance of lan-
" guage, a profound awareness of the complexity of human interaction, and an
. artist’s dedication to- perfection in meeting the demands of her-craft: drama.
~“_She-works-fromit:hé_inside_o_il_t, from a solid conviction that what she doeshas® N
.~ to'feel right, and she asks children to do nothing less She 15 at hermost-dissat———— R
- isfied when she senses that her class is “doing theatrics,” performing tricks,
“acting” in a phony ‘or artifical way. That is not what she’s after. She’s :
always looking for the precise dramatic pressure that will lead to a break- i o
" through, to & point wherg the students have to come-at a problem in a new -
~ way, to fight for language adequate to'the tension they feel. -~ - '
' What shaped her—hard-driving, indefatigabl%, and yet warmhearted and
calmly patient? Shs gre:v up in the -thirties, on the haunting, windswept °
- heaths near Haworth, the Beontes’ village: She remembers ase*a happy fam-
ily” the little village school ‘where she went until 'she was 14. Still in her

K . ' : . : 8
Ve L . . . .
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girlhood, she sat at a loom in the Yorkshlre mills, dreaming of hccommg a,
film actress. Then her mother, a strong, poor woman widowed at 27, took
over-Dorothy’s looms in' the mill because that was the only way she could see -

" to'it that her daughter could go to theater school in Bradford, 10 minutes

£: Zm their tiny, sparsely furnished cottage. Dorothys acting teacher was

°

- uuderstandmfr of educational trends—eyen’ though/what-she gave Dorothy

e Church, an actress who took a keen mteres] in’ teaching and had an

Heathcote “in those three . ycars was a typlcal theater training to become
an actress.- .

Do.‘othy Heathcote has emergcd from Haworth to becone what her, ‘

* aunts and friends préudly call: “famous,”” a much- -sought-after lecturer and

teacher at conferences and workshops not only in England but in the United_
States, Canada, Australia, and, Israel. During the academic year she is Profes-.

- sor, of Drama at the Instltute of Education at th» University of Newcas-

tle-upon-Tyne. She.was appointed to this po:ition when she was 24—two
years after she finished theater school. Her eypical working day is spent

."going from class to class in infant, primary, and secondary schools of the

- cor:munity, teaching them drama. She also lectures at-the Umvcrsnty to her

. students, all ,of them teachers with at least 5 years’ experience. She doesn’t

confine her. work to college: and school students, however; she also does

* drama wnth mentally handicapped people or spastics in ‘institutions, or wjth

such occupational groups as nurses or police officers—not to producc plays,
but to limber them in their approach to their duties.

Wherever Heathcote goes,cshe generates excitement and even adulatlon
She emanates power. Her power islike that of a medium, bringing into the
pfesent the distant in time or space, ‘making.it come alive in our consciousness
through imagined group experience. This awareness stands_in contrast td the
effect of the mass news media v hich bring us the contemporary in time but
oftengleave it still distant in ,space and remote to our sense. The plethora of - -
stimuli’ that bombards us through the media deadens our responsiveness. Be-
cause there is too much coming too fast to make_ sense of emotionally, our

- feelings are seldom touched. With the artist’s sensmvnty, Heathcote slosvs the

input of mfom;atnon, elimifates the irrelevant,, and “selects the smgle symbol
that' can.evoke thg widest range of meanings; then she lets it slowly do.its.
woik, unraveling reapohse within each student she neyer tells a student what .

. Yo feel or think, mever pushes for- more—than thestudent can dxscover inde- -

pendently .
‘This ‘does not mean that Dorothy Heathcote doesn’t press children. She

* does; and this is perhaps one of her most:controversia! techmqucs Creafive
- drama teachers in America are sometimes critical of her p pressures to achieve
dramatic foeus, her deliberate upgrading of language; her insistence on slow-

ing pace to allow for reflection and inner awareness. In this respect, agam, she

is like a ntedium. A spcll has to be cast; rituals must be‘fbllowed' condltlons S

»~ .
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have to be right; the universal inkerent in this moment must be realized, and
she’s witchlike in her control leading to this effect. She arrests attention, wins
'commitm'ent, magnetizes, combining both a wildness and a control in her
work. She ‘works with children with authority, intuition, and a thorough"_“‘

. understanding of the potential and limits of drama.

‘She does not use children t¢ produce plays. Instead, she uscs drama to
expand their awareness; to enable them to look at reality through fantusy, to
see below the surface of actions to -their meaning. She is interested, not in

- making plays with children, but in; as she ‘erms it, burnishing children

through the play. She does this not by heaping more information on them
but by enabling them to use what they already know. .
This book is written to lay out before teachers some of the ways Dorothy

Heatficote ‘works, so that her techniques can .be employed by any ‘teacher -

who wants to help children find the feel of what they know. She is convinced

~'that what she does with <hildren can be learned Ly others and adapted to a

wide-variety of teaching styles and aimg; She passionately wants to share her
method of proceeding and insists that what she does has “no magic in it.” It

-can be learned and employed by any teacher. Despite her-obvious talent,
- .sensitivity, and creative insight, Heathcote has no_desire to deliberately make
-~ her procedures mysterious or occult. She is not a witch, but an educator, a

self-conscious master teacher, who works daily to show others how to find
material, select symbols, ‘achieve dramatic focus, heighten tension, and slow
pace to lead children to significant moments of insight. Her favorite way of”
working is to demonstrat: with a group of children inoghe middle of a room

. .while observing teachers sit around the outside of the group. From time to

time she finds ways to invol:« these observers in the drama the children' are
creating with her. For éxample, they may become a team of reporters who
ask the youngsters what they ‘are doing or a welcoming party when a space
ship has landed. In a typical class session, Heathcote first does a drama with a
group™of children while the adult -class members watch. Then she dismisses -
the children and spends the rest of the session answering questions and ex- -

“plaining what she did and why. She wants to show teachers, who typically

have had no previous experience with drama as a teaching technique, how to

~.proceed. She is fascinated with how her own mind works, and this is the
" focus of a large part of her teacher-training sessions. She enjoys getting riew

insights from her adult studerits about what goes on as she leads a drama.
‘Heathcote feels that for too. long we have been concentrating on training -

drama specialists, a process that has widened the gap between. what these

specially trained persons do with groups of childrehniﬁ&_i\‘ih'é't"bl-'dinary teach-

- ers do. The time has come to show all teachers—ordinary day-in and day-out

classroom teachers—how they can, use drama at times to.achieve something -
- . o .

. *, that cannot be attained as effectively in’any other way. -

Hcathcoté reminds us -that drama is not something special, but.rather a -

<
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_technique most ordinary people’ regularly employ as a way of coping with

new or unsettling experience. When a sighifjcant event is coming up, we -
frequently rehearse it beforehand in our minds. For example, if we are facing,
an important interview; we may try to imagine what the situation will be like.
We may even project ourselves” into”the future event and act it out in our
minds—or’sonietimes even talk out Joud or Mmoye-through the experience—to
help ourselves come to terms with it. We. dramatize it, in short, and this
dramatic act helps us explore the feel of the experience and thus dectease our

. anxiety and increase our control over it. :

We also use drama to learn to live with anq accept an experiencé that has
3 . s B .. LR T
been disturbing: an operation, a driving test, a quarrel. As we relive the -

- shock, going over and over the details, we digest the event, and it finally .

becomes' a ‘ruth we can bear. By that time jt has become a.good story. '
Dramatic living through has done its work to crystallize an are of experience

" that s too unsettling or overwhelming to grasp,

- for a class. They come together in'Evanston, Ulinois, to do drama'as ademon- = |
- stration for a Northwestern University class of adult students. '

a

Apparently all human beings except the most Severelyf aamaged or psy- .
choti~ have the'capacity to identify and throygh this process to gain new

- .insight.- To see how Dorothy Heathcote uses jdentification to lead toward
reflective moments, those that build volume within the student, let uslook at

what a group of 12- and 13.year-olds do on the first day they meet with her

' n

They-choose to do, a play about a ship at sea in 1610 and decide to begin

‘at the point where they are putting the final touches on the ship they have -

built. After the children spend a few minutes casrying blankets aboard, wind-

- ing. the rope, cautking the deck to keep it Waterproof, and so on, Heathcote -

calls them' together to decide on a name. They name the ship The Dreamer. -
Heathcote then puts a chair on top of a table and faces it away from the -
group. She-has a child sit up there posinig Pensively as the ship’s figurehead..
Then she turns to the rest of the students anq says with authority, “Look at .
him carefully. He is the Dreamer; he's suPpoged at this moment to be in
wood. Stand. there till you know he’s in wogd» = _
"Then she changes to 2 musing tone and Says softly, “Nobody will ever see " .
the front when we’re aboard. It 1l be a.sad day if you're ever at seaand you

.+ find yourself under there, ‘cause that will Mean your own ship,has %ad to'bé
- abandoned. You’ll not see his face unless You re in dock. Sotwill you now
- take up a position on the ship, on the deck of the ship amongst that rigging

“and sails, from where you can see part of the: Dreamer? Find your places.”
~She ‘pauses while the children find a spot withip the area they have decided is

tht_: deck of the ship. In response to one girl’s puzzled look, she says, ““Yes,
the captain also will stand. Just goncentrate ha;d on making the ship happen.

‘We've made it look [they had earlier draWn a picture of it on the black-
-board], now we have to make it happen.. I£ thepe is-a rope nearby, if there is a

v oo
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" piece of timber nearby, if there’s anything stashed on deck and laced down .
" . nearby=just find it and hold-onto it as the ship moves out on the tide. Now
] yod just have to do it for yourself and believe. The wool will zreak, the sails
.+ will gradually fill.-But for, the moment she’s not her gwn ship. She’s being
pulled by rowers in a small boat to get her out of the harbor.” She pauses,
end -the children stand still. “You'stand there and watch that Dreasaer [the .
figurehead],- because it’s gonria’ be a léng time beforé you get back to this
place.” Another pause. “As you stand 'knowing the boat is being towed and
it’s not its, own *ship yet, note what you-are_thinking; out-of .what you're -
“hinking might come a glimpse of what you're feeling. Now I'm going to be
vuiet.” This'is followed by a long pause. ' . 3
Then she says very quietly, almost to herself, “It1} be very hard later on to.
fry to-explain to anybody what it was like before you left, at the moment of
leaving, so just see if you. can catch an explanation now. There a load of
people here with pens and paper.”’ She is referring to the adult students, who
are sitting.at desks in a circle around the open space where the children stand
on the ship’s deck. “‘Choose one you'd like to tell what this moment is like, as
you follow the Dreamer.” At this point the children ‘break' the tension, sigh,
and start to' move and talk all at once.- Dorothy Heathcote won't let that
~ happen. “Now stop, go back into it, and when you’re ready to go, go. So
stand 'still, hold onto what you’ were holding onto and fina ‘again that
moment of leaving.”” Then in a quieter voicé, “Rarely in'a man’s lifc\;iqoes he
actually build a dream, and rarely in a man’s life docs anybody share in the
Duilding of such a dream. For everyone who ddes that, there are thousands
who never know what happens beyond. their village, their town—because this
is not the day of aitplanes. This'is, the day when a man travels as far as he can 3 e
walk or ride a horse or take 4 coatch or a boat.” Theﬁ','shc' st0ps,' and the. c
~children one by one leave their places and quietly go to an adult to tell their
. thoughts. Heathcote then turns her attention. to those who are still standing - . -
on deck. “You might choose to go in pairs if ycu’re worried about goingon = "
your own.” She directs the' adults not  to carry on-a dJialogue; as some are
beginning to do: “Just act as a scribe and don't tell the children what to say.” . .
She continues to encourage those who are hesitant. “If you've any worry
about going, go to somebody whé’s been and hell take you to someone.” |
Then with some gruffness she turns to the laggers and says, “But don't just
stand in a limbo because nothing will ‘happen for you. Go and get some help
* from each other.” The remaining students begin to leave their places and
" approach the adult strangers. She encourages them, going from child to child"
asking, “Have you managed? Have you been?” She observes, ““Yes, Sandra’s-.-- s
great at taking people. . . .Did you go? . . .Have you gone? .. Justapersonto
" write for you; thats all. Just go it down again now.” Then to the whole
_ group she says, “Board the ship, and we'll hear all these things that people
- were thiziking and feeling, right?” - : : :

2
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Many times I have seen Heathcote foree children to lfstcn to one anotl‘,ier.
She has said, “I'll not compromise on this one. Vacuums within children have
to be filled, and you don't fill them easily. Unless thcy listen to one .mothcr,
they don’t have a chance to get the depth of feeling.” . i/

So when the children are settf&d. again, sitting on the deck, she asks the
adults to read what the children have told them. She tells them not to read
the children’s names; this is to save the children from possible embarrass-

ment, since they are still strangers to one another and to the adults. She tells

the students: “Youll always know when it’s yours, but you won’t know
anyhody else’s.”” She pauses, then: “This shlp is as strong as.the’ people in it.
This ship doesn’t exist as a ship; it exists as people. Right! May wcjust hear
what people were thinking as the ship was towed out? " :
“P'm afraid Il never get off this ship.”

¢ . . woo !

“It is strange to lool\ at the fgurchcad up thcrc because he sccms to .

Ecprcscnt the,whole crew.’
. “It’s so great....You have such pride. You're a part ofall this—so proud

of what you helped to create—so'close to everyone. You can take part in this-
dream.... You've worked for months and months: this is thie climax. You"

feel the movemcnt of the ship, but mostly you feel pride, you feel power.
You can do anytluna 1f you st your mind to it. You're at the top of the

world.”

“Pm very scared. P’m not sure whether I'm ever goma to see the town,

again. It's very exciting, and yet ... and yet .. . I'm scared.”

“I'm tired from all the work I’ ve been doing. I'm not used to it. 'm happy
we’re gomg to leave, but I know there will be a lot. more work to be done
before we’re finally through.”

“There’s a feeling of mystery, wondering what the voyage will lead to.

" There’s sadness worrying about the bad things that could happén and think-
“ing about the things you'll be leaving behind. And-yet, there’s a feeling of

happiness . . - because if. we find somctlung, ‘we’ll be known and possxbly put'_

down in l.'story »

“We all have a dream, the dream of our own. It could bc dnngerous, things
we might ercounter on the water. We're scared, but we also dream of the
riches a:d glory that we might achieve through dlscover)

~“} ‘might not ever see the place I am leaving: again.” - -

“I nave a tense feeling; then I think maybe I may not come back. AndI
remember my friends, and I say alittle prayer.’ :

“We're leaving somctlnng of great value, and we’re kind of scared " that
whcn we come back, it won’t be as valugble as it was. .. if we eome baek.”

Then Heathcote, assuming her previous role as fmt mate, turns to the
short’ preadolcsccnt glrl at her sidé and says, “Well Captam, that’s your
crew.’ .

This is a moment of refleetion that plummets to universal cxpenence-—to

3
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‘the pulse of all those who have left behind a world that's knowiTay the

——WhatDimaCanDo” 19

world beyond. To capture the meaning of a moment is what e play is for;
no teacher lecture or summary is necded. Everything thuy/fins happened to
humanity Dorothy Heathcote has something in commof with: in reflective
moments like the ship’s setting out to sea, she helps children find that they,
too, have somcthing in common with all that has gone bcfoie_. They, f@o,

‘belong to humanity.

The medium chas done her work. The distant in time has become the
present in consciousness—not through magic, but through drama.

s

< e



2. EVOKING, NOT DIRECTING -

Dorothy Heathcote doesn't direct drama she evokes it. Unlike most drama
teachers, she:allows the students to make as many of the decisions about what
the drama is-going to'be about as is possible. She makes only those decisions

< that must be made if what they choose to do is to happen dramatically. One

- of the children who had been part of the ship’s crew on The Dreamer - -

" noted, as they were leaving, “In other classes the teacher would first ask us -
about our character, how old we were and all that, but she talks . about
i feelings. I like that.” His friend added, “And she lets us make decisions; she
. . doesn’t tell us what to do like other teachers.”

Heathcote will often let children degide what a play is-to be ahout when it
is to take place, where the scene i§'to be, and in most cases, roughly what
happens. What she will not let the children decide is whether to try to believe;
‘she insists that students work at believing so they don’t ruin it for-others. She

. won’t allow them to give up or laugh at the whole situation; they must try to

are makmg a choice that will cause them problems in their drama, she does -
‘not take the decision from them but warns them of the new difficulties this -
.decision will cause. She will not allow them to continue the drama when she
feels that they are not aware of the problems.they are causing and alternate '
- ways to deal with them. She stops thé dfama frequent]y to assess with the
.class how it is going. When the students disagree among themselves as to what
they want to do, Heathcote lets them sort this out on their own, often
- physically tirning away irom the group to let them decide. If a minority is
overruled by a majority, she says warmly to the losers something like: “Now,
well heip, ‘cause we know it will be harder for you doing this since _you
- wanted to do the other, really.”

The main reason Heathcote allows the children so much freedom to.decide
the what, when, and where of the drama is that this helps her overcome one
of the biggest problems in teaching: group inertia. She must get a group over '
its initial passivity and started into the drama. If they see their own ideas take

' shape they are more ready to participate. After they get started, there is the

-

be serious about and commitied to the drama: When Heathcote finds children.
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'proble_m of keeping them going in a pro&uctive way; here again, a_group

assessment of how it is going and student decisions help stimulate Titerest ~~, .

Thus, the children’s interests are the paste that holds the drama together
Heathcote can and frequently does guarantée to students that the drama
be interesting, because she knows that if-she does what they want to do, jt
will be. She allows the stadents to'make a decision; she supports tha
and then shows them some of the chinks in it, some problems they may not

: have been aware of. Then, they make ancther decision; she supports that; they

all act on’it; and she shows some more chinks to them. She keeps asking the
group for decisions, and each brings with it a commitment. ) ,
There is another reasor Heathcote allows the students to make decisions. .

She has discovered that an essential element in her teaching is the taking of
risks. She comes alive to a situation and does her best teaching when she and
the students both are moving into the unknown. Too often, we American.
educators take a lesson-plan approach to teaching, not recognizing, as
Heathcote does, the energizing effect of improvising with a class. When meet-
ing with a grotp for the first time, Heathcote often begins a drama by asking
the students what they want to do a play about. Typically, she does‘ot plan
beforehand beyond a moment of beginning. The cutcome is unpredictable;
she takes'a risk. However, she knows what her own goal is and imaginbs

. beforehand what responses from the children are likely and how she can use

these to work toward her end. Her aim is aiways to reflect on those facets of

To illustrate, let’s see how:she begins the drama which was introduced in
the last chapter: the sea voyage aboard The Dreamer. She asks questions to
start the children making decisiqns that will lead, before the end of the first
elass session, to theirreflections about.leaving. Since. this is the first time she
and.the class have met, and she has not been asked W velate hér-dfama to
other curricular areas, Heathcote begins by getting acquainted an ssoliciting
ideas. “How many have never done any dramatics in school?” Two children
timidly raise their hands. Then she asks the others, “Do you enjoy dojng it?”
Nods show they do. “What shall we do today thén? I have no plan. I can't
plan until I have met a class. Is there any idea you have that you'd like us to

- work on? (I'm asking you the widest possiblequestions I ean think of.)” This

is followed by a long thoughtful pause. A few children look at each other

incredulously.

“Well, let’s narrow it down a bit. Let’s say there are three kinds of drama.
First, there is drama th'at{ﬂiappens because things happeri to people that they
cannot possibly control—{ike the tidal wave that strikes a community or a war’
that begins that’s none of our doing and that we could not have avoided.
Another kind of drama is where some .people start pushing other people
around-big ‘uns tellin’ little ung what to do. And a third kind is where
ordinary people find it tricky just to get on together.” There is another pause.
“Now we can choose any of those to start us thinking.”

oy
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“T'd like a shlp at sca,” suggests one glrl
"“A ship at sea,” repeats Heathcote slowly. This is her pattern; it glvcs
importanée to what the-child has said and thereby- f focuses the attention of

the group. “Are we going to be in a situation of a disaster, which is the first

type of drama? Or are we in the position of big ’uns telling little 'uns what to
do, or are we going to be in the position of ordinary pe0ple wheo just have a
bit of a problem gettin’ on together—because a ship at sea is just a place to

be.” The children sit Lhoughtfully as she adds, “You need to know how you - .

-are when you'resin that place to be that—
" A child interrupts wnth “A disaster!” and there are murmurs of agree-
ment near him. p

““You'd like a dlsasler,’_’ she says, magmfymg the chlld s soft voice.

“Let’s have the ship sink.” '

Then, from another side of the group, “When everybody dlsappears, then
us kids, we have to know how-to take care of the boat and everything.” .

“And we'll be way out in the ocean somewhere, and we have to—’ several '
other voices interrupt him. :

" Heathcote listens, smiles enthusiastically, and says, “Yes . .. yes. yes,
looking from child to child. After a few moments of suggesuons, she suin-
marizes, “For some reason there are no adults left in the world—in your case
in this ship, if you like the idea of a ship. Can we agree for the moment.that

-we like the idea of being in.the ship? Is there anybody who says, Oh no!’to
a ship?% The children look-at one another and smile and shrug. ‘I'cdn under,’
stand somebody that thinks, ‘Well, OK,’ but.is there anybodysaying ‘No'?™
" After a pause, “Right; it’s a ship.” Through 'this process she: builds. com-
mittal. The ship is their decision, and they know it.

There are tlmes whcn she finds herself with a child or two who decnde not
to go along with what the rest want to do. She smiles at sich children and
tells them to watch until they see a place to come in. Then she ignores ‘them

. for a while. Often she will later give such a child an important role with high .
. status, like that of an outsider who comes into the group in some way—
maybe a stranger who wanders into the colonists’ village ‘or a person with
Specml information the group needs.-Suppose this child is the one who
" doesn’t want to-go on the lion hunt the others have decided upon. She or he
can then watch the hunt and, after it is over, explain to the group the horror
of what they have just done, killing a creature who meant them no harm. The
dissenter can choose to play a part later, after the rest.of the group has begun.

After the group has agreed to a ship, Heathcote’s job is to particularize it
and make it come to life. Again, she does this with questlons. “Now, can you
. please tell me how your sh]p ig powered?”
“Sail.” - ‘o,
“Your'd hke 4 sail ship,® she repeats.
“I1t’d have to be a pretty big sail ship.”

17-
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. She nods agreement. “Well, there were sailing ships, you know, that sailed
. right round the world.” - ’ ' '
“It could have two sails.” - o L e
"“It could have even more than two.” T
© . “There were ships with hundreds.”
~ “Alot of sailboats have motors also.™ - o
- Heathcote stops them, not to add more information, but to summarize the
facts they have provided. Again, she focuses with a question calling for the
class to decide. “Is it a modern sail ship or an old-fashioned sail ship?”
- “Old-fashioned!™ chorus several children, - = - S
~ “It’s an old-fashioned sail ship?” Watching the nods, she says, “Right!™
" . Achild asks, “Is it in old times?* ¢ - x ' '
B ‘Again Heathcote turns the decision to the class. “Well, I don’t know. If it’
an old-fashionéd sail ship, it can be either people who are trying to sail-in the L
old ways in our time' or who are themselves sailing a new ship in the olden
days. You know, it’s up to you.” L IR
The students all start talking animatedly now. One says, “So it’s like an old
ship, and a whole mess of guys got together, and, they just bought it ‘cause it, -
was cheap.” They laugh. - o .
Heathcote- listens—“with her pores as well as her ears,” as she describes
it—smiling and saying “yes. .. yes ... yes.” When there is'a pause in the
suggestions, she speaks, not with authority but in a tone that leaves the

- - decision in thé hands of the class. “Now, Iknow of a ship in the States which

i8 lying in want of somebody to buy it and do something with it. It’s one of

‘the last trading ships you [meaning Americans] own. And evidently' the °
community is really annoyed ‘about it, because outside that ship it says, “This

ship came here in good working order fully manned and with a full. head of

. sail, and ‘because nobody ,would, pay the.docking. charge, this ship is = -
.dyinghere .. .."So it’s not so farfetched as it sotinds.” : :

~_ This starts the students remembering. “Tt could be like the Ra Expedition o
where they. were trying to prove that people could sail in a reed boat.” o

Heathcote says, “Yes. . . to prove that in the old way they could have
done this,” . T ' '

-“Like the Kon Tiki expedition that the Norwegians did.”

“Right,” . says Heathcote. “Which is it going be, then? Did we put our
money together and. buy it to prove to ourselves that we could do it, or did" - .
we buy it and make it as a copy to see if people could have done it? Is it the . °
.olden days; do we genuinely live in the times when everybody used ships like
this?” : : ‘ ' .

“T’d kind of like to do the olden times,” : :

“What about the rest of you?” Heathcote asks, concerned about the ,

* passive ones. .. . : _ A
“T'd like to have made it, the ship.”

18
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“As modern men or people living in the past"” _

“In the olden days,” several say. . ' .

“Is there anybody who feels, No, that’s out?” Looking at the boy who
had suggested that they buy an old ship because.it was cheap, she says with a
twinkle, “I kriow your nose was sort of going like this, which made me think,.

o . ‘Ah,-he’s not too keen on’that idea.’ Will you go along with lt"” He grins and

_nods, and she moves to the next decision: when?

“I don’t know, though what ‘olden times’is to you.” Laughter “You see,
olden .times is different for each one of us. Now, if I go back in years, that

- might be just dates to 'you. Some people find mieaning in dates, and others

just hear numbers. So shall I just go backwards in time, not by dates but by~
what men knew at each period:. You stop me when I have gone too far back,

_ to where you don’t want to no}; know about that.” Laughter. Then she tells
e .. the group_to come a bit closer s0.they can get a sense of what other people
- are thinking, They move nearer and sit right at her feet where she’s sittingin a

, low chair. By this time their ‘posture she vs them to be alert and eager.

“Unless you spcak I shall just go on going back.

.“On our ship we know that there is land covered in ice to the South as
well as to the North, and we have instruments that will take us there. ’

“‘On our ship we have to make charts because we do not have charts for
the ocean. ‘ -

“On our ship we do not know the Iimportance- of fresh meat and frult
She told her adult students later that at this point, had she been in England,
she would have said, “On our ship there were men who took other men
unwillingly,” but since she was teaching an interracial group in America, she - -
didn’t want to land herself in the slave trade; she felt uncomfortable domg it
In order to protect herself, she did not feed in this idea.

She goes.on, “On our Sl‘llp we believe thc world is flat we do not know the
world is rolknd ”

“I thml\*we re too far back”, said one boy, and all laucrh

- “But you;didn’t think we were too far back over the fresh meat, and they
were both about the same time.’

Anothetz child says, “I don’t think he wants to be that i ignoran t, and thcy
laugh again’

. “Fight. Let’s work up forward then. On our ship we know the world is

round. That’s safer, isn’t it?” They nod amid some giggles. _ .

“On our ship we know all the continents that today are known.”

Several children sa~, “No.”

“Too far forward?™ - '

“Yeah.™ ' i

“Well, I'll tell you- -what. You tell me what you’d like to know, and Il see
if I can fix a date to it.” She goes to the blackboard and writes what they
agree that they know at the. time of the drama. She writes, “We know the.

-
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- world is round.” Then she says, “So that takes us to around the ‘time
' Christopher Columbus because he knew. He had this idea that he could sail
. west and get to India in the east. So he must have thought the world was
round. Actually, he found the West Indies, didn’t he? But he thought they
were the East Indies. So we're somewhere around the tme of Christopher
Columbus. I'don’t know the exact date . .- she says; either as a British
teacher she really doesn’t know, or she is deliberately withholding her
* expertise to allow the class to win af this one. : -
“1492.” o N S : _
“Thank you so much,” she says, as the class laughs. “Right. Not every-
 thing is discovered. Could you tell me what isn’t discovered?” : o
" “The South Pole’ and the North Pole.” She then draws on the board a map
" of the world, leaving off the continents that haven't yet.been discovered.
“Anthing else you’d like to know?” : IR ‘
“I don’t want Ndrth America not to be discovered, but just not explored.”
Heathcote writes on the board, “We know there is land to the west.” Then _ -
she asks, “Is there anything else you’d like to know?” E
“We know how to store food, but we don’t know what’s good for us.”
This is greeted with loud laughter. ’ °
“Our medicine isprimitive.”
“Doctors are scarce.” . _ _
Heathcote says, “They ‘may not even be called doctors, of coursé. What
were they called? You knew about Columbus; tell me.” She’s looking at the
boy who said- “1492. The "children laugh -and suggest “leeches” and
“apothecaries.” She then reads the list of what they know. They add weapons
* such as muskets to the list. - , - ‘
, Then, subtly adding information; she says, “We're a pretty well-equipped:
-ship. We probably look back on those olden-sailors and say, ‘How did they
. manage without a sextant or without a knowledge of the stars?’ Now we need
* to know why we’re on this ship and where we're heading.” The class is eager
. to decide. They want the date to be July 26, 1610. Through Heathcote’s
. questions the anchor of group inertia has been lifted, and the drama is ready -
to sail. L - . ’ R
" Heathcote works intuitively, creatively, with technique, confidence, and
involvement, in a situation where students are making most of the decisions .
and neither she nor the class knows what v
ing which decisions she doesn’t dare let out of her lands—such as those that
could destroy the belief of the participants—and which shel leave to the
class. She takes risks, but she never plays so risky that the class doesn’t sense
- her authority and leadership. ‘ ‘ ‘ o :
" Asshe puts it, “Whatever you decide, you pay a price. You always pay in
one way for what you gain in another,” Heathcote knows that when she Jets
the class_make . decisions, she pays for this in- that the class may make
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decisions that are actually unconifortable for her. However, if'she gets their
decisions, she gains their committal; her discomfort is the price. “It is not
somet}ung to regret; it’s somethmg to face. What you pay for, you get. You
can't get everything all at once,” Heathcote reminds us. =

"Once a group has decided what they want to do, the next problem for the .
teacher. is how to help them believe it. Heathcote doesn’t build belief by
heaping information on the class, thereby reminding them of the plethora of
faets they don’t know. Instead, she does it by carefully selecting those few -
* details ‘that_children mlght have had some experience with, and by again
shifting the problem of “making it happen” from herself to the class. With
the group that has decided to be a crew aboard a sailing ahlp in 1610, she.
begins by asking them what jobs they do. She lists each person’s real.name on
the board and puts beside it the responsibility aboard ship that person
volunteers to take. The class members decide to be lookouts, navigators,
cooks, there are a captain, second mate, cabin boy, lgech, “fisherman; live-
stock tender, sailmaker, tool and weapons keeper, and ship’s carpenter. To
the child who decides on this job, Héathcote says, “Yes, a ship’ s carpenter has

* many jobs; one of them might be to ryake coffns, if necessary,”’ thus planting’
- aclue to possible later action.

They discuss whether the captain .should have another job as well, and
they decide that he should not. Heathcote then reminds them, “As long as -
you want a captain who never does anything, you’ll have ‘to be a crew that
can respect a man who gives orders but never does a hand’s turn.” Heathcote
then decides to act as fifst mate of this captain, who is played by a short’and
shy girl. Heathcote does not interfere with how the children choose to cast
themselves; whoever selects a particular role first, gets it. Her job.is not to- -
choose the-best actor for captain, but to make the volunteer into a captain by

» setting her_apart in some way. Then, what the captain says in her tiny little
voice -becomes important, because the rest are listening. The gu'l has not
-+ changed that much. She is still qunet and shy, but Heathcote has given her a
platform and set up a crew to hear her soft words~ 0 '

One girl can’t think of a joh for: herself, and someone else suggests
‘boatswain. “What’s- that?” asks another student. At this point Heathcote :
provndes information to help make that role real for the boatswain. “He’s the
person in charge of everything to do with the ship itself, not the crew; it’s
pronounced ‘bosun.’ She spells it and writes it on the blackboard. Agam,
information_is provided when it is needed.

 The sailors then go, about their duties aboard the ship; she stops thcm after

a fcw minutes and says, “If you're going to have a ship, you can’t use’hotel = .

names You don’t go up to the sail; you go “aloft. You don t take an elcvator,
you go below deck down that gangway.’ :

She senses that they can ehange their vocabulary at this pomt in the drama

_without jeOpardlzmg thclr belief. Except for the'.-.e diction suggestions, whlch
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~are to help make the particulirity of the ship seem real, she lets the.children

work out their roles ‘for themselves. They spend the next 15 minutes going
about their duties on board that ship, getting it ready to go fo sea. '
‘At the beginning of the second session, Heathcote asks the class.whether.

~they want to. just start the voyage and get the feel of-the 'ship and, out of

doing find out what the crisis will be, or. whether. they want to decide
first on’the crisis. They decide to just'start the voyage. She notes that the
‘group has the same inertia and willingness to let her.do all the leading that
they had the day before. She reminds them, “Yesterday we built a ship, and
we built an enthusiasm t5 sail a ship. I can’t make you into sailors of 1610;

i

“you have to make yoursvelvgs into sailors. If you think it matters, youll try.:

And if you think it’s just a game, it never happen. So you'ré at this cross-
roads that every painter of sculptor or.-artjst of. any ‘kind comes to, where
you've got your material that makes it possible to go somewhere, and you

don’t know yet if it’s going to work out. This is the hard time of crealing. Do . -

you agree with me that you - would like to get the feeling of life in 1610
_aboard a vessel that is someone else’s dream?” They sit-blankly, and a few

“shrug; others nod.

“I don’t know what it was like, " ventures ane child.

“The only way you can ever know is to try to assemble gradually all that
you do know about this period.” At this point, Heathcote tries to help them
build belief by selecting just two,particular objects that carr work as symLols:
a slippery, wet deck under foot—a symbol of danger; and a thick, heavy rupe
in the hands—a symbol of work. “I don’t know what it’s like to stand ori a
heaving deck in a storm with noisy sails, but I have ensugh experience and
enough imagination Lo concentrate on it so that I begin to know what I think

it would be like. I have never pulled myself across a deck that was trying to

swamp me overboard, but I know what rope feels like. And I know I would
want to survive, and I know what it’slike to walk up aslope that’s slippery. I
.can put all those together and find out what'it’ like.to be on a heaving deck.
But no teacher does that for riie—I do it; because nobody else can Tive my life
for me. T have o live it for myself. There’s a whole host of things that have

. never happened to you, but you can make them happen to you. You'll never

be able to prove that you were right about what actually happened. All you
can prove is that you can_use experience of different kinds and put them all
together in a new shape and learn something new. Do you sec what I mean?”

The students decide they, want to start by hoisting the mainsail; She re-

minds them that it is heavy and“that they will probably he hoisting it for
quite a while. She asks if they've ever held a piece of sailcloth and tells them

" it is made of the heaviest linen. They decide they nced a song to hoist the sail

by, and they choose “Yo, Heave Ho.”

“Now, get some rope,” Heathcote says. “Rope has a témperature; rope has -

zile_x_tg{g; rope has a thickness. Take hold of that temperature, that_texture,
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. that thickness.” Here Heathcote demonstrates again that it is not how much.
information- you can give studenta that matters. What matters is how much
 the little information you 'do give them can.do when you focus on it long,
enough to let it fill with power and snpmf'cance
"« . “There is going to be a sound of stretching rope .. .. If you ve'got that -
- rope now, you might feel for a moneént the deck benenth your feet .. .. Get
.2 that sense of bare-to- the-knee legs, becaise the feet are always in salt water.

That .deck “isn’t a {loor; you've got to plant your feet so they won't slip,
‘cause this is a moving vessel. The pressure of these people s feet on this deck .
is affected by the vessel »o . -

" She turns to the adults and asks them to 2k the Shlp “Give s the
wood.” The children, still nervous and ill-at-ex:.,-laigh. She turns on them
sternly. “Why ‘are you laughing? I'm asking theim to assume the same problem
I’m asking of you. It’s as dlfflcult for them to believe as lt is for you.”” All
stand quietly, holdmg the rope in their hands.

“Give the order,” she says to the second mate. So comes the child’s timid
voice, “Hoist' the mainsail. " The _song begius, “Yo, heave ho™; the children -
start to pitll; the wood creaks.as pers- are pulled across the ridges of radiator

“vents by adults on the sidelines. The song gets louder; the children work in
rhyth Then shouts Heathcote in a booming roar of a voice—now clearly .
acting. in role as the first mate, “Pull, men! Come on! Keep going!” Then, ina '

_ harsh, flailing tone, “Up, you lubbers! Pull! Get that sail up' You've got .
another fifty feet, you lubbers! F;et on with it!™

At this point -the children bcgm to look at one another in. confusion.

- Where did this tyrant come ‘rom? Seeing this, Heathcote immediately comes
out of role and says warmly, “I've taken over a rather harsh tone as first
mate. See if, as I do that, something can happen between us that makes me
know that youll obey orders, but that you're human beings, not animals to

~ be talked to like that. Let me know by your looks that you’re warnmg me
that I better watch it, even as I warn you that this is 2 working ship.”

So they all go back into role, looking grimly at one another and at her ds.
she shouts, “Come on, hoist that mainsail! Faster!. Faster! Come on, you
lubbers!” Then, finally, “There she goes now.” By this time, the students are -

. actually puffing; they stop and sigh. There is a long pause. The first mate says
~ quietly, “Well, now you've got 53 other sails to'get up. You five, bring out all
those sails. You,” looking at another group, “turn the capstan.” Then she
comes out of role to inform them about the ‘shape and function of the
capstan, comparing the work of.the seamen to pushing a hcavy turnstyle.

Before lonig, there are three working groups: one turning the capstan, the
others hoisting sails. She asks each group to develop its own rhythm and
chant and repeat it over and’ over. Soon, while she is shoutmg as hefore,
“Come on, you lubbers!” one group is saying in a low tone,“Pushshsh . . .
Pushshsh . . . Pushshsh,” as they turn the capstan round; another is slowly
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calling out, “Hoist the sail! Harder! Harder!” and-the third, “Kill the mate!
Kill the captain!” The shouting gets louder under the cover of simultaneous
noise, and in the shoutsis buried the seed of: the later action. For on this

second day of the drama, the shy firl who chose the captain’s part the day -

before has not come to class. They have decided not to replace her, but to go

" on with the first mate in charge. The mystery -of a ship setting out to sea

without its captain at the helm' haunts the erew. Before the end of the

- hour-an hour in which one group have been loudly shouting, “Kill the mate!

Kili the captain!™—they decide that the. captain has liéen murdered: that’s
why he doesn’come out of his cabin. ' : '

Belief has been built by focus on the particular, on a few specific tasks -
~:aboard ship and a few physical objects on the ship’s deck. There is nothing

vague-about the drama that has now begun. It is precise and real for the.
students, and they know it is their work, their implicit ideas made explicit in
a shape they ean sensé. They are no longer embarrassed children standing

- weakly, laughing nervously, or feeling foolish. They are laboring seamen.

They get the sails up; they swib the decks; they take shifts on the lookout

and at the ships wheel, in the tiny hamniocks of the crowded sleeping

quarters and in the steam and noise of the galley. They fish and mend sails,
Heathcote stops the drama to have cach child report on'what she or he

does during free time aboard ship. She ‘introduces and .defines the \word -

“scrimshaw™ to the sailor who has been carving. When one girl says she’s been
writing in her diary, Healhcol.c‘says, “You'll have to ask yourself how a man

who is sailing with no officer’s rank came to be dble:to write in 1610. There )

may well be a reason, but it was not tommon for a man‘in-those days to be
able to write-and be in such a low position.” This starts a lively. diseussion of
the diary writer’s past. Again the. information is introduced at the point
whicre the children need it'and not before. Heathcote is a master at withhold-

ing her faclual’_gxpe'rlise;‘al'buil'ding a need for information bc’forg’shc loads -

it on the child, and in some eases, of simply leaving the implications unstated,

the ends untied, so the class goes on wondering. She ‘rcsists ‘the teacher’s: |

continual temptation—to tell all she knows. .. . v - 7

For example, at the end of this second hour of drama, the ship’s crew have
found their captain, the dreamer; dead. Dorothy" Heathcot has them lay the
body out-on the deck for all to-sce. Then she stops the drama and recjtes
Whitman’s poem “O Captain! My Cap'lain!(’,/’ which she leamed as a child. N

O Captain! my Captain! our fearful trip is done, ‘
The ship has weathered every rack, the prize we sought, is won,
" The port'is near, the bells I hear, the.people all exulting, c
While follow eyes the steady keel, the vessel grim and daring;
* But O heart! hedrt! heart! - o - L
'O the bleeding drops of red, -
Where on the deck my Caplain lies,
Fallen cold and dead, = -

’
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1] Captam' my Captain! rise up and liear the bels;
Rise up—for you the flag is flung_for you the pugle trills,
_For you bouquets and ribboned wreaths—for you the shores a-crowding,
For you they call, the sway:nb Mass, their €dger faccs tummg.
Here Captain! dear father! .
* This arm beneath your head!
» It is some dream that on the deck-
" You'vefallen cold and dead, - '
!

My father does not fe€l my arm, he has no Puge nor will, .
The ship is anchored safe and Sound, its voYape closed and done, - a
From fearful trip the victor ship comes in With object )
. Exult O shores, and ring O bejls!
But I with mournful tread,
' /\ Walk the deck my Captain lies,.
) Fallen cold and deag,

Mv Captain does not answer, his lips are pale ynd still, i !

2D

The class is hushed. She says somy, q didne; realize Wa]t Whitmar was
writing about Abraham Lincoln when I first legrned ltl I always thought it
was about a captain like Nelson dying in the mlddle of a batlle
“I don t understand how it’s Abe Lincoln,’ > pyzzles a Student.
“Well,” suggests Heathcote, pcrhaps it’s something you have to L}unk
about a little.” '
“When you’re in bed,” says one boy.

“Yes,” agrees Heathcote, “when you're in bed it will come clear. You
know, some things you can ’t understand by asking; you have to just sit and
think ’em out.” '\ ' :

5% “But he got killed in a a theater.” . !
" “That doesn’t mean he wasn’t a captain,” sayg another’ clnld
“He was the captain of the country,” came 2 oy's strong voice.

“Oh, yeah How is the country a ship?” \\

Heathcote, muses, “And he died when the shlp was safe home.
Hmmm. I don’t know what the dlfflcult)’ was that thc country had jllSt
overcome.’

“The war; I think that was the dlfﬁculty : \-

“Um humm,” says Heathcote, “and slaverY ’ '

One child says decisively, “ think ‘what Whiyman meantiwas that the war
was. over now.and everything was done. Abrtaham I-'lncoln‘ haid"done what
he'd dreamcd about déing and everything was Safe then, but e died just aftcr

.. it was over.’ \
} “What about Martin Luther King? Was he 5 captain?” asks Healhcote.
“I've heard he had a dream.” The btudcnts roq, “How far hT his ship gone

when he dled"”
“Half way.”

“I don’t think it had even gone halfw:ny says one tall black gnrl “He'd
Just got started.” .

O
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. . ) . o .
- Heathcote adds, “He’d started his voyage. Was the ship sound?” ;
“Yes!” ) L coT
“Is it still sailing, or is it resting in a harbor somewhere waiting?” she asks, -

“Tt’s resting,” = _ N ' '

“No, I think it’s still going.” -+ .~ A
~ “It’s still-where he leftit,” comes a strong; cynical voice. .

L Is like a captain trying to get a crew for a ship. Every“once in a while e -
gets someone—one man after one man until....” . - - '
~ Then Heathcote, sensingthat the time for this session is nearly over, stops *
" them abruptly: “And you are in the same position in America with Martin® - e
. Luther King as you are on this ship with our dead captain. You're spending -
stime finding who's at fault when you could be going on with his dream. I
don’t know whether that’s true in America, but it does happen in England.” =
~ This brings the group right back to their problem in.the drama—whether to .
try to find out who murdered the captain or to go on following his dream.
Although Heathcote very muich :wants to have the class,follow the dream, she.
~doesn’t Ipaﬂ the question. The class is free to cheose, and they choose to find
" the murderer. So the next and final day’s session focuses on finding out-who .
- has ki"ed the cﬂPta‘in. -’ . . L -l'.'.. Ll ‘ .-

At the class’s sugge'siion\, Heathcote starts thés_éssion by_hapding out a slip _
of paper to each student. As in the 6ld parlor game “Murder,” one slip has
the word “murderer” on-it; the others are blank. For the rest of the period, '

- .the child who picked the marked paper has ‘the burden of not letting others: S
* know that she or he killed the captain and of deciding why she orhe didit. =%
The rest of the class has the problem of finding out who did it and what they "~~~
are going to do with the murderer when they do find out. . ,
. As first mate, Heathcote says she’ll leave the’ body’ of the dead captain’
. stretched out on the' deck while they go about finding the murderer: “I’m not
- coverin’ this body even though I respect it, ‘cause whoever killed ‘im [is.
gonna’ look in his dead. eyes -whenever he passes on this deck. Aud -
everybody’s gonna’ take a stint at sittin’ by %im.” D o
*So the crew.takes turns sitting by the body of the captain, oné of the adult
viewers who Kas volunteered to lie stretched out there. The gil who had -
.. volunteered taj he captain on the first day has not retumned. The seamen 'go
" about their jobs quietly, eyeing one another suspiciously as they tum things
over in their minds. The tension mounts. They accuse one. another. They
devise tests to find the murderer One by one they put their right hands on -
- the Bible and say, “I swear:on, this Bible that I did not kill the. captain.” They
decide to work in teams 6f two. to keép an eye on one another and note
- anythirig suspicious. Dorothy Heathcote is-as much in the dark as the restas
* to who did the deed. They read the captain’s diary; they look at his charts,
+ . which map avoyage ino unmapped seas. : o
. When,,a few minutes before the end of Jhe hour, none of the tests has yet.

-




20 . & " DOROTHY HEATHCOTE
] aro ’ > N e ' ’

revealed the true murderer, Heathcote asks the class whether they would itke
to go to bed, elose their eyes, and have the actual murdercr gét up and sit by
 the eaptain in the night. They agree ind ail sit or lie with their eyes closed.
-.One quiet gurl steps forward from her bunk and sits beside the captain’s head.”
‘Heathcote rings. the bell softly for dawn, and all the g .@nmeu open theit eyes.
They look. There is® long pause® - .
-““So that’s who did it!” : :
“No wonder she sald she didn’t want £ lull any more.’
.~*She’s the one—" : »

& “She never said anything dunng the conversatlons about—
“Get rid of ‘her!™ =
3 “Throw her in the sea!” They re shoutmg now. co
“Killing her won’t do any good, ’rause that makes us all murderers, ‘caiise
-we will have killed somebody.” L
“Why did you do.it?” ’ C 8 .
' -+ “Yeah, why?” T ' _ o
. ~ The comes the murder’s voice—guiet, steady, thoughtful “He [ever had a
dream. He told: me he never had a dream Those charts—they led to nowhere.
.He never had a drcam.” . b o -
" “Then what was the purpose of the charts7”
_ “Then why did you come?”’ > ’ ‘
. _ “Ididn’t know it *ll I got on board then he told me. And I kllled him,”
' “Why did he tell you?”
_ The first mate asks, “What did he tell you"’” :
*“He told me ke never had a dream. He just.wanted to sail away
“Where?” ' - . ,
,-:-,’.tq “He didn’t know. He ]ust “anted to sail away.”

- “What would happen when we’ ran out of supph&s"’”
. “Have you proof?” -
“Did he say whether he cared ‘about what happcned to us?”
“Why would he tell you and not anybody else?”
“I don’t believe her!” .
- “I'believe what she says’”says Healhcote solemnly as f'rst mate.
“SodoI!'™. : '
" “That doesn t make her any less ofa murderer
“ Believe it.” 4 .
“What I want to know is why he told her.”
- ——Thi& first mate says, “It was in his diary.”
“Throw her overboard!”
“Forget it!”
“All we can do if.another murder happens on this Sl’llp i§ blame it on her.”
“What?.So we leave her on board to kill ancther one of us?”
Here Heathcote stops the drama, and they talk about what has happened

e
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.. “Tt was a super reason for killing, " says one gil. . . :
- They ask the murderer how she’held it so long without telling. They ask

. She congratulates the murderer: “You handled that explanation very well.” .

_* her how she felt- when she had to swear on the Bible. She says, “What I said
“was, I did not kill a captain,’ not ‘the captain,’ becausc by that time he was

'y

not a captain to me.’ : o .
“Here we, all believed he had.that dream, and the ship was labeled The
Dreamer.” o Lo : o, - ’
+ - “But if somebody had said he knew about the dream,. you know, then she
would have had to change her reasod.”  * S - C
. Heathcote agrees. “Then.she couldn’t have used that. She was so clever.
¢ She used the one-teason we couldn’t possibly go against. It was a reason I felt
that somebody “would kill, didn’t you? Could you believe that somebody
might kill because they found that the person they had thought was ail big
- inside had suddenly become small, had no stature at all, because although he
was a captain and had status, he hadn’t the stature inside to be a captain,”
“Wouldn’t any explorer in the ¢lden times have risked the lives of all the

o

-, crew?™ : . fe . _
“Any man with a dream might take you where you're in danger. You

might want to-kill him to save yourself.” _ o
Then-Heathcote comes back in a clearly rougher voice as first mate, “It’s
* made ‘me realize that I1i never sign aboard a ship again without a memory

- that. makes e look at the captain very, very closely. It1l affect me every

“time | go aboard:” . g .
The children “through_ their.own choices have become seamen facing a

.- murder. Drama happens’ not becausé they go through motions or follow

techniques but because they, like all other human beings, have a fantastic
_ capacity—the ability to identify. No human being, even a murderer, is-so
 berefit that we can't find a way to get inside him. leatlicote uses drama to,
help “children understand -human .experience from the inside out. On this

_ ship’s deck she has stood solidly between all that has happened before and |

what is now. She has evoked at a gut level the drama of our humanness.
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If you have never used drama as a teaching tool, there is no clear, clean

beginning point; there is only what Dorothy Heathcote calls “edging in.” You
have to start from where you are, and she frequmtly reassures-teachers that

“wherever you are is all right.” You begin by figuring out what minimum .

. conditions you need-to feel successful as a teacher. As in any teaching, your -

. own condition is the first and most important element you begin with. There
are two other realities that teachers must take account of: the condition of
* the class and the nature of the material or subject matter.

»

Heathcote suggests that you begin by examining very ‘honestly your own -

condition as a tcacher.. There are: at least six areas in which she feels each,-

teacher must determine her or his own threshold of tolerance:
1. Decision takmg o . o
2. Noise 9" - '
3. Distance -
». 4 Size of Groups™
-* 5. Tcaching Registers
6. Status as.a Teacher

When a threshold has been crossed; 2 teacher loses poise, control, and

satisfaction. Therefore, it is up to each teacher to know just what her or his
own security requnres so as to keep from crossing a crucial threshold.

" One threshold is the proportion and kind of decisions you can com-

fortably let students- take. As we noted in-. the- last chapter, Heathcote
finds taking risks a bracing challenge and typically works in such a way that
. the students themsélves make most of the decisions about what the dfama is

to be about and its time, place, and plot. She*wants them to learn to make - .

decisions and to understand the rewards and demands that come from them.

Her planmng prior to the drama is supplémented by fast thinking on the spot -

as she examines the 1mpl|cahons for the drama of the decisions the students

' . have taken. Thus, she rises to the tension_of improvising and solves the

~ problem-of group inertia at the same time.

\\ 34
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"However, Heathcote knows that other teachers may well need more
specific plans and may need to keep a higher proportion of thé. decisions in
the:r own hands. She never says to teachers, “Doit my way™; rather, she says,
“Do it'my way if it doesn’t matter to you which way it goes. What you need
to know is what decisions you don’t dare let out of your hands. Don’t give
away decisions that will land you where you don’t want to be, and don’t play
s0 risky that the class doesn’t sens¢ your authority.” Thus, if you need to

.. know your material before you start a drama, you would be ill-advised not to

keep in your own hands the decision of what the drama is to be about. You
- should not feel guilty about what you can or cannot do; it’s not a question of
what you should do but where you stand and wiiat your thresholds are. If
you know that solidly, you will know the conditions for your security and_
effectiveness as a teacher. Without this, you lose your belief in what you are
doing and you cannot be successful. The important thing is to determine for
yourself how many decisions you are willing to risk entrusting to the class.
The noise threshold is the point at which we feel the students are making
too much noise or the wrong kind of noise. Heathcote’s panic button on
* noise is the pointat which it is changing the children’s goal. Although she
knows that noise often suits the dramatic situation, she wants only noise that
fits the purpose. She knows that you get more and better tension if you don’t '
" have uncontrolled noise; often she will stop a boisterous scene to réflect on
the feelings it evoked. She never deliberately works toward noise, and when it
occurs, she examines its effect and permits only that'noise that can be
justified dramatically. She is also honest in admitting that if you have a noisy '
class, you lose status as a teacher in Ehgland. You would in many American
schools as well. Heathcote engineers a quiet-handling of drama.partly to give
drama a-good image. ’ : ; : :
To determine your distance threshold, ask yourself as a teacher how
" physically and .emotionally close. you want to be to your students. Some
teachers feel the most comfortable when telling students what to do, when

.. _ setting tasks for them in a formal way. This traditiofial teacher stance buijlds -.

distance between' the teacher and student, which js an important source of
confidence for many teachers. Again, you need to decide for yourself what
your threshoid is. - - C - -

Heathcote prefers to reduce. as much as possible the distance between .
herself and the students; she likes to become involved with them, to pick up
signals from them and to get into their minds as much as possible. She wants
to sit close to and look right at students, touching them when the drama calls

+ for it. She does much of her teaching ““in role,” as one of Ll'(écharécters in the

drama, imszing‘gn,heréelf the same problems of believin® and improvising
that she asks of the children.* She is as'much a receiver as a giver of signals
when working with a class. Her distance threshold is very close to her. The

*See Chapter 11., “Using l.lolc in Te;chiﬁg." '

St
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adva'ntage of this intimacy is that students continually. feed her, and' she is
close to where théy are and what—they are thinking and feeling. She can
quickly assess their social health by watching to see whcthcr they can look
the teacher in the eye, share space graciously, and forget themselves long
enough to give themselves to a group task. This closeness has disadvantages:

“there is no escape from involvement, nor is there thc built-in authority that a

more dlstant stance. brings.
For some dramas, dlstance is precnsely wlhiat you want, of course. If- ‘you
want mdlvndual differences to emerge and do-not Jwant the elass to have a
sense of the group, then a good way to get this is tS seat them in desks that
isolate individuals. Some roles that you assume as teaclier—the foreman at the
other end of the walkie talkie, the governor of the colony, the supervisor on' -
the telephone—demand that you be physically distant from the group. If you
are used to a typical, dlstant teacher stance, this kind of role might well be
what you choose as you ease yourself into drama.

" You may ask, aren’t teachers too caught in a traditional telling role or too °

committed to formal teaching and maintaining distance to ‘ever begin to use

-drama? Heathcote ‘would say no, that any teacher can employ dramatic
_téchniques even if she or he just sets-tasks from a position of authority. The

important thing is that éach teacher know what she or he is ready to try. She
even recommends that you begm by starting drama the last-5 minutes of a
class penod if you are worried! That way, you won’t have to go'on wnth it if
itisn’t working. This is what Dorothy Heathcote means by “‘edging in.’

. Similarly, you should work with a size ofgroup that is comfortable for

- you. Some teachers start by breaking the class into small groups; others keep
~ tiie whole class together at first. Heathcote prefers this latter because it helps

coagulate the group. Then, too,-she can get basic signals from the class of -
their interests and-the level at which material can be pursued. She wants to’
find out qu:ckly which students are timid about their opinions; who, if any,
are the scapegoats; how children respect one anolhcrs ldeas, and how they -
function with her. ‘

However, her main reason for kecpmg a class together is that she’s com-
mitted to helping students get the idea that drama is about what's underneath
the action. She knows most of them won’t get to that point—to the universal
inherent in- the particular—without her leadership. On the other hand, once
they have had that experience; theyll know it forever.

Heathcote feels very safe working with large groups at the beginning, and -
she feels other teachers would find they, too, feel safe if they tried it. Never-
theless, she won't push them until they feel ready. Again, she tells-teachers,
“Be_very honest about what size group works best for you. Don’t say that
just because I work best with large groups, you should too. Youll just plan
rather differently if you feel more secure with small group work at first.”

If you work by dividing the class into small groups, vou pay, in that you

A
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won’t be able to signal the quality that is within you simultaneously to
everybody in the class. You will have the problem of spreading that quality
around, and that is hard to do. Once you have the class broken into small
groups, one group might make a decision that the rest are not ready for—a
decision’ that you might regret but have to deal with because:you chose to let
- it happen. You cannot back down after you have told the group they can
* develop their own drama. -~ . ‘ : Lo
Heathcote had this problem dnce when she was leading-a group in a Stone *
Age wedding. The girls were giggly, and a top priority for her became getting
- those™girls to stop giggling. To work with them, she separated them from the
boys and started wedding preparations. The boys were at a different believing
level and did not need her help. at this point. So she deliberately cut herself
off from half of the class in order to deal with the giggling. The price she paid
for this decision was that the boys took a direction she had not predicted. It
was-a decision which she knew was absolutely right for them, but which .
completely changed what the entire group was doing. So, of course, she had
to.accept that change. o S o
. They were planning a wedding, but the boys from ‘the start didn’t want a
- wedding. The bride was the oldest, most sophisticated-looking girl in the
class, but the bridegroom was the littlest boy. So Heathcote went away ‘with
the girls to get ready for the wedding, which they agreed should be in white
bearskin. She worked on the giggling, getting them to stop laughing at what
- they were doing and to start believing'in the bearskin they were sewing: After
" a little while, the boy who was to be the bridegroom came.over to her and
tapped hér timidly on the shoulder. He whispered, “You know, I'd rather be -
dead than married.” She said. to him—doing a quick double-think, but know-
ing she had no right to deny him this decision—“Well, it seems to me that if
you're hunting a bear, you stand a good chance.” o I
© When she said that, she knew the wedding was over. He went away -and
. was instantly mauled.by a bear and killed. That was the price she paid for
dividing"the group. So sheturned to the girls, who were in the midst of their
-.wedding preparations, and said somberly: “I’m sorry, but-that which was to
- be a happy event is now a tragic one.” She did not laugh, nor did the girls. If -
you break the class into groups, some of which are-working without you, you
must be prepared to deal with the decisions they make. T
By teaching registers, Heathcote means the attitudes you _employ in
putting yourself at the service of the class. Her definition is not the more
‘common definition of “regisler”: “‘social variation in language use.” It’s not
~ that she doesn’t employ this kind of register. She does, mainly when she
- teaches in role as one of the charactérs in the drama. It is then that she uses
* one of the widest ranges of register as commonly defined-that I've ever seen a
teacher use.¥ In role she assumes an appropriate socioeconomic class dialect,

4]

= *See Chapter 11 for more on teaching in role.
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 providing a model for- the pupils to follow in extendlng their own range of
language registers. She can move up and.down the socioeconomic scale—from

himble to powerful and back-—varylna her dialect and posture as the role
demands.

When she is talking about register as a threshold, however, she means,
‘somethmg more inclusive than the range of langiage registers. or social varia-

tions in dialect that a teacher uses. She means the attitude implied in the way
‘the teacher relates to the class. This attitude can be exhibited whether or not

* the teacher is in role as a character in the drama and, if i in role, in any dialect,
tone, or social variation in language appropriate to the dramatic situation..

Here are some of the teaching registers Heathcote uses:
The one-who-knows register is a register Heathcote uses very seldom It

says to the class, “Now, you listen, because I know this.” She saves this-
- register for those times when students are destroying the work of the drama

and she knows that they' can’t go on that way and have anything at all to
show for it. She’ll say: “You're laughing at it; I'm sorry, it can’t go on like

‘that.” She stops the drama because she knows that the class has torn up their

work. She usés the one-who-knows register primarily to preserve the quality

of the drama. I have seen her use it at many such. times as the begmnmg ofa
video-taping or filmmg session. She says to the children, “Don’t look at that -

camera after we’ start, cause if you do, I will not allow this work to.be

shown, and that’s a promise.” Then she lets them have a last look at the-

camera and introduces. the camera crew, who tell a bit about what they will

be domv After that she tells the class that from now on, nelther those '

cameras nor those camera.operators exist.
The would-you-like-to-know register i$ a gentler one- who-knows register,

in which she invites the class to request information: She seldom provides -

historical facts unless the students ask for it, the drama itself demands it; or

she is absolutely certain that it will not jeopardize their belief. If the students .

indicate that they do want to know what actually occurred historically or.

would occur in the:present in a certain circumstance, she gives them the facts
if she knows them. If she doesn’t, she tells the class.that thére are records

“they “can look at. that will give them answers to their questions. She -

frequently does hlstoncal research on a questlon right along with the stu-
dents.

The I-Have-no-idea reglster is a favorite register of Heathcote s for evoklng
responses from students. She thereby plucks the class out of the familiar

stance of trying to guess what’s in the teacher’s mind and frees them to i
- explore an idea with her. For example, she doés not ask a class in a one-who- .
knows register, “What is sand?” If she did, many children could not answer,

* because they do not know its constituents and they assume the teacher does.

To. this question a child might respond, “I can’t begin to deal with all that;
the teacher knows too much, so I just keep still.” So mstead of askmg,

..
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" Heathcote assumes the I-have-no-idea register and slowly picks up an.
imagined handful of sand. She lets it sift:little by little through her fingers;
saying, “I’ve never been able to understand how sand came to be.” Now the
child’s. mind can work. Heathcote’s I-have-no-idea register has left the pupil .
room to wonder with the teacher. . o

In the suggester-of-implications register, Heathcote wonders with the class
in 2 musing tone, presenting alternatives of action in" a nondirective and
open-ended way. She’ll say something like: “I don’t know how you're going
to settle. You don’t have any credentials as you enter the country. How .do
people.introduce themselves to oth.r people who didn’t.ask them to come?”

. In this'register the teacher becomes a restless spirit rek:ognizing_where a class
- is and seeking where they can go, now that they have arrived here. The

teacher provides a balance bétween what has just happened and what might
happen next. ' ‘ I

In the interested-listener register, Heathcote listens with her - whole-
" ‘presence. She clearly signals to the children that she is taking in whatever
they have to say and is pondering, not pouncing, on it. This register is another
rare one for teachers. Usually they listen just long enough to pick up clues for
more direction giving, saying, “Yes, well, the thing you should do about that

- «"—which isn’t-really listening at all. We need to respond by taking in or
repeating whatever a child says, letting her or kim kriow that we're thinking
about the words. T , _

In thel ll-get-what-you-need register, the teacher puts herself at the service -
of the class, making sure that their ideas get implemented. A teacher of
. younger children- may actually- become the carrier of things the students in

role need. For example, she or he might find them a blanket, or might say, “I
~ know where you can buy some food for the Queen’s baby.” Teachers of older
students tend to carry ideas and information when they are in this register. -
+ “We shall have to go to the County Clerk’s office to look at the deed.”

Heathcote sometimes assumes the it’s-no-use-asking-me register. She will
deliberately withdraw from involvement when she knows, the drama is going
well .without her or when she feels the class can function better without
depending so heavily on her. She frequently uses this register, like the others,
when in role, turning the responsibility for what happens in the dramaback

. on the class, B : _

Heathcote uses the devil’s-advocate register only when she is clearly
signaling to' the class that she is not speaking for herself, but is in role. She
finds this register. hard because it sounds as if you are speaking for yourself, .-
and if the students think you are, it’s harder for you to put the good cards in
their hands so they will win. She wants to engineer- an interaction with
students whereby they are dealt the good cards. If she thinks the children are

" getting confused as to whether she really holds the position she is advocating,

she immediately cornes out of role to reassure t+em. - o
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. Once Heathcote was domg a play with- ﬁve-year -olds who had begun their

drama by finding a baby left on a doorstep. The group. was going from house
to house knocking on the door. Each time Heathcote would answer and be a
different woman, saying, No its not mine”; “What a terrible thing!”; “No,
I'm serry, Ldidn’ t lose one.” Finully, when they came knockmg on a door;
plaintively asking, “Have you lost a baby?” Heathcote said in a fierce, witch-
like voice, “No, but I've always wanted one!" She grabbed the doll-baby out

"of the arms of a startled child. Then she came out of role and asked. the -

children whether they wanted her to be a witch who gets the baby.Yes!”
lhey shouted eagerly. Then she asked whether they wanted to win the baby

back in the end. Another enthusiastic “Yes!™ At that point in the play, she

didn’t want to worry the children too much, so she held the baby as anyone
" would, only a bit harder. Later in the drama she could hold it up by one foot,
-because by that time they were really winning against the witch and were
more cer-ain that they'd get the baby back. She prepared thém for winning
by suggesiing that Lo get the baby back, they’'d have to have stronger. magic
than' she. Then she went about her work in her house talking loudly to herself
about how her magic rul_es were in her book here. She later. asked them,

“Where’s your magic?” This is an example of feeding good cards to the '

children. Once, the children had an idea how they would get. the baby back,

Heathcote started treating the doll roughly. “Hey, look at her! Look at what

she’s doing to that baby!™ Right away they started saying magic spells. She

v

‘bolted the door against them; they hurled stones at the door. She started

lookmg through her book. *“I-want a piece of magic that shows me how to

turn babies into witches.” The ﬁve-year—olds saxd “She s lrymg to tum itinto -

" awitch!”

“We ought to stop her!”
“Let’s freeze her hands.” :
" After a bit of this, they couldn’ b come up with anythmg more on their

own, Heathcote came out of role and asked, “Do you want to get my magic °

book?” They did..“You're going to have to be cleverer than I am to get my
book.” Then she went back into role, still playing the devil’s advocate. I

- think 17l take my book outside today and read in the shade.” So again the - ..

children had been dealt a good card. They could win. The devil’s-advocate
register was a pretense; the children knew it, and they felt free to flght agamst
her in role. -

‘Hleathcote uses the devil’s-advocate regisier whenever she wants to get a
group united .against her. When she succeeds, she can come out of role. to
congratulate them on their efféctive expression of feelings. She once had a
r'gro_up of fourth graders who ‘wouldn’t let anything happen to them. So she

came .in.as the mineowner and said, “You're in my mine cottages. Come =

tomorrow morning at six, all your children over eight years old are going to
be down my mine.” After a fcw lhoughtful moments, one boy said, “I’ll send

o 3D
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mine down lf you'll send yours,” and the drama had begun. : _
Using the going-along register is what Heathcote calls “letting the class go
past.” In this register the teacher appears to be agreeing to whatever the

~group has decided. It is in this register that Heathcote often assesses the

dramatic potential of a class’s decision and decides what her next register will
be. ot L. S B
There are other registers, of course. The important thing for you to know
is what your most comfortable registers ‘are, which register is the most
appropriate for what you want to happen, which register you are \jn at any

moment, and how to signal to the class that you are in that register. When

. you switch registers; you need .to know, that you can’t expect thk same

response. of the class. Each teacher will have an individual set of teac{xihg'
registers. Your register threshold separates you from the type of register you

* dare not move into because you feel uncomfortable with it.

You:have to determine what status as a teacher you must preserve in order
to want to return to teaching the next day. What do you have to get out of an

experience .in order to want to continue? For Heathcote, the status she has “:- - *

to carry home is the conviction that people found it interesting-working with."
her. When she gets a rejection on this one, she goes out na all fours,

" metaphorically speaking, even though she may look the same. What you need .

to know is the minimum response you must get from a class to maintain the

status you require. If you let things happen in the classroom that cross your -

status threshold, you are in the worst position possible—for.you and the: class. ™
When your status has been”shattered,' you need to talk with someone’

. about it. Very seldom are teachers encouraged to talk about their problems. -
In many schools it’s considered bad manners to share, in such a place as the f _
teacher’s' lunchroom, a feeling that you've just made a fool of yoursclf. t

Heathcote firmly believes. that the first job.of a principal is to make sure a
climate is created in which teaching problems don’t get shoved under a rug.
Otherwise a teacher may get-the idea that she or he has problems, but nobody
else does. What actually happens, in many schools, is that principals create a
climate where the real concerns of teachers don't get aired. Instead of con-
centrating on how to change teaching patterns and thus solve probléms,
teachers too often fall into the easy trap of not looking at their own methods,
but blaming the learners: “That Karen Jonesis impossible!” One of the most
valuable safeguards Heathcote knows is to have a co-teacher watch and take

notes on everything you do while you're teaching. Then you do the same in

Many teachers have no one outside the school they can share their prob-
lems with; lacking this, they often come into school with broken wings the
next morning. If they have someone who shares their concerns, they can -
assess what went wrong, decide how to avoid it, and stop feeling guilty. They
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then can get to the pomt where they can shrug and say, not “I’m a fallure asa
teacher” but “That was that; now I'm gomg to try it this way and see what
~happens!”

It’s not enough to know where. you stand and where your own thresholds
for-security lie; you must also get to know the class. Each class has a different
condition and potential. It's no good wishing you always had good classes.
Some groups are simply more difficult to manage than others. Heathcote has .
observed that. American children have less of a “herd-like  quality as a group .
than English children do. American children have moré initiative. They also -
have an 1, 1, I approach that poses the problem of leadmg them to balance
then' personal-desires with those of otherS'so that they’ll end up with a ¢
experience. Thisis not to say that American classes dre more difficult than
English ones. It is snmply that each presents a different kind 6f problem.
Both the “herd-like” quality and the “T, I, I quality are problems—are con- N
ditions of the class that have to be recognized and overcome if drama is to
move. B

Through the first questions she poses to a class, Heathcote trles to assess
what she calls the “content level” at which they can best work, the level of
complexnty of expenence with which they are capable of dealing, For

% example, when' one group of children decided to do a play about stealing the
Mona Llsa, she asked whether it would be easier to get into the Louvre at

mght or in the daytime. She was really asking, Wouldn’t it be more fun to get- ~

in at night? When the children eagerly said, “Let’s do it at night!.Oh, yeess!”
.she knew” they were answering on the feeling level. If the group had hiad more
experience, she would have asked instead: “At what hour of the day. or night
would the Mona Lisa be least likely to be best guarded"” Then the students
would have had to base their answer on calculation—for example, knowledge
of guatds, or of thé floor plan of the Louvre—rather than just on: feelmg She
assesses what the condition of the class is and what facts they are going to be.
_able to use as she asks the questions that focus the drama.

Dorothy Heathcote has worked with classes in every conceivable condx-
_ tion—not only with so-called “normal” children in the Newcastle schools, but
* with inmates in reform schools, pnsons, mental hospitals, and wards for the
handicapped. :‘Where the group is"and what it needs determines what she
. decides todo. -

One time she was worl\mg wnth five mentally handlcapped children who
posed a problem that might daunt any ordinary teacher. They ran away
whenever they became anxious, which was most'of the time. They. were used
to living in 1solat|on escape into quiet corners was the only way of coping,
“that they regularly tried. Heathcote wanted to trap them into new
expenence, 50 ‘what ‘she did was fo literally tie them to lier, with _pieces of
elastic tape. They couldn’t escape then into, their abyss of nothing; they had
to stop and bump into her and each other. They couldn’t ignore that strip.of
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elastiz: With every group Heathcote isilooking for an elastit of some kind that
will trap them into facing something they:ve not faced before. v
'With another group of severely retarded-children, she tried bringing in-an

.
s

aduit man who was dressed as a derelict, unkempt and wild-looking. The

“presence of this hopeless character evoked sympathy and helping behavior

from ¢hildren.who had only been the reeipiénts of help before. - :
"With another group.of children who‘l;nad been ‘cared for all tht':ir'livcs—thisl :
time spastics—she brought in an adult all tied in a box. He was cramped up,
“rolled in a ball inside a box barely farge enough to hold him. The class -
awkwardly'started to help him get oyt. Then.they painstikingly showed him
~how tosit cn d chair and how to wash and groom himself. They were trapped
into ‘the new expcrience of'.s,ha_rih/gm wi“th a helpless’adult many of the skills-
they had pdinfully. learned dcspité—-the"frustrations._of; an undependable
nervous system. His need of their help evokéd responsible behavior. T
. She takes any class from where they are. One day she found herself with a
" class that, by reputation, was:one of the. hardest to téach. She went in
knowing this and found on the blackboard these words: gangsters, gambling -
den, robbery. She assumed this was what the class hadbeen doing with the ',
. previous teacher. That teacher had left the class so upset that he decided not
- to teach any riiore. He simply didii’t want to ‘spend the rest of his life bawling
kids out like that. -~ .. . T . :
Heathcote girded up her loins and decided she was not going to be undone’
by this antisocial .group. She got to ‘the classrqom °10 minutes early and
decided to amanje the desks so that no child could push or shove another— -
 this was one of their problems. She knew that'if she arranged the children in
- this way she, would lose the chance .to get at the.dynamics of ‘the group
(which she- usually -wants. to find out first), but she decided this was a fair
price to pay for the advantage of ensuting that they wouldn't just come i’
and fight, as was their custom, o oo R
- After she got alll,;t‘he desks arranged, she thought, “Humm; . . if I put just
~one desk in the middle, that’s a tension.” She didn’t know exactly why she
put it there, except that when thosé kids came in; one of them was bound'to -

ask, “Hey, Miss, what’s that for?” Then she would ariswer, “It’s for you,”
. This would, of course, be a risk, and she had no idea at'that point what would
happen, beyond that. As it turned out, the boy who first asked the question
was not one of the tough ones; he was a rather quiet boy. She made him sit in
the middle, She had (t-}_mught she'would ask the class to tell her what they
thought might have happened o make one person have to sit by himself like
that, but she didn’t-because as the rest of the-class came in, they asked,
“What's up, Miss?” “What’s goin’ on here?” At that point Heathcote Jooked

. up at the phrase gambling den and thought, “Great!”~she ‘was ready to -
begin, - . B : o

" Assuming the role of one“of a group of men, she looked squarely at the
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one in the middle and v2id, *“You have played cards with every one of us this
night.” She had asked herself, “Why is this bloke isolated in this gamblmg
den?” She knew that his isolation was a symbol of somethmg She went on,
“You ve lost money to every one of us, and you’re not leaving until you pay

- up.” Then,. after a pause and in a Jess threatenmg tone: “He’s lost-twe- ity

quid to me.” She turned to another class member: “How much does he owe ~
.. you?” This one w735 too good to miss. The kids who wanted to be tough guys
were plunged into a drama whete they could be just that. ; _
_ It was not long before this antisocial group began to work on the problem =
of -how to'get what they wanted. One said, Look, you, we don t mean you -
any harm, but you’re not leaving until you pay.’
He said, “Well, I have a Ford Torino I could sell.”
“Where is it now?”
- “It’s parked down in front.”
" “Give us the keys.” : : Coe
" Heathcote asked, in role, “Are you sure he owns it?”
“Hey, where’s your msurance"” ' -
~ “I haven’t got it on me.’ ’
« “Guys like him never have it on iliem.’
“Well, how are we gonna’ prove.it’s his. own car?”’
“Wel have to go to his house.”
“And what’s the missus gonna’ say?”’
" “She’ll just have to face it. He’s not comin’ back till he pays.” _
Heathcote, wanting to heighten the tension by seeing to it thit thelr

problem isn’t solved easily,.said, ‘“Well, you can ’t believe wives. You never

know if they’ll tell the truth or not.™
_“Wel get one of his kids. Kids tell the truth ”.
“She’ll never lct one of the kids out at one in the morning.”

At this point, then, this tough class‘is_focusing on the problem of how to
“pursuade a mother to tiust them with her little boy to & down.and tell the - -
truth for his Dad. They've been trapped into a new experience, just as surely -
as the mentally handicapped children were trappcd by the yards of elastic
that tied them to Heathcote. The class with a reputation for a total lr;ablllty
to cope with one another had been led to figure out how to deal with the"
problem of trust. Heathcote didn’t have to worry now about how to end the
drama. As long as the students were interested in it; they wouldn’t let the boy
in the middle go home. This drama went on and on, staying in: the same area,”
explering the relationships among this group of men. Because it stayed in oile
spot;, there was time for the relationships to be explored. The boys needed
the adult, not to “direct” the play, but to cngineer it so it stayed long enough

in one place to build toward. something. - P
_ Without an adult, children’s dramas tend to he epiSOdlC, a set of
' advcn‘ures with no time.for the bunld-up of tension or the exploring of what )
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lies between people, of that aura, that can be felt in human situation. When
. ¢hildfen produce. fast-paced plays (Scene 1, The Battleship; Scene 2, The -
‘Dungeon; Scene 3, The Pub; Scene 22, . ), all you get are four tines and Bam!
the climax. This is what children see in television cartoons; it's also what they
think they’re seeing in'the theatre, and all too often, they're right.- -
.As you have seen in the previous chapters, it’s only when you deliberately -
plan.to have the drama stay in the same place that the children have to pull
out new information, are trapped into new experience. This is when they”
plumb to what they didn’t know they knew. It’s only when children have to .
fight for answers that they find their own resources. If they don’t want the
drama there, they stop struggling. and get ‘edgy. Then you know you must
move on, because they’re at the end of the-resources and you mustn't lét
them spiral into failure. The trick is to know the condition” of the class. Then

*- youcan push them into.an area where they. discover resources they have not -

‘yet touched, and can avoid moving them to where they are adrift because
they have lost their moorings. . You must work with:an awareness of the
thresholds of both the teacher and the class. S S

~ You- also"need to take account of the nature of the material. In many .
-American classrooms, particularly in. the junior and senior high schools, what.

" “you do with classroom role playing’is expected to fit into’ a specific area of

the curriculurh. As a teaher, you'may decide that you want to use drama as a
" way into an area of history - or.a particular piece of literature. If this is the,
case, obviously you don’t begin by asking the students what they want to do
a play- about. If your goal is to relate the drama to specific subject matter,
you take that limitation as a starting point. ~ *~ T e
" Not only your starting point isdifferent;"the direction of the drama is
limited by the fact_that if you'are:relating it to specific written material, it .
must not contradict that material. You have to realize that if, for example,
~ you want the facts in an historical sense, you'll have to give up some emo-
“tional depth in the drama. There% no way to get both a large’ number of
accurate , facts and deep feelings at the same time. When you move, as
* Dorothy Heathcote does, into. a humanities side of expesience, you work on
- what a specific object or event symbolized: You.use whatever information the
children have—no matter how. inaccurate or anachronistic—as the grist to get
into what the event feels like to the people whe live through it. If your goal is
.to recreate an historical ‘event or period with authenticity, you do it at the -
expense of depth of feeling, Again, this is not something to regret but some-
thing to face, What are your priorities, and are you willing to pay the price of
- getting what you are going after? This is_,'thefquestion you must ask:- - S
Obviously, if you give top priority to historical accuracy, you put yourself |

AN

into the: one-who-knows register more often than you would otherwise. An

example of this can be seen in. a five-day drama that Heatheote did witha .

group of English nine-year-old slurlents/,-f/wh"bq“covcre(l” 1,200 years of

i I P
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, hlstory Her goal was'to help the class understand this histoncal concept: Itis

* that couldn’t have happened at-that time. If you want this play-to be true-to-
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by chance: that things survive, but when they do,we -want them to continue

document to use in the play; they decided it would be a Bible. Each child
took a Biblical passage to copy, using. pens with nik’, 1:ie quills, and to
illuminate omately on a page of: the manuacnpt In order to do this, the

children had to scrutinize carefully copies. of actual medleval doeuments. -
- Heathcote assembled a classroom library: which included a’copy of the

Lmdzsfame Gospel and the Book ‘of Hours of the Duc de Berry. She also
showed slides of illuminated pages of The Book of Kells. In the one-who-
knows reglster, Heathcote introduced a. great ‘deal of information about

Anglo-Saxon mhnuscnpts By the time the drama began, the children had . -
- .invested a great deal of energy in the book they had created, so it was:easy
- for them to accord it lmportance The drama then centered~around tracing-

the losing and finding of this book through 1,200 years of history, endlng
with the present time. .

Early in the drama, the class decided that the person instrumental in the
saving of ‘the book would be ‘the bastard'son of a feudal lord. (They wanted
this partly because it sounded very grown-up, of course.) The boy was to have

found the book just after the Battle of Hastings, in a place where it had been . .

hidden’ from'the Danes two centuries earlier. They had no idea where an

“to survive. She .began by having the children labonously create a medieval .

i

outcast child would have grown up in the eleventh century, arid in their _ -

sympathy for him they put him in an orphanage. It was at this point that
Heatlicote broke into the drama in the one-who-knows register and said,
'“Llsten, in those days children were not thought of as they are today. There
were no orphanages, though there were always kind people 'who would watch

" a child. Many children just feli.down holes between people because nobody

would take responsnblllty for them. So it’s no good you making up something

the historical sense”—and this was her top priority, since she’d been asked to

~ dothisasa hlstory project—“you’ll have to do it this way.” After the drama _
* was over, the class asxcd “What happencd to all those’ chlldren nobody.

wanted?*’

“I don’t know,” she- confes.:ed “but T do know that all through time in -
England there have been récords of children and what happened to them. I.

know wiere I can lay" my.hands on some.” This became her next material,
and the children began a new research, this time not to find outhow pages of
medieval manuscripts: looked, but to see what had been written' about un-
wanted children. _

After they had exammcd hlslorlcal records, the next question was: “How
far have we come today in our caring for children?”’ After they discussed that
- a bit, Heathcote pointed out, “Somebody built this school. It is evidence of

‘their caring. This building epitomizes son: » of the valucs they held when they ,
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" built it.” That led to a close-iexéminatioh of what the school symbolizc;l,

what its structure and decoration told them about the values of the builders.
- The.children began saying, “You know, I’ve never seen my school before.

Tve never looked at it properly.” Then came a tour of the school, so they
could actually look at what it symbolized—the ideas of their parents and
- educators as to what learning was about. They began to look at the library

books, saying, “You kriow, these dost money. And-somebody chose these
because they wanted children to know about this, or.they thought we’d be -

- interested in it. They.cared what happened to children.” So although some of

the depth of feeling for the bastard son back in the cleventh.century was lost
hy Heathcote’s interpolation of historically accurate material, the children

-wers given a touchstone for experiencing the present differently.*

Sometimes the nature of the material establishes parameters for dramatic
activity. You must know these limits before- you begin. Armed with this

. knowledge and a clear recognition of the limits imposed by ycur own condi-

tion and that of the class, you are’ready to “edge in” to using drama.

*For more on this use of drama see Chapter 17, “Code Gracking: Other.Areas,”

S
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‘4. FINDING MATERIAL THROUGH BROTHERHOODS

Dorothy Heathcote laments that teachers waste so much energy worrying’
about where to get material for drama. She has dliscovered an efficient wiy of -
finding it through a deft bit of latera] thinking—she jumps sideways tarough
time and ‘across social- strata, hangmg all the while onto one constant or
element in a situation. She calls this system for finding material the Brother
- hoods Code. No matter what she or a class is*doing, she can say, “We axe in
the brotherhood of all those who ... . For examp\e, if She-is garrying in her
‘dapghter’s breakfast, shé’says to herself “ILam in the brotherhg"od of all those
who serve another’s néeds,” and |mmedlately she has dozens of images at her

~ - fingertips—from a wailtress at a drive-in to the servant of the king.’

-By keeping only the inner experience itself constant, a person can span all
~ time and circumstances, all social strata and age groupings. Instantly into'a-
teachér’s hands come: dozens of situations in whlch the inner experlence of
the participants is the same. -

\ . . i

SOCIAL STRATA .
S e Royalty and
HISTORICAL Lower Middle . Upper - lOther National -
- PERIODS Class . Class - .Class _ Llfaders
.l\.’lodemf.l'imes )
Middle Ages
Classical Age

Preclassical Age-

Primitive Times -
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- For example, if you gasp, “I've cut my hair off, and it looks terrible!™ you’
are in"the brotherhood of all those who find themselves with exactly what
they asked for: the robber with the stolen jewels, the bridegroom at the altar,
young Arthur "with- the sword Excalibur_freshly wrenched from the stone, .
Salome ‘with the head of John the Bagtist. No ‘matter. what you are doing,

“you can .say to yourself, “At this moment' 1 am in the brotherhood, of all
those who . ..." and find yourself leaping to events that might look radically
different on the outsid_t_a,.but on- the inside, feel the same. We can identify
with.all those, all through time, who have been in this brotherhood. The
external events may.. differ, but the underlying significance for people is
similar. o : : : o

_Wherever you are, you can limber up on this Brotherhoods Cod?. For

. -example, if you are wearing a necklace, you are of the brotherhood of all

those who choosé to adorn thémselves. How many different people adorn
theinselves, and - for. how many different reasons?- You are in the same -
brotherhood as tribal warriors ritualistically dressing for the battle, or actors
preparing for a play, or Cleopatra getting ready for her journey down the .
Nile. . '

Thus, a teacher can look at a clase and very quickly get an idea for a drama
that suits_their behavior and interests. For example, if she ‘or he meets a group -
of boys who are al! sitting around in a disgruntled mocd, the teacher may
think: they are in the same brotherhood as men. with a problem sitting in a
pub, a group of miners facing a shutdown, or a motorcycle gang finding out
that the race they just finished wag'rigged. : :

One value of the Brotherhoods Code is that it enables you to transcend

_quickly the notion that drama is acting out stories. Because any story is
about relationships among people, you will find dozens of. different dramas
undernéath the top layer of any story, underneath the story line.” Each
separate drama is the link between the story-and the brotherhood of all those

" who have been in that sime situation. '

Heathcote illustrates this with the story of Cinderella.* The story line.or
surface tale begins with a littie girl who finds herself with 2.dad and two'-
stepsisters and ‘an ugly ‘stepmothier’ who does not love her. Then, in story
terms, 'she finds the sisters going to a ball that she cin't go to. Then her fairy

“ godmother comes, and Cinderella finds that she can go after all, but when she
gets there, she isn’t too good at watching the clock. So she runs away and in_
the process loses Ler glass slipper. Then she discovers that the prince’s men
are looking for the lady who wore the shoe, and she tries it on. Of course, it
all ends happily ever after. : S

.

To be sure, the story of Cinderella has those eve' 1s in it, but that doesnt

make drama. You don’t need a story to get drama. A story may help youif -

*See the film Dor’othy. Heathcote Talks to Tqacl:ers, Part 2 (listed in bibliograpﬁy,

p 236). - -

4
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you need that feelmg that you know where you re going. But where you are
going in teaching is not to the end of a story; but through the story to an .

'experlence that modifies the children. Heathcote is not saying that stories .
aren’t good for chlldren but that drama is not ttymg to get through a series -

of events.

How does the story of Cmder\“lla hecome drama so that the children learn
anything? To get at this, we can look at how many things Cinderella is really
about. I find myself with two sisters who are mean to me. It’s about that.I
find myself having to come into a house that suddenly doesn’t belong to my

.own mother any more. A strange lady is washmg up the dishes. It’s about .
: ,that. Heathcote once asked a group of boys, “Hey, what’s Cinderella about?” .

. They said, “Cinderella is about a man daft enough to marry a woman who :
only likes her own kids, Miss!” So it’s about that as well. A group of 17-year- -
olds said it was about a fairy godmother who set things up but.was neyer
around when you rieeded her. When they did their drama, they explored how

.a fairy godmother ever knows the results of her actions, and whether or not a

fairy godmother might be more useful just as a person who listens. To a group
of police cadets, Cinderella was the story of the guards of the prince and their
attempts to persuade their charge to have another look around. This is why
playwrights can use the same material and find a million plays; they don’t

" deal with the story line. Ingtead, they ask, “What is implicit in the relation-

ships of the people,in this situation?” In classroom drama, too, this is what

“we have to get at when we Iry to use Cmderella as"a starting point for' ’

*

learning,

Heathcote once met w1th a group of young women, all unmarried and all- ,
pregnant. What is Cinderella about for a group like this? It’s about a girl who
hasn’t any stockings to wear and two girls who have stockings and are nof
going to lend them to her. So Heathcote has a girl get down on her knees and

 start. scrubbmg the floor while the others jeer and ‘chide. Cinderella is about

what she does when. that ‘happens, and how she feels. If you care about -
that—and those girls who are pregnant do care about that—then you don’t*
want to move on to. the.next part of the story too fast; it is staying here that
makes something matter. It’s staying here that helps the class to reflect.*
Staying in one place may sound very dreary, but Heathcote knows it is not. It
simply means the group takes the drama at their own pace, not the teacher’s.
If they want to stand and swear at one another for a while, the teacher has to
allow it. As Heathcote puts it, ““I can’t make a lot of 18-year-old, pregnant,
unmarfied women. do what I want. All I can do is help Cinderella modify
where theyte at. It may help them to dream about wearing pretty clothes
again. This might move very quickly into another area that begins with “If I
cculd ask the fairy godmother for anything, it would be.:...” Thus the . -

. *See Chapter 8, “Dropping to the Universal,” for more on rcﬂectioh'.
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" draa moves into what we jcal.l “the left hand of knowing.™*

As a teacher, Heathcote knows Cinderella is not merely a story line to be
followed, but a safe way to give those girls a chiance to get rid of anger at

~ being pregnant. Wher: the story has used itself up for that need; Heathcote

will know becaus the class will lose interest. Then she might have a chance to
drop to a universal human understanding and say, “Do you think Cinderella

" had anything to be angry about?” Then she could use the Brotherhoods Code

to find her next material. Who else had a good reason to be angry like
Cinderella? She and the students might then explore the implications of the
idea that Cinderella is in the brotherhood of all those who have suffered. at

the hands of their siblings. So their next drama might well be like the one in
Lillian Hellman's The Little Foxes or in the story ‘of Esau or of Joseph. - -
~ The potential for finding material through -the Brotherhoods Code is -

.multiplied a hundredfold by the*fact that in any given moment you are in
touch with not just one, but many different brotlierhoods. For example,
~ when you are washing dishes, you are in the brotherhood of all those who
cleanse, which puts you in touch with a primitive Maori washing gourds, a
soldier cleaning his gun, or a priest performing a ritual baptism. A dishwasher
is also of the brotherhood of all those who work with their hands and their
utensils, so he is one with a goldsmith making jewelry, a chemist mixing °
solutions, a surgeon wielding a scalpel, a witch mixing potions. As you sit on -
2 bus you can say to yourself, “I am in the brotherhood of all those who find
themselves in transit; of all those who must be prepared to wait; of all those
who must make a journey; of all those who can fold themselves up; of all
those who will possibly ‘meet strangers; *of all those who are going into’ the

unknown; of all those who are prepared to see what the outcome will be.”
When :the Apollo astronauts sit in their small traveling world ready to blast.
off for outer space, they, too, belong to many different brotherhoods. They
-are of the. brotherhodd of all those who will go, will be responsible. They are
of the brotherhood of all those who cannot get-out until the time comes—just
like the chicken in the egg- They are of the brotherhood of »” hose who -

“must trust other people to hayve built well, and of all those who can hear

voices from the air—and that puts them in touch with Joan of Arc. They are
of the brotherhood of all those who have the courage, of all those who fear,
of all those who must not turn back, of all those who may not returnof all”
those who understand tools—which . takes us through all time since the Stone
Age. They are of the brotherhood of all those who will venture, of all those
who carry their houses with them—be they modern-day campers, home-
-gteaders in ccvered wagons, or Moses and the Israclites. Each situation is

_ pregnant with hundreds of brotherhoods, cach of which leads you to more

material for drama, - '

*See Chapter 14, “The Left Hand of Knowing” ’
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~The great value of this Brotherhoods Code is that it enables a teacher
quickly to find a common ground between two sccmmgly diffcrent acts, Thus,
a group of men working with crude tools to hew a cross and a group of men™
in leather jackets with stockmﬂs over their faces putting bullets into-a gun are
in the same brothethood—the brotherhood of all those who are preparing for _
another’s death within a convention appropriate for their time. As a child sees .
the relationship between one expenence and others which are like it in some
important respect, the experience is illuminated by the light of that com-.
parison and a way into a new situation is provided. This new situation might
on the outside look ‘far removed from the child’s own experience, in either
time or circumstance. Yet, because the people in that situation are in the
same brotherhood as those who ire familiar, the child can focus on the -
common element long enough ‘to identify. :

In any drama, the isolation of one factor-that a student can relate to
makes focus possible. Without this-focus a situation is less.significant, less
dramatic, less tense. Because. each of the brotherhoods focuses on the.inner
significance of the outer act, each contains within it a potential tension.*

After a-drama is over, Heathcote and the class can use the Brotherhoods
Code to isolate a significarit element in that drama and use it as alink to the
-next one. After.a drama of Galileo, for example, Heathcote may say, “This

. inan was in the brotherhood of all those who deliberately Set themselves apart
by what they believe.” Thus she is able to help the students think of ‘many
other circumstances in which this element is a significant one and choose one
of these for another drama. By using the Brotherhoods Code, she can change
the outer- circumstances and ‘make the next drama seem different because
extemally it is about somethmg else; Stl" internally, it can be about the same
thing. The class can stay- in the same placc at their deepest level of identifica-
tion and yet.not feel they are circling around the same material. By coming at
the problem in a new way with new matena] they can gain a fresh perspec-
tive on it.

The Brotherhoods Code is Heathcotc s way of gettmg out of the trap of
story line and into the rich fullness of all of human experience. She no longer
needs to wonder about whcre to get material for drama.

*3ee the next chapter and Chapter 12 “Thealer Elements as Tools,” for more on how
to bu:ld in and develop tension, one of the essentials of drama,

47

ERIC

Aruitoxt provided by Eic:



1

.- e e

\ -

5. FROM SEGMENTING TO DRAMATIC FOCUS *

. Either the curriculum prescribes or the class members provide ‘a general
subject for a drama: the Middle Ages, an airplane crash, monsters, hospitals,
© pirates, pioneer days, King Arthur, witches, the Civil War, China, Indians,
.- mountaineering, being rich, a space trip, the Olympic .Games. How ‘does
" Dorothy Heathcote make a broad, general topic like this work. for the class as
.a drama? _ - :
She begins with a two-step process. First, she.very quickly thinks of all the
+ varioys aspects‘of the chosen subject that she can. This she typically does in’
. ‘her head, not with the class. She calls this process “seginenting” and diagrams
it like this: N : :

[

Each segment is an aspect of the lives of the participants in a drama about the -
general subject the class has agreed upon. . S
Heathcote’s second step is to take one of the segments and, through ques-
tions, o arrive at a particular moment when the essence of that experience is
likely to be the most fully recognized. The questions she poses lead the class

53
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“ to the moment of beginning.

Let us go back now .to segmenting and see how it opevates. Heathcote
urges her adult students to practice throwing up segments, thinking of a -

~ general subject and then listing all the common experiences. they might ex-
. pect within that way of life. Segmenting is something that can be learned

slowly, anytime and an; “vhere, without the pressure of the presence of a _
class. However, segmen ng with a class in front of you needs to be done very.

- quickly. Heathcote warns her teachers not to worry if in some cases only one
. segment comes to mmd. That is enough for a start; if that’s all you’ve got,

you 51mply have to take jt and make it work dramatically. However, the more
you can imagine, the less you care about the one you have taken, the less you

. are married to your own idea, and the more’ open you are to considering

" which segment will work hest for this particular class.

“o

Heathcote has found'it helpful as she is bubbling up the segments of a
subject, to think of those aréas into which any culture may be divided. Often
each area will suggest a segment of a certain general idea. Here are the areas
Heathcote has found useful (for these she acknowledges the ‘influence of
Edward T. Hall’s classification*): commerce, communication, clothing, edu-

" cation, family, food, health law, leisure, shelter, travel, war, work, and
* worship. Al! material for drama embraces some of these) so with a little

practice a teacher can learn to segment general ideas into usable parts very
quickly.

‘Let’s look at a "couple of exampl& of segmentmg If the gencral subject is
King Arthur, the segments might be these;

- Symbols
and Names

Tournaments

Clot}ling

Traitors

*Hall, Edward T. The Silent Language. Garden City, N.Y.: Doubleday & Co.,
1909 Chapter 3, “The Vocabulary of-Culture,” Here Hall dlslmg‘ulshcs 10 pnmary mes-
sage systems, ' . .
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From Segmenting to Dramatic Focus

i

The teacher chooses the one segment that -bést suits t}ié"‘}r{amrity,'bellzividr, .o

and interests of the class. For example, a teacher who decides her first graders

.are ready to enter the segment of training is going into that aspect of all
culture we call education. What 'does a knight in King Arthur’s time need to

know? How to clean his armor and.don it, how to sheath his sword and »'yield
it, how to ride a horse and hunt game, how to kneel before and address the

king, how Lo conduct himself at the Round Table, how to worship at the
g : 4 Y

cathedral, how to .m'Elke the castle safe during a siege, how to live under
Arthur’s law. The teacher will start with the more concrete aspects of training
and progress to an ever more subtle understanding of the Middle Ages—all
through dramatizing the - training of a knight. The daily tournaments and

. banquets (at milk-and-cracker time) might well go'on for weeks, with a new

-

event each day 1o give them a new face. Queen Guineveré has lost the child;

servant is accused of stealing bread. _ _ g

If a class wants to do a play about killing the President,* as a group of
delinquent boys in prison once did, Heathcote quickly segments this idea into
everything she can think of that has to do with assassination. She does not
reject their original idea—after all, she asked them for it—although she knows

.that it is an antisocial act they want to perform, What she wants most is to

harness the classs energy and drive; obviously they have chosen killing the
President because it has in it some “kick™ for them. These teenagers in the
first crush of being men want to be known as “tough guys,” and killing the

‘President sounds like a brave thing to do. By letting this group do what they

want, Heathcote is at first actually reinforcing their antisocial desires, but she
knows that she can work through these to expand the range of their present
understanding of what the act means. She can get to the point where she can

say: “Now let’s look at what you've done. The President is dead. What do

you suppose is happening inside you, and what happens to the pecple

* imniediately concerned?” They will be trapped into facing living with a

murder on their conscience, the problem of succession of power, and the
feelings of a family bereaved. This in turn can lead them to examine their
own values, T

As soon as Heathcote gets the boys’ suggestion for a drama, she segments
that general idea into all the aspects of it she can think of. The pie diagram at

the top of the next page represents the sum total of what she’s capable of .

inagining at that moment about killing the Presidet.

*See the filin Improvised Drama, Part I
(listed in bibliography, p, 237,

(V)¢
c-

_ there is a new knight to be initiated; the crops have failed in the drought; -
" they prepare for Whitsunddy mass; the scop has'a new song about the King; a
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family

. After segmenting, a teacher is ready for the next step, which is to choo:e
one of these segments and ‘ask the class enough questions about it that they
can all arrive at a specific, particular moment-one with a pressure or tension .
"~ of some kind in it—for the beginning of the drama. This is a prc"ess of

f.mnelmtr

| ‘prison after o .
found guilty '~ . S
A - fears of ’
a President - . o
loneliness of those
h . outside the law o o
: gang loyalty )

. fearx Of \ . ..~
sang N .
members

4

segments

questioning dramatic
’ focus

61




Q

ERIC

Aruitoxt provided by Eic:

From §sgmenting to Dramatic Focus . A 14

The more segments a teacher has thrown up, the more flexibility is possible

in the selection of one that best suits the needs of the particular class. Some -

segments will obviously be more suitable for a class with poor ‘social health, |
or for students new to drama. Others will demand a more subtle and complex
involvement and thus: be appropriate for 'a more mature-or experienced class.

- To find the segment that most interests and suits the class, a teacher asks

questions. If the class have ‘decided they want to do a play about pirates, the
teacher can ask them what a pirate looks like. If their idea of a pirate is
~a fellow with one eye, one leg, and ahook for a hand, then the teacher knows .
that the segment of being pirates to zero in on will be the danger.
:A teacher can also size up other clues to help determine which segment to

~ use. For example, he or she might look at the physical arrangement of the.

human bodies in the room: Are they close to one another, touching each

other comfortably, expectantly looking to the teacher for leadership? Or are - -

they isolated in desks or chairs, sitting apart from one another, awaiting
information or, direction? Are they: clustered in little groups, indicating the

: i:losenqss of subgroups within the class? Are the boys sitting separately from

the. girls? Then the teacher can take in their postures, facial expressions,

- willingness to allow and respond to eye contact. All of this infarmation helps ..

him or her decidé which segment to use and what limits will be imposed on

" the beginning moment of the drama. The condition of the class determines to _
- a large extent the shape of the beginning moment.* For example, if the

children are separated from one another in the class‘oom, and if their skill in

using language is not very developed, it is no use finding 2 focus for the”

beginning of the drama .uat demands that they crowd together and talk.
Instead you win them to closeness and talking by letting them stand apart
and be quiet first. So you choose a segment that can begin with pantomined
movement to build up experience from the inside, hoping this will lead toa
moment when ialking comes. T _

if a class is hyperactive and a bit antisocial, then you're going to have to
put them in a situation” where they have to work together and cooperate and
listen to Grders. Thus if they choose to do a drama about pirates, you.don’t
begin with the segment of a raid of another ship at sea {though.the children
might like to start there), because you know all you'll get is a lot of fighting
and punching. Instead. you start by having the crew work together to prepare
for the voyage, battening down the cargo and storing the provisions. Then
they all have to work together to get the sails up. These activities use their
“hyperactivity but begin to modify their antisocial behavior. Before the end of
the ‘drama, yoti hope to give them their kicks for long enough.to win them to
listening to one another, to cooperating on tasks rather than- shoving one.
another about. You lose the class if you let them fight first—although there’s

SN
*See Chapter 3, “Edging In.”
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"no denying that they may be. saying by. their behavior, “We’re good at
.. fighting.” Instead, you promise them the fight they are seeking, but you tell
them they will need' to wait a bit first. The fight will come when you ‘can
“trust the class to carry. on that fight with control, with an awareness of its.

context,..with a discipline to keep it believable, and with a restraint
appropriate, to the situation. = ' - _ o
In the “Killing' the President” drama, Heathcote does not choose to

drarhatize "the life of the President. She feels this group of.delinquent boysis ~ -

*not ready to identify with a President or his complex political world. Instead,

she chooses the segment of gang loyalty, and out-of that she moves to the
focus for the opening moment. She asks the boys where’ their gang. head-
quarters is and how they can keep themselves unknown to the police. After
they decide on all the particulars, Heathcote asks, “How do you get past
.Charlie the doorkeeper and into the gang’s hideout in the warehouse?” The
boys choose a.password, and the drama bégins. Each boy in turn comes to the
doorkeeper and is let in. This beginning has enough of the elements of
- mystery and toughness to appeal to the. class. Out of this beginning, .
Heathcote is able to move to another segment, that of skills needed to kill,
and asks: “Who's clever enough to fire that gun?” and “Will you have the .
patience to wait?” So now she has moved from the general idea of killing the °
" President to.its segments, has chosen one of these segments that suits the
condition of the class, and has used questions to get them to decide on a
particular moment for this segment to be realized and symbolized. This
moment is the beginning. When Heathcote needs to move the drama on, she
 has at her fingertips all the segments of the subject she has thought of. She
can select one of these and from it develcn a newsdramiatic focus. -
Getting the drama going and keeping it alive is nog Heathcote’s goal,”
however. She wants to use the-drama to develop the boys. So the instant she
can, she tries to drop the level to get at what is fundamental and human in -
this situation, not to make the outside of the drama or the development of
the story better. Since drama is a means of using our experience to under-
stand the experience-of other people, Heathcote often stops the drama or
enters it in role and drops its level, demanding reflection on what is
happening. If the class can’t at their present stage of development handle this -
reflection, Heathcote moves back into the events of the drama and looks for -
her next chance to drop the level. Perhaps shel ask students to toke turns
telling each' other how they feel about what’: happening, or to think about
the implications of what theyve chosen to do. This deepening of the level of
the drama is the one thing classes cannot manage without a teacher, and the
- one thing Heathcote is committed to effecting. Without this dropping to
. universal human experience, Heathcote sees no point in drama in education.
" Let’s see how this-might work in the drama about pirates. The segmenting

.

. "of the general subject might look like the one on the next page.
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;'}_ I the aspect of danger is chosen, then Heathgote, in the role of the sea
/' captain, might begin the drama:-“All right, you lubbers, if you can show me
~ you<can get aboard my ship and hoist those sails without the usval com-
 plement of arms and legs, then you're OK as far as I'm concemed.” And of *
course they can, because that’s what they were asking for to begin with.
% Then, the first opportunity she gets, Heathcote will drop to the universal with
- musing reflection, such as: “I wonder why. you keep on going to sea when
you know it’s so dangerous?” With this, reflection and with it volume. -
development havea chance to begin* © e P
-In a_theater performance, getting to the particular, the sharp dramatic
focus, the smail end of the funnel, is the end of the process. It is assumed that’ _
 the audience can-do the reflection for themselves. In a classroom drama, the -
., end point is the discovery of universal-human experience, the reaching of a
 deeper insight about the significance of the act or situation in the drama. In
MOst cases classes cannot reach this endpoint without concentrated teacher -
guidance. The teacher can show them the significance of things that might - -
othefwise seem insignificant. The teacher can ‘move the class from a general
idea toa dramatic focus and then to a universal,

*See Caapter 8, “Dropping to the Universal” for more on this,..
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6. LEADING THROUGH QUESTIONS

-+ One stnkinglfeature of Heathcoteé work with clasées is the speed with
which she gets the group'drive gomg Within a very-few minutes, she has even.

the - most repalcntranl: or inert- “members .contributing to a discussion or
participating in group decisions. How.does she do’ this? Through 'the use of
carefully honed questions’ that are honest solicitations for the ideas of the

“group. I have never heard Heathcote ask a characteristic teacher-
. queshon—?bne loaded with the.heavy implication that she knows the answer

and is just asking to see whether the student knows it as well. Nor does she

“ask those phony questions that begm “Don’t you think . ..?" or “Wouldn’t

_ responses she gels. Whenever she asks.a queshon, she is prepared to take in'"-

you like to ... ?” Heathcote’s questions are real, and she does not reject the

and deal with whatever comes.

. Questioning i |s her most rmportanl: tool. This doesn’t mean she does not
- have 'other ways -of. getting .the group drive going; ; slie uses a wide range of -
i nofverbal srgnals, symbols.,and her own'contributions of specific information
“or-ideas. In using all of these stimuli, however, her: goal is the same: toget the
“class ‘involved in, comnutted to, and ﬁnally reﬂechve about a“drama that

- explores significant human experierice.

It

;_freelng question, on the, other hand,crs one to which the teacher clearly signals:
" there is no- one right answer. He or. she poses as a person.curious and -
wondering and asks- the class for help. In this way the teacher takes rank and -

. ‘Heathcote is sensitive to the difference between a rhreatenmg questlon and

a freeing one. A threatening onz is like the kind of question illustrated in

John Holt's How Children FaiL* The child tries to deal with this kind by -
~_ guessing at the answer ‘the teacher wants, ‘the only right answer—which, of -
‘course, the ‘child may, niot know. At this point, the pupil is too-anxious about:

©

failing to think creauvely about the range of responses that are possrble A

. status out of the questlon and frees the ch'ld to wonder, too “I just can’t

* *Holt, John. Haw Cfuldren Fail. New York Pltman, 1964 181 pp

- . ‘ . '4 . . . ) ‘-'-"60 PN
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_ imagine .7 “Dve often wondered . .”; “You know, it seems to me .. ."; or

“I have never understood why . . : :
.Since Heathcote uses atatements as well as qumtmns to evoke class

‘response, for the purpose of this chapter I am defining a question the same
.way she does, as any verbal utterance that signals that a rezponse is wanted: I

have known Heathcote to use at least seven varieties of such utterances:
Queéstions that seck information or assess student interest, mcludlng
The.e. that define the moment
Those that stimulate research in books or other document. or call for
asking adults for information . - 5 _ .
Questions that supply information - ' ST
‘Branching questions, which call for a grou}‘ declsmn between alternative
courses of action
Ql_leSllOﬂS that control the class
Quections that establish mood and feeling
Questions that-establish belief
- Questions that deepen insight.
The last three kinds of question will be dlscussed and illustrated in the next
two chapters. Let’s look now at the first four kinds, wnth examples of sach -
that I have seen Heathcote use.
. The first kind of questions seek information or issess student mtcrest
What shall we do a play about?
What ‘must you take with you"
What are we goinz to do about it?
Where is the door to thé rocket? . .- . - :
What things shall we take with us from the wreck of the plane"
How many horses do we need? -
What kind of food do you want to take with us?..
Where would you like the magic carpet to take us?
‘What jewels do you want to steal?"
_How should we plan the robbery? - -
What part of that story is the most interesting?
Whiera did the assassin comie from?. .
Do you reriember the way we ﬁnally got our. water problem solved .
. when we organized it? -
e Do you reinember what it was lik¢ the first day we arrived in 1 this land"

-

e By 'that suggestion, are 3ou asking to be scared?

In asklng a question to assess student interest, keep .the wordlnt7 as bland
and broad as possible without overstepping the bouhdary into vagueness. You'
will know if you hae crossed this line because the class wnll be bewnldered as
to how to respond.

Heatlicote typlcally begins a drama session by. askmg the class for as much
mformatlon as is consistent with her teachlng goal. Once, for example, she sct

i
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* about to help a group of nine- and ten-year-olds understand the meaning of
the words:* “A nation is as strong as the spirit of the peoplé who make it.”
She wrote the words on. the blackboard and began by asking what they
meant. Then she asked the children to help her decnde how they could make
those words come alive in a drama.

All through a drama Heathcote asks questlons which are requests for infor-
mation. In this way she gets an idea of what the children are believing. If a

-.glrl is obviously cradling something in her,arms, Heathcote will not ask, “Is
your baby well?” bitt rather, “May I help you with that burden?” Thus she

_lets the child tell her what she is carrying as she reSponds to her offer. When

you’re seeking mformatlon, the goal is to keep from giving any clue as to

what response you expect.and to genumely accept and act on whatever
~ information you get.’

- A subgroup of the mformatlon-seekmg questions defines the moment:
® Where might.we all be together in this viliage?

'

® What time of day is it? IR

o Are we carrying anything? - T o L
e What vill we all be doing? '
" @ What-is the weather like? '

e Where do you think we should place the stove?

e How are we dressed? '

e What do you suppose it is like on Mount Everest in a snowstorm"

e What problem is uppermost in our minds?

e Do you want to pack up your supplies in your rucksacks now?"

- The particulars of -the 'moment must be precisely pinpointed at the
beginning of the drama. It’s no good'if all the participants are not in the exact
spot, at the same time of day, and under the same circumstances. If the class
- feels that a drama calls for half of them to be cowboys and the other half , °

- Indians, Heathcote puishes them to decide in which camp they want to be at

first. If they decide to be in several different. places at once, Heathcote .
immediately moves into a role that unites them. She might bécome a capfain

. of adisabled space’ship, radioing each of the-places to see whether they could . -

help her land. Heathcote’s instinct is to ask questions that unite the groupin °
time and problem, _even. though she grants their nght to’ choose to be
_separated in place.

A second subgroup of mformatlon seekmg -questions age those that stimu-
late. research in books or other documents or call for asking adults for infor-
- mation. A class is encouraged to.find the answer to this type of questlon
either before or after the drama: ,

-o” What did goaches look like in those days" :

o Where does Chicago get its water supply?

e I wondér what sort of reins a horse might have had in the French

cavalry at that time?
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@ Do you have to pay for water in the United States? T
o How did a Roman housewife dress? ) ‘
® Exactly how bigis a bed? g ) .
® Where does a Navajo woman do her baking? ~ - | -
- When her goal is to stimulate a necd for facts and an interest in texts,
Heathcote deliberately ‘sets up a situation in which the class needs to know _
more.* “Although- she doesn’t’ start with a plethora of facts as a basis for
drgma, she will frequently let the emotion -generated ‘by the drama lead
directly to research. At these times, her goal is to use the drama as a stimulus
 for fact gathering, . . '
A second major category of questionsis those that supply information: _
" ® When you have collected and sterilized the medical supplies you need,
may I please' inspect them at this table? - : ‘ o
o How many gallons. of water should we take on the journey? - %
- If we do decide To use TNT here in this mine shaft, well have the

" problenof getting the men to safely, won't we? - L :
©" Does anyone know if we still have the canary we used:to use to test for
- gas in'the mine? T h ' e
Do you want to use my kiln when you’re ready to fire your pot?
Do we need.a lookout?.. : ' B : o
Have you found any of that manna God promised us? o
Would they have had a ceremony for something like this in those days?
Have you heard the order to fire the r&Fro-rockets yet? ' '
You’re actually going to ride that tall horse? o
Well, why ate you carrying your gun if you do not intend to move in
anger against these people? T S
® Are we well supplied with blood plasma? -~ -~ * . . .
Instead of directly-giving the class facts they need, Heathcote will focus -
clearly on the immedizte problem or task they face and word her questionsso -
" that the decisions she poses have embedded iri them a great deal of specific
information. This makes the class feel as if they know y)ithou,tvbeing told. She ~ «
will call unfamiliar tools by name and pantomine their use. If Heathcote tells
.a girl who .is a seaman on board to wash the sextant and the child starts to
scrub something that is flat on the floor, she clearlyhas no idea.what a
sextant looks like. Then Heathcote hands her one, pantomiming its telescope
shape withi her hands and saying, “Leave the rest of the deck:cleaning to the
others, lad; can’t you-see this lens and these numbers are all dusty?” Asshe
asks her question, she & supplying information by outlining the arc of a
 sixth of a circle mounted on the telescope. I
" A third kind of "questions, called branching questions, ccall for a group .
dzecision between alternative courses of action: o L

g . 3
‘9 ® 000 0

(-

- *See Chapters 16 and '17; *Code Cracking: Literature and~Lanéuage33-and»‘-fCode-.,.,-«m,...,.,,
" Cracking: .Other Areas,” for mote on this. o :

-
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@ Shall we be in the past, present, or future?- :

Shall we be all men or a group of both inen and women? -

e Do you want to be scared by the new world we’ll find, or by the fact
that well never get back home?

"o Should we do a play about people in trouble or about hclpmg people in

. trouble?
e Should we stay by the - wreck and bunld a flre or go out and look for
help?
e .Arepwe in trouble becausc we are in danger or hungry? -
e Do you want to be-in the war or negotiating the peace?
‘e Do you want to be fighting with despair or hope?
e Should we look for food or clear the land of rocks first?
- @ Do you two want to decide thls -or should we call all the householders
togetker for a vote? J

o Are we going Lo camp here and risk an attack by -a grlzzly bear, or -

~ should we hike on even though we’re exhausted?-
"o Would you like't6 plan a bit or trust me to start it?

o Would you like to be pm\erful and supenorh or fnendly and |

sympathelic? : )
A large proportion of Heathcotes questlons are branchmg ones: The

drama cannot go in“two directions, so which will it ta%e? .Of course, in any

sitpation there are more than two possible courses of action; by limiting her
branchmg question ‘to two clear choices, however, Heathcote snmpllﬁes the

decision for the class. Branching. questions are particalarl appropriate for -
g9 P Y. approp
~groups that are socially immature and have difficulty answering more open--

ended  questions. The"class’s response determines what Heathcote calls the

" area of stnke—the scope within which the drama can take place. Just as the

knight in chess can guard only territory in a prescribed pattern of spaces
defined by its position, so ‘a drama can move only in a prescribed pattern
defined by the answérs to branchmg questions. -Suppose Heathcote asks,

- %Should we begin beforé the christening ceremony. or. at the -ceremony
itgelf?” and the class answers, *‘Let’s be dressing for the celebration.” The

area of strike will then be the dressing room; whatevet interaction takes place
will have to go on while the class is.preparing for.a ceremony. - ‘
The answers the class\gwe to branching questions indicate what “kicks™

. they want. They will choose the area:they. want to “get on with,” and‘a wise
y Yy Y [

teacher will stay in that areg as long as the student drive is strong.
A fourth kind of qucstlon is the ones that control the class:
¢ How can we keep the king from hearing us as we sneak past?
e How are we going to make ourselves look like soldiers?

e How could we set it up so [ wouldn t have to scream at the orphans s

“Getyour room clean™? -
o Are we oo tired to: start on the hunt today" Had we better rest fn’st”

btﬂ
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Doyou want to stop this drama now or go on with it?

Cén you all hear what this person just suggested? _ o

Are you good at working together in pairs to saw down the trees? ™
Will you help me write this on a scroll? ‘

Are you good workers? ' -

Can you manage to believe in that fishing line forabit?

o . Should there be any system for organizing this expedition?

Questions that control the class are the hardést to learn and the mest

important for teachers to know. The teacher must not use a controlling tone,
of course, Instead, he or she should appear to be wondering aloud in a musing .

way or to.be eager to get on with the action. This disguises the real motive, to

‘

get ihe class to exercise_more self-discipline. Of course, branching questions, -
. too," impose limits and thereby help control the class: The class’s behavior—
‘whatever it is—simply must be harnessed, put at the:service of the drama.

What this means is that you take the present condition of the class and figure

" “out a way to'channel their attitudes into a dramatic situation.

If Heathcote meets with agroup of students.who are obviously disgruntled
and miffed about something, she knows it’s no good to start with the implica-
tion- that they should not feei that way. Instcad, she acknowledges their

feeling with a supportive question: “Have you just had a bad half hour?”,
Then, after they tell her what has upset them, she can suggest that they do a-

. drama in which they are a'group of people who are all upset about something.
'With a series of branching questions and controlling questions she can lead

. them to- channel their negative-attitudes into a cooperative venture, a drama™ -

-

_in which the participants also have good réason to be angry. -~

Sometimes -a controlling question can be in the form of a warning: “Are -

you sure you’re ready-to sign up for this mission? It won’t be an easy one,
you know!” “Do you think you can stay at aboring joh all day long without

stopping? What will you' do with your mind while your hands are at work?” .

or “This won’t be easy. We may not make it through:the enemy line.2 This
warning serves both to unite the group in their commitment and to give them
a chance. to fail without losing face. o ;

~In"leading a class- with guestions, you are seldom in the characteristic
.teacher stance of the onc-who-knows. Instead, you are candidly asking the
child’s viewpoint and interpretation of ideas, becanse this, and not your ideas,
is what is significant fo:k_!'mprovised drama. This is not to say that you don’t
also offer a viewpoint and interpretation, but yours is just another one. No
view is judged right or wrong; each differs, howecver, just-beczuse ‘any two
people differ. You, the teacher, have mére experience to draw upon, having
lived longer and having a more-often-tested set of values. However, this does
not giveyot the"right to be anything more than the questioner and

-responder. You ar¢ not the.determiner of what happens in the drama. Itisn’t’

. . .

Stand up if youXe ready to go. with me single file into the submatine:

I

Pa— %.,——“- l H_,()_O_____-_. Z._..v_,_ e N;;» ._.;__._;_u_
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“that you don lead but snmply that you lead by actmg as guldc, qu&stloner, '
participant, and onlooker.

These roles take some getting used to for some teachers.: Pedestals are
comfortably ‘distant places to stand on. But once you step down, you can
discover the power of a new relationship. Heathcote likens it to that of the
Renaissance- painter with his school of students or of the sculptor Ivan
Mestrovic working together with his students on one monurient~Tke children
offer the teacher ‘their fresh way of looking at thmgs, and the teucher offers
the children the extra life experience of the adult. This is of great advantage
to both. It frees children to bring their real sélves to the situation. In so
doing, it releases the encrgy they all too often channel into trying to hide
their true feelings-and give the teacher what they have learned is expected. Tt
- _frees the teacher to be natural and relaxed, unencumbered hy the unrealistic -
and impossible burden of being “all- knowmg » Each recognizes the strength
of the other in the relationship. Controls conie.out of miztual respect and the
- class’s willingness to respond responsibly to controllmg questions, because -
they are committed to a work which they see is clearly theirs and- which
matters to both them and the teacher. .

»

J
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The first thing Dorothy Heathcote ‘goes for in getting a drama started is
belief—her own as well as that of the class.* 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 problem. She doesn’t say, ‘“Pretend with me. . .,” “Let’s fantasize. . "
or “Can you imagine. . .2” Instead, she says something like, *I can believe in
this knife and this carrot. ,Can you?” Heathcote admits this kind of believing
is not easy to jump into, but it is-crucial to the success of the drama. She'

" * sympathizes with those who find a situation preposterous, who reveal- their
nervousness by giggling and casting helpless glances at one another. “I know

. this is not éasy for you, but try not to spoil it for the rest of us. It may be too

™ " soon for you to believe, but watch a while and see if you can find your own
way into the life of this village later.” =~ . - . N
. Whenever Heathcote finds the class is 'distra'cted'by one person’s disbelief,
she stops the drama and works on that one person’s problem.-For example, in .
one group of six-yearolds there was'a boy who kept giving the rest of the

“class signals of his own disbelief, largely with glances which were skeptical -

-and scoffiug. Heathcote concentrated on him. “I’'m going to bring out a big
horse now; do you think you'll be able to believe it?” =~ =~ . - .

. She went out 6f the room and came back with her hands on reins that
" came from. a horse’ head as far above hers as an ordinary horse’s head would
be above the heads of those six-year-olds. The right proportion was what she

. wanted to make real, not the actual size. No good, though. The. boy said’
scornfully, “There’s rio horse there.”.Then she appealed to the group to help

“him see it as she held firmly onto the reins and reached up to pat the horse’s -
neck. S - . - :

“What a pity we can’t get on with the play-because you don’t see my
horse,” she shrugged. His classmates started describing the horse that they by *

*See Chapter 19, “Teacher Training,” for ways she helps adults develop their ‘own
- belief, X . g L _ .




Q

ERIC

Aruitoxt provided by Eic:

‘o

68 S . DOROTHY HEATHCOTE

black and white with hooves as black as ink.” The boy could.feel the class’s
pressure on him. “We can’t get this saddle on. Can you help us?” Finally the
- boy was convinced he had more to lose by:not accepting that horse than by

_“at least trying to see it. Then Heathcote suggested to the class that he be the

one to'lead thé horse; since the drama was harder for him; this he gladly did.
.As she carefully handed him the reins, one at a timc, dra'wing her hand down
the iong length of each, he got the recognition he was seeking, and the drama
was no longer destroyed by his problem of disbelief. | -

The one Big Lie is like the well mixed paints in an art clase. Without ity
- theré is no suitable material from which to form the drama. Instead, there isa

silliness and .self-consciousness that comes from the two big problems élass-

situation are the essential material, and the rules of making a drama work are
very difficult to perceive. When paint runs, it’s clear the mixture is not right.

-~ When' a-drama- fallsapart—the class’s-mix-of-belief - commltment -awareness of

"each other in space, and focus on task is harder to look at, but it is _]ust as
fundamental for the success of the work as paint.

To get belief, Heathcote snmpllfles a situation to the attitude a person init
riiight hold. She might ask a class, “Do you have any idea how this bloke

might be feeling'as he steps.up to knock on that door? Who can help us?””

Suppose a little girl volunteers. Heathcote asks her not to assume an elaborate
- character, but merely to be willing to stand there on those steps just for the
presént. This way the brave volunteer doesn’t have to commit herself beyond

 that.initial stance. In most cases her belief will expand as she stands there;

before she knows it, shell'be choosing to go on and enter the door when it is
opened. However, Heathcote has left her a way out, and she knows it. After
all, she only volunteered to knock-on the door. This-concentration on one
thing—attitude—is not in the same tradition as mosi. creative dramatics work
in the United States. Teachers here tend to start by developing a character as

fully as possible, elaborating a setting, and oftzn decndmg on the outline of a,

plot as well—-all before the drama begins.
Except when she has chosen to work ina cu.nculum area that implies a

more explicit directior; Heathcote starts with identification only. Because her

focus is on the inner experience, the feeling, she feels no urgency to get into

action, Identification can take place as effectively in a discussion as in an

improvisation.
Sometimes she will begln wnth a few simple actions, like donnmg helmets

or sitting astride motoreycles with féet wide apart and a firm grip on the

-this time could see. “’Let’s have another go, eh?” coaxed Heathcote. “He’s ~

- roofn_drama poses: the students. theniselves and the belief they bring to the

handlebars. Class members need only to know how they are going to get that -

motorcycle ‘started, which way it is leaning .when stopped, where the
accelerator is, where the brake is. Whethier they end up with an image - that

accurately reflects a real motorcycle is not. important; what .is, ls that each ~

+

03



Q

ERIC

Aruitoxt provided by Eic:

b

- \"*See~the~next-¢haptetfor,mor_e_o,n  this.

. Building Belief ' B ' C69

- "
. ’

. < ',

‘person believes in the machine; gets the feel of its weight and power. After
this Lrief, kinesthetic identification, the motorcycle gang might sit on their
“ machines and carry on the drama solely at the discussion level foralong time
befere they are ready to balance the standing cycles, rev up the enginés, and

take off. - . o ‘ . B
All a classtoom drama normally has to work:with are space and bodies—
albeit living, moving, breathing, feeling bodies. Beliaf has to do’ the rest. If
-+ students are-to be a motorcycle gang traveling together, it will probably help

. “their belief if they position themselves in relation to one another in such a
way that they are headed in the same direction, two abreast. The teacher will.

probably need to help the students deal with the limitations of the class space
(no classroom is without some limitation) so that it can most effectively lend
itself to'the drama. - : :

On-many occasions I have seen Heathcote spend a full half hour asking
questions of a class to examine the life of a particular group before they

togethcr—assumc-the*attitude“of‘lh'e‘s'q'—p‘&dplé‘iit"fé}?é?:ifié"momcnt in time.
‘This discussion'is not just a lead-in to the impertant thing, the drama; it is a

significant part of the whole experience. It is where identification begins. Of

course, Heathcote also stops the drama frequently to get to reflection and a

discussion of implications.* It is these moments of reflection that most mark- -

edly set her work off from that of most American creative-dramatics teachers.

Why doesn’t Heatheote discuss or develop an idea of who each character is
before the drama begins? She explains it this way. To develop a character first
is to begin,from outside a person. She starts from within, trying to get every

child to put sometﬁing directly personal into thc role from the very beginning
and gradually to realize and to reflect on the attitude the rolc is eliciting. She.

lets each one bring as much of the purely’ personal into; the situation as is

consistent with the attitude being projected. She goes on to suggest that we

- are known to cae another only by the attitudes we reveal. She affirms that
. she will never thoroughly know her character; she only slowly learas about it _
. by:looking at the attitudes that come naturally to her, or that she has to fight

‘to get. So when she begins a drama, she is solely concerned_that people try to
assume a single attitude. At first this may be a very crude, a simple attitude,
but as people mature; they win more and morc subtle ‘attitudes and become
more aware of the effects of these on others. C

Whatever the top layer of the drama night be, Heatheote is always
tunneling beneath the surface to get the belief going and the attitudc right. In
the last chapter we showed how she sought information ‘from the class

- through questions. By taking the students’ answers seriously, she shows '

respect for whatever they can at the moment contribate. Anything they try
ig better than not trying, so Heathcote takes whatever suggestions come and
upgrades them by’ repeating them, commenting upon them, acting on them.

“
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" Whatever students suggest brings with.it their involvement, feeling, and -
eventually commitment as well. By acting on this, Heathcote makes sure she

captures the heart of the matter, the feeling, which is what makes the drama
vital. Out of “tnis the children can spin threads into an intricate. net of

_elaboration, a web of their own, making in which they can catch-new

experience and relate it to the center. All good teachers of young children
instinctively stimulate the child’s elaboration of experience in art, language,
movement, drama. -Far too often, teachers of older students irrelevantly -
paste extrapolations of experience onto the outside of their students. The

‘students could discover- these extrapolations fo: themselves, making them

their own, if only they were allowed ample time to spin- out.their own
elaborations. Heathcote feels that the technique of elaborating probably-
contributes more than’ anythmg else to the process of the student’s becoming:

. amature person.

- With the assumption of attitude and_ belief comes identification. Once a
class identifies with the people in a drama, their drive is rcleased, and the

. situation becomes what Heathcote: terms educatlonally e\:ploslve. The

subjective werld of the students beczmes sufficiently a part of the class task
that the drama can be extended and exg:icsted. The learners can then “fare
forward” into new mslghts and fresh sotadings of the situation in whlch they
find themselves. ,
- Questions that help students ldentlfy may be those that particularize their .
task such as: “Which.is your stall in the markétplace?”” They may be branch-

" ing questions that demand a decision involving identification, such as: “Do

you want to be the skipper or one of the crew?’ The main thing is to be sure.
the situation the child is trying to enter has somethmg in it that latches onto

. something in the child. The child who perceives an entire scene to be strange -

and outside all previous experience will not be able to get inside it and make
senseof it. For example, a child who is told-to bé a blacksmith in a medieval
market may well be overwhelmed by the complexity of a task that seems
impossible to visualize..On the other hand, a child who volunteers to sell eggs
and milk can bring to the ]Ob what he or she knows about those- products and
how they have to be stored and handled. If the child starts by having them

" refrigerated, the teacher doesn’t interfere aslong as it doesn’t bother another
_ class member. There’s time after the drama is over to discuss any anach-

ronism. The child’s bchevmg in the eggs and milk ‘and identifying with
their vendor is what matters first. Nor does it- matter if half the class
volunteers to'sell milk and eggs the first day. Once they believe, they will be
more likely to he able to make their. market more authentic and to assume

other roles that call for more understanding, .

Anothér way to internalize belief in the Blg Lie is through movement
miming the actions of the participants: A shy child can go through: the
metions of selling two eggs without having to come forth with much language

s
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. just \yet. In one~dr"ar'na_l a class decided on a banquet, but at first they had real””

trouble believing. Heathcote moved very slowly to establish belief, bringing in

_platters of food one by ore until all the children were won over to seeing’

each entree as it came in. As they passed the turkéy, poured the wine,

“-buttered their rolls; or asked for.salt, they begén to forget themselves in the

drama, Before the end of the period, they weré so well into that banquet that
they could accept as real the problem of a starving Italian farmer ‘who lived
on only four olives and a quarter of a pound of bread a day. At. this point, .
they ‘had transcended their need for movement and for imagined concrete
objects. They. were’ riow ablé to believe that which they learned about only

through their ears, . N )
" In another drama the class, decided they were stranded in a boat without

. sails. Heathcote in role asked them, “Have you any méans at all of getting

somewhere?” . ) .
“We could paddle with our shoes,” they said. This su estion, Heathcote
P 88! A

saw, would lend itself to unison movement that would help crystalize belief.

“Are you surc that that will work?” she asked. “Show me how you do it,
and I will fit in, using my shogs.” So they began to paddle. She- asked if

. someone could supply a rhythm, and a child eagerly did. As they paddled to

- his chant, they began to genuinely believe in that boat and in those shoes.

. Sometimes Heathcote begins a ‘drama with concrete objects—a wedding -
ring, an old musket,.a rare coin, a medal, a-pair of tiny glass slippers, a letter

. yellowed with age, a‘skull—to arrest the attention of the grouy and help their

belief., For example, shé”once used two Viking chess . pieces, c{n_:ved'ir'{ the

* twelfth century—a king and a queen sitting on-handsome, ornate thrones. She

showed them to a group of 5- to 7-year-olds, saying, “I don’t seem to be able

‘to stop the Queen from crying.” Because the queen’s face was sad, the chil-

dren soon accepted her as real. They decided she was sad because’she had lost
her baby, and they set out to find it for her. ' : St

- For another group of children, getting dressed in paper, plastic, or cloth
costumes might be just the concrete experience they need to get their belief
going. When three boys who were to travel as the Magi decided they needed .

- camels, Heathcote helped them -use what was at hand to make the animals.
" They put chairs on tables and Govered ‘theri with blankets and P.E. mals to

L

make appropriate humps. They ‘painted cardhoard cartons for heads.

‘Heathcote reminded them that “a mén who journeys takes those things with

him that he dare not leave behind,” so they collected lots of paper towel

‘packets—the “only- handy item they could find to suit the purpose—and
_labeled. them “food: for the journey,” “water for the journey,™ “tent,”

-“instruments,” “gold’ for Jesus,” “frankincense,” “myrrh,” These they roped

in large clusters onto their camels, and their journey could begin. .
~ At other times Heithcote uses’ photographs, paintings, or art objects. To
help children understand the meaning of the words, ““A nation is as strong as

’766 . .- 'vm‘.
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the spirit of-the peoplesiho make it,” she stapled onto sheets of typing paper
about fifty portraits from The Fumily of Man* When the group of about .
twenty-five children arrived, she asked each of them to select one of the

pictures and become that person in the drama. '
o 3 Ii somg classrooms Heathcote uses paper and paint, or if not that; just a
blackboard to help the class visualize' the -drama. For example, a group of
eleméntary children ‘who ‘are dramatizing thé story of Demcter and Per-
~séphone may have trouble visualizing the retinue of Pluto. Heathcote will
have ‘them’ spend a ¢lass period or-two creating a great mural of what they
think the underworld is like. In the process the slime on the wall, the black
marble throne, the 12 black horses in their stalls of coal all help make Pluto

ow.

# If a group of chlldrcn are going to the moon, they draw a plcture of the
rocket, labeling the various compartments. If they’re on a sailing ship, they
draw a model of it on the board. If they are turning themselves into a
settlement of colonists, they draw a diagram of their village One by one, a
~ representative of each household goes to the board and drdws in that family’s
farm, labeling it with the initials of the children who live there. Heathcote
asks where they get water, and they decide they have a well..This is shown by
“~¢  the picture of a pail’in the center of the village. Then the:children draw in .
- their ‘own paths. Heathcote is pleased when all of them lead to the well,
because this makes the water impértant and provides a central place to unite

- the: colonists. Then the villagers. put their jobs-beside their injtials, |

slrengthemno their |dcnt|f|cat|on as colonists. Through their joba, they each
‘ " now have their own way into the drama. .
Then Heathcote asks the children to go into their hou5es look out the
. window, and tell ‘what is out.there, as far as the eye can sce. They tell her -
<about the trees and flelds, valleys and hills. These she draws, so they end up

N " witha ‘map like thIS, but wuh mmals and jobs llstcd beside each house: -

L

fields
oy . . . ; » 9 .
*Steichen, Edward. The Family of Man. New York Museum of Modern Art, 1955
207 1) . ]




=

Building Belief P SR

“
-8 -

. Then Heathcote puts in the road which goes past the door of the governor
and tax collector, a role she has assuméd for herself, Not only hes the drawing
“on the board helped the class’g belief; it has planted the seeds of tension as
well. : CT : '

*In another drama Heathcoté “has trouble getting three groups of 10- and
11.year-olds to believe in the countries they have chosen to be in. She asks
each group to list on the board three things their nation needs to survive. She
-gets these lists: ‘ T ' R : ' Cox

-, v e

@

Africa- . . : Germénx' - The Bahamas
‘shelter . ©food - . fishing

“land _— - *_money - . fruit

foo_q : . health g tourists

She reads the lists aloud, upgrading each contribution by her serious z.m:d
uncritical tone. Then she asks, “What three things does your nation prize

above money?” They write: S -
Africa . = . Germany The Bahamas -
_ Y —he bahamas
.~ people people -~ . people
animals - . . 7ol . * animals
~ail S - water | T trees
Va . . .. L

.

Then comes a third question: “What three ihiﬁgs will you try to do for your

.+ people this year?” The responses are:

Africa. . ¢ . 'Germanx ) N . The Bahamas
.transportation™.: .» winning - - R kéep pedce
" homes . " land . . get back tourists
(they cannot think entertainment . ﬁg[;t sicknessin,
ofathird) . =~ .© . ,. . : ‘péople ...

-Then she asks wh“ethe;,‘a flag tells som_gihing of what a nation stands for. The A
children nod.~“Could you design a flag that would help mcrecognize some of -
. what your nation stands for?” She then gives them white and colored paper,
scissors, paste, and magic markers, and they go to work, spending most of the
hour_painstakingly putting togkthey elaborate flags of their countiics, T
our painstakingly putting tog_ €r elaborate ags o theu:,c_ountnes. ht}
- .girls, who comprise the group from the Bahamas, cut out paper flowers; the
: black boys, ‘who have;t:hosen to'make'up the: African-nation, draw animals
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" onto, their whlte flag; and the white boys, who are Germans draw cars and

. factories. They begin to believe in their countries.through a concrete task that

is. not drama but contributes to the heart of it—the ldentlflcatlon The flag is
- a concrete symbol for what they are. - ©
* After a class does a drawing, Heathcote mlght,get at implications by asking -

them what the drawmg says to them. A rocket might say power; a sailing I
“ship, loneliness;.a colonial. settlement nelghbors. Thus the drawing becomesa™" "

' symbol of the life even:if, ‘unliké the flag, it is not "explicitly called a symbol..
Because it is with the energy of feelings that belief is fashioned, Heathcote -
often begins with what she calls a pudding of feelings. “A drama is a nuddmg :

.of three types of feelings; some are posmve, some negative; and somé in-" .

between, neither good ‘nor bad ‘but giving rise to action. These last are the' -
states of being that cause us to do certain things. »Then sha putson the board - .
in three columns all the feelings the children can think of that illustrate each”
of the three- types. One group of fourth and fifth graders came up with the- ,

following list:

e

" Good feeling§ " Upsetting feeling§ " States of being -
happiness . Canger . concern
. anticipation - © worry _ responsibility
- excitement - hatred . interest
", job : . sorrow
RE being scared
being‘afraid

~ The words the glyﬂldren used were not always nouns, but Heathcote
translated what they told her as she listed them on the board. For examnple,
when a boy volunteered that “fooling around” was a good feeling,
Heathcote suggésted that this might be happiness. The: boy agreed Another

.suggested that one upsetting feeling was “being yelled at;” she pushed for
what the feeling would be called. Another child volunteered “angry.” After
someone had suggested ‘“‘scared,” one girl added “afraid.” Her neighbor
corrected. her, “That’s the same lhmg as ‘scared.’ ” In a typical move to
upgrade every contnbutlon Heathcote said, “ ‘Afraid’ may be the same thing_
‘but it may be a bit more. ‘Scared’ may lead you to being afrald really

" . frightened.” She put up both words.

Then she asked the class to choose one feeling from each list for the
drama. They chose concern, anger, and happiness and decided to show these
feelings in that order. She asked them who they were and what they were
concerned about.. They . decided to be Americans concerned about an
epidemic in Russia. Before long, they had turned themselves into a medical
team that was not only concerned about that epidemic, but also determined
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to get to Russna with their medlcal supplies_ to Help Heatcote stopped the
drama from time ‘to time to ask them whether they were keeping the concern
going. As the team packed their_bags, each member told her what special
equipment or supplies she or he .was taking and how these would help in an
epidemic. The feeling of concern led the children to assume an appropriate

attitude for members’of a medical team on an impor¢ant mission. When this

« team got to Russia, Heathcote pressed to keep the concern gomg She :tid not

worry abou! facts of Russian culture, for that was e*cterna] to the heart.of the
dmma-—the belief of lhe class. : .

—
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In previous chapters I-have often referred to a process Heathcote calls
“dropping:to the universal” in human’ experience. Everything she does has
- thisas jts goal; she uses what is happéning in the drama as an occasion to’
~remind the group that all through time people have found themselves in the
position they are in at that' moment, that there is an underlying significance" .
" to this event which can he recognized by examining its implications. In a
sense, dropping to the wniversal is like using the Brotherhoods Code. Reflect- °
ing on the:universal, however, is 'sorhething Heathcote gets a class to do for 4
themselves, to help them identify with a wider range of other human beings

- - throughout time, whereas using the Brotherhoods Code is her own way of
finding material for her next drama.* oo - .
... “Asnoted in the last chap'ter; Heathcote begins by building belief; once that
.~ “fifmly " éstiblished, ghe ‘moves” towards. depth of insight ‘about . the
" ‘experience. Wheneyer possible, she tries to move the class to'a moment of
‘awe—or if not that, a moment of new awareness. True gut-level drama has to
do with what you at your deepest level want to know about what it is to be

" human.. How would you act under pressure? Do you change in an-extremity?

o What can you discover about yourself as you respond to a threatening
difficulty? What do you find you must have, you' cannot live without? In - .
what way- are you like all people who have faced this situation? Your-
response to this.last question is'a plumb line from the drama to the universal.

The universal is the wellspring, the source of human understanding. In:
stead of starting with this source, however, drama, like all art, starts with a.
very carefully selected, precise and particular, unrepeatable instince—one that
then acquires significance as it reverberates in the chambers of the tdniversal.

~ For most classes, the teacher. needs, to sensitize students  to feeling this
-resonance, which ‘takes them not out of themselves, but rather more fully
into themselves, and ‘into the experiences of the real world as well as those of

*See Chapter 4, “Finding Material Through Brotherhoods,”
. . : g =
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- the ‘drama. In our real lives, we seldom stop for this kind of pondering; in
g drama Heathcote deliberately makes time for it. Such. reflection is the only
thing -that makes drama worth the doing. If ygu‘cannot increase reflective
power in people, you might as well not teach, because reflection is the only
thing that in the long run changes anybody. ‘ , o
With great conviction Heathcote urges teachers to train themselves to look
for the implications that lie beyond the actual work of the drama—or beyond -
real life situations, for that matter. For example, every. artifact implies a
maker; every tool, a task; every gesture, a feeling; every action, a goal; every
word, an_experience; every é]aecision, a value. As you learn to see in this
reflective way, you find you have in any environment, no matter how barren,
-2 starting point for drama. Any artifact, then, can be a point of beginning, - -
_The drama that grows is always a group examination of what that beginning
implies. L T o
In order to -attend to the .implications of what' a class -begins with or
chooses to do, you must learn to phase out of your own consciousness any
evaluation of the students’ behavior or values. No students, no matter how
poor their social health, should be rejected in your mind. Instead, you must
- watch keenly. and respond to them as they .are at the moment, even-as you
work to find a new way to extend the range of their behavior. Any idea they
give you can be viewed as a rough stone which, through the drama, you can
facet and polish as‘a gem®so-that it can reflect the universal. '
==~ Thus,-even the shallowest beginning can give rise to deeper thinking. What-
ever the class chooses can serve for reflection. For example, if a"group of
children decide to have a wizard with three legs and six ears, because it’s fun
to imagine such a creature, Heathcote will see to it that he is still motivated
by human goals and values that the children will recognize as believable and |
- true. Unless that wizard operates in a way that can evoke at least a temporary
identification, the children cannot be stretched to expand their understanding
of human experience. — : _
Although you plan to deepen the level whenever possible, you can never
" predict when that will happen, Often the class is not ready to pick up.on your -

.probes to a deeper level, but you keep trying. Not to interfere with the class’s

~drama, not to try to deepen the level when you sense a way to do so, is to
-deny the class the power of. your adulthood. Although you are open to
accepting the class’s ideas and-to making them work, in so doing you by no
‘means abdicate your responsibility to lead them into "deeper reflection
whenever possible. » '

In this chapter we shall consider six ploys Heathcote uses to deepen the
~level: stopping the drama to reflect; slowing the pace within the drama;
%, + Imposing rituals; classifying responses of the class and giving them back to the

class in categories that reveal their implications; interjecting probes and

- presses; and using symbols.

o

iz
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Heathcote ‘oftet: stops the drania for reflection. You have seen "how she did
. this in the drama of The Dreamer at the moment of the ship’s leaving the
~ harbor. Admittedly, drama is more difficult than the other. arts to reflect ™
" upon or contemplate in the classroom because the product—-the drama.
- itself—cannot be held up and looked at as can a painting, sculpture, or poem
By the time the participants are reflcctmﬂ on it, lhe drama has vanished
.into air. ‘

When Heathcote stops the dfama, she’ll ask a questlon like, “How,are you

" feeling now?” She often goes around from person to person asking what each

‘has been feelmg As these inne, responses are shared, new depths are sounded-
For example, one time wheri a group was doing a drama about a voyage into
:"outer space, a girl who was in role as one of the astronauts’ wives told the
" group that she had trouble gettmg through her.usual morning routines. I
forgot . to put butter on the twins’ sandwnches because I was tlunkmg about
‘my husband and was fecling all upset.” ’

‘Heathcote echoed her attitude: “Our feelings do seem to interfere with
our actions sometimes.” Then she pressed for more depth. “Can you find
language or. words to tell us what you were feeling?” .

“Pm not sure. I was mixed up, sort of. I felt proud he was going, and
thought how the twins would see lhelr ‘Daddy-kind of like a hero. I thought
I'd better tell them, like Mama tells me, not to brag out loud, but just be glad
inside that he’s their Daddy. Then, suddenly, I felt sad and thought, what if
he doesn’t come back? How awful it would be if they didn’t have a big,
wonderful Daddy at all. We’d miss him terrible. Our space here would bc
awful—like that out there. I can’t really say what I felt. It was hollow and sort

of achey. Then I wished the children would come home, and I went to the
window to look out for them.”

As partlcnpants look at what they’ve lived through and felt on the inside, -
they gain the double effect of knowing internally and reflecting on the
product of their knowing. Learning to distance oneself from the emotion of

* the moment without denying the fullness of the feeling is a sound mental
health strategy. Reflection is what makes the knowing something that can be .
touched and assimilated for later use. What the right hemisphere of the brain
has pulled together, the left hemisphere analyzes and codifies and stores.*
This process is the education of feeling. Feeling without reflection may -
simply be experienced and forgotten; with reflection’ it can become an
mslght, an understanding, that makes’ possible later modification of behavior
in the real world. One has learned something of the nature of feelings and the
now ‘predictable consequences of expressing these feelings. One has also
learned how to transcend the personal feeling of; say, fear, and think about
fear itself. Stopping to reflect at the height of the action is possible in drama,
but very difficult in real life. - ‘

"See Chapter 14, “The Left Hand of Knowing.”
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Heathcote’s tendency is°to stop the drama”nSt when it’s faltering, but
when it is_going well. This is because there is no risk'that the dramatic focus °
cannot be readily refound after a“pause to look at it, .enthuse about it,
challenge it, deepen it, and upgrade it. At these pauses, Heathcote usually
uplifts the language, summarizing in classic rather than domestic language to
- * give significance to her words.* - o : '

. Heathcote’s reason for stopping the drama is.never to preach or moralize
" “to the class. This does not mean that she does not frequently introduce a
-~ moral element (no human being can ever quite give up moralizing), but she - -
does it in a musing and not a didactic tone, so that the class often picks this
. up and responds with affirmations of their own values. Here are some of her
characteristic musings: . R
*“I wonder why anyone would*want to kil a baby?”
~ “Why do you suppose people decide to set up schools?” s
“A scaler of'mountains is a little like a fly, isn’t he?”
~ “I wonder why we need leaders of tribes and nations, why tiroughout
history people have accorded some persons power?” - '
“I wonder what makes a man want to go to the moon?”
, “How does.an astronaut feel, I wonder? Is he thfnking about ihere he is,
or is he too busy monitoring all his equipment to worry about that?”
- “Isn’t it interesting that the thing we hold in common is-that we all have
money to get things that are not money?” ‘ .
-~ ‘Tt seems -that there are some things we simply. cannot explain; their
mystery defies our attempts to understand, doesn’t it?” ‘
“How. many women in childbirth must have wished for the old gods,
knowing it was forbidden and yet saying, ‘Just now it’s too important to
‘worry about that.” ' : .
“It seems there are some things we simply have, to submit to because the
time has come.” . .
“A village isn’t just a place; it’s a symbol of the lives of people, isn’t it?”
A second strategy for getting deeper, one Heathcote uses in every drama
she Jeads, is to slow the pace to provide a pressure for a long enough time that
a transformation within the children can take place. Just as it taKes pressure
-and " time for coal within the earth to shine forth as diamond, so it is with
. human insight. It never comes lightly or quickly, althougn we may see it in a
flash. When a drama stays in the same place long enougn and under enough
-pressure, experience can'be explored. To slow pace, you have to face the fact
that-you must move against the class’s natural impulse, which is. usually
towards action, not reflectién. This does not_mT:?n you relax the tension. Just  *
the opposite; as the Pace slows, the tension increases. The action the class
seeks is held eff while they sense more and more fully what it is to anticipate .
it. If the bear is killed, the wall scaled, the journey completed, the witches’ -

..

!

*See Chapter 15, *Classifying Drama," for more illustrations of this, .
. . @ N r B . . :
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brew concocted or the great chlef buned too qulckly, the sngmficance of the '

act is lost. One of the hallmarks ‘of. Heathcotes teaching is her patient,
' deliberate, solid holding-back of action: She is unconcerned if there are long,

‘quiet pauses. In fact, she builds towards these; she never rushes for the sake A
of her adult vbservers. Her pace is unhumed and child centered. ‘

When a group ‘of adventurers are cllmbmg high inthe Andes, Heathcoie
slows them to the pace of the actual act they are dramatizing with words like .
these: “Go slowly now, hand over hand; your, breath comes in deep, slow
pants, your-legs are weary. You are very high on a steep and dangerous ledge.
See if you can get.the.great size of the mountain and the littleness of men as_
you let this-mountain slowly take you higher and higher, up ‘away from the
world you know You sense you are in a place that is dlfferent Give yourself
time to feel it.’ : »

Often she will ask travelers to stop for the night, to keep on wnth their
concern or goal, but- to rest just for now. As they stretch out and pause,
watchmg the flames’ ‘of their campflre, she asks them -to reflect on- their
mission, to think or dream about what they are experiencing. This is"an
effective means o slowmg pace and cutting out the chatter that precludes '
individual pondering. CoEL L

Before a moon rocket blasts off the aslronauts restin thelr cramped space
capsules and wait for the countdown. Heathcote says in-a low; solemn tone,
“Some people are chosen to be very ‘special., They. train  themselves to do

- difficult work that has never been done before. All through tinie people have

stretched themselves to do new thmgS, to achieve-something-that.no one else -
l:48 yet mastered.”

Whenéver a significarit event happens in a dvama, ieathcote, nften in role
as one of the participants, will slow the pace and reflect aloud. When a group
of nine- and ten-year-olds finally succeed in kllllng 4 mountain lion that has
been threatening their village, Heathcote'won't let them stop with a feeling of

_relief. She has them carry the lion to'the top of the cliff and all stand and

look at him. After a pause she muses, “T have never looked at 2Tion like this
before. He's dead now, strong and powerful, but dead. Look at his paws. Are
his claws out or sheathed in death"”Thelr answers tell her what they see. “Is
there anything about this lion that you can see only in death?” By now they
believe enough to see new dimensions, The dead lion begins to werk
symbollcallv in tlus moment of reflection that is wnthm, not outside of, the

drama.

I hrwve watched Heathcote dramatlze two different hunale-—onc at the pace
the children chose, and the other at a much slower rate which she imposed.’

- Thw {ormer- was simply a pcrfunctory going thiough the motions of digging a

holz and ca:vving one of the giis 1o it. She had been killed by a British
goldier who was guarding the flag in the Boston riots. Before the entire village
had time t» rezpond to the horror of the murder of one of théir children, the -

o _ - : .
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~ gravediggers were at work. Heathcote chose no? to stop this, so there was no
reflection, no plumb line to the universal. Most groups of children need a
teacKer to slow the pace if they are to get to the reflection, . - o

The "second burial ‘took a full 30 minutes. In a branching question,

- . Heathcote warned the class (the same group that later killed. the mountain

lion): “Do you want to do the funeral now or do you want to have’it be after
this.man, Walt Buckeye, is buried?” They choée‘-to-dq‘ ‘the_.funeral. '__Ifhe dead
man’s mother wept softly into her hands as the villagers stood beside the
bcd);. When the children ried to rush Heathcote to the cemetery, she refused
to go along*She chose to sit beside the body and invited ‘the others to join
“her. When they resisted, shie ¢ame out of role: “Stop!. This.man won’t be
buriéd until'we give him-a life.” Then, less harshly, “It’s very hard to invent a
_life for a man, but let’s see what we can remember about Walt Buckeye.”
Then-she went back iito rolc as a member of the community, musing, “I
wonder why he was off on his own when that mountain lion mauled him? He
always was a bit of a dreamer, wasn’t he?"’ ) -
The, class followed her lead. His mo ther said, “I remember when I told him
* to get something for me, he’d always forget what it was.”

“I remember his smile.” '

“He was always nice.”

+ “He-always acted like a gentleman.” ' : ' :

“And he_ always. helped people; he .did what he could. T wonder why he
was on. his own up there on the mountain today?”’ -

" “Probably he didn’t feel he wanted to bother anyone else with his
problems.” ) . ' '

“Probably he was thinking his own thoughts.” - . :

~ Heathcote said wita the smile of a sudden memory, “Do you remember
the time he went to market and lost your money on the way?”

His mother said ‘quickly, “I scolded him when he did that.” :

“I know. We all went looking for it then.” Thus, Walt Buckeye’s life took
shape; the children were ready to slowly dig the grave and gather the flowers

- for the funeral. ' :

Heathcoté came out of role to ask the dead man if ke could trust his
friends to carry him. Then six of them bent over to take up the body and
start the long journey down the mountain to the burial ground. Heathcote
urged them’ not to start walking with him until they were sure they'had him
securely and could walk with a kind of dignity. She asked his mother, who -
had not left her place beside the body, to'come to the edge of the grave and
wait for.the men to bring his body the long way down the mountain. '

Pallbearing was too much for the boys. They felt foolish and showed it.

* They kept letting the body slip and leaning, over to recover it. Immediately,
Heathcote came out of role: “Hold it a minute. I don’t believe you care about
this, so unless you can prove you care, I'm going to stop it. Either it is a

5
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funeral or it isn’t a funeral. If you want a funeral, youll have to do it right;
it’s no good just playacting! You’re going to have to stop fiddling and get
down that valley so that everyune can see You believe it. The instant it isn’t
real, it stopé. In asofter tone, she added, “I can believe in it;I can believe in -
the flowers and in that cross you have made "to mark the,grave.” Looking’

from child to child, “Can you?.Can you? Can you?” She looked at the men
-carrymg the body, and they nodded. “This time, see if you' can sustain it-

longer,” she told them. Then, musingly, “Everybody wonders about dying.
Do you ever wonder about it?” ‘
Amid the nods and uh-huh’s came a hesrtant voice, ‘I—I don’t know how
it feels.”.
“I dont know how it feels elther, nobody knows. And some of the
greatest plays in the world have been done about dying. It makes you wonder
why people ‘are always making plays about dying. There must be some. rcason'

" for it, mustn’t there?” Then, bringing ‘them back ‘to their challenge, .

Heathcote went on, “If ‘we’re gomg to be in this tradition, we will do it right.
Otherwise, we’re not domg it.” Then she looked right at the pallbearers and
repeated, “See if you can’sustain it this time.” They started again” the long

- way down the mountain; now every -back’ was erect and every eye straight
" ahead. This had become. a funeral procession inside. those boys’ minds.

So far we have seen how Heathcote stops the drama and how she slows the

- pace. Now let’s look at a third strategy for dropping the level of the drama:

the use of rituals. This ploy serves to slow the pace and at the same time
demand a response of each participant. It constitutes a pressure to reaffirm:
individual commitment to the drama.

Heathcote employs two types of rituals in drama: the nonverbal acts in:
which -everyone usually participates simultaneously, and the verbal rituals
which call for a response from each person in turn.' These verbal rituals may

" have a nonverbal component, of course, but they differ from the nonverbal '
. ceremomcs in which all aci together. '

" An example of a ceremony is the planting of the United States flag on the
moon. Beside the flag'a group of six-year-olds solemnly buried a message they
had written for the next visitors. Each child took a turn shoveling dirt over
the message. Then they ‘stood back and sang “My Country, “Tis of Thee” as
they looked at'the flag. When their moon rocket finally arrived back on earth,
the adult observers acted as a welcoming party. Forming a receiving line, they
shook the hand of each of the brave adventurers and- congratulated cach in
turn on the successful mission. The event became significant through a
ceremonial ritual - '

Nonverbal rituals need not be ceremonies, of course. Somctlmcs Heathcote

will work towards depth by having the entire group move togcther in a

ritualistic way to internalize the rhythm of experience. To help a group of

_mcntally handicapped children undcrstand the cycle of the seasons and the

TT--
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5o thythm of growth, she had them plow the soil fogetﬁer while she sﬁpi)]ive(.i the
7. ... words for what they were doing. At first, she signalled to them nonverbally
" while they slowly walked around in a circle, holding their hand plows. Then

they listened to her words as they sowed the seed, taking it from sacks on their . .

-backs and flinging it out, continuing to walk in a wide circle. They reaped the -

- - grain, using long-handled scythes; they gathered it up and carried it on their
"= backs; they winnowed it and stored it away inbins. All the while Heathcote
provided the language for v~ .t they were beginning to understand with their .
bodies.  The cycle *of. the seasons ‘slowly became implanted “in. the right -

hemispheres of their brains* ST S AT

=2 " . Whenever possible, Heathcote employs rituals in which she- calls each
_ - person by. name. For this reason, she likes a class which-she.doesn’t know to’
““wear name tags. When she faced the problem of getting a group of un- -
--.committed, educationally subnormal teenagers involved in a dramna about
Stone-Age people, she began by asking; “Could you catch a fish if I gave you
. @ line?” They assured. her they could, so ‘she went to each student and
~_ forinally called him or her by. name as she handed over a length of fishing
~line. This slow ritual gave her a chance to look each person firmly in the eye,

~ to touch’ each ‘person’s hand, and to signal her seriousness about the belief as

. she didso. Another time she used ritual with the group of six-year-olds on the

- moon trip.'As they. arrived for the second session of the drama, she handed

each.of thém a card like this: .
| The Child's Name
| ASTRONAUT

. Then, when they were all assémbled, she began the drama: “Do’ you have
-~ your credentials? Is there a ¢ard that says you'lave been.through the. training

and are now.an astroriaut?” The ritual of card:giving had upgraded ‘each -
o '"éhil(L’s.status.and.helpcd-_bélicf. - SR
Let’s look now at the rituals that evoke .words. After Heathcote asks a
group to go off and find jobs for themselves—aboard the space ship, in the
factory, in the mine—she will stop in 2 few minutes to ask each person in
‘turn, “What are you' responsible for?” She 'treats each contributions with -
- respect, often repeating what the child has. said to give it volume and
importance. She never denigrates any statement, even the one that is simply a -
lame repetition”of what another child has already said. This way she avoids
building .competitiveness in children. Every person has an equal chance to .
impress her; she is clearly not comparing one with the other. If asignificant
proportion of the. class members don’t know what their Jjobs are or have
trouble describing them, Heathcote has them all go back to their tasks. Then

- *See Chapters 13 and 14, “Movement™ and “The Left Hnnd of Knbwi'ng.”
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she goes around and helps each one get on with it, largely with. movement,
not words. When she is sure each person has a feel for the job, she will stop
again for another ntual this time asking perhaps, ‘How is your work gomgV”

. She may change the face "of the ritual by -assuming the_role. of & rovmg——-

" reporter and coming in with her -microphone. “Ladies and gentlemen, it is
difficult for those of you in your homes and your ¢ars to realize.how
demanding these jobs are. In just a few moments- shall be dllowed to ask
these people to tell you what they do.” This kind of ritual is never boring, for
each child feels the tension' of knowing that his or her tum wnll come to be .*
under pressure to verbalize. ' '

One of the tensest rituals ['ve watchcd Heathcote lead was in a drama of |
‘the American Revolution. Heathcote in role as the governor- of the colony
calls the colonists one by one to pay their taxes. Each householder must
decide whether the family, has enough money for the tax, and if not,.why
not. So the children come one by one. The first girl says plaintively, “I had to
‘buy bread for the children.” - -

" . The governor is harsh. You give your chlldren far too much food That’s

your trouble. You-must be wasting bread.”

~ “Maybe a child wants to eat more than one piece?” the mother asks ina
pleading tone. - - °
"~ Tl put you down as- owmg three pieces of silver. You owe one for last
month and two more now. Is that understood?” The child shrinks away.

" Heathcote makes sure all the rest of the class can see what is going oh; she
-asks them to keep quiet and keep thinking, as a rebel would have to,do,
storing evidence as they watch these- people come one by one to pay thelr

. tax. -,

“The next two colonists pay in full; then comes a tall, proud black girl.
Heathcote senses her strong spirit and s0 presses her, “You' Have you the five -
crowns?”

“No!” she says def'antly > A

“You are taking a very high tone. Why have you not the five crowns"” .
“Because I need them for other things besides King George,” she says with

a sneer.

“My dear woman, there is nothing: more lmportant than His Majesty¥ I will
ask you to remember that. What do you mean there are more importani -
things?” The woman stands tall and silent. “Come on, tell me! What have you -
spent the money ‘on?”

“More important things,” she says truculently, throwmrr her chin hlgh

“"Such as, madame? Te1l me!®

“I spent them on bread.”

_ . The governor tesponds sarcastically, “Oh, really! No doubt the finest
white bread, the most expénsive bread. You now owe five crowns, madame.”

The defiance mounts after this brave child’s confrontation. The governor,
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concludes, “It is my misfortune ‘to rule a colony that is lazy.” One ‘of the
colonists reminds her that he has to asise at four and work until well after -
dark to"feed his family and still pay the tax. She responds, “Getting up at
- four o’clock in the miorning is only the proper and religious thing to do. You
" must rise with the sun, of course. Your first duty is to His Majesty, King
George, then to your family.” She won't let them off easily. =~ . s
One man can pay only part of the tax because he hasn’t enough time to -
"keep up with the farm work. The governor challenges, “Really? Did it ever
occur to you that some of your family could be out working?” The colonist
reminds.her they are too young. “They are four years old so they could be
out helping you! I remind you a child of four is perfectly capable of doing
work. Do you not realize that in England they. work in the mines when they
are six? I would advise you, sir, to have your family start helping you; see to -
- it'that they get put to work so you can pay this tax.” : :
- The next person who pays in full gets a congratulation, “Ah, this is a
change.- Lay it on the table. You see, citizens of New Bristol, some of your
-neighbors are capable of proper work. Thank you, madame. What a relief it is
to find someone who_places pride ahead of greed.” Finally Ken, a somewhat’
flippant class leader, :comes to the governor’s table. “Your taxes, please.”
“No!” “ S : :
" “You mean you cannot or you will not?”
““I will not!” o A Tt
“You will not, sir? Do you realize what this means?»
“Yep!” : _ ’ . o
" “Very well, you will ‘be detained at His Majesty’s pleasure,” she says,
elevating the language. “Stay here!” She seats him with his back to the group,
explaining that it is a sort of prison room. She makes sure, however, that he
can hear the rest of the ritual so his rebellious spirit continues to be fed by

*  the plight of his fellow colonjsts.

She has to remind the next taxpayer of who he is when he asks petulantly,
“Why should I pay you anything to keep you and your British guards around
here?” . - e - v

“You cannot talk that way. You are addressing the representative of the
king, your own king.” : o

“My own king?” he asks, taken aback by a fact he had néver before
assimilated. " v

- “Your own king!” o,
. “Id rather have Samuel Adams as my king!” _ '
" “I've heard of this Samuel Adams. You are setting up this Sumuel Adams
_ against the royal blood of King George I1I? L nough of this! Follow me.”
“Where are you gojng?” . : B ‘
‘Here,” says the Governor firmly. “You wait until all these people have
© paid their taxes.,” =~

2
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“Whatis this?” .
“This is a_prison! I trust you will find this accommodation comfortable.”
Then Heathcote goes back to the ritual.of collecting the tax,a ritual that by.
now is coagulating the group against her and implanting -the ‘seeds of the
rebellion that is to come. Heathcote the teacher has made it work by insisting
that the colonists wmt their turns in silence and listen to what the others are

Saying* _
Rituals like these help make ‘the expenence feel right, generate energy and.
drive, and at the. same hme, hold lhe potentxal for’ droppmg the level to -
universal human experience. . - ~ %7
A fourth strategy Heathcote consciously employs to. drop the level of d”‘
drama is to_quickly classify ‘in her head the responses a class gives herand
feed them back in categories thatilluminate their |mpl|"ahons This process’is -
2 way of not denying any of the material a class gives, yet funnelmg it all into
. something so snmple that they can manage to respond to it and gain insight-
" about the meaning of what they have just said. Of course, if you accept only
what you expect to hear, you have no need to classify it all; you have only to
“accept what fits into the framework you brmg into the situation in the first
place. However, if you are committed, as Heéathcote s, to sohcmng honest
responses from the group and to dealing with everything they give you, then
you'have to learn to classify in order to pull it into a meaningful order. -

The sintplest type of classification is of objects. A question that leads to
this might be, “Well, now, when we build this palace, what are we going to
need?” The children, are likely to give back what Heathcote calls a “shopping

“list,” a set of unrelated items, their lmpllcatlons unrécognized. She might
categorize these and feed back to them, “So we'll need things to make the
palace strong and safe, things to make the palace beautiful, and things to
represent the power. of the king and queen. Right?” Not only has she shown
them implications, but she has provided a way to dmde the group mto three

. discrete tisk forces to build the palace.

- Anotlier question -that calls for classification of objects mnght be, ‘We re
going to have to leave in a hurry; what must we not leave behind?” The,

» ahswers to this question will be largely objects that are neccssary for survival:

.. -1f, on the other hand, you want answers that are more likely Lo be related to"

the. heart, you ask, “What can’t we leave behind? What things are personally
of great value?” Thus, a single word in the phrasing of the question provides a
totally different focus. If the group is an army, the question may weell be,

. “What dare we not leave hehind for the cnemy to find?”

o If the class has decided to be Separatists hoarding the Mayflower, you
: might ask them to each bnng along what thcy cannot leave behind. Suppose

#See page 201 in Chapter 17, “Code Cracking: Other Areas,” for another verbal ritual
of thus group, in which each tclls what frecdoms lhey have won. :

- 8l
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that in a ritual they tell you that they have brought their mother’ picture,
the family 3ible, a glass jug of water, a prayer bcok, medicine, bandages, -
clothes, blankets, flour, a handbag, a sister’s piciure, and a little dog. You
.might quickly- classify all this into private things and "community ones,
perhaps in role as a person of authority on the ship: “Where should we put
* the things that everybody can use? Will you bring over here those things you
Erought for the benefit of the community??’ . . .“Now where will:we put the
- private things?” , R o
If you are facing the problem of abandoning a ship which has beenlocked ; -
.in ice on a polar expedition, you may have to limit each survior to one.; °*
pound of personal items. When Sir Ernest Henry Shackleton faced this .
limitation, he tore the flyleaf from the Bible Queeni Alexandra hadgiven-him’ .
and’ left the-rest behind on. his icelocked ship. The items your.explorers
-choose to take may well be classified into those ‘that will help them keep
from freezing, will help them- find their way, ‘will"add'to"théif_'-.'pér'sbnal
comfort, or will nourish them. If oné of the children insists on bringing the e
.dogs, you can press, “Are you prepared to be responsible-to feed something
in addition to yourself?” Such a question provides tension and a clue to later
‘action, S, © . g S
To help us adults learn to classify quickly,in class, Heathcote; ve us lists .
8f typical responses a group might give to our questions:Shepresged us to
categorize them in ways that would exploitthe dramatic potential of the
. material and'show its implications so'that greater depth.could be sounded.
. "For example, suppose you ask a high school group how they’'d spend $5
million if they had it. You might get responses like these—an ox farm, the pill
for India, grain for hungry people, books, a jet-set trip arourd the world,
- beautiful homes in the world’s best resorts, houses for poor people with big
- families, the world’s finest race horses, gifts to my friends, schools, publicity
on the need for conservation. How would you classify them? One teacher in
our class admitted that hef first classification) seemcd pedantic and dull: . °
“Personal, local, nationﬁa‘l, and intei‘national".” Heathcote’s respbr:se was that
her idea was fine; it was only her vocabulary that.was at fault. She suggested
that she feed' in a bit more information and show implications in her ¢lassifi-
cation: “Some of us think of charity béginning at home; others think it -
means giving to other people.” Another student suggested, “Health, living
conditions, and leisure.” Heathcote proposed an aiternative, “Some think
money should be spent tc make life inore healthful; others, to enhance the _
quality of leisure time.” Heathcote’s classifications categorize without putting
separate items into vagus or highly abstract classes. The’ language she uses
provides a handle for subsequent dramatic action. S
After the teenagers in the Stone Age drama caught their fish with the lines
. that were ritualistically distributed to them, they gathered sround the fire _
. and conked them. Heathcote suggested, “When you have eaten your fish, you

"
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may have a use for what is left over. Is anythmg of use?” N
. .Their responses were:. “Bones make hooks to catch more-fish.’ “The eyes\\
because they once were.beautiful.” “The skin to make'a bag, a purse, any N
container, or more ﬁshmg lines.” “The liver for medicine. w “Thelr bones = »
make pms to Jom things together » “The guts, because people think they re
magic.” - -

B, Heathcote quickly " classified to feed back implications: “So we have four,
kinds of usés for things—for tools and useful articles, for enjoymerit for their
own sake, for making us well and keepmg us healthy, and for makmg ug

: sh'ong and powerful.”™ .

Sometimes Heathcote determines the lmpllcahons of the class S respons&, .
not so she can feed them back to the class, but rathier so she can decide on an.-.
appropriate content.jivel fer this particular class. For example, when’ the-

“junior high seamen w-r¢ *iling how they felt at the moment of leaving the
harbor, Heathcote clo-:ified w.ntlhey were saying into‘these categories: '

L Feelmgs o
a. Looking back
b. Looking forward
2. The physical sensations of the ship
3. How other people would:iew their voyage

"This showed her what they were ready for, what held dramatlc interest for -
them.*
Now we’shall consider a fifth strategy for gettmg deeper the use of probes -
. and presses. A probe is-an attempt at depth-or- reﬂechon-whlch-the teacher.
" throws out inthe heat.of_the dramz, hoping the class will pick it'up. It is’
called.a probe because it is exploratory; the teacher can only follow a hunch °
that the timing is right,. that the class'is ready for it. If they reject it, the
- teacher forgets it for the time being and.inserts it in‘another form later in the
drama, again hoping for a response. Sometimes the first attempt-at a ritual is
_ essentially -a probe, in that it is a test to see. whether_the time is right for
: evokmg individual contributions. If it is not, the ritual comes later. After an
. unsdecessful “probe, the teacher goes back to the story the <class is
- dramatizing; for'example, the class may want to get on with bunldmg arocket = o
_ and forget thinking about its significance. If the probe is successful, it may be -
N a good time to stop the drama or slow its- pace_to ‘examine lmpllcatlons_
"+ Sometimes'a first probe will be ignored, arid.yet a second one, later in’ the
L drama, with a different symbol for the same msnght will work. .
.. Here are some of the probes I've seerH eathcote use: Shel- hold up adead -
'ammal the hunters have just killed and say;*This had to die so I can‘live.”.
~ She will stand at the ship’s rail and reflect, “This water looks so gentle and”

*See Chapter. 15, “CIassnfymg Drama,” for other w..ys she iassnfxes to hclp her =~
' analyze ‘what's happenmg

ERIC
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innocent and yet it is so strange. I cannot understand it.” She hopes the class
will reflect with her about the power of this gentle-seeming water, _but, of
course, the musing is so worded that they feel no ‘responsibility or guilt if
they.are not ready to take it up. When a group of six-year-olds are exploring
' the terrain on the moon, they find a rock made of gold that they decide can
make their heads disappear. She feeds back as-a probe an implication that:
might lead to mystery: “So when you hold this rock, you lose your thinking
power.” The children are not ready for this, so when they write their message
to leave buried on the moon for the next adventurers, they go back to their
_.-.own interpretation: “Be careful of this rock. It is a gold one. If you touch it,
your head will disappear.” When another group of six-year-olds are meeting’
the ghost of George Washington, she asks thém what is happening in the .
. White House today. They tell her' about Watergate and say that Nixon has
~ “been doing-a lot of bad things. Had this group been high school students,
Heathcote told us later, she in role-as Gebrge'Washington_’s ghost would have
inserted. the probe, “Oh, I am so sorry to hear about that, becéug; what the
President does today determines how I shall be interpreted.” It’s 4 probe to
~ the universal, but she avoided it with the six-year-olds because they were not
_ wYet ready to think about how history gets written. When the t%i'ght--and
" nine-year-olds were dramatizing the American Revolution, -the rebel leader,
" - Ken, reminded Heathcote of the medieval martyr, Wat Tyler, who led the -
.. Peasants Revolt.of 1381 ‘against Edward III. When Ken said, “We're going to -
: '.'-haVe'\a meeting about this,” he was in' the same position as Tyler, a villager
- who éhid,_ “I'll go this far and no further.” Wat Tyler roused a whole country. -~ - .
“,'He died for his revolt; but the coun try' was never the same again, because his ]
._".._-_d_e‘mands.for_'reforml—wér_e—taken—up—all—over-‘-the-landrHeathcbte‘wanite’d‘ o T
% share this reflection with Ken to" provide a probe ‘into what for him was '
_"‘probably_a'hithgpgo inaccessible period of English history. ' e
"+, " - Probes for depth are diagnostic; they are used to assess a class’s ability to_
*-respond, Tlig:class;c:an either take thém or leave them. Presses, however, are
T deliberate-réinforcements of-probes. They do not let the class off the hook, "
bt demand a response... Most:.of the verbal rituals described above were
o . presses, ‘because -all ‘the participants felt their con tributions were- clearly
-expected:- Tt e T S e
- - Naturally, Heathcote uses. presses only when she senses the group is-strgng - -
" -enough.fo deal with them. Thus, in"a.drama when she asks a farmer how he or -

.- she. feels about the ‘work; -,lhe'resli.the-?might be, ‘T feel good; I brought in® - . -

~7 L two bags of corn today.” Then instead of- offering congratulations, Heathcote

" in‘role’ as "nvérseér\-'m.ight'proﬁ_de,'zi’pi_'e_ss,;‘_‘AH right, but what is the quality of *

" "this corn? Itis nét enough- to just bring in’ two.bags, you know.” " * -

©" 'Many times Heathcote begins with a probe and.finds the class is ready to
. pick it up. Thew'she presses; because the class has not dismissed hér idea, she’
..., takes their first slighit fesponse as a clugthiat shé dare push them to respond at -,
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greater depth. Her press then provrdeL a tension and a challenge She keeps
the dynamic of that pressure alive in the situation until the class has had a -
chance to make new. drscoverles about themselves as they stretch themselves
to endure it.* : :
The purpose of a press, as IIeathcote puts it, is to advance a group ““ntoa’.

“less well-known and understood territory and a deeper ¢onsideration of a

situation.” She introduces a press as often as possible. This doesn’t mean shé
hurries a class™through a drama that still holds challenge for them, nor doesit
mean“she denies Yoem a recognition of having achieved something. What it
doés mean is that dnce -one problem is solved, the students realize a more
mature perspective—a resource which Heathcote exploits as she works toward
her next press, which wrll be deeper and more significant. In this way the
achievements in drama, llke those in real llfe, become platforms for- facmg the

“next challenge:

At the same time as Heathcote is pressmg for grAter depth, she is choosing
each press on. the basis of the feedback she is getting from the class. A, press
has to be in an area the class is interested in and must provide the experiences
they seem’ to-be seeking. For example; if it’s clear. the class really wants to be -

. angry—-nghteously angry, of course—she will press. them very harshly and

unfairly in role to give thém a reason' to join in anger against her. Then “her
next press will be to understand the implications of that anger at greater.
depth. Suppose they“decide to express their wrath by killing off the governor

" of their colony? What then? Heathcote will not deny them this decision, but
* will warn them of the likely consequerices of such an-act. Her next press will

be to keep them onto the challenge of dealing with those consequences: the

————— —trial"and pumshment of the instigators, the bereavement of the governor’s

-

Literature and Language.”

family, the coming. of a new gOVemor ThrouglLall of these_there. will be a
press for greater depth.

Without présses, nothing slgmficant happens When the class has ‘to submit

- to'your press, when you won't let them out the easy way, modification of the .

_class has a chance to happen. 'If you let them solve’ every prohlem easxly, there
lS no drama, enly a set of happenings.

—Thefimalstrategy for. getting deeper .which we shall conslder in th|s
" ‘chapter-is the use of symbol. Like the other strategies discussed here, the use

. ~ of symbols..can have other purposes than getting at depth and implications.
~One of the most common is to provide a focus.for a drama. Any drama has to
'begm with a decision® to limit the begmnma moment to a partlcular time, a

distinct place in space, and a specific set of cucumstances.** In other words,
to have a play at all, each’ of the participants must zero in on one center and
agrée to make the drama happen from there. If each_of the arrows is a",‘

*For-use se of presses to raise the level of language, see Chapter 16 “Codc Crackmg

**Sec Chapter 12, “Theater Elements as Tools.”
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‘partic.ipant- and the centeris the Big Lie, we.;night diagram it like this:

.

_ At the same. time, classroom drama has the potential for reflection, either

~within the play.itself or outside it when the teacher deliberately stops the -
drama.to reflect. This makes possible a divergent process which can be
" diagrammed like this: ° : ‘

L I .\ / ‘ O = symbol
E . : : : % =each partx:cipant!f
- . \ reflection

A real or. imagined concrete object can be used to provide either a focus, as -

the first diagram illustrates, or a symbol for reflection. Whenever ;such an
object is used to begin a drama, it is important that the class agree on which,

out of the many things it might symbolize, the-objectwill in fact symbholize. =

If this is not done, the drama is likely to go in dozens of directions instead of
“justome. L T T T
‘Heathcote often starts-a-drama-with-an-actual-concrete object. One time a
girl in a group of 17- and 18-year-olds hands her a copper bracelet to use for a
drama. Because the bracelet has an Aztec design OV'KL. the group' decides to

make it an Indian bracelet. They choose to do a drama about an encounter: ., -

between Indians and whites. Heathcote asks the branching question: “Would
‘you.rather be a.fribe of Indians or a group of white settlers?” Still sitting’
rather- apathetically on the floor, they choose to be Indians. “Do you want to

invade my territory, or do you want me to invade yours?” Not surprisingly,” - _

. they decide she should be the white person who comes into their camp. At

this stage. in the drama,.their main reason for choosing to be Indians may well . -

be their reluctance to move off their bottoms, which are firmly planted on. -

- "that floor. Heathcote sees that her challenge is to find a-compelling reason for -

them'-to leave their comfortable”spot and come' with her, She also*has to

figdre -out why a solitary white woman would approach their ¢amp. So she

-+ goes away and, comnes back carrying the bracelet ahead of her in her hands;

- she says, “The fact that I bring your chief’s bracelet is proof to you of my
- ==. truthfulness. Your chief lies sick at my house.” These carefully chosen words

o »
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limit the bracelet to a symbol of just one thing, not many. It stands for
something this tribe dare not ignore, the power of their chief. Making this
bracelet a symbol of the chief sets up the one Big Lie out of which the whole
drama develops. It is what Heathcote often calls “the true pin on which the
whole cathedral can be built.” When she chooses that the bracelet symbolize
a chief’s power, any other things it might symbolize are set aside for the
moient. Heathcote’s own reflectlon becomes the dramatic focus.

N \l./

3 /@ this symbolizes the cluef
: bracelet L ./ \ , . :
. .as symbol . T

[

bracelet
as dramatic
. focus
This’bracelet, as a'symbol of the chief, is a lure powerful enough to get the
group up from their comfortable positions and finally into the white woman’s
house. The group has-a choice, but they cannot ignore her, because they
cannot ignore their chief. They have to go and investigate, ‘and in so domg,
they have to relate to her. In choosing to go, .they find she is in a sense in
. their power: they can decide what they will find when they get to he: houae.
She ha¥ not said whether or not they will find the chief dead, for example. _
She only says, “Your chief lies sick in my-house, as he has for three days,.
refusing food; he will not drink broth at the hands of a white. woman.” - _
Later i in this drama Heathcote uses another item of adornnfent, this fime
not to start the-drama, but to symholize the difference between a chief and .
other people. She focuses on this by asking: “Why is he wearing clothes that
are so very beautiful when you are all dressed only in one feather.”
““Because he_is more powerful than we are.’
““Why does one man have such power?”’ she asks.”
“He was born to it, and he has achieved great things. The gods know he is
. greater than we are; he knows more than we do.”
“My God believes all people are equal,” she says calmly “Where does your
chief go"after death?” '
~ “He goes'to a rich huntm ground e
“Will you go where he goes after you dle"”
“No, because we are of a different station; we have not won this" stagc "In
. this case the symbol 6f clothing has led to an examination of two contrasling -
ways of life. A whole culture is growing from the clothing of a dying King. It
- is a symbol that leads not to a focus for the Big Lie-as the bracelet did, but
rather out into reflection, Look at the diagram on the following page.

Qe -
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differeace in knowledge

‘ . I\ . difference in greatness .
difference in birth R ; I , ] -

¢ N‘@~$ contrast with white woman’s belief
. clothing /l‘ ﬁ . . o
asa symbol difference

‘ inafterlife

the iwill of the gods -

.~ The white woman’s house afso becomes a symbol, a focus for reflection

about her way of life as seen”from the “outside ”—that‘is, from inside the
“abin way of seeing. So they ask, “Why do you shut the light out and cut

at . trees? Why do ‘you - build - this dark building around you?” One girl -

take: - 3 book and thoughitfully turns a page or two as if she has never seen

“one ¢ e hefore, “Whyl do you keep these things with marks on them in

vour - .ase"" Focause Heathcote has trapped. them into coming to her house

~10 fina thaw chisf (who they have now decided is dead), these Illd%can'
a

ararnitie s whei i:>me—something they might not otherwiséthave a ch e to
do. s s Sh moments of reﬂcqtion, a class can speculate on all the yarious
syriiolic meanings that shine forth from an object. . '

“In another drara in which the class has tumned itself-into a tribe of early
Britons, each individual chooses a particular job witkin th~t primitive com-
munity. One boy decides to be an arrowmaker: Heathcote stops the draima a
litde later and in a ritual asks the .community members, one by one, what
their occupations might symbolize. The arrowmaker discovers his occupation

-might symbolize ‘any of these things: the skill of the iribe, the level at which
‘the tribe understands mietal, the power of the Britons, or war. Because

Heathcote treats an occupation as a symbol .is implications are exposed. The
class is-ready then to use the Brotherhocds Code to find another particular

- situation, perhaps in a vastly different time or place, where an occupation can
- be found that symbolizes one or more of these same things. » .
In a lifeboat drama, Heathcote asks that each person say what personal

~meaning the word “boat™ conveys. Their answers punctuate' the rhythm of

. their-paddling. Many hold symbolic poténtial: “alone”; “father™; “fighting™;

“despair”’; “going-back”; “celf-sufficient™; “we survive™ “discovering about
ourselves™;“tecsion™;. “conflicts™; “facin.g death™; “finding another island”;
“discovery cf a new, strange piace.” They. reflect on these symbols a bit, then

choose one to explore as the focus of the drzma. Later Heathcote stops again

‘to_reflect;:“Does what happened in this boat happen to every group that is

" thrown together in this way?” Their response-is 4 *3unding to the universal..

Often wheri a class comes up with something that holds the potential for

'fljpctioninng as & symbol, Heathcote picks it up and helps. them see its

significance. Fo- example, in one drama'she starts in role as a guide who takes”

1
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the children on a journey over the mountains. At the journey’s end, she
stands with them as they look down over the valley below. She says, “This
valley is yours. As your leader I .can only take you: to this spot. You'll have to
-do the rest yourselves.” The group lies down and rests. She lets.them reJax for = ...
. a while, then presses, “The minute you step down that mountain, you are ~.
T betrmnmg to possess the vallcy -That will be the start of your living under
your own laws.” They aren’t yet ready to take up the challenge, so they eat
.~ —--and drink-arid sing songs. They begin to assume responsibility very tenuously
by deciding to haye a special song as a sy’mbol of their new natio:r. They
spend some time trying to find onc,'discarding several in turn. Finally, they ~
settle on “Edelweiss,” which they sing as they build their homes. Then they .
.go on. into house play, whizh is a very appropriate way for them o get the
- feel of being a nation. This'goes on for quite a while; finally, they decide that.
it would be nice.to have a chlld born and that it would be good if they had to
~ wait for it and if everything were against its being born. Sothey wait and plan " -
. how this baby’siirth will bé celekrated in the community. They make laws
. " about who shall be allowed to et kow much-of the scarce fou supply and.
“come, up with;a law that strictly limits food coisumption to the capicity to
work. for the community. Then they discover that the future baby’s mother -
‘cannot do hér share of. the work. Thus, a gentler law ‘comes into being. The
new baby becomes a symbol of a community where people matter. o
Semstimes mere physical position has symbolic value. When one person is.
set apart, physical location may be symbohr of psychological position. Once
Heathcote was doing a drama to illustrate the kinds of trials that test the .
~ strength"of a community. She asked for a volunteer, then sent the rest of the -
class cut for a vecess. When they came bacik in,:they found-this-one ‘boy-——
sitting apart at the far end of the room. She had given him no instructions but
to stay there. She told the class, © ‘Mannie wants to ledve us.” His physncal
distance had become: a symbol for his apartness.
Mannie had no-words yet; he just stood. stuuhornly apart Before long,
under ‘the riessure of his classmates’ pleadmg, he came up.with a reason for
his' decnsnc: 10 leave~a décision born in the implication of his position in
_relation to the group. “There’s too much freedem. herc 1o one has a fixed
job. I want a place where there’s a schecule for everyone.” .
Heatheote does not limit: her press for symbolic. meaning to classes of
normal children. She often -asks severely retarded or mentally disturbed. .
patients what a partscular thing stands for, or what its purpose is.'When she
once asked 2 group of mental patients what fire was for, their answers were .
the universally shared ones: “For bammg” ‘For warmmg,” “For keeping
fear away,” “T'or kcepmg safe by.” and “For telling stories by.”
. . Some things have a significance that is widely shared among all peoplein-. -
our culture and to some.extent, throughout .all human communities; they
- function as symbols RBread.is"a symbol of survival, humility, poverty, lhe'

[

ERIC

Aruitoxt provided by Eic:



Dropping to the Universal ) : ' 95

seasonal cycle, shanng, work and reward to name just a few of its meanings.
* The possible meanings are limited by the situation, liowever: to function as a
symbol of poverty, bread must be the only food- a people have, and ‘there
. should bé not quite enough tc go arcind. Once Heatheote was hoping to
make the first- fich caught by a Stone u..’e ‘tribe a-symbol of survival. She
~ wanted to pose the tension of dividing a ‘,mgle fish so-small” that they. would
all be lefr hungry after it was shared. “Although at one level this is just
something to eat,” she.pointed out, “at another it is more than that Tt stands
for all the problems our tribe faces in this harsh land by the sea.” Just when
~she was getting the whole group’s atténtion focused on that one little fish,
however,- someone caught a bigger one, then ancther; and her crm..ce to make -
the first one a symbol of suerval was washed back into the,sea. '
Here are some symbols Heatt.cote has found useful-and sorne of thc more
rrzl\ndely shared meanmgs associated wrth them:"

=

P

o

Bowl ‘Need receiving, home c
Candle. Security, calm, light; solemngty, falth lonehness, knowledgc shelter,

- fragility, time . ‘
. Chest Wealth travel, secrecy, secunty, mystery, inheritance, burden,
: . ownership " : . - .

U]

Coffin  Loss, protection, faith,” mystery, joumey, destiny, ritual; -vanity, -
o preservation, etemity, death, no return R
~ 7 Cup " Group’ agreemient, alignment, mmgue, sharing, hosPILahty, healmg, R
- ritual, heritage
Fire Sun, destruction, life, c]eansmg, eternity, falth hope, consumlng,
magic, protection, supcrstltlon passron radiance, eternity, comfort,, -

Cloak , Authority, travel, comfort, power, strangeness . ' ¢

- anger, warmth - -5
Flower Life, growth, i mnocence, ‘beauty, dcath in life, rltual promlse, cycle ’
~ of maturation, fragility .

Key Securlty, limitation, “freedom, cordiality, Opportumty, lntrlgue,
" maturation, punishment, discovery, power, privacy
Ring . Union, power, circle . from the moon, feminine, womb crown,
N eternity, power of another, magrc : C o
~  ‘Sheath Trust, vigilance
Staff  Authority, control, wisdom, defcnse, ritual, maglc, guldance, age,
’ * dependence, tree, growth, male -
“Star - Remoteness, mystery, guidance, steadfastness, enchantmcnt,
_' humility, aspiration, infinity -
Sword  Self-preservation, ’ power, authorlty, conquest, ritual, honor, ]ustlce,
retribution :
Water  Cleansing, baptism, change, life..

a : S o
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.- .
Because responses to these symbols are-widely shared, they can be used -
very effectively in classroom drama. They provide a concrete- way of -
 experiencing an event even when feélings about the event have not yet been
Laroused or, if aroused, are not yet expressible in words..The symbol itself can.
help. give rise to the feeling or, if the feeling is there, provide a group:the
"+. " means of expressing it. When a feeling is expressed -through symbol, a wider -
range of meanings can be discovered than when it is expressed only in:a
cognitive mode. . _ ' R ‘ 5
As we noted early.in this chapter, everything implies something beyond it.
In this sense, We can look below the surface of any moment to its nieaning;
> any event can become a symbol of something that transcends it. What
transcends it are the uni_vers'als', the ultimate meanings that seem to matter to
human beings; without which a person is barren of satisfaction and of -
growing points. _ . .
Heathcote does not invent ultimate meanings, but she facilitates their
discovery: Reflection makes possible the -distilling of experience ‘to its
* - essence. You cannot get classes to this kind o reflection without expectinga
. response from” them, without probing and pressing for it, without demanding~ .
that ‘they try to get deeper. By iisisting that they try to’reflect, Heathcote
earns the respect of her classes and deepens her respect for them.,

; . N »
<
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Dorothy. Heathcote often deliberately. puts herself into a situation in
which she clearly signals. to-the ¢lass that they know more than she does and
have information- she needs. She quickly and deftly communicates that it is

- their ideas, not hers, that will make the drama work, and she_asks questions
... she knows they and they alone can answer. Their.answers are the material she
dare not ignore,-for they show. her the children’s interests and desires, and
.*carry. with them. the children’s:commitment..She does not correct theit mis-

perceptions or misinformation at the moment ‘she
own expertise dribble out little by little as the dra

receives them—she lets her
ma proceeds. For example,

" if the group decide to-be pirates in the, olden days, she may-ask them what
+ ~they -will do as pirates, and they may answer, “Bury treasure.” Then she will

ask them what they need
rusty shovels” (since_that was'their perception of ¢
- - muddled understanding ‘stand’for, the, time being.
later by suggesting that they build:a new treasure
. uny drama she begins by taking ‘the information t
is—with three exceptions.”She ‘corrects misinforma

for this job. If they say, as one group did, “old

olden times™), she lets this -
She might try to correct it
chest or buy new sails. In
he class gives her just as it ~
tion if:it will interfere with

the belief of the'otliers; if it cannot be included without blurring the dramatic -
focus; or if it interferes “with -her goal~of presenting -the historical period .

accurately. -~ - .

Thus Heathcote -withil_(_)}”(\is her own information but does not deny the

- . class: her feelings, hér response, her presence, her ‘power. She is wholly there
-+ at every moment; her expertise is at the seryice of the class, but she shows it

- in her questioning, not in her telling. She wants:

much as possible through the drama itself.

the -children to discover as

Often with American children ‘shc_usels what 'fn_any of us might consider a
'-disizdvanfage—namcly, the fact that she herself is British=to advantage,
' turnin_g a limitation into a strength, as she so often advoca .. She will say to

- American youngsters, “I don’t know. how you go

about this in America. Do

© you. :.72*Her warm smile and soft-spoken bewilderment are lures too good to

o . 97 e

[ o




< -

8. . DOROTHY HEATHCOTE -

. miss, The class_]umps at the chance to help her understand

Here's how the -first half hour with a-group of eight- and ninc-year- old :

. Americans goes on a July’thlrd ‘Heathcote begins by asking forthrlghtly,
dou’t really know why everybody’s on holiday tomorrow. I know it’s a thing
“called the Fourth of July. What is that about?” . :

“Independence.”

“The Declaration ofIndepcndcn\,e was srgned »

“By Americans?” she asks.

“Yes,” S S

“Is there a piece of pajier somewherc" You know, in a museum or some-

place?”
- “Uh-huh.”
“In Washington.”
“Is it?” :
~ “That’s where moststuff like that is kept ”
* - “Can you sort of go round and look at it?’ Is it in a glass case? Does
anybody know?” : :

“Yes, Probably,” :

‘ Ordmary people can walk in.- I'm very pleased to hear that,” she says
'.'w1th a smile. Then she leans forward and asks earnestly, “What were you

wanting to be independent about?”

“Freedom. Religious freedom.”

“Religious freedom? I see. Well, who had been telling you you couldn t
have 'it?”’ she says, bcgmmng the subtle process of tummnr the class into
colonists. :

“Britain,”” .

"“We-have said to you that you can’ worship whom you like?”
“Right!” one boy says with detcrmination as others nod.
“That’s terrible. I feel embarrassed about that . Why didn’t we let you..
worship whom you'like?” .

Ken, the slight boy who has answere 1aust of the questlons, says cagcr]y,
"‘Oh I thmk I know. It’s because Britain—well, we had to pay taxes to
Britain,. .. Britain made the colonies pay taxcs for things they didn’t even

buy,-and they made them pay taxes without being represented in Parhament
Something like that.” . >

Several othcr children are nodding and saymg “Yes‘ ” R

“You mean we were sort of holdmg you almost as subjects’ —-and notmg
the puzzled looks at the word Heathcote adds—*and slaves to do what we

. wanted?” : ~
-“Yes! Yes—and pay taxes!” The chlldren were aimost shouting now.
" “That small country over there trlcd 4o tell this big country. . .
“It wasn’t as big as it is now,” Ken interrupts, “It was- .only tirirteen
" Eastern states.” .

N &
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“Only part of the country,” adds another child. o -

Heathcote, unlike many other teachers 1 have seen, does not congratulate
the class on their information, nor does she encourage competitiveness by
- rewarding Ken with a special praise. Instead, she focuses on her own learning;

" she lets the children teach hér. “Oh, I see. Yes. Yes.” Then she”pauses, stands

and summarizes, “Tt’ very easy, isn't it? To write in a hook. . . .”and as she
-writes large on the blackboard she says, ““ ‘And on July fourth’. . Whatyear .
was it?De you know?” ‘ R S
© - “1776'” shouts Ken. - ' o
“1776? Is he right?” she asks the others. L
“Yes.” Ce o :
So she finishes the. sentence on the board; “On July fourth, 1776, the
American Declaration of Independence was signed.” By using their infor-
mation and ejther feigning or exposing her igriorance, she harnesses the chil-
dren’s energy; they—are-ready to_decide for themselves whether or not to-
make a drama about the War of Independence. *Y ou know, I wonder what it

was like really? Are you interested in going back in time? Suppose we said we
are going to make a TV program for the people of America so that they will
understand something about the War of Independence. Would you be
~ interested in doing the TV program?” Some szy yes;.others nod uncom-
mittedly; some shrug their shoulders; but all decide to go along. To win the
interest of the others, she asks more questions: “Let’s begin by deciding what
" we want to tell people about the War of Independence. How many things
K happenc‘d_.tzx‘a‘tl){ou know about that must have been very exciting? Were. men_
. ever in danger?” I o S
“Yes, yes!” say the children. Heathcote hands out several pieces of chalk
to the group and asks them to write down anything they can think of that has
to do with people in' the war. Most are hesitant; they. pass the chalk from ore

to another and stand uncertainly. After a few moments, a few children have

put onto the board: -

n

e

Boston Tea Party

- Tensions .
Battles of. Lexington and Concord . |
Declaration of Independence
War I

- ' a

.

Notemuch, but a beginning, and it is this tentative list that Heathcote must
start with. She reads each word carefully, upgrading it by the seriousniss of
her tone. Her primary goal at this point is to get the children’s belief going.
She knows she can-do this only by building on the scraps of information the

children have given her. More information is not what ‘they need first; what
 they need is confidence in the information they have. and a willingness to try

a
K
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expertise, Heathcote gives the childr.n a chance to use their own expérience,

- to identify- with those early colonists. By withholding her own factual

to act on-what they l\now If they start to-worry about too many details, .

belief is lost, and there is no drama. Heathcoté knows that working this way

~ means inevitably wading into a woolly mess of misinformation. Sie- trustsqthls
process of wading long enough to get swhat she’s after—belief and com--
" mitment. Misperceptions can be corrected Liter in the drama or after the

" drama itself is over. -

‘On her first meeting with a gn,up of six- and seven- year-olds, Hcathcote '

shows a picture of a group of children of about the same age. She cxplams, ‘I
have a group of English orphans, here they are. I need a place for them to

_ stay, but 1 don’t know how you go about getting houses in Evanston. Can

you help me? How do I find ot if one’s for sale?” At first the children grin
and look “at one another in disbelief, but then the answers start coming. By

the time she -asks 0“How will Iknowifit’s a good pface for chiidren to live?” .
the children’are ready to start talking about yardS"and beds and places,to cat.
She thanks them for their sugoeslmns and en ‘asks, ““Are you good at.

.giving advice?” e _

Of course théy are, and—they ned and say “Yeah.” . :

“Oh; I would appréciateit, very much,” Heathcote smiles. “The adnce [
want is this: I've be¢n told there is a house in Evanstdn, but I need to know if

:it’s big enough.” She showsthem’a pictire of the orphans again;’ they .

examine it quletly, then' they"all courit slowly in unison until they reach 19,
“Nineteen orphans; could I get a house in Evanston big enough for nine-
teen?” She turns to the board and draws-a house, asking the group whether it
seems blg,enouah The children suggest she put a door in. the middle and a
room on this side and 2 room on that. She has a few volunteers j _join her at the
board, and they, draw,American houses that would be better suited than hers
for 19 orphans They suggest that the orphans need a back door and a door
‘mat.
“You could put ‘Hello’ on it,’ =u=gests one chlld
’ “Yes to welcome them,” adds Hcathcote
“Do they speak Amencan"”

@

“I*don’t kn-.w,” says Heathcote, leaving the problem of a “Hello™ that

orphans cannot read for later follow-up it the children choose. Tl.> four

volunteers at the blackboard are busy dfawing elaborate houses. All watch for

a moment; and then Heathcote turns to the othcrs and focuses on how much
such alarge house would cost. The answers range from $20 to $1,000. Noting
the disparity in their guesses, she suggests they go home and ask their parents. °
Then shesoftly muses, “So you rcally know aboui Americe chlldren I
wonder, will these orphans be all right here in America?”

“Pretty:much,” says one girl tentatlvc]y
“Lots of tlmcs t}'ey’ll take dope,” says a short sw-ycar -old wnlh long blopd

s
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- “Qh, Lcouldn’t have them do that!”. . . :
“Well, that’s what they do,” affirms a boy seriously, “so my sister says,”

_children take dope?”” . .

- #" “Not s easily. You can’t just tell them to stopit.” T -

. “No, they 1l just stay out of school, playing hooky.” All Athe( children are

“Only in the last grades.”

[ “Well, none of these are in the last grades yet. But kwhaf if they do when
_ they getto the last grades? YouMl have to advise me about this.” The children

are silent. She prods, “Ts this something you can advise me on?”

“Can’t you? Do you think if I started them young enough?”

talking at once now, most agreeing with the last speaker. .

oy . : . Lo . T,
#0h, you“de fill me with a lot of worries,” Heathcote sé'ys, reflecting their

_concern about the difficulty of this iproblem withbut inserting any- glib

moralisms or solutions. She asks a child to make a note on the board to -

remind her that she has to stop the orphans from taking dope. Sk tells the
class again that this is one of the: things they will have to’advise her on.
Perhaps ‘to ‘checlt__her up, one boy suggests, “Well, people from. other
countries, I don’t think they take dope.” - . e
. Other children agree, “No.” -7, LT .
, “Wel_l‘,A-.«I’ll‘jiust hope, then,” says Heathcote, not.removing from: the
children their responsibility to help her solve the problem. _ -

. “There are some schools where they don’t‘také dope,” says one girl.

é

’

“That’s only grade s'cho?_!s,’n_é boy reminds her. . .
“If you watch, my sister says, she knows when they-take dope.” __

_ Heatheote says, “I'think I ought to méet your sister, really. Perhaps you
could find out more things from her.” ) : ‘

Then she turns and looks carefully at the'hous;iﬁ the children have drawn .

on the blackboard. She, notes aloud for herself the features she needs to
-rémember: at least three. floors, windows, lots ‘of rooms. Again she is not

them for helping her with her problem. - :
- .The class is now ready to go to that house that’s for sale and look iFdver.

‘praising the ‘children for exhibiting their’ knowledge, but simply thanking

She directs them to stand up, and they all teke her to tie bus stop; showing -

her haw. tc pay her fare in America. When they arrive at the house, she asks
them io lock it over and te]l her whether it’s suitable for 19 orphaus. Again
she has dealt a hand of godd cards to the children, giving them the one task

.. they can do better than any adult-in the room—to look at an imaginary fiouse
. from the peirt of view of a child who would live there. .~ - - = '

A . “Tll stay in the hall here,” she says, standing beside the blaékl?oard in the.
room where her adult students are gathered. “Every time you find soimething’

I should know.about—that’s something about being an orphanagé-—come and

B ~
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“Would I be able to. prevent it?” The children shrug. “Do all American
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Q - .
tell me.” The children scatter, looking into all the classrooms that open onto
“the hot, ~close hallway of the church buildjig where this Northwestern
University summer school class is being held. efote long, a residence takes -
shape in the children’s minds. They find a TV sk, four- floors, a piano, a
whole room that is empty, pretty big windows. Then one boy gives Heathcote
~ a gift she hasn’t expected—what she tells the adult class later is.a great
godsend—something that provides the focus of the next day’s drama: :
“We looked-down.in the basement, and it was a never-ending hall.”
. “A never-ending hall?” Heathcote repeats slowly. “That sounds marvelous
* . for an orphanage.” Then, musingly, she upgrades the language: “Hmmm, a "
never-ending corridor.” Then children stop shouting out what they have
found long enough to muse a moment with her. Heathcote senses' that-this
hall might be used to keep open the fantasy world, to serve when the children
want a story. - - ' . o
George, the boy who discovered the hall, adds, “T found there’ a window
at the end. It looks like you can'see a coastal line; I think it goes to China. In
- China they see it from down below, but you see it from up above.” .* -
Heathcote later tells her adult students that this information is something
she hasn’t time. to sort out or use, so it becomes one of those fragments that
lie about, the pieces the teacher chooses not to pick up, which might serve as
material for later drama. George may have been giving:Heathcote his under-
standing of the mystery that the world is round. He may have been told that
* down below our feet is China; his conception may be that thig is a coastal line
that can be seen from a basement window at.the end of a never-ending hall.
For Heathcote to stop to sort out concepts and provide expertise at this point
would be to move out of the drama and into a teacher-giving-information
role. Instead, although at this point not-too many of the children have even
. picked up the never-ending hallway, Heathcote chooses to make this one
. thing come alive to as many of them as possible. ‘This way she provides a
point of entry for the next day. The coastal line has to be dropped for the -
,time being, . ’ : :
- The children keep finding things orphans would like and shouting eagerly:
a fireplace, two couches, a table, an elevator, a chair, an exit sign, a fire
escape, a fire extinguisher. ) : L o
~ Heathcote repeats, “A fire extinguisher and fire escape,” writing it on the -
board. “Do you think those are important for children?” - .
) “Yes.,, . . .
~“They won't have had them in the houses they ve been living in, but you
think in America they ought to be sure they have one?” S .
: . “Yes, becaus' if they live in a-big house, how are they going to get -
down the stairs if they’re on fire?” , - ST
“Yes, I see,” Heathcote warmly encourages them to care for.the wclf:,uje'gf
* these orphans. “Do you find there are many fires in America?” They go on to
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tell her about the Chicago fire “in the eighteenth centuxey."’ . A
She looks over the list on the board and asks which things are necessary
and which would merely be nice to have, stretching the-children to classify -
the information. She asks, “Do we need an elevator? How will they get strong.
legs?” Instead of judging their contribution, she uses a question to help them -
. see its limitations. She leads by. withholding not only her expertise but her
judgment as well. After some discussion;s the children finalfy hold that an
elevator is necessary, not.merely nice; strong legs will be developed by bikes.
It’s as if Heathcote says to herself, “T'll ask the children to tell me what
" this bouse is like, and anything they say I shall accept and make use.of, unless
it is patently absurd*-as it is.when one boy says he found 2,038 windows. At’
that point she puts him to work writing what the others find. Every other
suggestion she takes very seriously. When someone finds a mirror, she puts
her -hard“to her chin and - muses, “I don’ know if we need a mirror for
children. Why would they need one?” K : . .
.+ “For making funny faces in.” This answer she accepts and repeats. She lets
the children tell her fhat they need to play, and thus plants a seed for action.
The next day, she appears as a ghost who doesn’t know how to'play, and the
children show her how. o C
When the children find a music room, she doesn’t say in a teacher tone,
“Oh, how nice! We can teach the children music.” Instead, she asks, “Do we
- need a music room for an orphanage? Is music necessary for children?”
- Their eager “yes, yes!™ commits them to & valie they are openly
acknowledging is theirs, not just the teacher. They decide together that -

" music should-go+on the list of things that would be nice to have; TV is on the .

list of necessities. Again Heathcote makes no judgment. -
‘The next'day they furnish the rooms of the orphanage, drawing plans for .
each part of the house.” Again Heathcote relies on their information. For
example, when they are trying ‘to decide whether a certain oo is large
. enough for a bedroom with 19 beds, they decide they need to know' how big -
-each bed would be. When Heathcote dsks how long one might be, a boy
suggests ‘that it should. be about the size Heathcote is tall. ““Oh,” nods
- Heathcote, “he means if I lie down, the bed Would be as big asI am tall.” So
she lies down on the floor while the group measures with a string. “Should,
beds be.the size.of a person or larger?”’she.asks. . , .. - o
“Larger.” L S
“I wonder why we néed the extra length in a bed?”
“N> one wants to bump their head.”
“No.,” : '
“Or fall out.” o o o
“I quite see that. Right! Well, get to measuring,” _
“How will we measure in feet?” one boy asks. ‘ .

“See if the lady of the house has a yardstick. I cant just order a bed fr.om
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_ here to here.” They ‘make guesses and try to figure out how long a foot is
without a yardsnck. She lies there, not solving but-magnifying the difficulty.
“It's such a problcm, I'm five feet six inches; does that help?” They finally
"agree on beds six:feet long. Again by withholding her expertlse, she transfers J
the tension of problem solving to the children.
_ Heathcote sits up and asks, “What makes you happy in your bedroom?”
. " They start talking animatedly with each other. I like it *cause I can jump up
~ and-down on the beds.” " -
. “Lots of stuffed animals.” ’

Heathcote smiles. “1'd like for these orphans to be happy

Before they leave the bedroom, she asks whether it needs to be kept tidy. -

. They agree that it does, so that people can walk around. One child suggests
that she’ll have to scream out, “Get your room clean!” . -

“How could we do it so I don’t have to shout like that?” she asks. This
question stumps the class. They think for a few mmutes “You could make a
rule: put away what you use.’

“How do we ‘get people to do that?” They talk about this for a while and
finally decide that her job would be to clean the bathrooms and dust, and
each of the orphans would clean up his or her own things and vacuym. Soa -
. social order begins to.take shape—one based on their own understar}ldmgs of
~ how a household should operate. She asks them-what else the orphans would -
need from her..

“Protection.”

“If they ﬁght.”

“Protect younger ones from older ones.”

“Make suré the house is safe.” -

- “Protect you from robbers.” It is obvious that thie children are mtereste(’
- in helping her figure out her role. - ) -
“Anythmg else but fightlng and robbers"” v
S “Cooking.” . :
T “Lock the door
: “They’ll get in anyway.”
" Heathcote asks, “Nothing else I can do?” .

“Look after first aid.” oo : '

“I was hoping I could do thmgs that are more 1mport.mt than that.”

“Washing kids up.”

: ,“Help with readmg lf they have a problem
“Answer questions.”

Heathcote nods, “A blg responsnblllty ~to be able to answer all -the ques-
tions. I'll bet you've got some interesting questions—real hard ones. Come
tomorrow with real hard questions for me to answer, ones you ’d really like
to be answered, and tomorrow -you be the orphans to try it out.” So the.’
session ends, and the children walk out talking to each other about what

¢
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- theyll ‘ask her the next ., what they choose are the kind of questions-
children are experts at—riddles. o : . o

" No matter what -the subject: matter of the dramia, Heathcote manages to

* feel her way into a situation where the childrén provide the know-how. For a

final gxample of this, here is what she does the following ddy with this same

group of six- and seven-year-olds. They meet in the large social hall of the

 church for this class. It becomes the orphanage where. the orphans eat their

* evening- meal of macaroni and cheese together and then go to sleep. In the
middle of the night their fairy godmother wakes them to take them down the:
‘never-ending. corridor, where they have agreed they want to micet a ghost. -
Sure enough, a ghost is there. She is standing with her hands over her face,
moaning a high-pitched. cry. As the children approach, she looks tentatively
out at them and asks, “Who are you?” '

“The orphans!” they tell her eagerly. S

Then Heathcote as the sad ghost asks, “Can you help me?” They all say
yes. ‘“T’ve lost my mother and father, and I don’t know where they are. Have
you lost your parents?” They all nod and say yes. “But how can you be

happy? Did you manage it better than me?” Choosing to be in role asa ghost .

- whouis an orphan, she probes to see how much.orphanness has become a part
of the children. She asks, “Where did your parents go to?”
“We don’t know, ” aniswers one girl plaintively. =
. “T don’t know where mine went either,” says the ghost, starting to weep
again. Then she looks up: “Do you suppose-you could teach me to be
happy?” ’ s :
. “One boy suggests, “All you can do is make friends and then youll be
happier.” " ' ' T ' g —
“But I have nol friends. I don’t know how to make friends,” she moans,

‘covering her face again, _ _
“Well be your friends.” © :
“I'don’t know whiat this word means,” she says, pressing them to examine .
their experience. R : :
“It means to play with each other.”
. “To share.” Several talk at once now.
“You like each/other.™ :
“I think I coyld like you,” Heatheote says tentatively, “But.I haven’t
. anything I could share with you.” ' .
 “That’s all right.” '
“Could I share my corridor?”
" “Yes!” the children chorus. o
“Will you come see me sometimes?”
“Yes. We just came.” : : . _ :
“I know, but it was an accident this time. I've been here such along time.
And nobody ever came. I thought nobody cared.” The children assure her

&
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they care, and they agree to come again to teach her how to play. Heathcote
comes.out of role and asks them what the ghost should be doing while they
.. are away from her. They suggest that since she’s a sad ghost she probahly
~ . cries all the tinte. One child suggests that she might do something else. -
“But-there isn’t anything to do, presses Heathcote, still out of role.
“We can put a swing up and you can swingon it,”a boy suggests, looking
up at the vaulted roof of the church hall.
“Hey, you know, you could put a swing up here all right. Those rafters are .
" like Westminster Hall!” another boy shouts.
““And it would be a looooong swing!”
“Is swinging a good way to.play?”
 “The children chorus, “Yes!” :
“Do’you use it to go backwards and forwards"” Heathcote gestures her'
" puzzlement. .
Again the children shout “\Yes‘ »”
Still in her own"person and hot in role as ghost, Heathcote asks"“What will
you do'if I'm afraid of swings? Is anybody ever afraid of- swings?”
" Some children shout, “Yes!”; others, a scornful “Noi” “You might have a
problem, a little,” acknowledges one girl.
Heathcote warns them, “I think you may have a problem, because I don’t
‘know how to play Would, you like to try and teach me?” The children say '
~ they would. “There are more things than swings, aren’t there, to play with?”
They nod. Heathcote suggests they start over, coming down the corridor,

finding. her again, and helping her learn to play; they go away in a hum of - .

..enthusiasm, Heathcote has handed them a gift, a chance to.show her the one -
. thing they know how to do best—to, play.. - il
When they come back, their faces show the eagerness of a shared decision. ,
\They are going to teach her a game. She greets them sadly, her whole body
drooping with discouragement. “I didn’t thiuk you'd come back,” she says, -
looking up at them briefly and then retummg her. gaze to the floor.
+“We came to teach you how to play.”
“Remember, you wanted us?”
“The-first game we can play is called hiding.”
“Hiding?” One bright-eyed blond boy explains to her how to play hide-
and-go-seek. 3 .
- “T hide all my life,” sighs the ghost Y ' o
Several of the children propose changing to another game. One girl hits -
upon a different solution. “You could be the seeker. ”Heathcotc looks up at
her bewilderedly. “The seeker—you find us.” ' .
Ancther-girl con-ects her, “No, she wouldn 't like that; she’s been hiding all
her life.”
“But I've not been seekmg all my llfe, the ghost says, -with a glimmer of
interest in her eyes. “You mean you’d let me look for you?” They nod. “But-

10w
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* .- T'd never be able to find you,” she says, resuming her despairing pose and
- ‘plaintive tone; o : '
, “Yes, youwill” - . ¢
. “Well help you,” .. ' - S _
' “Well hide in some dumb places like the curtains.” Nods and giggles
accompz'gny their glances at one another. - ) .
" “You mean you'll let me be clever?” Heathcote asks, ironically mirroring:
what she is actually allowing the children themselves to be,
- “Yes.” .- o o .
" “No one ever let me be cléver before,” she muses. Then, in a frightened
tone, she presses the class further, “T don’t know whether Il like looking for
. you.” There is much talking among the children at this. “But will you run?”
“Yes"’ * . . ] | . ) : T °
" “Doyou always obey the rules?”
“Yes.” e :
*“I don’t think I'mi good at rules.”
. “We could teach you how.” _ : .
- “Teach me how to do the rules then. What do I have to do?”
- “Well, you have to find us, try to find us, and if you don’t find us and you |
- want to give up, you can just say ‘I give up.’ ™ _ Lo '
- “And you've got to count to a number, like
. anything.”™ " y S
~ “Why do you have to count?” asks the ghost. ,

five or ten,.twenty-'

“So we’ll have time to hide.” . , ] C
“Oh, I see. I wouldn’t mind trying it. Is this called a game?** They nod an

affirmative. “And is it playing?” More nods. Theh she infroduces. a new =

ound?” More nods-and '

 perspective. “Seems kind of ‘strange. Hiding to be 1 . .
How many do I have io

- murmured yeses. “All right.- Il count, shall I?
" count?” ) : - g .o S
The children decide on ten,-to make it easy for her. She asks them to show.
hér slowly to count, and they all count in unison. [‘One. . . two: . three. [,
four....” : ) - e .
- “I've got the idea, All right,” Heathcote says and counts slowly to ten, The
children scramble, gigaling. Most of them hide topether in a rather obvious
place under a line of tables at one end of the hall] When Heathcote finishes
counting, she sighs wearily. “I don’t know if it's worth it. Should I look?”
From their hiding places the children call eégerl)", “Yes, yes!”
-, With another deep sigh the ghost worries, “Ill nlever be able to find them.”
- She walks slowly-in the opposite direction from their hiding places. '
“Yes, you will! Yes, you will! ” urge the ,chjldrt!n. . :
. "The ghost listens. “They’re. over here somewhere,”. she. says,»moving
towards the curtains. The children behind ‘therh can't wait; they jump out.
“You let yourself ‘be found!” she says in am:zi ement. One child takes her-
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hand, -and they go together to other }udmg places A boy pomts to' some,
shoes beneath the next curtain. “Oh, there’s one!” says thé ghost in triumph. -
+ As.the children who are found: help her, shie finds another, then’ another.
_ Finally, she says, with a note of her old despair, “But I didn’t find every-
bOdy »
“But you found a lot of people,” says a boy consolmoly .
“Oh, there’s one! You really do obey the rules,” she says, finding a boy

hehind a pillar. .

“Where’s my brother"” asks'a girl at the ghost s side. ’
_“Tdon’t know,” the ghost answers.
“I know!” come several voices.

“wh re",, . N .
“Here!” comé several voices from undér the tahles at the end of the hall.
“I'm sure I hayen’t found everyone. There were more than this.”

" “I know where’ they are!” say some of the children at her side.
“Can you help me come and find the others?” ~
So they help her find the rest of the children. In their role as orphans they

'. have identified with other children who are unlike them in their famlly '

* pattern but much like them in their capacity to play. Heathcote has deftly led
_.them-to,be very clever indeed. By withholding her expertise, she has led the
children to teach’ her how to play, then how to win.

. . »
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10. PLANNING

e

Three stages of planning are zeeded for classroom drama—before the first
- session, between sessions, and during sessions. Each stage poses a different set
of possibilities.and problems. =~ , I _
;. When you begin your initial planning, you first decide what is at.the center
“of the lesson. Do you viant to modify the behavior of a class in a certain way,
expand their awareness, get to know them, or lead them into a specific area’

of the eurricilum? Whatever your goal is, you will need to concentrate all . -

your efforts on reaching it, so discipline yourself riot to mix up your plans by
pursuing several aims at once, At least for the beginning of the drama, plan :

for every signal to zero in on your target. . S _
~ When you have defined your ends, you can go on to discover your means.
First of all; whether or not you know the class affects whether or not you can
go. ahead and' plan a drama based on specific material.. If you don’t know -
them, you may just make a-guess about their interests and behavior. On the
. other hand, you may want to assess an unfamiliar class by asking diagnostic

- " questions like, “What do you want to do-a play about?” In this case, you do

not choose any material prior to the first meeting. You plan only thas you
‘will not reject whatever the class chooses; and that you will try to get them to
Teflect on their situation in some way, Heathco_le often uses this approach

- when she knows nothing about a group prior to meeting them.

‘When Heathcote knows a class, she usually plans and sets up a drama
beforehand, Knowing the class enables the teacher to choose material and
devise strategies that will catch their interest and at the same time modify -
- where they are. - I - S .

There’are some kinds of plan that you must make before the first meéeting
with' the, class, regardless of whether you know them or whether you will be-
introducing them to a specific subject: ' I
- .. 1. You need to get their atten tion,

2. You want to give-them an opportunity to make some clearcut
" decisions,* . ' ' . ' :

*See the discussion of branching questions in Chapter 6, “Leading Through Questions,”- )
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-3. You need to use something of what - the clasg already knows to
contributé to the drama. To do this, you will plan to seek information-
. in some of your questions,

4. You must bring the class to a moment of reflection on what is hippen-
ing. All of your planning will be geared so that this goalis not bypassed,
no matter what the class chooses-to do orthow they handle the drama.
You need to_decide whether you are going to approach this goal by
taking a role in th- drama or by stopping the drama. . '

In making these plans, write down each teaching strategy ygu can think of '

that might lead to your objectives. Beside each, list in two columns all ik
: reasons for using it and all- the reasons aguinst using it. Then you will hive a.
- " basis for choosing the strategy that has the most effect and the fewest limita-
' tions for the specific class youll be working with. Heathcote urges you to be
as realistic as you can and weigh each adv.mfage against’a disadvantage. '
When Heathcote js setting up a specific drama, she often plans the first
. session elaborately and precisely. She_ will plan which role she is going to
assume to heighten the emotion of the drama, and perhaps set someone else
up in ‘role.* At this stage, she can also assemble props. Heathcote is com-

.-“_-f :

mitted to shovung the class nothing but.the best reference books, artifacts, or

“art objects she can.find. Even with very young children, she uses adult ma-
terials more often than children’s. For example, when she was doing the
drama of the seventeenth-century sailing vessel, she took pains to: find an old
model of a ship of the period and samples of scrimshaw carved by sailors. She
also collected paintings and .photographs that would help the students
identify with the conditions of work and life aboard a sailing vessel.

Just as important as planning what you will do is knowing clearly which
bits of the drama you-dare not plan if you expect to harness the drive of the -
class. Classroom drama calls for defining a particular moment znd assuming
an attitude—and not planning beyond that. To decide on an outcome is to
‘reduce the drama to * just pretend.” The goal is to live a partlcular kind of life
‘at life rate in an- unpremeditated way (as one doer in most of one’s lifej; lhat'

* way, surprise is not precluded by planning, but can shock-an individual into
new awarcness. Instead of planning what a group will do, you lead them to

~ act and then discover what they hape done. You must not try to predict how
the_class will respond to what you set up beforehand, nor must you care’”
which of the alternatives they choosé. All of your signals should be as open,
bland, evocatlve, and non-directive as is consistent with the goal you have
chosen. Early in the drama you want to elicit the class’s ideas, unbiased by

+ yours. This is especially important because most groups of students have been ™
programmed to expect the-teacher to tell them, not ask them, what to do. All

R *The ‘next two chapters give more ideas on how to set up a dramatlc situation that’
. combines the elements of theater with ambiguity. The former keep the focus, while the .
* latter provides a iure, stimulating the class’ curiosity and evoking a response,

103

-t

ERIC

Aruitoxt provided by Eic:



<

- Panning .~ - v P : Tom

too often, the only questions a.teacher yske ire metely thin disguises for
directives: “Here is what we’re going to do, JK?’It’s only a,very brave child
who will dare say, “No, its not OK.** - :

* The content of your initial planriing will be affected by the goal you-have
chosen: Suppose you want to test out a class you do-not know and discover -
what you can about them. In that case, you plan nothing elss but that, so you'
can base your subsequent lessons on what you find out in this one. -

I you want to change the‘beha_vior of the class, you approach planning a
wttle differently. It may be that you want a class to learm how to confront
orie another with language rather than with the blows that are usual for them, .
In that case, you set up- a‘situation which calls for a verbal battle. This gives -
the. class the: confrontation they are seeking, .but it also pushes them to
discover a nev; way to contend. You may plan a drama:to get a group to stop -
kicking the furniture. This does not mean you can guarantee that when the
‘drama is over, they will not go back to kicking the fumniture: to do that
would be to play God. You can, however, get them on a see-saw hetween _
ki_cking("}and not-kicking by planning a drama-—about, say, caring”for and -
sorting eggs for market—which just might help them lean in, the direction of .
not-kicking. Your job is to try ‘out different lures until they take one and stop . .
kicking, if only for a few seconds. ) A _— E
- You will want to plan differently still if your goal is to get the classinto a

- particular subject. Suppose you  want to make the events of the American - .
Revolution come alive and to stimulate an interest in that period of American
history. Then your plans will alf have to do with finding just the right symbol
for colonists. Will it be having to pay still another, tax; being served with a
billet to quarter an arrogant stranger, a British soldier, in a small cottage; or
organizing a militia of minutemen? You will need to make-sure to frame your
questions so that the class stays within the general subject. :

If you also know the class, you can plan to meet their needs as well as the
demands of the curriculum. Sometimes, in fact, you face a conflict between
the two. When that happens, Heathcote, without hesitation, opts for meeting
the students where they are. She calls this realistic planning. Far too often,
we cram in history or geometry or science.or literature as if we assumed that
once our students graduate, they .will never again have anothef chance to
learn, never again converse with an intelligent human being. What Heathcote
looks ‘at.first is not the subject matter but the youngsters who s¢¢ no pointin _

" knowing all that. She starts with them, not judging them, knowing intuitively .
that it is their right to be where they .are, to reject what they feel they must
and to affirm their own interests, no matter how different these may be from
the ones the school would fike them to have. Heathcote meets regularly (as all
‘of us as teachers do, at least some of the time) with classes that do not care io
learn. Her first goal is to hook. them with 2 lure they cannot resist The more

she knows about their. interests, the more likely it is that she can spot the

L
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litle thread of. interest that can be pulled out of them and woven into a-
“drama- that is a part of the curriculum area she is expected to introduce. She
makes no pretense of “teaching it all.” It is quite enough if the students have
found a way in. They have the rest of their lives to read and explore; they
. must begin by discovering-that in a book they can find someone just enough’
like phemselves so that they can begin to identify.* ; o
For any drama, no matter what her goal, Heathcote’s plan is to work
slowly, to take time for the class to become committed and for belief to be
built. This does not mean she stands still or repeats work. Instead; she thinks -
of as many. different ways as she can to stay in the same place while seeming
‘to move forward. She employs rituals** and group assessmerits-of progress to
“help a class stay with a problem and become aware of their feelings in a
situation. - _ - C N .
To see how Heathcote’s mind works in planning before the first day of a-
drama, let’s look at'the strategies she thinks of in response to a specific goal. ' -
She is ' working with a téam of student teachers who aré planning a drama for
~ a group of seven- and eight-year-olds they' have not yet met. As usual, she
. pushes her adult students to plan, as she does, so that everything they do on
the first day of a drama will aim at moving the class towards a chosen goal.’
Therefore she urges the team to begin by writing down what they intuitively
. perceive to be the eséénce of the drama, the significance of this work for this -
particular group of children. ' o ' B
+ In this case, the heart of the drama, the central goal the teéachers choose, is
the children’s realization that they have a common problem to solve, tha?
o there is no one to Tely on except themselves, and that they alone must find a
- solution. Heathcote then helps them think through alternative strategics. She” .
reminds them that thenyirSt must consider the size of the group. and- the _ .
available space in the classroom. She suggests that their first decisicn will have -
to be whether the drama would be factual truth.or a fantasy truth. Heathcate .
. herself starts with. practical, factual material when she wants-both kinds of
_ .truth, because no practical 'materi‘alA avoids-fantasy, but much faritasy never .
- gets to the practical. _ [ SR
Then she suggests that the problem they give these-children should be a .
very big one, since persons this age seldom find any problem hard to solve.
" From the several problems she proposes, the teachers select that of recovering
a ship full of gold ingots surik in the deepest part of the sea. ' '
. The team’s first job is to define the task and figure out who is going to pay
- for"the retrieval of this ship. Heathcoie makes some suggestions: One of the
~ teachers™can enter in.role as the owner of a big company and present the class’

*See Ch>apters 16 and 17,-“Cbde Cracking: Literature and Language” and “Code
Cracking: Other Areas,” for wa¥s to move from where students are into currictdum areas
**See Chapter 8, “Dropping to the Universal.”
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with a chart that is fairly aml.Jiguous.LIt defines the‘difﬁc;llties, but it gives no

. clue about -the - historjcal period of the.ship. Thus, it does not mention

v

y simply say that this ship is one of the
largest of it: kind or period. The teacher-in-role can also bring in some old- -
looking dociiments, singed at’the edges. These might include an old assay of

-the yalue of.the gold ingots, with the.modern equivaient in doliars added in

modern ink; half of a chart of the tonnage of the ship; and 8ther.musty,
stained . papers—all stamped with asmodern stamp’ of the date they were
found. Th'e,_co@mpany owner can explain that this chart and papers were found

in cleaning out an old building. Looking very up-to-date and efficient, he or’
she can'carry theni in an actual, not imaginary, coritemporaryﬂbriefcase and

- -press the ‘class for modern business and technical efficiency in' solving this

problem; yet, with these documents, the class may el goto the Spanish
Main, T e T T LR T RS
When in need of historically evocative documents;  Heathcote  has -

3 frequently gone to a class of older history students and challenged them to .

make up some documents that are true to the period. She lets the students

‘know she trusts them to, put together papers that are as authentic as possible,

by telling them that she will riot be looking at them before she opens ther in

front of the class, That way, she says, she and the children can examire the -

papers and make disroveries at the same time. oo o
The sunken ship drama might begin iz the. company owner’s office. (In |

this case the teacher gets the class.to meet in-a-very small space’) The teach- -

erin-role asks for volunteers. If there is no response, it may be necéssary to |

hold out the lure of quite large réwards. This would be a last resort strategy

because it would militate against the main ‘goal, of this drama—the inner

feeling of accomplishment in solving a-difficulty on one’s own. If the class

- commits'itself only in response to a large monetary reward, one of the teach-

“ers might try to extend their idea of reward with a question: “Have you ever
held solid gold in your hand? If you shut your eyes, it’s just a brick like any
other, and yet- there’s a lot of blood in it, isn't there?”” Now. Heathcote

e .

"doesn’t know when a teacher would use this comment; it may not be until-

the children have actually foundthe ingots at the bottom of the sca. Sheé - °

* suggests the student teachers plan it, nevertheless, because it means reflection;

it’s a probe: they can use at some apt moment in the drama. B

Another thing she'mentions is a strategy to get everyone absolutely com-
‘mitted to getting the ingots, to figure out why they need to bother about -
getting them. One such strategy might be-to have each child sign a document
that demands-that its signers are trustworthy and will not try tosteal any of  ~
the gold. The ritual of signing will give the teacher a-chance tolook each
person in the eye and make a demand that requires personal commitment.

The next thing Heathcote brings to the ‘teachers’ atténtion is the available

© space. It is important that there be a lack of space to connotc “shipness,” so
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she recommends staying in a small classroom She looks at.the tables in the
room and asks, “How can we perceive shipness with these tables?” She
expcriments then with turning them upside down; then sideways, end. to
end—this, she feels, gives the best effect of _cramped quarters and of gom'v
fromacompartment to comparyment. .
" At this point she rethinks the plan of having this ship sunkgn the deepest
part of the ocean.The disadvantage is that the children will be wearing diving
equipment with helmets and pressurized suits which will separate them from
one another. No, that will not work, so she decides the ship will be sunk in
shallow .waters where they can scuba dive to explore; but the underwatér
terrain.will be tocky, and the ship will be partly buried. In other words, the
problem will be great, even though the water is shallow. So she decides that
the teachers will need good pictures of scuba equipment-and that théy should
plan to give the children some choiees; for example, these fins or those? They
will need to do’ some research about the deepest water into which scuba
divers can safely go .nd the hazards they might face, such ‘as the bends or
- njtrogen narcosis. This kind of information she knows the téachers may never
use, for the children may not take them into it, but they’ll have it ready for a
possible postdrama discussign if not for the drama itself. Heathcote knows
the scuba diving situation reduees the children to communicating in -
pantomime, so she suggests regular sessions above the water. There the class
can share what they’ve found, tabulate and make estimatcs of what is there
from what they've seen, check to see whether each diver is honest, and so on.
- She recommends exploiting. the expcnence underwater to develop spahal
_'coopemhon )
If ‘a leader arises, she suggests ~giving him. or. her plenty: of rodm 'to .

'de»elop—but not to become a dictator or keep the others from feeling that .,

they, too, are involved in solvmg this problem.-If that happens, the teachers
might cnpple the leader in some ‘way—maybe by helpma lhc otliers make
an effigy or plot a rebellion.

~One- thing Heathcote would plan to get to when the dwers reach that.
. sunken ship is this reflection; “You know, it’s incredible that men have
" learned to build bastions against water.” What a teacher cannot or dare not
plzm is how that class is going to take the challenge and get to the shlp, wnd
- what ship they will.find when they get there. Whatever it is, the teacher must
plan-to accept and build on it for the next part of the drama.
, If there is only one hour for this'drama, the teacher can start in role on

board the ship: “Are you the people who have come to do it? Right. Come
over-here..She’s lying in four fathoms. I've braught the documents for you to
look at. You did get the message, didn’t you? I sece you've brought your scuba
outfits as requested. These will all have to be inspeeted over here.” The next
goal will be to get to the point of askmg, ‘Can you plan your dive in teams?”
- and the dxvers wnll soon be ready to go down under If, on the other hand,
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" four days ére available, the’ teacher can begin by cutting out ships and draw- -

ing pictures of scuba diving outfits.

When Heathcote does a drama herself, she goes through the same “for” ',

~and “against™ listing of strategies that she asks of her adult students. We can
see this process°i°n her planning for a drama to help a class of fifth and sixth
 graders sense the spirit of inquiry that lies at the heart of ‘an archaeologist’s
-career. In._this instance she asked us, her adult students, to join in the plan-
ning. She and all of us began by collecting a set of artifacts fashioned of
- natural materials—wooden vessels without nails or inetal of any kind; wooden

- - paddles and mallets; clay pots without glaze; large uncut beef bones, boiled
and bleached to look very old; seeds of ‘various sizes and s;lage.s; pressed-
leaves; a.primitive drum; an old, frayed fishing net; a carefully knotted -

pattern of cords that might be “discovéred” to be a record-keeping deviee in a
. primitive society; a crudé spear made of a sharp stone bound to a wooden
. shaft; a gnarled tree érotch; gourd bells;.an antique polished bead necklace.
.She wanted to bring the problems of the archaeologist, the expert, into the
classroom. She admits, however, that this kind of teaching is only second
- best. Her first choice is to take a class.away from school and let them work
" alongside real experts,-as part of a team of archaeologists actually at work on
asite. This she does in England whenever possible. B
. In this case, she decided to use as a lure the Big Lie that in the large hall
+~ where the class met, the children would find a tomb from which. they might
get'a clue to a culture long since dead. Through probing and looking, they

~ . might discover the values, the beliefs, the core of that culture. She knew this

kind of pursuit would quickly move into research, Tecording, museum
exhibits, information to report to the public, so she planned to have plenty of

paper and drawing and writing equipment handy. She also assembled a

- limited library .of resource books—not ‘enough to overwhelm the young
rescarchers, but full of enough detail and illustration fo answer some of their

questions about lhow a primitive peoplc might have lived their daily lives. A

book like The Epic of Man* or The Ascent.of Man** is the sort of thing she
“wanted to have on hand.. , , ' :

She dirccted her adult .students to the task of setting out the tomb,
* suggesting that the absencé of color might be a way of symbolizing the notion
of the-primitive. She made sure all of the artifacts were of earth tones and
asked us to dress in subdued hues the days the children were there. She
brought in several yards of a roughly woven black and brown fabric and some
old stained and faded rags to be used for gravecloths. We cut a large, coffin-

shaped piccé of brown burlap. to put under each of the bodies. A young man

. and woman and two children agreed to be corpses. . .
*The editors of LIFE Magazine..TI;e Epic of Man, Englewood Cliffs, NJ.: Prentice.
W

Hal, 1961. 307 pp.
- #*Bronowski, Jacob..The Ascent of Man. Boston: Little, Brown & Co.,1974. 448 pp.

x
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Then we were given the problem of deciding where to put this tomb. Our
first thought was to put it under the eupboards which ran along the front of a’
raised platform about three feet higher than the main floor. Heathcote
evaluated this in-terms of its advantages and disadvantages. Its obvious value

" was that it would -force the chlldren to work under the awful, eramped

conditions under which archaeologists often do work. Its major disadvan tage
was that on the first day the children would have to wait to see the tomb
before they would have any commitment to it. Therefore, we rejected this
plan, at least for the first day of the drama.

Next, we tried putting the bodies fanned outin a semlclrcle in a corner of
the hall. This way we gained a feeling of enclosure, yet the corpses would
confront all the children at the same time. The only problem here was that -
the eorner had stone walls, which created the feeling of a church. (This was
only natural, because in fact it was a church where the class was meeting.)

We tried putting the bodies onto tables. This made them more accessible,
but Heathcote quickly rejected this plan because bodies on tables give the
feeling of operations. Her instinct was-to keep the bodies Iess accessible so the
class would have to do more to get at them.

We. tried setting them up near the door where the chlldren would be

_coming in" but rejected this because it, too, would make the ‘tomb too

accessible. Finally, we chose a spot on the floor far from 'the door; there we
arranged the bodies in a eircle around some carefully laid-out wooden leaves
and a primitive drum. The heads were toward the center, propped up on
upturned wooden bowls which were placed on the burlap grave markers. We
streaked the faces and bodies of the swimsuit-elad corpses with yellow chalk
and wrapped them in gravecloths The man’s face was™partly bound with a
gray “cloth; the woman'’s eyes were covered with a strand of her long hair.
Around each body we carefully arranged the artifacts and bones. Next to the

. man lay the spear and knotted rope, next to the woman a bowl of seeds and a

decorated pot. Heathcote decided this arrangement had the most affect. By
being far from the door, it would hold its essenee longer, and: yet when the
class gathered round it, everyone would bc able to look into the mystery at
the same time.

When the plan was cairicd out, the advantages and dlsadvantagcs of
Heathcote’s choices were tested; shc made further decisions as she worked
with the class. Right away, the presence of the dead bodies provided a power-
ful lure for the childrén. Its only disadvantage proved to be that at first it
initiated more inquiry into the cause of death than into other aspeets of the
culture. The fact that two of the bodies were those of children caused the
class to speculate that a plague or disaster might have overcome the tribe.

* Heathcote decided she would try to move the class into an examination of
other aspects of the tribe’s culture. Accordingly, when the class assembled,
she asked them whether they would like to take up the artifacts and examine

'
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them. This they did, individually and in small groups, drawing and labeling

each for an exhibit; thereby they got more deeply into the archacologist’s -

role. This strategy had the additional advantage of letting the children

determine their own pace and level of involvement without too much teacher
interruption or. pressure. At the same .time, however, it had two dis-

‘advantages: it prevented Heathcote from getting to know the children except

as she could chserve them from a distance, and it ‘prevented the children from
feeding on cne another’s discoveries. ' o

learn about the tribe. The great advantage of this was t_l;at individuals could
come to her without feeling threatened; the disadvantage was that the rest of

" the class was denicd. each person’s discovery. There was also the distinct
, p y _

disadvantage that no matter how the drama might be limping, Heatlicote had

. set it up so that she was not in .a role to help it along or .introduce tension

when needed. - - S _ .

- Another strategy Heathcote had chosen for use throughout the drama was
to assume the attitude of the archaeologist and the casual tone characteristic
of experts in approaching artifacts. This had the advantage of giving the
students something they seldom, if ever, get in their other studies—the
presentation of a culture as totally undefinéd, with only clues as to what is

significant,

The' class was-faced with .t};e problem of growing a new cul.tu.i'e gﬁt of
nothing but artifacts and a burial site. They had to posit a theory about the

" social life and values of a people on the basis of what was found with the

dead and how the bodies and objects were positioned. Théy were starting in

This had the disadvantage that the whole was broken up and the mystery of
the gestalt no longer worked on ‘them.. The children treated the artifacts as
archaeologists would—examining. them, arguing over their use, arranging {hem
in a museum-type display with labels. They lost the scnse of mystery they

might have developed had Heathcote’s tone been one of awe in the presence

of the holy and untouchable. . . -
‘Even though she knew it might work against the establisbment of the

the class whether they would like to become the people living in this culture

and using the artifacts instead of viewing them as experts would, This meant’

they would assume roles suggested by the artifacts. The advantage of this
strategy was that it offered an opportunity to elaborate a more complex
culture than they might be able to do if they stayed in the roles of research-
ers. Heathcote knew, too, that even when the class was assuming the roles of

- the primitive people, she would continue to press for the spirit of inquiry she
" wanted to develop, using ‘questions like: “What have we now discovered

14

oo

- Next Heathcote, decided to set up a communication system in order to -

_ the middle of a mystery, but because the tone was casual, they took the
artifacts away and drew sketches of them, presenting theories about their use.

- attitude of 'the archaeologist which she was after, Heathcote decided to ask
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“about the relationship between the leader and the people?”
Thus, whatever teaching strategy you choose, you have a price to pay.
" Heathcote says, “To feel this balance between for and against is one of the
securest things you can find in yourself, because there need never be guilt
- about your task and the way you set about it; you have weighed up the pros
- and cons and have risked those strategies that seem to‘have the greatest gain
for the least loss. If it doesn’t work, you cannot blame yourself. You cannot’
possibly foresee everything.” . ' : -
' No matter what you do, once a drama has begun there is no way to go
back and start over. That experience has to become a platform for everything
that follows, so you have to devise a strategy that takes account of what went
before. ' LT L » '
. Heathcote repeatedly advises teachers not to waste energy in self-
recrimination or regret. That is self-indulgent. Instead, take account.of your
blundurs and admit them te the class without incriminating yourself: “I _
thought this might lead us to the problems of the spacecraft, but maybe it -
isn’t working. What do you think? Would you care to try-it again and this
time have us all be part of the same ground control?” There is no apology,
simply an open acknowledgmerit that the work is not going well; nor is there
any attempt to ignore what they have just been doing. If the relationship
between the: teacher and the class remains healthy, the work can go as wrong
as anything, and they can all recover. If the relationship is bad, or if the
‘teacher or ‘class waste energy affixing blame, there is no way to recover -
~ dramatic work that is faltering. " :
* - One thing Heathcote will not do: she will not shrug her shoulders an
imply that whatever work the children are doing is worthless and can easily

" be cast'aside. This is why she acts on each suggestion -théy seriously propose -

and takes responsibjlity ‘for making it work dramatically. She feels that far
too often we reject a child’s contribution or even our own ideas, throw them
away ‘and say they don’t matter. If an idea is the best you can think of at the
time, it should be valued, not thrown away; it is the platform on which you -
. build your next idea. o : : o
In real life it isn’t possible to throw out what you've just done and live as”

if it didn’t happen. You've bought this shirt, spilled that grease, lost your -
wallet, had this child—and there’s no changing it. You will always be affected
by the experiences you have had. To split life into sterile little atoms and see
"no connection between one and the next is to lose the power that is present

when the tensions within one’s life are held together in a whole. Heathcote . .~

illustrates it this way: when she goes out to buy a new bedspread, she looks
for something of what she liked in her old one, or else she tries to get one .
that’s totally different. In either case, what went before has a part in the
choice of the moment. We cannot recover a tabula rasa, so why prctcnd? The

only way we ever mature is by recognizing that something carries over from -

s,
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the last thing we just finished to the next thing we move on to: Once we

~ accept this in ourselves, we see the absurdity of pressing a class to forget who

they are and-what their values are at the moment—regardless of how much we
might personally regret that they have these values—and pretend to be totally”
different people. This is asking for phony pretense, for giving the teacher
what she wants to see, at a cost in personal integrity and mental health that is
awful to contemplate. Pecple can’t turn themselves inside out. We are at any
given moment the product of myriad experiences, and we have to begin by
accepting that wherever we are is an acceptable place to be. Once we’ve done .
this, we are comfortable enough to extend our range of experience’a bit.
People should never be made io feel that where they are is not all right, for if
that happens, they haven't the courage to do anything but hold in terror to
the only place they know. R

. When Heathcote’s adult students hand in a lesson plan, it includes one
central aim; several strategies, with arguments for and against each; and a list

of materials needed:

1 Aim - SR
_ 2. Strategies for against

- a.
~bo
C..

3. Materials
She asks them to show her their materials before they meet with their class.
Sometimes the “materials”” include another person dressed to indicate some
role.* They may also include recordings—storm sounds, rolling waves, bird
songs, train whistles, babies crying, wild beasts fighting, _
‘Heathcote’s critiqueof a-lesson plan points out the difficulties that may
arise as the teachers use the strategies they have chosen. She helps them'

" decide which strategy holds the most potential for effective drama and'poses
 the fewest difficulties: this is the one to start with, . '

‘So far we have looked mostly at the planning that precedes the first
session of a drama. Now let’s coricentrate on the other two kinds of planning:
between-session planning and planning that goes on while the drama is taking
place. Between sessions, after you know the direction the drama is taking,

*See Chapter 11, “Using Role in Teaching.”
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you have time to fill in the gaps in your own understanding. For example, if a

class has chosen to do a drama about thc American Revolution, it is good to -
come in the second day with some alternative historical events to-give the
¢lass as choices for direction: for example, the Boston Massacre or Tea Party
or,Paul Revere's ride. You need to have facts at your fingertips to use if the
class feels' the need for them. Thesé facts may be unnecessary, of course,
because the class may have another idea.. :

After the first:session, you-assess the degree to which the class is nearing
the goal you originally set dut to achieve. If they-seem to have moved very

little, you try to figure out why. There are many possible reasons. Their belief

may not be firmly”established yet. Perhaps they have ignored the lure you
thought would entice them. A small group may be spoiling it for the others.

It could be that you haven’t actually found the right “content level”~that is,

the desired simplicity or complexity in approaching the material—for this

* class. For some reason, they may feel insecure in theit roles or in participating

in the drama. Perhaps what they; thought would be exciting has tumed out to
be overwhelming and so they have gone “weak on their roles. They may not
yet have seen the advantages of cooperating in a group task. If one of the
participants-is assumipg all of the icadership, the others may. not become
involved and take responsibility for decisions. It may be that as yet this group
is merely talking cool rather than living hot through the events of the drama,
- ‘When you've figured out the reasons for your difficulties, you will he able
to plan strategies to modify the children so they can overcome the limitations

" of the day before. Be very honest about your own points of discomfort in the

previous lesson. Decide whether these are just sore points with you that

should be-ignored, or responses to genuine problems in the drama. If the

group-has been flippant, sharpen. your wils and see whether you can think of

a dramatic way to shock them into a more serious attitude. You may decide

to begin a session by assessing the class’s commitment to this particula

drama. “Did you think about this drama at home? Were you hoping we'd go

on with it?”* If they say “no,” you must be prepared to start 2 new drama, of

course. _ o o

- A good way to begin any session after the first is with questions that will .

" evoke a summary of what has happéned in the drama so far. “I can’t quité

remember what happened yesterday, Can you help me?” What the children
remember will be a clue to what was significant or interesting to them; this
will give you guidance on what you dare not ignore but must Luild on in this
day’s session. You can afso use this review time to find out more about what
individuals :vere doing. “I saw you drawing something yesterday, didn’t 12/ is
a good bland question that leaves it up lo the child to tcll the class what it
was, if it was relevant to the drama—or to simply shrug and say, *“Yes.” You
might say, “I saw you two crawling under that table there. What did you
find?” Don’t push for an,answer if one is not forthcoming. After all, the
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.worst way:you could begin a'second session would be with a sense of failur

2

- -about the day before. - : -

As you plan your strategies between sessions, you make the same two lists
as' before: arguments for and arguments against each. When Heathcote was .
deciding.how to set up the'second day of the tomb drama, she kept the same .
aim: to develop the spirit’ of inquiry. that is central to the archaeologist’s
career. The. alternative strategies she considered were totally differcnt, how-
ever, because the children clearly were serious about the drama, curious about
the. possible meauings that lay behind the arrangement in the tomb; and -
committed to finding out more about this tribe. One strategy she considered

was to say, “There are those who are responsible for the various times of the = '

day~for the food-pre paration’ time, the teaching time, the ceremonial time, -

and so on. Therefore, will you apportion the time around the clock'and write

in the time of day that you are responsible for?” For this, she would needa

large construction paper clock with no numbers on it. The advantage of this
strategy was that it was a_crude way to put pressure on the children she had -

‘not had'a chiance«to talk with the day before, If she felt she dared press into

the verbal area, ‘she planned-to ask each child to tell the others the myth =

. atfached fo the task that child had chosen. She ‘also considered setting up a

ritual in- which each ‘individual would interpret the values of the tribe. as
reflected in his or her job. Another possible strat"egy was to have each mem- - .
ber of the. tribe' take on two apprentices from the large class of adults who
were watching this drama and teach them how. to become a part of the tribe.
Another possibility was to have a druinmer drum hours of the day. As the

drum tolled each hour, tie tribe would move to the appropriate activity for

- that time of day. or night. Another, more dif_ficuit-'shfategy would have been

to symbolize the dark and light sides-of life; t/}?é‘tribgymembers wotld define

 these in terms of their particular tasks. Heathcote alsg:considered having the

children devise names for each segment of the day and develop appropriate
rituals to symbolize those segments. She thought of settinig up a strophe and
antistrophe of the tribe and the archaeologist: the tribe would live their lives,
but from time to time ‘the archaeologist would.say i‘StQp.i."Thcn they would

_ freeze and answer the researcher’s questions about the meaning of what they

were doing, - : _ L
This is the way Heathcote plans—proliferating all the possible strategies she

‘can think of and then choosing one that hest suits the needs and the poténtial
" of the class. Like the process of segmenting, this listing of all the alternatives’

you can think of provides you with a wide range of choice and assures you
flexibility in planning, In choosing a strategy for the tomb drama, Heathcote
never forgot her primary aim; she_séjec;ed the strategy she felt h2d the most
implications, so it would lead to the most reflection * -

*If you want to find out what happened in this dré;na, see Chapter 17, “Codc Cracking:
Other Areas,” - , ' : -
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With another group, Heathcote planning after the first session con-
centrated on finding ways to get the group more committed to the drama.
The first session had been disappointing—part of the group didn’t'seem to
care much about what-was going on, another seemed overwhelmed by what
was expected of them, and a third seemed to have very littlé interest in
cooperating on a project that involved the rest of the class. Therefore, all of
Heathcote’s strategies focused on ways to develop personal commitment./She
 consideréd ‘having each person make a commitment to be personally
responsible for some piece of machinery. This is one of the crudest ways to
7° " get people to work. She considered rituals. The three groups had chosen to be
in three different countries, so she weighed the possibility of bringing them
all together for a conference to make a report to the world about their:
countries. She thought of pulling them all together to work on a common -
task that the whole world had to solve together, such as bringing down an
unknown space ship. As part of this strategy, she planned to ask the class
whether they wanted the visitor from outer space to invite them to a.new
world or. bring them to a new recognition of their own world. Naturally all
her strategies for this class involved as much soliciting of their opinions and
their dccision taking as possible, for they badly nceded to see their ideas at
- . work. She carefully considered the-hazards attendant on each strategy. If she
decided to have ‘a space ship, choosing a crew would create a problem.
Because the children had alrcady chosen other roles for themselves the day
before, choosing a crew might militate against the entirc class’s feeling good
about staying with their roles. (If the space crew could jump out of the
challenge of the roles they-had chosen the day before, why couldn’t every-
- % - body?) One of Heathcote’s risles in drama is that when you choose a role, you
don’t drop it lightly. You at least try to stay with it as long as you can. She *
" Mmay make an exception when the role is a very big one~Moses ‘leading the
' Israelites, for example. Even then, however, she does all she can to shore up
the role for the volunteer, having him or her stand ofl a table, perhaps, or
letting-someoue else be deputized as leader while Moses goes off to confer
" with God. All the while she’s helping the voluntcer explore the role more »
fully, and she asks the group to help with it as well. This stance is consistent - .
with her conviction that our lives have a continuity that.we deny at our peril. .
We can't just throw something down if we have committed oursclves to
it—not without psychic cost, that is. On the other hand, if a whole class
decides not to go on with a drama at all, she is preparcd to let that happen.
. As for the space ship idea, she decided not to use it unless some new children
_came in"the second day. Then they could be the crew, and the rest of the |
class could continue in the roles they startzd out with. This actually .
" happencd on the third day of the drama, so she used this stratcgy then.
Somctimes the problem that needs solving is that for some reason, one
individual is impeding the progress of the group. If the problem is belief,
S R. - : : _
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. Heathcdte deals with: that very swif'tly_.* The. pfoblem, however, may be

simply that one individual is too eager to solve all the difficulties a group faces
and to solve them before anyone else has a chance even to reflect on the.
matter. In this case, the. teacher has a challenge Heathcote tactfully célls

““managing the leader.” Those ‘of us who studied with her one summer at

Northwestern University remembet vividly a forceful and verbal nine-year-old
named Ken. Ken was a slight lad who knew all the answers, When- his group

. decides to do a drama about the American Revolution, Ken is right there with

facts and solutions; before the drama has gotten under way, he is issuing
muskets to his minutemen; he is quite prepared to start the war and end it in
the next 10 minutes. Heathcote’s challenge ‘is to let this eager leader assume
his aggressive role for long enough so she can foous his energy on the group
task. Then she works gently to win him to a new kind of leadership, the slow

gathering of evidence -and proof_to convince. a nation that the time for

 rebellion has come. She “promotes”” him from the role of rabble-rouser and

plot hatcher to Samuel Adams, the leader who' coolly collects data, keeps.
records, and writes letters; the thoughtful leader, choosing his words with
care, Most of the strategies she considers between sessions are ways to keep
Ken under control but give him enough status to sustain his interest. She
cannot deny him a role where his information and expertise, which is
considerable, will be valued, Heathcote decides that if he were to prove that
she, as governor of the colony, has been cheating the people and overtaxing
them, this proof would have'to come slowly. His merely shouting it would
not do. So she plans to prepare some documents with a different color of ink
over an erasure in several credit columns and to keep these on her desk in her

. governor’s house. There Ken can find, study, and decipher them and then use -

them as evidence against her in role as govemor. Before she has a ehance to
use this strategy, however, Ken is, defying her, refusing to pay a tax although
he has the money to doso. - - B . .
The governor has no choice but to put the rebel in the stockade; this limits’
him physically, but of course the villagers can come to the stockade and listen
to his ideas. Heathcote is pleased with this development; however, because at
least the initiative to ask for Ken’s leadership is now in the hands of the rest
of the group. Ken puts his head through the back of a chair in which he sits

‘backwards and manages to look very uncomfortable. Heathcote sets up two

volunteers to be his British guards with their mﬁskets_ in hand. The villagers
try to bring him food; but the soldiers forbid it. All this time, Ken keeps
hurling unrepentant invectives at the governor and soldiers. His classmates are
amused and’ laugh; obviously, Ken is in a familiar role as class clown.

. Heathcote stops the drama and says, not to Ken but to the group: “We're

falling into a trap here. Now let’s do this and not laugh. Of course, he’s saying

*See Chapter 7, “Building Belief,™
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things that are amusing. It’s easy to call somebody a stinking rat in a school

‘classroom with a green carpet on the floor, but it’s not so casy to say that
when you' could be shot in 2 minute. This is: why you mustn’t laugh.” This -

plea-to the group as a whole sobers Ken as well; soon he is politely requesting
that the soldiers free his hands so he can feed himself; thcy refuse, so he sits
dumbly while a girl ‘slowly.spoons kim his supper, We' all watch K(.n grow a
tremendous control under his hot-tempered bravado. X
Heathcote’s problems with this leader are not over, but’ his growth is
begmnmg In subsequent dramas she * ‘promotes” him from defiant leader to
the ‘rebel who is shot, from a doctor who is animatedly dlrcctmg the entire
staff of doctors and nurses in a ha3yitai to a patient “who is deeply un-
conscious.” “Promoting” Ken to the:. passive roles is not as difficult as it
might appear: all Heathcote needs to do is ask for a volunteer for a role that
sounds exciting, and Ken is the first to apply.-She uses the word “promote™
with her adult students; with- the children, however, she is careful not to give
any indication that she is favoring one child above- another. One of the
hallmarks of her teaching, as a matter of fact, is her refusal to compare-
children. She will critique the work as a whole, but she will usually
congratulate any child she feels is trying in any. role, no matter how largc or
small itis. '
Heathcote plays to the natural leaders of the class mdst of the time. Some.
of her adult students have questioned her about this, suggesting that a more
“democratic goal mlght be to rotate important roles and bring everybody
“up to the same level.” Heathcote rejects-this because it is not realistic. A

. person who is shy in a certain type of situation is going to ccntinue to be shy

in most similar situations. Leaders cannot be leaders without followers who
acknowledge their right.to lead; why not recognize that this is true in every -
group of people, and let leaders arise in a natural way? This is consistent with
Dorothy’s conviction that we bnnrr to any new situation all of our prevnous
experiences. :

In every group thcrc are one or more people who tend to stand apart and
watch, who are reluctant to get into the center of the action. Heathcote’s
challenge is to find a way for people like this not to try to stop being the
loners they are, but to find loner roles they can. identify with within the
drama. Let them: make their contributions to the group effort in the role’of

outsiders, observers, or reluctant participants. If one of the children stutters,

let that child be the person who refuses to speak Then put on so much
pressure that this stubbomly mute person can t hclp speaking out; at.that
point, stuttering won’t matter. . -
On the other hand, quite often in a drama a ‘child will volunteer for a role’
that he or she at that point is not up to handling. Heathcote doesall she can.
to help such a child feel success in the role and grow ‘hrough it. She never -
hints to anyone, “You cannot manage such a big responsibility.” On the



O

ERIC

Aruitoxt provided by Eic:

. Planning. - - . _. _ o125

b

seeond day of the Revolution drama, for example, Ken’s quict, unassuming
sister volunteers'to be the British governor—the role that Heatheote played so
strongly the session before. She is not up to the role in an external sense, but
Heatheote never acknowledges this. She sets her up behind the big-desk and
gives her a paper and peneil. Who knows what image of governor grows inside
that slight frame as the girl quietly writes the letters to King George and in

- . her soft voicé demands the tax payinents?

. In summary, a great deal of the planning between sessions is based on what
Heatheote has found out about the group and how it functions. She sets up
environments, brings in doeuments or materials for- rese:irch,"plans'stratcgics

that will help this particular group of children move from where they so
solidly ‘are to a new awareness, a richer understanding of their experienec. -

Sometimes her strategy is to bring in a person from the.community who ean

~answer queslions that have been raised by the experience of the drama. A
group of ehildren who are in the middle of a drama about mines are ready to

~ listen to’ a pit worker. They are ready -with questions that brew from the

inside, like “What docs it feel like to come out of the pit every day when the
sun is going down?” They’re not is.terested in school-baked questions; like

“How deep is the average mine? " This does not mean that a sehool visitor has .

to be someone speeial. Any adult has had experiences that children whose
curiosity has been aroused by a drama are ready to.ask about. Qne of the
:nothers might eome in and meet with a group-of primary children to answer
questions like “What is marriage really like? What do you do’about money’ if
there are two? Docsn’t it scem kinda strange to find yourself with a new
name?” o . - . .
So we have predrama planning and between-session planning; we also have
the third kind: on-your-feet planning. While a drama is going on, espeeially

".when it is going well, Heatheote’s mind is raeing to plan the next happening

or'to find a way to drop-the level and examine implications. She thinks
through her next’ verbal statements, deeiding how to word them sensitively
and earefully so that they will signal to the elass exaetly what she wants.
Whatever the class does, she’s going to be ready with-the next move. She’s
burnishing up her taetjes in her mind all the while and looking at the impliea-

tions of what the elass is doing, As she puts it, “There is 1o luxury in the'

" profession-of teaching exeept. the luxury of thinking, and, my God, what a

luXury!™ She thinks about her teaching all the time—in the clasroom during
the drama and at home at the kitehen sink. . : :
If the drama is limping, Heatheote decides whether it’s better to let the

E]

elass go on and get through this problem on their own or to intervene and

drlp them, She will try to intervene before the class scnses that a rot has set
in. She never wants a elass to spiral into failure. This does not mean that they
eannot look.at work that is going wrong, but when Heatheote stops to look at
it, she takes a full share of the respousibility, sugyesting that it might go

120
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better if they approached it differently. She will often interject a fresh face
into the drama, introduce an unexpected element, or ask a branching ques-
tion to elicit a new commitment. She doesn’t hint that the class has fallen
down; instead, she tries to quickly help them assess where they are and
" . excmine some of the alternatives they face. If Moses loses heart and does not
know how to stand up to Pharaoh, Heathcote will say something like this: “It
seems to me that here’s where we are now. There is this new element isn’t
. there? This king is deudmg to harden his attitude. He’s saying, ‘No, Moses is
not. going to get that piece of papyrus he’s been wanting. Anybody can see
that the river is turned back: to water; I’m all right. He’s not having, it. 0%
how. does anybody handle a problem like that?’ *She solicits suggestions f]
the group, asking them to help Moses decide what to do wnth this new
development. Thus, Heatheote puts her thinking at the service of the class,
always alert to their needs during a drama.

When the children are doing something that detracts from their involve-
ment in the drama, Heathcote'tries to find an appropriate way within the Big
Lie to modify that behavior. For example, if a group of primary school
children are going down to the bottom of the labyrinth to.hear the voice of .
the oracle, she may find that they are butting each other. Then she will
suddenly discover that there is a priestess who conducts each one separately
down the dark winding hall. This way she attaci s {he problem of butting
without stopping the drama.

If you start a drama with a puddmp of feelings,* you will have no initial
planning but you will be pressed to plan very quickly once the drama has
begun. It is your task to provide the tension within each sntuatlon and plan

. the transition from one emotion to the next.

Although Heathcote makes use of books as she plans, she does not read .
“how-to” books and follow their formulas (although she would go along with
the views of Winifted Ward, Caldwell Cook, Peter Slade, and others). Her

+ - greatest'resource is not explanations of technique but literature and history,

: sociology and anthropology, biography and psychology, mythology and
fable, poetry and art. She wants .lo spend her time outside of class reading
books that tell her more about the human condition, for that is her store-
house of material. Her wide-ranging reading includes books on how learnmg :

- occurs: Contrary Imaginations by Liam Hudson Guiding Creative Talent by
Ellis Paul Torrance;, New Think by Edward De Bono She also reads Marshall
“McLuhan, Jerome Bruner, Rachél ‘Carson, Joseph Campbell, Carl Rogers,
Sigmund Freud, Susanne Langer, Robert Graves, Pierre Teilhard de Chardin,

. Alfred Korzybski, Herbert Read, William Glasser, and Norbert Wiener, to
. name just a few. She seldom reads textbooks—she feels that they do little to
~illumine inner experience, and it is inner experience that she thrives on.

- . &
*Described on page 69.
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'_Sl.le'looks, to book';;,‘nc.)t for'”pi'ané,‘but for nourishment for her own

. growth. She reads out of felt need. Because her drama plans begin with a clear . -

idea of what the drama is for, its center of meaning, everything she does is

=~ calculated -to reach that center. She is convinced that drama teachers-have™ )
gotten by with very shabby planning in both Britain and ‘the United States. - *°
All too oftéh, they cannof tell you what they want the children to acliieve in .
* a particular lesson. This kind of fuzzy-headedness wiil never win respect for -

drama in the schools. 'Without a clear center, there can .be no sensible .
planning, R g -
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Orie of:.Heathcote's most effective teaéhing"yp'IOys is her skillful moving in"
and-eut of role. She goes into role to develop and” heighten emotion; she

, comes out.of it to achieve distance and the objectivity. needed for reflection.
- Thus she helps participanis stir up and express emotion and 2. moment later

set it aside and look at it cool'y, growmg what she calls a “cool strip” in ‘their -
minds.* : '
" Heathcote goes into role more, actlvely early ina drama than she does

later. Talking about emotion is o substitute for reacting to it, so Heathcote’s
- characteristic stance at the beginning is to step into a role and play it in a
~'h|ghly charged, often aggressive: way.” This scts the stage for the class’s
‘response. Once their drive is strong; 'she can play down her own role. If she

comes on in role as a threat, her ‘action promotes a reaction that unifies the
group against her, hamcssmg their emotional energy in a very effective way.
Because she can be stich a dynamic and forceful leadér in role, Heathcote

 often startles or-even frightens'a group.- When this happens, she immediately

jumps out of role and addresses the class as the téacher again. For example;
she once ‘gave a group of snx-year-olds a drink at a party they were drama-
tizing.. Suddenly she said in a very witchlike voice, ““Aha! You dmnk my
drink, didn’ t you?”

R they murmured, for they had. ) :

“And now you nice, kind American chlldren are my slaves. Aha-ha'” She..
saw that this forceful utterance had a strong effect on them, so she quickly
came out of role and said with a warm'smile and her normal teacher voice,
“Would you-like to be my slaves just to see what happens?” They agrPcd, S0
she went back into role, again. :

The roles Heatheote takes are those that give her the greatest maneuver-
ability. Her favorite ones are niddle-rank. pOSlllOnS the first mate, the fore-
man in the factory, the police officer who is just followmg orders, the radio

o .*Seef page 136 of thls chapter for discussion uf a_ leachelj S own cool strip.

LT
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4transmitter on a submarine, Caesar’s ‘messenger, the doctor’s assistant. This
way she is not the final power, but sheé is the effect of that power. She tries
not to'take the role with the highest rank-she wants ample power, but not

+ the power to make final decisions. These she wants to leave to the class, and

she assumes that in most  classrooms there will soon be a volunteer for the
highest-ranking position. If she has too much power, the class will look to her
. for leadership; if too little, theyll mow her down until she comes out of role
to }nanage the situation, Ina middle-rank position, she éan simply refer them
to a: higher authority, saying, “That’s all T know,” or “I've done as I was
“told,” letting the class take it from' there and decide what happens. In the
middle rank, Heathcote is in a 'po'sition to communicate freely to those of
both higher aad lower rank. She can impose the limits that create tension and
even work fo-raise a group to a feverish pitch of anger against her; then she

- can step-out of role and congratulateé them for their unity and convincing

expression of feeling. Through opposing her in role, the children develop a
sense of their own power. v ’ ,
In the drama of the American Revolution, Heathcote chose the role of
- governor. Although ‘he ‘was the "highest ranking person in the colony, his
authority derived from the king and his laws. Heathcote.played him, more-
over, as a loyal and obedient servant to His Majesty, King George. She there-
fore did not have sufficient authority to make any significant changes. These
could come only when the, colonists chose to rebel; thus Heathcote forced

. -them to unite.

To effectively go in and out of role ‘in situations of high emotion,

Heathcote needs to give the class absolutely clear signals as. to when she’s in

and ‘when she’s out of role, so they Il have a clue as to how to respond. At
other times, she may deliberately assume a bland “shadowy role,” in which
she doesn’t set up an’ opposition to the class but rather joins them. In this
case, she can facilitate their working through a situation, sometimes in role,
sometimes out of role as teacher. Then her signals do not need to be so clear.
She steps in and out of role at the service of the class, as we shall show later. -
When she is in role, Heathcote never takes more than one decision that
indicates a direction for the drama. Qut of the response of the class to that
one, she will take another, but her goal is the same as'th:e goal of her
questioning: to get the class to take responsibility for what happens in the
drama. 'She may begin a drama by saying to a group; “It’s expected of you.

. -.Weren’t you briefed?” Then she stands expectantly for their response. A class

‘member might begin to define the teacher’s *“it” by saying, “T had no message

- that [ had been chosén for this mission to the moon.”

One time Heathcote began a drama in rolé as a man of middle rank.from a
different group. She did not indicate who she was except for a hint of
military bearing; from a little distance away, she walked pupp‘osefully toward
the seated class. When she arrived, she paused, looked at‘all of them arrogant-

e
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ly, and- demanded, “Takq me to your leader.” The children looked at one
“another questioningly; finally, more and more of them began to look at one
particular boy. He acknowledged: their choice by standing. Heathcote said,

“You have never seent a man like me before.” Still she did not defing her role_

. or eircumstances. , o :
" The standing leader did it for all of them with the words, “We do not like
'Romans here.” This set the tone for what lay- between the two-of them. He
re'sponded to the nonverbal signal that what was said was a thre_at, and he was
.willing to throw it back to her. o : :
" Heathcote said with a*sneer, “There are many of us; youll just have to get
used to us.” Her next problem now that the child had told her who she was,
was to decide why this one Roman had come upon this group of non-
Romans. ‘Again-she did it with as few words and as much ambiguity as
possible, so that the class could make what they wanted of her words. She

gave herself some rank with the words, “T have left my horse down by the .-

“river. He was thirsty. Have you met a man you can trust-who ‘can bring the

* beast up here?” Heathcote knew that in-Roman times ordinary soldiers did -

not have horses, so the animal gave her rank; at the same time, she wanted to
make it clear she was riot the tribune of a legion. The leader sent two boys to
get the horse. While they were gone, Heathcote threatened, “Are you sure

you can trust those men with my horse? It will go ill with you if my horse =

suffers.” . :
Then she told them why she had come. “I have been sent to find what the

skills of your tribe are.  Are there any skilled arrow makers in this tribe?” she . -

‘asked in a sarcastic tone. Some of the children stood up, but their leader

"motioned them to sit back down. It was clear he didn’t want this. Heathcote

reached out her hand, butthe arrow makers, looking tentatively at their -

leader, wouldn’t shake the Roman’s hand. She looked to the leader and
waited; saying in gesture, “What about this?’) It .was a moment_of pure
theater. They looked -at the leader; he nodded; she smiled and shook hands
with each of ‘the arrow makers, - ' ' .

‘The Roman asked the arrow makers to show her their work. She lookéé it

over carefully, ther said, “Hmm-—the workmanship here is better than the

metal.” This upgraded them ‘as workers, was true to the times of the Romans,

and in'the same breath kept her authority as a Roman who was competent to -

make such a judgment.

- She: asked for more information about the skills of the tribe; and the ..

. arrogant tone of her pressure united the group against her. The leader said”

stubbornly, “We're not tellin’ ya,” They. all started murmuring agreement.
Then Heathcote came out of role, asking, “What have you done?” in a tone
that was clearly congratulatory. They had achieved an identity as a people
who would et this Roman go only so far. Heathcote never asks a group,
“What are you doing?” That is a teacher question that implies that they are
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implies an achievement on their part. L

The rule of thumb seems to be never to hold onto a role any longer than is
necessary to get the emotional energy of the group going. Heathcote always
leaves a door open so she can dip out of role, give her role to another person,

- or takejthe part she is playing out of the drama altogether. S

Another rule about assuming a role seems to be to give-a prodigious
amount of information nonverbally but to actually say very little, giving each
word weight and importance. Heathcote started one drama about a strike by
entering in role, standing with her hands on her hips, looking petulantly over
the class of seated children, and shouting, “Not another bloody laydown, is -
it? Where’s the foreman?” Then'she stood there until they did something.

At the beginning of another drama, Heathcote went away-from a seated

up to something, Instead she asks them what they have done, a question that

- group, then came back and stood apart from them, concentrating on the

. feelings she wanted to ;project: fatigue and helplessness. She sighed, waved a
signal to them in the distance, and called wearily, as if from far away, ““I have
- been as far as the mountain top, and I'¢an find nothing. We are in the same

. position as yesterday. I could. see your boat. There is neither shelter nor

habitation here.” This message, although it left further definition to the class, =

clearly set up a predicament, defined them as all part of one group, and put
them in a boat. Thus the verbal and nonverbal signals provided information,
aithough Heathcote appeared to be merely assuming a role and calling to the
group. . - . -

A third rule about going into role is to use the authority of the role to -

keep the whole group functioning’as one, at least at the beginning of the -
drama. If the group splinters, the teacher’s influence in role is diminished to
the one group she finds herself a part of. Once she had a group of teenage
girls who wanted to do a drama about the effect of an out-of-wedlock.
; Ppregnancy on a community. The boys were riot particularly interested in this

“problem. Heathcote came in very firmly in role as the father of the pregnant
girl, demanding, “Who is the father of this baby? . We can’t help but
speculate.” She looked squarely at the group of boys. . '

At this all the boys put their heads together right away. “You know, this
.could mean real trouble! Is it one of us?” R ‘ :

. Two minutes later Heathcote noticed that the boy who had chosen to be
the vicar was having trouble finding a way into the drama, Still in role as the
girl’s father, she looked at him and said, “T don’t know, but when it happened
~ to my Maggie things were said in public.”
- The vicar replied defensively, “I said nothing in the pulpit about it,” and
 hewasin. L I o

“No, well, you may not think you did, but I remember feeling it at the

- time. Perhaps I was reading it wrong,” said Heathcote:* - S
" By concentrating on’getting all of the boys into the drama, she made the
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problemn 'theirs, not just the girls. Before long, the girls were saying, “I don’t

care who's the father; it’s nothing to do with him now.” = “

The boys disagreed, putting pressure on them, “It’s all very well for you to
talk in this high-handed -manner and to go-on about how she’s done nothing
wrong There’s a child coming that needs a father.” So those flippant-seeming

- boys found themselves considering the needs of an unborn baby:

In role Heathcote can move into a small group that is having trouble with

+ the Big Lie and contribute positively, making suggestions that help their .
-belief: “I'm getting very tired of this work.  Are you? Ask your leader if we

” .

can have a rest. ) : : S :
A fourth rule of teaching in role is to use the role, whenever possible, as a
way to get the group to explain- what they are about. Heathcote’s favorite .

“roles for this purpose are the visitor from outside, typically a very non-

aggressive person, from outside the community who wants to find out how
they do things; the reporter who is getting facts for a story; the person in

‘authority who needs to know what this group has been doing: the messenger

who must make a report to the king; or the television or radio interviewer.

- Another outsider role is the person who will not go along with what the

group has chosen. In this role, Heathcote pushes a class to persuade her to go

along. Her skepticism is a challenge for explanation and argument. o
The great advantage of a teacher’s assuming a role is that: it takes away the

built-in hierachy of the usual teacher-class relationship. When the teacher is in

.role as a participant in the drama, there is no reason for the students to show

undue respect or deference. This; for most teachers, 'is a new stance, one
which allows for a real exchange to take place easily and spontaneously. In
role you can be far more harsh both verbally and nonverbally than you dare
be. as teacher, thereby heightening the drama and feeding the class cues in a-
way that is not possible as teacher. ) .

In addition to the two clear stances of teacher and of participant in role,
Heathcote has a third stance which is deliberately not so clearly defined
through verbal and nonverbal signals as are the other two. This stance we shall
call shadowy role, a bland and ambiguous projection that is so much like the

‘teacher, in personality and authority that the class often has no clue thatits a .

role. When Heathcote takes on a shadowy role, she defines for herself an inter-
est, amattitude appropriate for the situation, and she projects this clearly. At the

-same time, it is apparent that she is the teacher. Of course, she is also free to.
- drop the shadowy role and, without any clear signalling, act-as teacher when-
' ever the drama seems.to. demand it. If the class takes her into an area where

she needs to go into role, she will signal this clearly and go from the shadowy -
role .into an unambiguous one, showing this by a different posture and
expression. The value of the shadowy role is that it provides a way for you to
project an attitude before you commit yourself to a role that may well be one

- @ class member wants to assume. Still you remain free to move more firmly-

e



O

ERIC

Aruitoxt provided by Eic:

Using Role in Teqciziné ' o . ’ 133

2

into the role at any point you choose. Heathcote uses the shadowy role
whenever a drama is limping, whenever she feels the class is not quite ready to
do without teacher leadership, or whenever she warits to'leave the optians for
direction as open to the class as possible. She does not want to move into a

« 'strong role that will determine direction if she_senses that the class is strong

enough to respond to a blarider leadership and to clues that are more subtle.

Let’s look at' Heathcote in shadowy role at the beginning of the. drama
about the American Reyolution. First, she helps the class establish belief in
their village and in th'ei:%[‘eQ colonists. She asks, “What work do we do in

our village?” Saying this, she is assuming the attitude of one of the villagers

and yet half in role as teacher is also directing them. She takes on her own

shadowy role next, “As governor, I send papers to England.” Then she asks as -
teacher, “What do you do? Write your job on the blackboard beside your

house.” She goes on as teacher directing them to fill out the diagram of the
village on the board.* Then, still half as teacher and without changing her

tone or gestures, she asks, “If I wanted to talk to all of you, where‘would I

Rl 0

“The we.ll.”

~Then Hea'thcc;te’gcjeé more into the governor half of her role, saying with |

-~ authority and power, “Today I shall wait for'you at the well because I have

some news. for all the colony.” She stands tall and holds her scroll out in
front of her, clearly in role and in a one-who-knows register. The class is not

ready to respond to these nonverbal signals. They look.confused, so she drops -

the governor’s posture and asks in a warm teacher manner, “Do you call

* yourselves British?”

+ % “No, colonists,”

3

“This chair will stand for the well. Will each of you go to your.house again

and then come to the well? What time of day should it be?” Although at the

" moment she’s clearly teacher, helping them get this first moment right, she is

.standing beside the well where they know. she will be as governor. She’s not
yet in role, but still working to establish the setting in their minds. “People

. have found this village a good place. Who knows what it might be 200 years -

- from now?” Then in a narrative mode, “On this summer morning people are
~ going to get' water for their farms.” She wonders, still in the teacher half of
her shadowy role, “I’d carry. mine in a pitcher. I’'m not sure what it would be
made of.” Then after a pause, she decides, ‘“My pitcher would be wood: You
think what you’d brinig.” She leaves herself open fo move into role, but she
stays in the teacher half as long as’is necessary . to' get the class ready to
respond to her in rolé. She begins by helping-them believe in their pitchers

and buckets, and she doesn’t rush this stage of the process. Shé continues,
still as teacher-le_a_dc;, “Go to the well where you see all your friends. This is

 *See Chapter 7, f‘.Building( Belief,”

‘

.
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no holiday. This is a working day. Find out what you’d say to each other and
how you’d get along.” Immediately a small group start scuffling at the well.
Heathcote moves firmly into the governor half of her shadowy role. “Excuse
me, you're wasting time. I need to get my water.” She pantomimes pulling up
a rope and then says angrily, “Who’s in charge of the well? Three days ago I

- reported that the rope was in need of repair.” The class is still not ready to

pick: up the challenge of Heathcote-in-role. A®few boys as villagers start
“hurling insults at her and uncommitted ones giggle. Heathcote immediately

. addresses them as teacher, “Would you dare laugh at a representative of King

George?” Then, half in role, she goes on, “1 shall have some news for you, so
- try to be careful about what I said.” '
Another occasion for a shadowy role is when you are team teaching with

another teacher who is in a clearly defined role. Then your job is to focus the

- class’s attention on the other teacher-in-role and alternately as teacher and in
*the shadowy role of participant to keep’the drama focused on a response to

" the person in role. . ,
So far we have shown how Heathcote assumes a role or shadowy role; now
‘we shall look-at how she uses another person in role. She puts such a person
or persons -into a strongly fixed role, one for which there is'an immediate
emotional response. Heathcote’s goal is to set up the person-in-role in such a
. way that she or ke can cast an emotional net around the class fong enough to -
catch them. She works toward developing a communal concern for or sense
of mystery about the one-in-role. : :
Heathcote hit upon the idea of bringing in-another person in role as she

~ was struggling to find a'way to arrest the attention of groups of retarded

children or adults who have difficulty holding any single focus as a group long
- enoagh for anything significant to happen. She finds it effective to set up the
person-in-role before the group arrives, and bring the group into a room
. where this person is standing waiting to confront them. It is effective also to
costume . the one-in-role. This helps. both the one-in-role who can then
concenitrate on adopting the attitude suggested by the costume, - taking on,

.-that mantle, and the class, who are presented with strong nonverbal clues

they can respond to. Heathcote instructs the person-in-role not to speak first,
but simply to answer all questions as one in that role would. She.or he need

- not have had any prior theater experience: :

Heathcote joins the class in approaching the one-in-role, but she, not the
person-in-role, is leading the drama. Typically, she, uses one of her adult
students or a teacher in the school where she is working as the person-in-role;

- he or cheé usually has had no prior theater training. The one-in-role simply

stands and provides a focus and a tension; where the drama goes is in the -
hands of the class and the teacher. The teacher can feed clues to the person-
in-role with words like, “I don’t: think he’s going to want to eat that,” or
.“‘Slgle may be angry if we tell her,” or “He may run away if we talk right to
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him; should we risk it?” The teacher also keeps the attention of the class
firmly on the one-in-role; she coaches the person before the drama to main-

Moo

tain poise and mystery as long as possible. Then, as teacher, she can say,

- “Listen to what he says,” and the few words-of the one-in-role car take on
“weight, fullness, and intent. .

Heathcote’s goal in working this way is to expand the class’s awareness of

. What it is like to be the person-in-role and to lead the class to discover their

range of responses to such a person. She has found that a person-in-role
actually does capture the attention of retarded groups, and this is the first

essential if anything is to happen. Such a person can even, in'some cases, hold ..
. @ class’s attention for an h.ur or more, so that the drama actually has time to
","go somewhere. ' oo

* She has also found that using a person-in-role makes it possible to lead the
class eithér into archetypal experience or into tasks. associated with a

particular role. Roles that-lead best into archetypal experience are the stereo-

typed ones—a conventional fairy princgss, nun, ghost, king, inven tor, garden-
er, fortune teller, vagabond, clown, sea captain, derelict, pirate, ice queen, or

rent collector. Some roles that tend to lead a group to perform tasks and to
use the appropriate vocabulary are—a helpless adult tied into a ball, a limp

doll, an astronaist, a blind or wounded person, a wild man in an animal skin,
or a recently arrived immigrant who cannot speak or read English. Heathcote

* chooses the role that has the gréatest potential for leading a particular class

into a new area of reference, into new experience. Although she prefers the

archetypal role because of its potential for “lefi-h;anded learning,™ she will

choose a task role when her goal is to develop an awareneéss of the attitude,
Job, and language of a particular kind of worker.¥* - L ‘

I watched Heathcote use another adult in role with a group of eight- and
nine-year-olds who were dramatizing the life of a group of early settlers. Her
goal is to edge this very verbal and active group into an archetypal experience

. of confrontirg someone who has a sense of mission and commitment. She -

~ asks one of the adult class mémbers who is actually a nun to wear her
- conventional nun’s habit but gives her no prior instruction except that she is

to stay in role as a'nun and tell the group that she must get to the Indians.
She is carrying a large cross made of two tree branches and a big, heavy Bible.

.When_ the nun admits that she 'is nervous and doesn’t know what to do,

Heathcote reassures her that she need do very little. She can be the dumbest
nun known and can play it nervously, if she likes..What Heathcote is after js
what the role symbolizes. Heathtote suggests that she herself, in role as one
of the settlers, might say,. “She’s so:naive she doesrit know about the

- -Indians.” Then she could see how the children cope with that naivetd and
‘what they do to help. She te ' 4

lls the nun-in-role to decide how she knows

+See Chapter 14, “The Left Hand of Knowing " »
**See Chapter 17, “Code Cracking:- Other Areas.”
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about the Indians and what her mission is. She also needs to figure out where
she’s come from and ‘what difficulties she’s had so far. Heathcote won't let
the nervous nun talk this out with her and the adult class before the children
arrive; she assures her that she and they will discover this together. This is a
typical approach of Heathcote’s; she resists planning out plot details before a .-

. drama begins. The less she knows about what will happen, the more al*ve she

is to respond at the moment of discovery. However, she assures th. ..un-in:
role that if she dries up, she need, only signal for Heathcote to help her out.

Then the children arrive. After some discussion, they decide to begin their
drama in the early evening when they are all at the waterhole i in their little
settlement. They begin workmg together, drawing water and fillmg buckets.
Then the nun walks in. Heathcote mtroduce_s her, “Tkis is Sister Margarct
She tells me she needs to reach the Indians.”

The nun says softly, “I don’t know where I am.’ .

The children tell her that if she goes to see the Indlans, she’ll be killed b) .

" the time, she reaches them. They try to dissuade her. They ask her to come

eat with them, and she does, blessing the food and telling the settlers about
her journey. One of the men draws a map to show her where she is. He tries
to explain how impossible it would be to reach the Indians alive. Heathcote

~interjects, “Although she seems gentle, she-may be stronger than che looks.”

. Ken, that particularly vocal member of the group whom we’ve met before, -

tells her she’ll need a gun. “What we really should give her is a gravestone,” he
~.asserts firmly to his fellow settlers. ‘The law of ayerages says she’s not -

indestructible.”
Heathicote suggests, “She | may not worry about the law of averagcs ~
When the nun goes off to rest, the community discusses the problem she

- poses. They comment on the fact that she blessed ‘the food. Ken says dis-

-

gustedly, “People don’t do that around here.” Then the group starts mocking
the crazy way the Indians do their praying. Before long they are-talking ahout '
the threat of the Indians,-about how they will kili anyone on swht about

‘how they have no law. Heathcote doesn’t mtcrrupt this shzu'm'Jr of their

prejudice. Instead, she says to herself, “I've got my next play, brother It be .

“about those Indians you don’t understand.”

Deliberately restraining oneself from an mvolved response or "argument

- when ‘a group is clearly wronuhcaded as in this instance, is what Heathcote

calls working from inside one’s “cool strip.” She urges teachers to grow. their
own cool strip, a part of themselves that can hold off from involvement, -

 reflect on what’s happening, and-plan an appropriate.next step for the drama.’

Without a cool strip, teachers become too immersed in the drama to lead it

- effectively. The danger of losing a cool strip is greatest when the teacher

either disagrees atrongly with the values of the group or is in role and so i
concentrating on her or his_own feeling and response. However, it is at the

: helght of the dramatlc action that a cool stnp is most in_demand. Part of
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Heathcote is always cool, detached. It became a joke among us adult stu- -

dents:‘we would ask each othzr; “How is your cool strip growing?” )
In the drama with the eight- and nine-year-olds, the nun-in-role works for

- the girls, but the boys are bored. Simply dismissing the nun as a “kook,” they

decide to go off to their hunting. Heathcote delays them only long enough to
be .sure that they are committed to being responsible hunters. They have only
two guns to:share, and only five bullets each, which she carefully passes out.
Despite this, the hunters quickly get into a skirmish with the Indians. As they
carry on without Heathcote’s leadership in a fairly superficial drama, she
works to deepen the belief of the girls. They ask Sister Margaret a great many
questions and finally decide to give away the village’s only mule to help her-
on her journey to the Indians. In the meantime, the men come back from the

~ hunt with one of their company seriously wounded in the leg. They grab

Sister Margaretscross to use asa splint, thereby demonstrating that they have
little or no regard for it as a symbol of a different set. of values. When the men
discover what the women have done with the mule, they decide to hold a

+ village court. Although the women-defend their gift to the nun rather per-
-suasively, the men put pressure on them, arguing that they cannot plow
* without.a mule. The women respond that theyl just have to learn to plow

without it. Ken is shouting by this time: “We need that mule for something
important! Send her away on foot!” ‘ : I
The women point out that the nun just might bring them peace with the
Indians. One of them even notes, “You can’t blame the Indians for not
trusting us; after all, we took their land.” o
-Another remembers, “They taught us to plant corn.” The girls are united
in defending their gift.. Heathcote in rolé as a citizen of the village asks those .

. who are in favor of the gift to stand up. Eighteen do so; Ken and three other
-boys remain seated to vote “no.” By having the “yes” vote stand, Heathcote

ot

effectively reduces Ken’s power; the mule goes with Sister Margaret,
~ After the drama is over and the children leave, Heathcote tells her adult
class that a person-in-role needs to stand longer, and say less than Sister

“Margaret did. The longer a person-in-role can take the silence and wait to et

- .the class make the first move, the less time it takes for the drama to get

deeper. By talking early, Sister Margaret missed the first beginning of the

- children’s thinking. Heathcote feels we neced to train teachers to rely more on

what they are and less on what they know. They need to find a way to get
through without always depending on words. R

It is often the needs rather than the competencies of the person-in-role
that call -out the most compellingly. For this reason, Heathcote frequently
confronts the. class with a’person who has a helpless quality, like the derelict*

- or Sister Margaret. .

- );‘_f’See page 139.

S
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Once Heathcote ‘brought a smartly dressed man into a group of five- and

six-year-olds and told them he was going ‘to be Granddad. The children
watched as'he took off the wig he always wore in real life (an act of no little
courage on his part), then his jacket, tie, and she.s. He.took off his neatly
. tailored. trousers, revealing an old pair of biggy pants with suspenders
.underneath. He put on some slippers and glasses and became Granddad, who .
lived with the class all week. He was a regressive-sort of Granddad; he kept
losing his specs and dropping things. His- presence”provided an exertise in':
caring. He became quite real to the children: “even though every day
Heathcote said, “Good morning, Mr. Richards,” and then he went through.
the ritual of transforming himself into an old man, the children still went -~
* home and told their parents there was an old man in school.- That is what
“they wanted to believe. They spent the week helping him .and came to like
very much having him in class. . Ce ’

" Heathcote once brought into a class of.very tough teenagers a student
- teacher-in‘role ‘as a large, old woman'with a big handbag. She worz a shapeless
dress, a man’s jacket tied around-the waist with a string, men’= shoes, and a
. very good felt hat that had seen better days. Sitting beside her was a fairly
~._complete stack of newspapers of the past two months and a cracked teacup
. . with a used teabag on a dish beside it.*Into the latge handbag Healhcote had
" plt a collection of clues: some 1906 check stubs, a few photos from that
period, half a tin of cat focd, a little book on English wild flowers, an old ring
with a signet stone, half a pie in a paper bag, two. National Assistance
(welfare) books, a.pension check, an old comic book, and a letter signed
_.“Ben.” The letter is written in a rather bad hand and tells about the trouble
Ben’s been having with his bad back. Lo
- Heathcote asks the class to come meet. this woman, reminding them
. musingly that she has a history and that someday she will die and her rich”
~ past won’t be known. As they come close to her, she says nervously, “You've
not let the cat out, have you?” They reassure her and find out that her name
is Arnie. Then Heathcote turns them into archivists who seek to find out how
this woman has lived. Annie remembers little and can give them only vagué
clues. From this and the contents of her ‘handbag, they piece together her
past life. They, decide she lives in one room of a three-story house that looks . -

like the'one on the next page.

She goes to the bus_ station every day to tidy it up. She brings home a
newspaper to -read. The class finds out that in the last burglary, the lock on
" the back door got broken. Since then, she has used a string to.tie the door
shut. They decide no one should know zhout this. They start very tentatively
to care for her; respecting all the while her need for privicy. When a group of
fifth graders are invited in lo meet Annie, the class of difficult and hitherto
bullying high schoolers defend Annie. They. won't let the little kids get too
close or ask idie questions. o ' o

. . . B
-~
L]



i,

&,

>

. Using Role in Teaching. ' ) i i : : 139

SR

this room is .| /) Annie lives only
boarded up ' E ~1-in this room

k3

- Another vulnerable pcfsdn-fn-role whom’ Heathcote. lias used is a.small:A
Chinese girl who can speak Chinese. Heathcote stands her under a clock in a
classroom. In her hand are a Chinese passport and a much folded letter that

~ says in English, “When you get off the plane, wait under the clock and Il be
‘there.”” When' the group cofne in, their first problem is how to approach - -

somebody if you want to help her. They agree, “You can’t just walk-up to

- " somebody and say,,'What are you doing?” > It is obvious that she has been

there' with her big suitcase for a long time. When they speak- to her, she
answers in Chinese. Most groups of children do figure out a way to solve this

- - Chinese girl’s problem, for they cannot bear to have her come so far and be -
~ let down this way, She has come on the wrong day; she is-in the wrong-place; ©~

there’s anothér clock. In any case, there is nothing shé can do to help it, and
the class has a problem. This is another exercise in caring., §
In Nottingham, Heathcote was faced ‘with a group of children who had a

- propensity for toughy violent behavior. Some of this may have sprung. from. -

the sheer frustration of their dailyAliires. A large number were victim_s of
poverty and neglect. One, named Ozzie, had never spoken a word in school.

“Heathcote decides to meet violence with violence. She brings in a big man

with crew. cut hair. Like Granddad, he. comes i.. first in" good clothes and

* ‘then takes these off in front of the class, revealing prisoner clothes under-

neath, Heathcote introduces him’as Tom Crow, a tramp;she says, “I wonder -
what people like that think about. He gives me a funny feeling.” '

. -The class doesn 't hesitate, ‘,‘Peovple like that are tramps and mu‘rdereré, and
+ they kill people.” - ‘ : :

- “Do they really?” Then she turns from the trani.p and asks the class what

g they do when they are not in: school. They tell her they play, so she says,

“Here’s my house; I live on your street.” She draws a picture of her house on
the board. Then she says, “You go play on Miss Brown’s doorstep today.”-

e
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“Who’s Miss Rrown?”

Then Hzathcote jumps clear]y into role as ope of the members of the-
nelghborhcod. She says with the authority of o?[ who lives there, “She lives
in Number 41, doesn’t she?” When they look al her in puzzlement, she goes

.on, ‘Oh, you have not.seen”her lately? Well, her dog’s abeut; I-hear it

‘barking. Get yourselves off and play on Miss Brown’s doorstc,. "

The children go to one corner of the classroom and then call back,\‘,‘She’s N
there ) . . . o
" “What do you mean, ‘she’s there"’” '

-« “We knocked on the window.” - NN

- “And there’s this fierce dog.” - e

“Is there?” Heathcote re5ponds, helpmg thelr bellef “How big is lt"”

“It’s a bigdog!™

“I didn’t know ‘she had enough to feed a bla dog she says, feedmg in
information. -

“Well, it’s a medlum big dog.”. -
- “I wonder where she’ gets the money from;-she’s on a pensnon isn tshe"”
“one boy asks, picking up the cue that she’s poor.- :
* - Heathcote presses him, “How can-you tell?”
“Aw, you can tell by the washmg on t"le line.” ‘
“Can you"” : : -
" “Yeah, it’s all women'’s clothes : L
' “Really" Does she ever go away?” '
“Never.” )
- “But she séems gone now.’
- “Then’whys the dog still there?” ' -

Then Tor Crow appears, coming around the snde of the house. As it turns
out, this violent class doesn’t want him to have done any damage. When they
speak ‘o him, they ask without- suspicion, “You don’t come ‘around -here
“often, do you?” He answess with a-gesture. The adu’t playing the role of Tom

is actually a psychologist; he has decided to-use the Loy who never 5peaks

Ozzie, as a go-between, so all he will say is “Ozzne » When Heatncote hears

this, she too puts pressure on Ozzie, askmg the group, ‘Do you know him?"

“Yeah, he never talks,” one girl say's, lookmg at Ozzie’s impdssive, strong_
.face Ozzne edges close to Tom Crow, who touches him'and begins to whlsper

- in-his ear.- : :

Soon the whole-class is pressing Ozzie: “What's he saymg" Has he seen ' -

Miss Brown? Go ask him.”

Heathcote stops the drama to build up an lmage of what Miss Brown is
like. She gives each child a task: Can you explain where Miss Brown’s family .
-came from? What hangs on-Miss Brown’s washline on Monday? Can you tell
where she got her dog? Can you explain where she gets her money" What
does she -wear -on Sunday? What is her favorite meal" (She can afford only

s
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one serving, of eourse.) Here is a sample of the stories they write with the

. help’ of the adults who_are watching. These -children had been labéled

i

“violent,” but there is not one violent thought in any of their papers. Itisall -

o
€

Miss Brown's washing,

She washes her &eu aﬁ(.l'coat. L . o
She doesnt wash very often, because she hasn’t much moneys

She just washes clothes'in the sin| cause she has'no washifig machine, .
. Some clothes have holeg in, - T - Co
"~ She likes clothes but ha Lie<dle and cotton to sew them up.

. What Miss Brown thought 'abo;xt her dog. -
0 ! R . .- .

She bought it dog food, Bounce every day. She took him for a walk every
morning and every dinner and every night. She took a ball with her for .the
dog on the .field, He sometimes carried his food in his mouth, and he
. carried the newspapers the Post and the Daily Mirror. She had to go to the
shop every day. She did not have'a lead for the dog She loved herdog -
because he did what he was told. She had had him a-long long time, when ..’
he was a pup. She got him from'a pet shop, He slept in a basket downstairs.
* because it was warm, . o e
- " What she doés all day. \ .
cL v - .3
She used to take the dog for a walk every day. - o -7
Made.the dinner. ~ ’ R '\!
" Used to call the.children in to go.and shop for her. ..~
- Every day she washed the plates up. R
She watched the Telly! she loved Tom and Jerry, = . o
Every night she would go to bed at 7 o’clock. She gotup at 5 o’clock, .
The dog barked at So’clock. - . & .- ' . . :
" She always liked-custard: pie, and- the dog liked chicken. The dog ioves the
" old lady, and the old lady loves the dog, SRR
The-dog’s got a room for-itself, e - : e
They always go next door 10 see a friend, another old lady. = -

o

How Miss &c\m'n got on with her neighbors, .
.. She had some neighbors. ' '
" There were two, . . : , . .-
" One an old woman lived next door on one side, Slie liked to drink tea and
she got on very well with Miss Brown, She was a widow and she helped” .
~-+ Miss Brown with jobs such-as shopping. = *° :
On_the other side of Miss Brown'lived Mr. Chilly who made a noise. He
played the radio loudly. . - e .
One day Miss Brown saw Mr. Chilly in the street, - .o
She said to him Don't make a noise 1 cannot sleep at night-bccause the . .
radio is on too loud, He replied “All right”” went in to his house and kept
-o the radio switched off that night. -- - oL e

PR

* .
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- . Heathcote has the childre~ read ;tl'eir:) papem aléu&, so. that é;adu'élly_ a

"pieture of Miss Brown is buirlt"up."Oris‘a of the aduit teachers who is watching -
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- says, “Get that tramp out of there,” but instead of taking up the idea, the
<. children begin to defend Tom Crows right to be. there.

“People have a-right to have a place to be,” one child says to the.adult -

observer. “He has a right to be here when Miss Brown’s away.” The whole
group join her in resisting his being arrested or taken away .They 5pend twoc
days looking for Miss Brown.

. Ejoally, Heathcote' asks a- hranchmg ﬁgstlon, ‘Do, you ‘want to f'nd Miss
Brown alive or dead?” They say, alive. “Well, where mlght she have gone'and
_ left her dog here? You know she never leaves her dog.”

(A little girl says, “T’ll be Miss Brown. ” She goes a long way off from the
group and sits down.

The children ‘decide she has gone to her old house; aCCQrdmg to one of the
children’s ‘papers, it was slated to be torn down because it was’old. Miss

- ‘Brown had had to 1ove against her will. The class goes to the’ Spot,where the -

girl is sitting, and there they find Tom Crow as well. He’s camping out in Miss
Brown’s old house. Again he whispers to Ozzie; Ozzie leads them up.the stairs

and on up to the attic. Higher and higher they go in silence. Heathcote's flesh

. is crawling by this time: what are they going to find up’ there? Fmally Ozzie
~ and Tom lead them to the Littlé girl with her eyes closed. Heathcote whispers,
 “Is she all right?” -
“Yes, she’s just asleep,” says one girl, who is touchmg her. MISS Brown
opens her eyes.
_ “Miss Brown, we have been worried snck over you,” says Heathcote in role.
" She is shnenng and ean’t remember much :
*“Js Tom Crow downstalrs"” '
“Yes.” o
" “He always watchcs says Miss Brown. JSo they come down the stairs,
'leadmg her gently. By now Ozzie and Tom Crow are great pals and are talking
to each other. :
“Come on and have a cup of tea wnth she says, and they all walk
back to Number 41 and sit in her living room=,
" She tells them why she was in the attic. & Oh T always go thcre on the
anniversary of 1ay daughter’s death.” This chilfl is actually a starved lookmg
‘waif, deprived in real life of many matenal thmgs still she is capahle of giving
the class this great gift. » : ~
“Did your daughter die there?” ¢
“Yes, she was little, you knpw. So 1 always go and sort of sit thcre for a
bit.” She looks at Ozzie, “Fetch hin in.” 022|e goes to get Tom Crow and
seats him. She says, ‘“T’ve an old suit of my husband’s whichll fit ’im.” So the
children dress him genlly in his own clothes and stroke him as they do so.
Some.of the school staff come in"and watch at this point in the drama, but -

all they can say is, “Ozzie’s talking!™ This ‘makes Heathcote angry. A = -

“violent™ class i is carmg for a disheveled adult i in'a way that few. adults in that

Il
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school are acfﬁall); caring for those disheveled children; and the staff cannot
assimilate this fact. : . '
-~ Here is the story that graup wrote after the drama was over:’

THE STORY OF MISS BROWN,

All the children knew Miss Brown. - . o o iy
She lived in a street near.to them. .. : :
They played in the street outside her house. v
Her dog liked to play with them. g
One day she left her dog in her house and went away.
She left her washing on the line. - S
The dog barked and' the friends heard it barking.
They looked everywhere for Miss Brown,
Upstairs'and downstairs but she could not be found. o .
They remembered she.used to live in another very old house the other side
. of the field, = - ) C :
They went to seek her and they.found TOM THE TRAMP.
He looked hungry. They gave him milk, and some sandwiches. .
He told Oswald that Miss Brown Wwas upstairs in the attic of her old house.
* The _children found Miss Brown—she was cold ‘and shivering and couldn’t

remember anything.™ - S : ) ] )
They took her home with TOM THE TRAMP and they all sat round the
fire," - —
They had a éup of tea,

Miss Brown gave one of her husband’s suits to TOM. '
She told all the children that her- daughter had died in the attic of the old
. house and that was why she liked to go there to remember her little
daughter sometimes. - : , . .
The children look after Miss Brown and do her shopping and get the dog
~ meat from. the butcher’s, - . feios
.- To demonstrate how to set someone up in role, Heathcote has each of her .
adult students dress in a costume that she or he thinks has potential for use
by a person-in-role. She then comments on how that role might be used. She
. is always looking for ways to use the faces and costumes in the class as a way
into’ archetypal experience. Thus, she urges her students to find a length of
cloth, 4 hat, or a bag that symbolizes a way of life. . ' '
For example, she will see in a young, slim, pretty woman with long,
straight, blond hair. the potential to become a merinaid for a group of young
children or ‘mentally. handicapped people. Heathcote imakes her a big,
beautiful, crepe paper tail which she can move ir a sinuous manner. She sets
~_the mermaid up on a rock with her comb and mirror, adding bits of rocks and
peblles about her tail. She tells her to be combing and singing when the class
comes in. Heathcote .sets this part up very carefully, but she does not plan-
what: the class will see; if they see aseahorse instead of a mermaid, she will let
“that happen; it is not her job to decide how the class will respond. Her goal is
to set up a person-in-role in an evocative yet bland role. She plans what to do.
_if the flimsy tail breaks, of course; then she can ask the class whether they
* want her to be a woman with a tail attached or a mermaid with a woman
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inside. The fact that the one-in-role stays'there and confronts them and will
‘not go away provides the tension for the drama. Heathcote will not rush them.
. into seeing what she intends with eager questions like, “Do you see the
mermaid?” She tells the mermaid to find theif questions confusing: If they
.ask ‘what her nameé is, she’ll not know about names. Heathcote may plan to .
have a 'man in a fisherman’s outfit come in and carry a big net towards the
mermaid. He will do this at a'point in the drama when the class has decided
they like the mermaid. Usually the class will then attack the fisherman and
try. to stop him. Once a group of mentally handicapped people put the
“fisherman in his own net. When the mermaid’s tail came off in the struggle,
" theydecided to take it to the shore and throw it into the sea. “We must
return it to Neptune,” they said. - S j ]
When Heathcote is setting up another person in role, she starts with her or
his physical aspects. The quality of the gaze, the set of the jaw, the size and
posture—all are starting ‘points for deciding how this person might be used.
" Once she saw a tall, proud, somewhat stubborn young black woman as a
- sunflower. She used her for a group of mentally handicappéd children as a tall
sunflower that simply .could not hold up her head. The long, lovely neck

~ " became a stem; twelve heavy golden. petals ringed her face. When the class

first saw the sunflower,:she was drooping. Her petals weighed heavily on the
children. It was'so hard to hold up that-beautiful bloom when the stem was

's0 weak. The class had to face the problem of getting the sunflower to stand
“up.'They built a fence, and they took the beautiful, falling-down heavy

flower and lifted her and leaned her against it. In every way they could, they

encouraged her to stand. The girl stayed in role, a weak flower that was just .
- barely managing. to stay alive. The children prayed over her; they put food
+into her hand. This was wrongin fact, but'it was right in feeling: they were

nurturing the poor sunflower. After all,-it was caring, not photosynthesis,

that Heathcote wanted to develop in the class. _ : ' ;

If a person wears glasses, Heathcote emphasizes this aspect of physical

- appearance. If she wants to emphasize vulnerability, shell find an adult with
the thickest lens,and the smallest physique to work in role. To symbolize that
here is 2 person with a lot of thinking to do, the frames might be enlarged
with dark paint. A monocle can be franslated into an eye that sees dif-
-~ ferently. She might put dark sunglasses over a person’s real eyes und add a
third eye with a monocle. This might be the eye of memory; Heathcote could ‘
use it if she is working with a group of mentally handicapped wko are con-
vinced they can’t remember things and her' goal is to help them discover that
they can. To high school students, the monocle might be ‘4 symbol of
- madness or of what scems madness but may, not be so. The- glasses might be
extended to a telescope:.then the class is plunged into the brotherhood of all
those who use tools to see more. Suddenly they resemble Galileo, who was
the only one with this kind of instrument.
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. One tall, slim woman powdered her face white, curled up her darkhair,
and put on a doll’s mouth. In her long, white stockings and red-and-white
checkered dress, she became a limp doll. It was the children’s challenge to get
her to step flopping and sleeping and find a way to get her to open her eyes
and stand. With-y6ung children, Heathcote has used a- doll tied in a box. As
they stand around the box all tied in a ribbon, the children can hear a faint
. tapping and soft “Let me out, let me out!” One of the appealing things about

a doll is that it is quite adult in size but totally. inadequate.

. Heathcote looks for a person-in-role who needs the group for some reason."

* This, does not mean that the person-in-role must be unduly helpless or
vulnerable, -but that the person must have the power to draw the class in.

Once I stood on a table in a long, black flannel cape and black cap. Heathcote

decided I could be the guardian of a treasure or mystery, a seeker who needs
information, or a messenger who brings information. In any of these there is
some lure for the class that they won’t want. to ignore. Heathcote urges her
adult students not to look at the person-in-role theatrically, in terms of all the
things that might happen now. Instead, she says, look at the role as a way of
- evoking some kind of involved response, and then trust that the drama will go

somewhere. It doesn’t really matter where it goes: the main thing is to give |

- the class time to find a response, to be patient with their groping attempts to
understand and act. As teacher, you keep your attention fixed on the role
and say, “Come, have a look at him,” “Do you think we dare move closer?”

- or “Why do you suppose he’s here?” Keep your questions bland so that the

¢tlass is free to make their own interpretation of what they see. ' 4

Over the years, Heathcote has developed four major rules about using a .

person-in-role, guidelines for making the experience vital for a class.

First, the teacher must stay in charge of the role; the person-in-role re-

sponds to the class and to the teacher but stays in role at all times. The
teacher protects the one-in-role from drifting (since the person-in-role is not
used to acting) and from being treated with- disrespect by the class. If the
one-in-role is sitting beside a treasure chest or holding onto a large bag, the
teacher must protect the right to privacy, make sure that personal property is

 shared only when the possessor chooses to share it. The teacher also give clues

to direct. the one-in-role’s response when necessary. . ] .
. Second, the person-in-role must look within for the meaning of the role.

How to project the attitude of the chosen role is the person-in-role’s own -

 affair. The teacher who coaches this person too much beforehand throws
- away the opportunity to-spontanecously react to the one-in-role along with

the class. The person-in-role’s job is to discover her or his identity and feelings
and then project them all the whiile the class is there. The teacher has to-

sensitively pick up this attitude and figu.e out how to use it with the class to

move towards a moment of reflection that drops into the universal. The .
person-in-role should maintain a single attitude and unmixed signals. It’s best

Y
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to stay close to just one central effect. You want the person-in-role to be as

restricted as it is apprOpnate to be in that role. This does not mean that the -

beliefs, for example, then that attxlude will: prevall no matter who the class

- decides the person 1s.

Once, with a Latin class, Heathcote setupa dramain a Roman home She
asked a-student teacher who. knew Latin to wear a long flowing robe and
bring along with her everythmg she could find that implied 2 Roman house-

. hold: a bowl, jar, handmade broom, mirror, low bench, wax tablet and stylus :

Then, when this Roman matron invited the Latin classi into the classroom she

‘had set up as her Lome, they could examine each of the items. Since the goal

was to cement the language, they of coursé did all this in Latin. The woman-
in-role assumed a Roman name and concentrated on prOJectlnga person who
was as Roman as she could make herself. She answered questions about the
items of her household, and Heathcote exploited the rolé to get at the quality
of this woman’s life for the Latin students. The one-in- -role concentrated not
on the class’s learning, but on projecting Romanness.

Heathcote’s third guldelme is that the'role has to exemphfy a way of life.
If the person-in-role is engaged in a task, that task should be considered less
1mportant than the purpose to be served. The task should grow out of the
role. If a role remains too firmly limited to the job, it cannot move to the
universal. An inventor can be struggling to solve a problem, but his struggle
also exemplifies his inventor s-eye that i never sees anythmg for just whatlt is
but for what it could be.

Once when she was working with a group of mentally handicapped _chil-
dren, Heathcote set up a blind market woman in a long African gown. This
role did not work, becaus¢ it was so strongly task oriented. The market

. woman was snttmg down with a sack of potatoes she was trying to sell.

Because she was blind, she had to trust those who bought from her to pay
enough. The children responded to the task, not the role. They eagerly set
ahout helping her locate the potatoes, finding them very interesting, and
helpmg her sell them. They never got to the umversal of blindness. -

The fourth guideline is that although the person-in-role concentrates on

‘just a single attitude, the role jtself must not be fixed too firmly. There needs

to be an ambiguity, a mystery, a stranﬂeness that holds the class. Your goal is
to move into the “left hand,” into archetypal experience.*

*See Chapter 14, “The Left Hand of Knowing,” for more examples of this use of role,

+ effect mlght not be ambiguous (Heathcote works towards amblgulty), butif
. the one-in-role decides to project an unwnllmgﬁess to give up cherished

.



12: THEATER ELEMENTS AS TOOLS

i Classroom drama uses the elements of the art of theater. Like any art, itis
- highly disciplined, not free. Like painters, sculptors, or dancers, the partici-
pants are. held taut in the discipline of an art form. Thus there are rules of the
craft that must be followed if the implicit is to be made explicit, if the -
classroom. drama is going to work so that, as in theater, a slice of life can be
-taken up and examined. - ' : :
.Drama is never doing your own thing. Everything each person does must
 in context of the others in the drama and the Big Lie all are committed to
belieying. In a classroom, each individual must agree to be open to others and
to.stay with the challenge of responding relevan[tly if the imagined momient is-

.+to take on the texture of real experience. Ironically, by disciplining them-

selves to respect the rules of drama, the participants become more free to
discover all of the possibilities within the art form: Con

4

" * The difference between theater and classroom drama is that in theater

- everything is contrived 50 that the audience gets the kicks. In the classroom,
the participants get the kicks. Howeyer, the tools are the same the elements
of theater craft. As Heathcote sels'up a classroom drama and trains teachers,

 she ie!ies on her theatrical sense.

However, she is not in theater, ever. She thinks we end to- press children -

+far too early- to grow the art form of theater—the making of an overtly

N

- explicit statement with one’s gestiire and body and voice. It is enough to
press children to believe. Belief belongs.to both classroom drama and theater;
.making overt explication belongs to the theater alone. Heathcote puts all her
energy on what is at the heart of not only theater experience, but all of our
life as well: the process of identifying with the experience of another person..
Whether her students ever go into theater is irrelevant to Heathcote. Her
concern is that they use drama to expand their understanding of life -
experience, to reflect on a-particular circumstance, to make sense of their
world in a new and deeper way. ~ . .
What ‘the. play looks like from the outside does not niatter to Heathcote
147
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-unless it bothers the class. What she is after is not a play that is accurate or
~looks right to an audience but an experience that feels right to the partici-
pants. . I o o '
One element of good theater is focus on a particular moment in time that
. captures the essence of a broad, general human experience and shows its
“implications. In the theater the playwright ‘does-this for us by taking sides in
-an issue, selecting a central éharactgr,"an'd revealing the tension of his situa-
tion with carefully contrived explications within, the theater tradition. In the
classroom, the teacher does this by simplifying the general subject to a single
moment-and using sensory details to sharpen the focus for the class. -

At the beginning of the “killing the President™ drama, Heathcote takes the

* big idea of assassination .and makes it work dramatically by giving the class .
- enough sensory details of one particular spot so that' they can build a clear
image—though not necessarily the same image—in each of their minds. She
asks the boys to close their eyes, saying, “I want you to see this place where
this gang lives and always meets when-it’s on a job. Nobody would ever
dream as tliey pass it outside that inside there a gioup of men hatch all kinds
of destructive plans. Trucks come and go, load up and leave things; inside,

* packing cases lie all over the place. But there is one very special packing case,
and I would like for you to see it.very clearly. It has a door, and you can go
“through the packing case; and behind it is another door. Through that door is
the meeting place for this gang.” ~ ' S .

To this imagined place the boys come, with-all their prior -experience
about similar rooms, and begin to talk as they believe men would under these
circumstances. The Big Lie has been swallowed—they are “in.” Their con-
centration has been heightened by Heathcotes clear focus. In real life, we-are
bombarded with such a'wide range of unrelated stimuli, at such a fast rate,
that we are often distracted from concentration and reflection. In drama,

- there is only one thing to attend to ata time. The world is made smaller and

~more comprehensible by this isolation of a single factor. In drama, too, we
can. play out the consequences of a particular act and not have to really live
forever with its effect. We can literally have our. cake and eat it too because
after:the drama is over, we can go back and do it again differently. This never
happens in an absolute sense in our lives: as Heraclitus reminded us, you-can
never step into the same river btwice. , - T

. Once belicf is established, Heathcote works to develop another of the tools
of theater, craft—tension, the pressure for response that is at the heart of a
dramatic action. Tension is the “third dimension,” what the drama is really
about—not the story, but the cliff edge on which the participants find them-
selves. The teacher’s main task after getting the Big Lie accepted is to lead the

- group to a cliff edge and then leave them there. They must struggle to find
their own way back to safety. The teacher doesn’t tell them what will
happen, because that’s up to them. This is where the excitment in drama lies,’
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where energy is released to power the class forward to new discoveries. A
drama is a trap into a particular time, place, and circumstances. This is the

. fixed moment, and there’s no escaping it; it can only be worked through. This

fact alone, once the class perceives it, provides a tension; the class is under a..
real pressure. This pressure can bé the suspense of not knowing, or it can be
the desperation of sensing a crucial limitation which one has to fight to.
overcome. Tension is at the heart of good drama as Kenneth Tynan defines it:- -
“Good drama for me is inade up of the thoughts, the words; and the gestures
that are wrung from human beings on their way to, or in, or emerging from a
state of desperation.”™ - . - o S

How does the teacher inject this element of desperation ‘into a human
situation? Scmetimes Heatheote does it by stepping into role as someone who
won’t fet the class off the hook, who demands a response. With immature -
classes she often sets up a very blatant opposition to the class, thereby creat-
ing a conflict and making it easy for the students to respond.** '

" She may provide tension simply by introducing a surprise question into a
firmly cstablished scene: “What is that crawling over there?” Or, “My Lord, .
have you seen the boy? We have lost him.” o o

Heathcote sometimes supplies a transitional narrative as the children
pantomime the action. This gives them a feeling of continuity as she leads
them to another cliff edge. “Night came, and the tired band of explorers laid
out’ their sleeping bags before -the fire. They climbed .into the welcome
warmth of the heavy bags and slept soundly until sunup. When they woke up,
they looked around their camp in horror; all their food was gone.” After the
children have worked themselves back from one cliff edge, they often need a
period of repose before they are ready to take on another challenge. ;

Another way to introduce tension is to define a_relationship between
people that is fraught with complication. For example, if two male doctors

- are discussing the technique .of a brain operation, - the situation is not

necessarily a dramatic one. If, however, the same two doctors are discussing a

-specific operation on a particular woman and in the course of the conversa-

tion discover that they are both in love with her, a tension is introduced that
makes the situation dramatic. C

The suspense of not knowing always creates tension. The fonger you have

" to wait to find out, the more tension you feel. So, whenever a class is in a

position of waiting to see what. will happen, Heathcote does all she can to

" keep them concentrated on the anticipated event and get them more and

‘more worried about the possible outcome. For example, on that sailing ship

of 1610, the captain disappears after the first day. The girl taking that role

*Wilson, Colin, and others, Declaration. (Edited by Tom Maschler.) New York: E. P.’
_Dutton & Co., 1958, 201 pp, . ' t i

**Examples of this are in Chapter 11, “Using Role in Teaching.”’
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has in fact gone on vacation with her family. As time passes, the crew feels -
increasing consternation because the captain does not come ot of his cabin.
Finally, after two days, they decide to break in the locked cabin door and see
what is wrong. Speculation ranges from “He doesn’t care about us,” “Heis -
* fll,” “I think he’s insane,” to “He’s been murdered.” Five boys are ready to
" gtorm down the door and find out. Heathcote wants to set up the drama to
‘heighten tension, so she won’t let this small group of boys instigate the
break-in just yet. A few girls in one corner have been taiking about a mutiny;
others are more concerned with their tasks aboard ship. Three of the crew are
earnestly talking about whether they can take up the captain’s mission if the
captain himgelf is dead—whether this ship can go on and follow a dead man’s
" . dream. “Did he give his chart to any of the crew?” o ,
‘Heathcote stops the drama to effect a dramatic focus. “If the captain is
dead, then what? The second mate would take over. If he’s not dead but mad,
then there would be some point to that mutiny you are talking about. Which
“will it be?” is her branching question. o '
They decide they want the captain to be dead. The boys are as eager as
ever to break ‘down. the door. She reminds-them that if they were aboard a
real ship, they would not be allowed to do this on their own. They’d have to
report the locked door to the first mate. As the teacher, she sums up their

situation: “The captain has not becn out of his cabin since this ship setsail.

Some say the captain has gold, but that is just a rumor. I don’t know and you
don’t know about this yet. We may decide we like the idea of the gold &nd .
produce it. But for the moment let’s make the opening of this cabin door -
happen to all of us at once. Out of this will come our choice of what todo
next.” So she slows the pace and builds the tension. In role as the
domineering and loyal first mate, she addresses the assembled crew in a
raucous voice: “Attention all seamen! I've heard the rumors that are going
round about the captain, and I’'m gonna prove to you that he’s ‘a good man.
_ This Alan is His personally chosen cabin boy. So Alan and me and the second
mate arc gonna go personally down and at the risk of the captain’s anger
were gonna push Open that door. Now you stay here as witnesses. Neither
.Alan, the cabin-boy; nor I, the first mate; nor Bill here, the second mate, will -
enter the captain’s cabin. You can watch from where you stand. So turn
yourselves around and look at the captain’s cabin. Don’t take your eyes off it.
OK?” She continues, in a louder and slightly petulant voice, “Now don’t let .
anybody say they were not in a position to seé. There will be ne more rumors
aboard this ship; there will be fact. . . .Put ‘your shoulders to that door. Is it
locked from the inside? Then push. Go on, keep on.” Then she turns
“to the second nate: “Better give him a hand, Bill.- And neither of you
.set a foot over that threshold, hear?” The .two<boys push again. “Go
on. It seems to be giving. Push again. Take a run at it. Do you feel
it giving . little?™ Before long, the boys are actually panting from the effort
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. of running repeatedly against the imagined door. Out of role, Heathcote.
* “coaches, “It’s & big door. No captain’s gonna have a little flimsy plywood
door in those days. It'd be a thick door of heavy oak. It’s got an iron lock.
‘Don’t get it open ’till you(feel it's right.” Then, clearly backin role; she says -

_roughly, “Do you hear anything iri there?” - - S ,

- “Sharks!” shouts a boy who has all this time been standing on a chair as

. the poop deck lookout, He has been unaffected by Heathcote’s attempt to

focus the group’s attention. She looks up at him. Without showing any

* irritation at his irrelevant outburst, she says, “We'll watch for the captain; you

watch the sharks.” As long as his private vision of the scene doesn’t dissipate

the intensity of the action at the captain’s door for the others, she lets him go
on with his spyglass. To the two boys she says, “Try again. See if you can feel
your way to the moment when both of you know the door gives way.” They

" continue until they. make it. Heathcote shouts, “Everybody- stand back! The
door.is open!” Then she orders the cabin boy to walk in and look around, but .

- not to touch anything. He walks back slowly, looking a it awed. “What do
you find, Alan?” = - - o B '

“The captain’ lying in his bed . .. .”

“Well?” . C o :

“He looks dead!”™ The group gasps. Suspense has been built while the

. group waited to find out what was behind. that door., Although the class had
decided they would find the captain dead, they didn’t know exactly when the -
break-in "of that door would come. As they all (except the lookout on the -
poop deck) silently watched' the two-hoys arduously run against that door,
their anticipation became more intense. That final gasp s real.

One of the éasiest ways to build up tension is to create a'situation in which
something is going to happen, Ent no one knows'exactly when ::the police are
going to raid the place; the ghost is going to appear; the doctor is going to get
the plague; Pluto is going to swoop down and grasp Persephone; the mountain
lion is coming to maul one of you; you are to be interrogated in your turn,
and you know you’re the one who will be found guilty. Everything is set up

 so that this must occur, but.none of the participants, except the one who is in .

. role as the protagonist, knbws when or how it will happen. This creates the
~ tension of waiting and not knowing how you will respond. To plan 4 'response

+ in advance is to wash out the tensio Suspense is the-press of not knowing,

' Another way to create tension iszo introduce an element of desperation

caused by" a. limitation 'of some.sort. It might be that one of the vital

necessities, such as food, water, or air, is in short supply: “You three have the . -

responsibility of carrying the water for the trip-across the desert. It’s up to
. you to see that it’s shared fairly. No-one dare simply take a drink when he
© likes.” . o . o

.. A limitation of space can create tension. Heathcote remembers facts that
hold dramatic potential: The dimensions of the quarters for Africans carried

i
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anwillingly to the New 'Wdrld in a 'ty;'lical slave ship were 5 féet 10 inches

Sometimes Heathcote will use the tension. of not bemg able to get out; for
example, in a mine disaster, a sunken submarine, or a stuck elevator. Once a

* group. of New York teenagers decided they wanted their. play to take place.in .

the New York.City Public Library. Heathcote qunckly assumes the, role of a
minor official, walks into the room holding an imaginary walkie-talkie and

 begins saying into the transmitter: “This is the New- York City lerary You

" deep by 16 inches wide by 30 mcheq high. To know this is to havea (,lue to .
" the tension felt by those captives,” .

want me to lock it up right now? Right.” One of the students asks her why .
she is locking the door, and she says, “I don’t know, my orders are to lock

the place up and nobody s allowed out.”

= She goes on pantomiming locking each door. Aft-*r watching her a few

moments, somebody says, “We want out of here, you'vé got to give us that
key.”

“If you. attempt to go, I'll throw this key out the window,” " she says, .
. brandishing it in front of them. By now they are earnestly dlscussmg the

situation. They sense-there are more thrills in accepting this Big Lie than in

~ denying it, so they obey the rules. They don't try to leave the library.

Fmally, a boy says, ‘““Can I use your walkie- talkle"” She lets him have |t,
he says, “Tt isn’ 't workmg ' :

“Itis, too!” ' ' L

- Mtisa't”: '

“Christ! You're right! Well if you must know, all I know is there's some
sort of scare out there. That’s all I know, and I've said more than I shoul’:

“have already.” The group guesses that an atomic bomb has exploded. They

~keep coming to Heathcote, who continues not té6 know anything. Finally

they decide she should go out and find out what is going on. She resists, “Oh
no, my orders are to stay right here.” Then they forcibly take her key out of
her pocket, unlock the door, and push her out, grabbmg her waikie-talkie in

+. the process. She stands away from the group-as ihiey start to taii: together.
‘They “begin to ‘worry. What have we done? One of the boys begins by repair -

the walkie-talkie. At this point, Heathcote decides to be the police 1ead-

. quarters. i,

However, before she can do that one boy shouts that he’s lsavi:g the

bulldmg, He bursts out the door, comes straight to Heathcote, and says, “This

is fascinating! I never dreamed drama was llke this!” and so the two of them
have a little chat about how exciting it all i is. .

All at once the others get the talkie-wasi» going, Heathcote hands over a
transmitter to the boy next to her. “You better take it.”

This he does, but-he doesn’ t answer their particular call. Instead, he says, .
“We are clearing Forty-Sixth Street.” The students look at one another: the

library is at Forty-Second Street. They know they are not to be cleared yet.

. 1t
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“I repeat. Will all other areas stay put; your turn will come. If you have

enough water, bear up.”:He keeps applying pressure, riioving up a street each

- time, ' R . '

- Heathcote walks up the library steps and says, “Let’s suppose it’s three -

hours later.” This intensifies the pressure. They discover that there is very

. little water left in the cooler and the faucets don’t work. They start to argue

", amongst themselves. After.a little while, Héathcote has them move-to 12
hours later, then to the next day. The situation gets more’ and more tense.
The limitation of having to stay in that place under those difficult circum-

- stances heightens the dramatic impact. : . .
After the drama is over, they reflect on the situation. One girl says, “You -
know, I just realized I haven't thought about anyone but myself for three
. days!™ : P : :
Another limitation that causes tension is not being allowed to do what -
you’re committed to doing, One group of children has decided to bea’
medical team taking supplies to Russia to help. in-an epidemic. They meet
Heathcote in role as a customs official who blocks their entry and againas a
mother‘who won’t allow blood tests on her daughter. This frustration creates
‘tension because the doctors can’t get on with what they are committed to
doing, . S ' : '

In another drama, a nine-year-old King Ahab decides-that Jezebel’s temple
can be built only in the center of the city. This means tearing down some-
thing that the people are very ‘committed to preserving: thieir homes. They .
plead eloquently to him to spare their homes, because their“children need

. shelter, Their pleas are dfsregagded. They dare not rebel against the king, but
they also feel the -~ony of losing their homes, which by now symbolize their -
powerlessness. In the tension of desperation, they finally hit upon one reason
for not razing their houses that the king dare not ignore. One child says
bravely, “Your majesty, King Ahab, there’s a leper in'my house, and you’

" better not go in there.” King Ahab says, “Then wel'burn your house down,
not tear it down.” The-child says back to him, “Do you:think that that would
Lill leprosy on  this spot?” She has won; Jezebel does not get her temple built

“because that clever child, under the pressure.of desperation thinks of the one
thing the king can do nothing about. o , o

, TAnother pressure Heathcq'te,us% is a limitation of time. If the students are

" archaeologists at work labeling and preserving the artifacts from a tomb, she
might suggest that this site is going to be inundated in 2 dam-building project
In three weeks. The challenge is to save the tomb for posterity. The team dare
not work so fast they risk breaking irreplaceable artifacts, but they must
make the deadline, ' :

We have seen how Heathcote uses tension to heighten drama.‘Shc also uses
the three spectra of theater craft in a classroom drama. With them, she can -
create artfully some of what seems to be magic when it occurs on the stags.
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" The speclra are:

Darkness

yd s N Light
-Silence = > ‘N;)un
i & S ovement
) Stlllness é > em n

For thousands of years the human family aas been employing these speclra in_
the development of theater, in devising ways to affect an audience. The result
“is that theater. craft is flexible and adaptive: In the classroom, the teacher can
shape it accordmg to the needs or interests of the class; the children need not
be twisted around the medium. .
* Theatrical tools need to be adapted not only to the chlldren, hut also to
the room. In the average classroom, it is often difficult to use the spectrum of
darkness and light. The simiplest way to overcome the fact that many class-
. Tooms are-designed to be light but never dark is to have the childrenclose
- their eyes and pretend it is dark. Heathcote frequently asks children to do
this. In a drama about an orphanage, she wanted to create the feel of bedtime:
in a.room that could not be darkened. She had the children lic down on the
floor and close their eyes while she llghted a real candle ‘arid held it high.
Then she softly beckoned the children to leave their imagined beds and come
to the light of the candle. As they, actually stirred from a state of stillness to
“movement, they moved in their iinaginations from darkness to light.. °
Heathcote’s words emphasized the change from one end of each spectrum to .
the other. “In that dark bedroom, the orphans came to the glimmering light of
. a smgle candle.” In a room that-cannot be darkened, Heathcote often uses the .
~ magic of a.candle or lantern, either lit or unlit, to_create the illusion-of
darkness. If she. can’ get real’ darkness, of course, she uses that to create the
drama of a glimmer of light in the night.

She might begin a drama about Beowulf by usmg the darknes:llght
spectrum. As the soldiers gather around the welcome warmth of the fire in’
Hrothgar’s dark hall and - are chilled with talk of the monster Grendel,
Heathcote might say, “I gain comfort from these flames in the night.” Then,
23 the fire dles ‘down, the challenge might be “Who will dare go out into that
dangerous dark for more logs?”

If a group of .primary childrer want to do a drama about a monster or .
dragon, Heathcote knows she’s goiag to have to use darkhess, even in a bright
~.room, to make that monster come glive. In one drama she decides to-hide an
angeliclooking, cudy-halred blond volunteer monster until she can build up
his belief in himself as the monster and the belief of tlie 43 others in him. She
finds a piano to hide him behind and works back and forth between him and
the class. “What does he look like?” she asks the class and gets a description
of his teeth and claws. She goes back to the monster’s cave and says, ‘‘You've
no idea how scared they are of you!™ Then back to the class, “What time

7
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~» - does he come out?”
. ,“At'night.” E . . . o . .
“Let’s go to bed ‘then.” She helps them set up their beds in the castle and -
" lie down and close their_ eyes. Finally they all believe in this monster they
- cannot see. Then the little boy behind the piano comes out of his cave, :
" - ‘making the fiercest monster sounds he can muster, and itdoesn’t matter what -
he looks like. By that time he is a big monster to averyone in the room. By - -
" manipulating the children to. believe in the darkness, Heathcote has led them
to believe in the monster. _ . o S .
The silence-sound spectrum can be employed in a variéty of ways to
. heighten -a drama. In the monster drama, when_ it-comes time for that little :
" blond boy to threaten the victims, he senses that his voice cannot do the job.
-+ Heathcote asks him, “Why do. you keep-coming around our castle?” She
hands him a piece of chalk. Enveloped in a rapt silence, he writes in a very
large circle on the. floor: W ‘

o
.....

L
B -

* Although he is not yet able to move effectivély from silence to sound, he has
grown into such a big monster in his mind that he can fill the silence in that
classroom with a very.big threat. - - . o -

_ Tkp silerjce-soung_i spectrum iéqu itself well to drames about theft. One’
class decide they 'want to steal the queen. Heathcole first works on the looks

" of the castle. The childrén tefl her it is 4 big building and the queen is dt the -

- second window. on the right; ivy grows up to'that window, The challenge then

‘becomes, “Who can be quiet enough to clihb up thativy?”Itis a contest of

- g . . . \ .
silence; the only sound is the een’s muffled scream.
_ y qu

Often Heathcote finds it helpful to simplify 4 situation by deciding to have
an event unfold in just one of the three npectra. For example, a group of .
10-year-olds decide to live in 1646 and to have something happen that poses a -
*““mystery. They start the drama on the village green at noon on a summer day.
All labor has stopped because the sun says it’s time to eat. They decide that
_ at that moment a coach should drive into the middle of the village; the horses
- will stop, but nobody will get out. This’is the mystery. They then decide that
~the coach will arrive in sound alone. Most of them go back to belicving in .
their lunchtime lethargy and their theese and bread, while one group goes off
to build the right sound for that coach. In the dow struggle to get the noise
" - right, the coach becomes real. When the children play a rhythmical pattern on
~ ‘some. coconat shells, everybody krows the éoaqh has come into the village
and is standing in their midst. That sound w_hlich has begun and stopped has
_ silenced them all. They now ‘belielye ‘the coach, and are ready to tentatively

., : . X
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» exploreit. Inside, they find a snck man, They decide he has the plague, and so
e zre plunged into theater. .
' A group of fourth and fifth graders were dona a drama about bulldmg a
nation. %hen one of their strong young men is mau]ed by a mountain lion, °
" the community decides the animal must be killed. They set up an elaborate
lookout system, stationing themselves at intervals around the room. ‘One boy
"volunteers-to do the sounds of the lion, but his attempts cor it weak and
catlike.; - In order to make the snarling lion sounds effective, Heathcote
maueuvers with the silence-sound spectrvm. The hunters must watch in silent -
_ guard: through -the night, ever alert for a short, low, birddike whlstle—the
* . signal that the lion has been sighted. . : v
o Suppose you find yourself setting up the drama of Beowulf’s battle with

1

: " Grendel in a noisy, clumsy class. You may as well st with noise, as
~ Henthcote did, asking, “What does a Viking do when he’s vcen out all day,
. and he’s hot and tired, and he has this steel helmet and steel breastplate on?” T
" The class™will "probably tell you he e takes them all off. Then you may say,——
“Yes, and what a clatter of the shedding of the day that would be!” With this -
-résponse, you -have suggested not only. the action of removing the heavy
metal, but also the feeling of shedding the cares of the day. This is not to say
that the class will pick up on both, but both will be there in case they cun
. handle them. You say to this class, “Make as much noise as you like in talung
off that armor; meanwhile, I shall watch to see how you show that you are
weary.” A child may be saying, “By gum, look at thé blood on'my sword—
crash!” as he flings it to the floor. Because you have planted a seed earller, '
-you'can stop all the clatter after a bit and say, “I see you are shedding your
arms, men. Will you now shed the day? Tell us what you really think, Show
__ me how you feel when you pull out that sword and lay it dowd. One man
.. might say, ‘This swordhas done a real battle today’ and throw the sword
: down with force and verve; another might ‘wonder if this sword would everbe
‘any good to him since he failed in battle today.” Then you can have the class.. 3
show their feelmgs as they pull out their swords. Heathcote chooses to lead a -
noisy..ciass into noise, because in so doing she is saying to them, “You can do" -
what you’re good at—being noisy and boirterous.” After she has won them
~ through the nois¢, she is ready to impose the silence. They won’t have a
"Grendel come . until the last sword is dropped and they are in bed. Then its
growl can be heard—and with a class of noisy ruffmns, this growl will be a big
one. :
On the o.her hand wnth a qulet ‘class you might start with a near thSper L
. “T have a feeling he will come ‘tonight, don’t you? Let’s.mark the place each
man will take for his bed. Who witl be near the door? How shall we choose? -
Shall we draw lots? Does anybody remember, does he take the first, or does
. he come forward and turn and take another?” Then;the class will tell you'
= their visicn of Grendel. There'll be no questlon. :
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\

- “He takes the sixth.”

“Where. is the sixth place?” They’ll tell you, aind so you’il knoQ where -
they think the door is. ‘. ,
*There will be no army yet, just.a group of men deciding what to do with

r

their swords wlien they sit down. “Cari we sit quietly in our chain mail, or
will it creak?” You krow the Grendel for this class will make a very little
noise in avery big quiet. . - o )

In the ssme way, the spectrum of stillness to movement can be put ct the

service of a class, The monster hehind the piano.might begin his effect hy
leaving the stillness of his cave and striding around the castle, the only moving
creature in the middle ofa still night. If a whole regiment of soldiers are at
attention, the breathless messenger who runs in with his torch becomes the
focus of the drama. If, on the other Land, everyone is'moving, the sudden sil
one ‘wiho enters and stands apart may cirest attention. If the geal is to

“establish the {eel of a ballroom, it might all be déae with movement—whitling
“couples and elaborate bows to the king and queen. Then comes the moment.
- when all' movement stops and . the prince stands to address the revelers,”
bolding one lone glass slipper in his hand. ’

. Once Heathcote’s goal was to make a shy, tall lad into the martyr Thomas

3 Becket. She decides to use the stillnéss-movement spectrum to make some-
thing happen so evetyone will believe he’s Becket. She tells the boy to kneel

toward the front of the classroom as if it wére the altar of a cathedral; then
she takes-her own winter coat'and drapes it around his shoulders. So hes a
kneeling, still figure at, the front end of the class.’She tells bim he need only

‘stay. there and pray.-She puts him into stillness and takes the rest of the class

- off to the far end of the room. She whispers, “He’s no idea we are here. How

far will he let us come before he turns around?” She gets them to make the

 stamping noise of knights in armor as they niove toward the kneeling figure.

She knows ‘that with all thdt noise behind him, the boy himself will turn
around without her having to tell him to do so. Nobody with any sense could
help twming around when 35 -pairs of. marching feet are ‘coming up from

. "behind. At the ‘point when this still figure turns, Heathcote’s going to get

those noisy knights still and stop the drama. She has prepared for this

moment by marching at the front of the group because she knows that if she -
dcesn’t stop them,-they won’t ‘stop. In this' particular group there are boys

who might go right on and try to sirangle Becket. With the drama stopped,
they .can talk about. the situation. Becket’s at bay now even though he’ a
JDishop. They all know it, and they know they've come for him. They are in

o the -theater. Like a playwright;' Heathcote has structured the situation

dramatically so an emotional explosion must occur. She has delibecately set i+

up using the stillnessmovement and silence-sound spectra.

You use- these same spectra when you say te' a group of kindergarten or
.. primary childrez, “I don’t know what’s in that box.” Something says you
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. must not let them al crowd up to it, or the expenence cannot happen. They
have to stand back and stay quiet. Then they can experience the: impact of
- the tiny sound of a soft rustling of newspaper inside that box. -~
, - Heathcote employed the stillness-movement spectrum when she sét up
" * the drama of a police officer’s entry into the gang’s headquarters after the
- attempted assassination of the President. The police officer comes in to find
the guilty person. All but he know who that person is: the man who is wear-
ing a second jacket over the checkered one the radio reporter has described
at the scene of the crime. Heathcote makes sure that the gang members are
' sitting expectantly when the officer enters and that he comes in the farthest
~ door. Thus he has to confront_all.those faces the moment he enters. She
~doesn’t say anything to him about walking slowly; rather, she helps him
recognize what a threat the gang members are to him. She sets up the drama -
80 he will feel this keenly as he walks through the long room and they walch
his every move, The stillness holds; he is the only moving figure, methodlcally
going from person to person, never turning his back on any of them; caught
tense in the danger he feels.
In the course of most classroom dramas, Healhcote uses all three spectra. .
For .example, if she is' doing the capture of Persephone by Pluto, the drama
might begin with sound and movement—the voices and a¢tions of the children
at play. Pluto artives with thundering horses, with sounds and movements.
- . unlike those of the children, and they are frozen into silence and' stillness.

. Then Pluto and his captive might depart with movement of yet a different
quality and in an awed silence. Persephone’s friends may leave the field in a
slow-paced movement unlike their earlier play; the silence may be broken
only by the sound of Persephone’s weeping. Her _]oumey to the underworld

. may be a change from light to darkness, -
Heathcote uses these three spectra when she wants to set up a focus to -
begin; when she faces a difficulty in getting the group to sense the dramatic
potential of a situation; when she wants to expose a conflict more explicitly;
or when she wants’to change the “direction of.a drama. In’ every classroom
. drama she employs the tools of.-the theater: trapping a group into a parhcular
moment, developing tension, and explontmg the three spectra.
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In addition to playing the spectrum from stillness to movement, Heathcote

- evokes a wide range of nonverbal experience whenever she feels it can elicit a
more meaningful and profound participation than she could get with verbal

exposition alone. She gets classes to live.through an experience without using

words in order to'develop a kinesthetic sense of that experience, a rhythm of
the act thaf builds from the inside regardless of the way. the process-may look
to others. All of her dramas have a significant nonverbal part. For example, if
her goal is to help children® feel the enormous burden. of settling in an
inhospitable land, she spends what may. seein to observers an inordinate
_ amount of time lifting heavy imaginary rocks and stacking thern into a wall.
"The process may go on relentlessly until the children are actually puffing
from the exertion, Only then will Heathcote stop the work, complaining in

. role.that her hands are bleeding and her feet are aching in this cold. . o
- Intaddition; to eyoking the nonverbal, Heathcote consciously employs it
herself, sending out to the class very precise and intended nonverbal signals.
She calls this “going into the movement area™; to avoid confusion with the
stillness-movement gpectrum, I shall speak instead of “nonverbal experience.”
The great advantage of a nonverbal approach is that it stays at the

- universal level of understanding. It introduces a class to holistic humdn -

experience that words haven't yet broken up.* Movement gives you an en&g/e
/into the universal, but you need language to explain-what the expérience is all

. about. This is'why ballet programs are so full of explanatory materials. Move-

ment alone- cannot explain why, and we live in a heavily verbal culture where
not to know the drift of something, not to see it in terms of cause and effect,

.18 to feel at a loss. For example, dance will very graphically show’you the

.. killer"and killed in a gingle. flash; the feeling is effectively and economically *

1. portrayed. However, only words will give you a profound insight into why.
" this act took place.” < Coe -
. Movement will tell you that I'; tired, that I'm old, that I carry a heavy

‘burden, that I feel helpless to cope, that I'm waiting, that I'm patient, that

~ *See the next chapter; “The Left Hand of Knowing,” for more on this. L
N : 159 4’" - . . '
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I’'m poor. Hoﬁever, to.tell youin a flash the why of all this, you need words.
To do it in movement would take a very long and complicated ballet.’

P S N p
Verbal ) ; -Nonverbal
_ - Why? have cleaned . tired
. _ offices all day. B
~Why? am48 o R
Why? * am taking homea - carrying a heavy burden
- load of groceries’ ' o o
Why?  my children keep ' " helpless
© . running away ' L
. Why? foraNo. 9 bus - L waiting
~ Why?  Ilove my children patient - .
Why? widowed : " poor

c .

. The crucial thmg to know is when it is more efficient to use the nonverbal
and_ when it’s better to use the verbal No teacher nieed ever feel temflcd of
using either. :

To Heathcote, it’s. anathema . that a person can say senously, “I'am a
teacher of movement only” ot “I am a teacher of words only.” Everyone who
is breathing is quite.capable of teaching both, since everyone uses both all of

" the time, whether consciously or unconscnously Heathcote is opposed to the
artificial splitting up of movement and words, and in training teachers she

. - - . works simultaneously.on the development of both in each student..*
’ ' Not only do all teachérs use both verbal and nonverbal expenencmg and
signalling, but so do .all chlldren begmmng long before they come to school.
They learn to read nonverbal signals sooner than verbal ones. Heathcote uses
this example: “If I'm standmg with my daughter trying to indicate that if you
_don’t come really soon now, you’ll have to walk two miles to school, I might
go very firmly into movement rather than words: I'll take up the car key, get
_ my-bag, put on my coat,’and say by every nonverbal means I know, ‘Now,
- " Love-or else you’ re walkmg > We interpret the “doing™ things much more
B deeply than the “saying’ thmgs, because as children all of us have depended

’Sce Chapter,_19; *““Teacher Tralmng,”. for the types of exercises shc_: uses.

~
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for survival on reading nonverbal signals rather than listening to what some-
one is saying. To avoid trouble, a child must recognize that the sparks are

going to fly any minute; so the child learns to read the nonverbal signals most

swiftly. This ability is one of the great strengths children have. For this reason
Heathcote frequently moves into a role so she can communicate
simultaneously with both verbal and nonverbal signals; the latter play right to

. the children’s strength, . : ' ’
Heathcote diagrams the two ways of expericncing and signaling this way:

i

f “Stop!” |
. L]

—E—— . - ——
_——- -‘h.‘

On the basis of her goal in the drama, she.selects a mode somewhere on this
scale from verbal ‘to nonverbal. The further to the right hand of the figure she
goes, the deeper she is into highly selected and compacted verbal experience.

" At the extreme end is the most: economical and abstract of the verbal—the
.- language of lyric poetry, from haiku to sonnet. Here words say the most they

.possibly can and need the fewest nonverbal signals. An experience is rendered
in as completely verbal a mode as possible. The further she goes into the left
hand, the more stylized become the gestures. The communication of a mime
like Marcel Marceau through highly selected -and stylized movements belongs

far to the left-hand of the figure. At the extreme end of the scale is the most -

abstract dance form that can express the essence of an experience through the
most refined movement. . e

" In an ordinary soeial environment, each of us is a blend of verbal and non-

verbal experience. Children tend to be more nonverbal than adults. In Britain,

Heathcote knows, she lives in a society that relies heavily on the verbal and is’

not given to extravagant gestures. The average English person views her or his
body as an instrum

—— wmmas BEG Omes Cwy

ent primarily for getting about, so the English have _

Right hand—Words _ : Left hand~Movement
" verbal knowing R ’ . nonverbal understanding
i the:most. ... ~~-—-l~——-——-|»casualﬁ—.'—~; “casual I ‘the most =~
abstract unselected gesture, . . abstract
language ' speech such as l : ' dance

”
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developed a w1der range of verbal than sonverbal expressions. For this reason,
Heathcote often concentrates on training British teachers to expand their
range of movement. She has a quarrel, however, with teachers of movement

~ or drama who do not see the importance of moving back and forth between
‘the verbal and the nonverbal. To isolate movement from words is to set it
apart from other experience and thereby make it artificial. F‘very teacher must -

move back and forth along the word-movement scale.
Because most children find-a nonverbal response easier than a verbal one,

* Heatheote often séts up a drama so that the class can respond by action

rather than words, at least at first. She will say to a shy ng Arthur_at his
banquet table, “Will you give the best pieces of meat to your most gallant
knights?” This lets him show in gesture what he may not be ready to say in
words. Your task as teacher is to hone your questions so they evoke a

response in the mode you are seeking. If your goal is to lead into movement,

don’t ask questions that require language. Also, your goal must always be to

" lead in such a way that the drama progresses. Heathcote never reduces move-

ment to a mere gxercise that is just a way of practicing for the drama. Iiis

always a part of, a way of proceeding with, the drama itself. “
Heathcote’s response to nonverbal drama is the same as to the verbal. She

will often stop and ask the rest of the class to watch as one child moves.

“Say, look at this one! What a marvelous thing yon have said with your

hands!” Thus she upgrades the nonverbal statements, showing all the children

- that they can say thmgs without. words. She works to build an experience, like

a verbal expression, from the ‘inside first: she captures the essence before she

" worties about what the outside looks like.

Movement stays with the whole 'and stays in the present; it takes longer
than words (to tush movement is to destroy its power); it demands'a com-.
mitment to .struggle that the verbal often does not; it gets at a deeper
understandmg The essence of a funeral may be slowly picking flowers to

- strew on the casket or it may be marchmg in a deliberate procession through

the center of the village. In ‘either, the essence is ritualistic movement, a

- patient, slow taking-in of experience.

- To get at the abstract quality of a rocket, Fou don’t start by worrymtr
about whether you are showing iy sw:tior. You think about the essential
quality of a rocket and stop thinking about the foct that you have arms and_
legs. You may decide that the essence of a rocket is the- steady thrust of

* power. If you concentrate ori-feeling that, you won’t worry about what you:

may look like on the outside.

If a drama calls for falcons, as it may if it-is set in the Middle Agcs, '
Heathcote’s instinct is to'use the nonverbal mode to set up the mews where
they live. She needs to help the class éstablish the essence of birdness. What
stance do you take on the perch? How do your eyes move? In what directions
will your head move? How do your claws look on the perch? What can you

1"’"‘ . R
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.do with your body to show that you are a highly trained, proud, predatory
" bird? How long a chain must I give you so you won’t hurt one another? The
responses that come will be nonverbal. D :
After thé children have set themselves up mimetically, they can move
into a moment in the daily life of the mews. What alliances or friendships are
there among the chained birds? How can you show this without words? How
do signals pass among falcons? What sounds are there in the night when no
human’ hears? Is there a hierarchy among birds? What determines status—wing
span, beak, hunting skill, power in flight? How does your supremacy show?.
Once ‘the children are into the power element, they are nearer dance than
mime. They will start to glare and peck at one another. What happens when
you are unchained and free? To get flight, the children-will go into an even
. more abstract miovement, to express flight’s essence in a dance. It may help to
talk a bit about the nature of a feather. The tail and wing feathers have a
strong center and firm surface, The feathers under the breast are soft and
* downy. What do you do with.your strong feathers as you prepare to fly? To .
-answer this, of course, is to move irito dance. The class may find that they are
no longer birds butrather flight itsclf, S : : '
Once a class is into abstract movement, the dance of flight, you are close
to sculpture like that of Michael Ayrton. You might then open a door,
 ironically enough, into the extreme opposite end of the diagram, into abstract
poetry. You might take the class from their experience of abstract flight and
say, “You understand flight, and you have made others understand it. You -
are like Icarus and Leonardo da Vinci, and the Wright Brothers. Now listen to"
how 'this man has captured flight’s essence in 16 lines of poetry.” The-most
abstract of movement ‘can thus be shown as akin to the most condensed of
language. o . Co :
Heathcote écknowledges the influence of Rudolf LaB_a_n, the seminal dance
. theorist and teacher who provided the intellectual foundation for the develop-
ment.of modern dance in Central Europe. Laban was intrigued by the various
movements of the human body and formulated a system for categorizingand -
recording them. His work influenced not only dancers but teachers of move-
- ment as well. He provided a language for describing the different textures or
“qualities of various movements. .~ . o S
Rudolf Laban was born in Bratislava in 1879 and studied dance, drama,
and theater arts in Paris, but his interest in. movement began in his boyhood.
His father was an army officer, and as they moved from place to place he was
able to study not only the patterns of life in countries bordering Czechoslo-
vakia but also cultures in Western Asia and North Africa. When he was 15, he
was profoundly moved by a sunrise he saw while walking in the mountains.
He felt the urge to express his feeling,so he danced. As a result, he began to
. wonder whether different cultures caused people to have different movements
in response to common or similar experiences. He finally concluded that -

o
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_ they didn’t, that the elements of movement are ‘the same in all cultures, that

“each movement is. made up of one or-more of elght different kinds of effort:”

1. Float ‘ 5. Dab

; . 2 Glide . 6. Thrust
- 3Sksh ' - 7 Flick
4 Wring - 8. Press

Each of these kmds of effort has a characteristic tcmpu, dlrectlon and degree
of weight. Any movement can be suddcn or sustained, direct or flexible, and’
heavy .or llght. Direct moyements are made toward a target; flexible ones have
no specific dim.-The elght kinds of effort listed al,ove can. be characterized
this way:

 TEMPO . DIRECTION  DEGREE OF WEIGHT

- 1. Float” -sustained_ “ flexible light
2. Glide sustained . direct - - light
.- 8 Slash  sudden flexible heavy
- .4 Wring sustained = flexible ~ heavy
5. Dab  suddén . direct’ o light ©
- 6 Thrust ‘sudden - ’ direct - . heavy
" 7.Flick sudden flexible ..+ light
8 Press sustained -direct - heavy

Each of us- has our own movement btyle, made up of a combination of

. kinds of effort. It is importarit to be aware of your movement-style so that . .
© you can consciously work to expand the range of kinds of‘effort you use. If

_ your tendency, like Heathcote’s, is to make ‘quick, direct, and light move-
-ments, you will want to develop movements on the other ends of these scales.
. Certain kinds of -movement typify certain cultures. If you want to get the

. essence of the Egyptian, all your movements should be direct, to reflect the

“style of life and architectire that we associate with the culture. A
characteristic movement shown in Egypnan sculpture is the direct movement
with the right arm and.the right leg working toge ther; this is an aggressive -
movement. Taming the face to.the. side also reflects a characteristic_of -
. Egyptian sculpture. If, on' the other hand, you want to capture the essence of
the Greek, use the right arm w1th the left leg; this movement is much less
aggressive.

Movement can be a way to get the mentally handlcapped to respond ina
new way. If you are working with mongoloid'children, you will try to find-a -
_way to break through their characteristic movement, which is heavy and slow.

Heathcote once put a little man- under a table to get a group. of mongolonds to -
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stop making so much heavy nois¢ with their feet. The Tlittle man was
... frightened and would riot come out until they rose on tiptoe.” i
"~ - Theater, dance, and movement training all help you move into the non-
A verbal mode-of drama. They help you know where you are in space and how
you can move in order to create a new dimension in the drama. ,
"Movement gets at what"you cannot state verbally. It produces what all
~persons hold in common. It also produces all the rituals of a culture. Move-
ment gives you more than' one image at a time; it is not linear. Like
-photography or graphic art, mgvement brings you juxtapositions and relation-

ships that explode into new revelations.
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14. THE LEFT HAND OF KNOWING

.. - Dorothy Heathcote is. not out to cleanse experience of its bewildering
~ variety or mystery. She reminds us that the information available at any given-
moment is never neat or linear—it comes at us in a swirl of images and sensory .
data, In this chaos Heathcote discerns'structure and pattern, but always the
structure is subject to ‘transformation in the next moment. She relishes the
possibilities available in aiy particular situation and thrives on the dynamics
. of subtle changes in relationship. ' A o
Heathcote is not tending & fenced-in garden of “‘right-handed” knowledge.
Instead she:is always leading an expedition into the wilderness of the left
hand*—a region. where ‘interrelationship is what matters, where everything
_ grows together, living in terms of, taking account of, but not destroying
-everything else; where there is no distinction between weed and flower,
 uselessand useful. - o ' ' ' L
- The fiction of academic orderliness, the notion that information should be
- preserited in only an isolated, linear, right-hand way is something Heathcote
“solidly rejects. This kind of information is not all there is; it is not
knowing—understanding emotionally as well as intellectually. It denies the’
. richness of our experience, buying a “tortured orderlindss™** at the expense
~ of wholeness and subjective reality. Linear thinking takes the world apartand
outlines it. Left-hands. knowing takes it all in and makes of it a synthesis, a’
vision of the whole. Although the vision is synthietic, thé wholeness is nota .
-fiction: it is the nature of reality. “As proclaimed in a space-filler in The Last .
Whole Earth Catalog: ‘We-cant put it all together: it is all together.””

#See Bruner, J erlbmelS. On Knowing: Essays for the Left Hand. Cambridge: Harvard

*University. Press, 1962. 165 pp. This book has influenced Heathcote’s analysis of thg . '

. way her own mind works, . :
"~ %*Meeker, Joseph W. “Ambidextrous Education, or How Universities Can Come Un. ..
skewed and Learn To Live in the Wilderness.” The North American Review. Summer
1975. This article provided-a provocative framework for assessing Heathcote.
- The passage citing The Last Hhole Earth (aialog is also taken from this article.
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. Joseph w. Meeker reminds us that university education, skewed to -
‘right-handed thinking, is often confusing because it relies.on only half of the
~human’ brain. He refers to linear, right-handed thinking as func tioning.with
““the left half of the brain” because the left half of the brain controls the right
side of the body. The right hemisphere of the brain synthesizes—it affects
left-handed knowing. He notes that most university scholars today— -

. are found to be overwhe!med by the abundance and complexity of their
pursuits, . . .Facts are everywhere, but they fail to come together. Perhaps
that is inévitable when minds are confronted with as many new questions
as our time provides, Linear factual knowledge must accumulate in the
labeled bins of the left-brain for a long tine before its integrating threads
can be woven together into a colorful viiuie doth by the right brain.

The trouble is that education, hooked as it is to linear functions, fails
to encourage rightbrained weavers. Balanced mentalities are éasiest to find
among .those who have never attended universities or who have recovered
from ‘their. influences through several years of post-educational living in
larger contexts By denying higher education to some people—women,
racial - minorities, the poor--we -have reanaged ‘to keep their braing
[lefthanded knowing] in working crder, even though they may lack status,
power, or adequate learning The left brain’s dream of social unity arising

from universal higher education has never been realized. That may be the_
luckiest break we've had in recent centuries, Those who are innocent of
universitiés and those who_have convalesced from their effects are perhaps
the best hope for the future of higher education.* .

Dorothy. Heathcgte is one such person. Deniedd by poverty the mixed
benefits of a university education, she is endowed with an insatiable curiosity
and a capacity- to open up for herself vast vistas of aesthetic and historical
experience. Heathcote has used both halves of her brain unceasingly to take
in truth in its. myriad manifestaticns. s '

I have never seen her isolate or deny any part of human experience. For
example, when her daughter was born, the baby became part of Heathcote’s

- professional life. Graduate students, male and female alike, fed the baby and -
walked besidé the pram as they had their tutorials. As the baby grew, she was .
invited to join the groups of children in Heathcote’s drama sessions, whether
they-were in England, America, Israel, Hawaii, Australia, or Canada. Some-
times Heathcote’s husband was on- vacation and could accomipany her and
entertain their' daughter during classes. The rest of the time, little Mary
Ann—and one of her friends as well—constituted part of the experience of the

. class, Heathcq_te felt no conflict between her roles as mother and lecturer, so -
neither did her students. When a lecture was interrupted by “Did you bring the
food, Mummy?” she would stop to put her arm around Mary Ann and assure -

. her that indeed she had it in her bag. ' '

*lbid.,'p. 45. -
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For Heathcote, everything that the human race knows now and has ever
known and believed to be true exists side-by-side in an unsettling tension and
ambiguity. Because she rejects nothing, she views the knowledge and myths
of our age in light of those of the past, and vice versa.

An example of this approach is the way she introduces a group of f' ive-
year-olds in Hawaii to two kinds of truth. They have been studying about
holes—caves, cavities in teeth, holes in the road. Heathcote decides to go from -,
there to volcanoes, placing the scientific and the.mythical side-by-side. She . -

L considers this an efficient way to learn that modern man has a scientific

) explanatlon for these manifestations, but that ancient man had another

. explanation. She knows the scientific truth will be the one these modern’

youngsters will go away believing, so she gives the Hawaiian guardian of

velcanoes, the Goddess Pele [Péle], the stronger signals by having a 17-year- .

old student dress in the role. Heathcote meets with her before the drama

begins and tells her the stories of the Goddess. Then she hands her two saris,

— -~ — . -one-red-and- one—yellow._‘_‘Do_what_you_can to_make. yourself-into the

b Goddess Pele.” She has her daughter copy in a chrld S pnntmg 14 different
letters to the Goddeas, such as— :

Dear Goddess Pele, -

When your hot ash falls. on our fields, think of our hard work in lhe sun, .

Your faithful people

.

) _. Dear Goddess Pele,

When the molten lava ﬂows down into the valley, remember our Houses
lie in your path and spare them, '

Dear Goddess Pele,

When you make the sea boil with ydur not ash, remember we need the
fish, ’ L : . :
Dear Goddess Pele, o ‘ o-

Thank you for the new sorl you have made. Please remember next time
to glve us warmng that your flames are commg.
N4 .

She rolls up these letters and gives them to the student who will be the-
Goddess. Then she meets with the children. She has seven cards, each with
one of the letters of the word V-Q-L-C-A-N-O on it. She sits down with the
children and says, “I can’t seem to make this into a word at all. It doesn’t
.sound right no ‘matter how I put it.”.So the children help her; they arrange
the letters different ways and decide. it says “volcano,” but they still cannot
spell it. They keep working at it for half an hour, all the while talkmg about
whaLa volcano is and what makes it form. ..

LY
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“ At this point the Goddess Pele.comes storming in, looking all frizzled. Her
fect-are covered with ashes, znd she has soot on her face and arms; she looks -
as if 'she’s been in the-fire just a bit too long. Gesturing with the bundle of -
letters. in _her hands, she shouts angrily, “Are you: the people who keep
‘sending me these: letters? I haven't time to be reading these all the: time.
You've no ideas how hard. it is being the Goddess of all that lot!  She sweeps

. her hand back towards the' door she entered. - _ o
" - All the time, Heathecte is giving the children the scientific explanation for ‘- _
- voleanoes—for example, “It’s caused by-a crack in- the earth’s crust.” Pele
= - interrupts with, “Of course, it’s a crack in the earth, but where do you think I
* . comie in? 'Cause I'm real; look, you can touch me. The story about volcanoes
~ is about me.” The Goddess lives in"the classroom all week while the children
see a film of the 1972 eruption, make a model of a volcano, draw a diagram
~ - of the éarth’ layers, and learn dacts. The GBddess Pele :stays disgruntled.
“Have you any idea how hot it all is?” she asks. The children give her the

—-—-answer-in-degrees;-but-the- Goddess gives them'an answer in story. The two,
kinds of truth live simultaneously; the children experience both. Heathcote
wants the class not to find them incompatible. The left hand of knowing can
encompass both, for nothing is untrye if people have at some time believed it.
Both the scientific and the prescientific are attempts to make sense of the

* mysteries that surround us. There is no need to sort out and reject part in
" order to make sense of the whole. Both world views are part of what'it- means
to bé human. o o C _ R
Heathcote’s instinct is to-keep the forgotten language of image and dream . o
alive and powerfulxas she sets it next to scientifi¢ facts, which ‘must ‘then
withstand the pressure of the.old’ truths. ‘A high school student agsumes the
attitude of a modem scientist delivering a lecture on forest ecology to an
. assemblage of learned colleagues=a.id in walk the Druids, dressed in white. -

" They challenge his truth’ with theirs, which is based on their obscrvation,

? experience, and belief, T w -

. In another drama, ‘an . Amer‘can’ researcher is photogt‘abhing the sun,

Prometheus enters, asserting that he was much more daring back when the
world was new—he stole fire frgm_the very hearth of the gods. In the

o
v

* dramatic confroritation, students a‘ﬁushcd to weather ambiguities, to carry:
incompatibles side-by-side. Heathcote reminds us that’we must be. able
to live in the worlds of both the scientific right hand and the my thical left

" hand. We must be able; as she puts it, “to be :bi-real.” . a o
Heathcote deliberately seeks contraries, believing with William Blake that
", "“without contraries there iS no progression.”™ By - presenting scientific,

verifiable, objective truth—which itself leaves - out niuch—along with a

contrary view, Heathcute makes progression beyond _the present truth an
- available option, - L : Te T

*The Marrizge of Heaven and Hell. This passage occurs in the Argument,
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In presentmg the above examples, I have |mpl|ed that Heathcote presents.
just prescientific truth in a left-handed way. This is not the case. Whatever the.
material, Heathcote tries to get inside it, into the left hand of knowmg For

L example, it "her goal is to help students understand .the commitments and )
tenisions of the scnenust, she will rglsk them first to assume the mantle of the:
scientist. They are sxmply to try to.see the world the way a scientist would
“and to take on ‘an unsolved problem, as any practicing scientist must do. One

group of children . decided that_as scientists they wanted to take on the - .

problem of drought in the Sahara desert. In their roles, they: discussed the
- problem at length. They finally decided thatif they could blow a cloud down
to the north part of Affica, they would stand a good chance of makingrain -

A

by seeding it there. So the problem they tackled next was to design a giant - h

fan to blow the clouds from Europe down to. the - Sahara. They had to

—————determine -the- height of the clouds and the intensity: of the sun at that

- altitude, ‘then find a metal that would withstand that intensity. They:
_ consulted science teachers, textbooka and encyclopedias to find out what
substance  would be best. One girl found herself argumg, for example,
+“Asbestos is no good; it’s not strong enough.”” . .
- Too often, educators assume that children do not know enough to do
anything about such a massive problem; the truth is that no one ever knows
“enough to tackle something that has never been done before. The most
- knowledgeable scientist in the world is not different in kind from this group
;- of.children; both can only guess at ways to proceed and sort them out by trial .
¢ and error until they hit on a new way to solve a problem. By tackling the
~ ‘challenge of the unknown and previously unsolvable, ¢hildren in drama-
function as scientists, experiencing the feel of the role and thereby left-
handedly understandmg something about the drive for. mformahon that must
necessarily impel a successful scientist. :
Often Heathcote is not sure just what the children wnll actually experience;

her goal i simply to get them into the left hand and see what comes of it. For '

* example, when she was teaching a group .of about forty adults in Hawaii, she’
asked them to wear deep, soft colors and to arrange themsélves together ina °
" “shape that they felt to be a giant tree. The tallest are in the middle, and the

~ others are entwined about them. In the middle of the tree Heathcote lmngs a .
- bright' shawl with a naked doll the size of a human baby cradled in it. The
tree then begins to rock slowly, while the adults softly sing, “Rock- a-bye
. Baby.” Heathcote’s only. instruction to them is not to let her get: the baby.
This is the scene a group of mentally handlcapped children face when they
enter’ the room. As the tree sways and sings, Héathcofe says, “That’s' my
baby. Would you like to sce'it?” The children nod, so she reaches out and
trics to get the baby. As she ‘does'so, the tree swings the baby up out of her
reach, hissing. The sound is, “Rock:a- bye~SSSSS! ™ whenever she reaches for
the baby. The children have a problem to eolve “I thought when I put the

1 5;:‘; |
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baby in the tree, it'd be safe, and it was—as long as I didn’t-try ‘to get it
- back,” Heathcote says mournfully. So the children, who are actually quite
little, muster 'up ‘their courage and venture into that tree- to try to get the
. 'baby. They get braver and braver and beckon Heathcote in, but she says she
 dare not come into the tree." They -assure her it’s safe, and she goes into the
tree with them, and they all are rocked gently. with the baby. Finally the
children decide they must chop the tree dovin.to get the baby, 20 they take
on the formidable challenge of hacking down all those adults. Then they let it
. grow up 2gain. To these Hawaiian children, 'this'is a banyan tree witl: all its .
‘entangled roots above the ground. ’ . o
When Heathcote uses this with a gra'1p of older retarded children, they.
.. decide, “You-ean’t chop this tree down, because if weé do that, where will we
* get our fruit?” So they woo the tree; they find its spirit in the trunk. It
speaks to them. They say to the tree, “Do you realize what you are doing?
It’s not a bird, it’s a baby.” So the tree gives up its baby and mourns because
- it has no child now. The question then becomes, “Dare we give the Laby
back to the tree?” They finally decide to lend the tree the baby as the tree
lends its fruit to them. As Heathccte admits, this drama has a center to it that
she doesn’t understand, but it has sumething to do with people's needs and
plants’ needs, nurturing and wanting; giving and taking. When she has tried it
- in mental hospitals, the doctors have been very excited because it has touched -
on something the children have a memory of but very-little experience
* with—the maternal. T - ,
Let’s look at one more example. I watched Heathcote deliberately lead a -
group of five- and six-year-olds into the left hand o.s hot “sly morning when
they were doing the drama of the orphanage.* Supper is over, and it is time
to go to bed. Heatlicote has laid out pieces of colored paper, one for each
child, in a large horseshoe: shape. Here, she tells-the children, are- their beds.
Then she asks us adults who are watching to take places at the heads of the
- beds and be their guardian angels, Qur first task is to write-the—childre A2 —io e o
‘names on their beds. Then Heathcote télls the children to arrange their © - E
angels in the position they wanted them to be in-sitting or standing, and in a
particular posture. _ : . § .
After the children have positioned their guardian angels,' they stretch their
~ warm ‘bodies against the welcome coolness of the stone floor of the vaulted
‘church hall where the drama is held. The humid summer morning is
B " ‘transformed into a stilled bedtime -in ‘a strange house: sighs, a few faked
snotes, then giggles. Heathcote pulls them back into the sense of darkness and
*night: “Don’t confuse snoring. with sleep. As you sleep, should L sing?” She
lights a large, real candle, sets it on a table, and sits beside it jn a chair at the
‘open ¢nd of the larze circle of beds. She begiris to slowly puli a needle -

~

"fDescribed in Chapter 9, “Withholding Expcrtise:"
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through some imaginéd'material, up and away, as she rocks back and forth.

Softly, she begins a bedtime song: “Good night to all the little stars; Good ;

night, sweet moon so.high. . .-.” The snoring dies away. The children stop -
wiggling. The hall is quiet except for Heathcote's soft and soothing song.
Then she muses, I wonder what all those orphans are dreaming of? Will'

the guardlan angels bend low and listen to what the children tell them in their

dreams?” She continues to hum the lullaby, the angels bend low, the children
smile up at them, and a few start to whisper their dreams. One remembers the
happy times when her father and mother were alive. Another sees
Frankenstein’s'monster coming out of his grave and jumping on people. One

- girl is a queen welcoming visitors; she thinks they are her friends, but she isn’t

sure. Her guardian angel asks whether they are her pretend friends or her real

.. friends. She says, “Let me go ask them.” She lies back down and closes her
eyes. Then she opens them, saying happily, “They’re my real friends!”

Another one sees the orpha'nage burning down, but the endless corridor and

* ghosts are still there. One girl is in a field.of ﬂowers on a spring day, and it s

very cool. She - pauses a long time and then adds, “I wish-it were winter
instead of summer. I had my Mommy and Dad then.” So by slowing the pace
and letting the chlldren dream, Heathcote gives them a chance to ulentlfy wnth‘
orphans, :

After the dream tellmu ends, Héathcote says softly, protectmgly « And so -

- the orphans “sleep their ﬁrst night in the orphanage, and the candle burns all
_night in their room. [t grows quiet and very still; even the angels sleep. .

Thus it is that into our fact-flooded psych% Heathcote comes Splaslnng
with her left-handed paddle. She s headed for a truth where mere facts are not

. what matter, for the deep knowing that makes information come alive, for B
“experience that breeds energy. Her adult students are moved by the felt truth .

of her work and have become commltted to develdping their own left handed
power. . °© -

Heathcote’s mldemess beckons. One mne-ycar-old summed up the feelings

of many of us. He and his classmates were journeying back into time on an
imagined Halloween night, and they became frightened. Heathcote said with'
concern, “Should we go forward, do you think? 1 feel very responsible for all
our safety.” “Yes,” came the boy'’s strong voice, “We must go forward now
to find out all there is to know. We owe it to ourselves.”

)
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15. CLASSIFYING DRAMA

\ﬁ .
As a drama is proceeﬂirig; Heathcote can classify the various responses she
is getting from the class according to several different classification systems.*
One of the most useful is to analyze student responses in terms of their mode

_ of exposition—in terms of the .way the drama is projected. All dramatic

Projections can be located on a continuum from the most “‘classic™ or highly
stylized to the most “domestic” or casual. A new. dimension-of experience
can be very quickly-reached by shiftirg from one place on this continuum to
ancther. ‘As a teacher,. you want -to" achieve the' utmost flexibility of
you can change the face of the drama at any point where .
you think this would bring a new source of energy and pwareness. . '
To be free to classify at all, of course, you will have'to phase out of your
consciousness—as much as possible—any evaluation of student response. If

" you .are busy rejecting what the students give. you, you haven’t the’
~ perspective to classify and find a way to put their input to use.** -

If a class has great trouble believing and are in fact tempted to laughl

mervously, you can sometimes help their belief by deliberately stylizing the

action—moving the drama from the domestic to the classic. You might do this
by entering in a stereotyped role such as the prison guard, the judge in court,
or the conductor of an orchestra; thereby you will require of the students a

i stereotyped response that will serve to get them into the drama. All you have
© done is take -the dramatic net in which all are caught and cast it into a

*Aswe noted in Chapter. 8, “Dropping to- the Universal,” one such system is to
classify according to implications, oo o
*#*This has been discussed in Chapter 7, “Building Belief.”

173

1%

. X



Q

ERIC

Aruitoxt provided by Eic:

TR .- . 'DOROTHY HEATHCOTE

different water, into 2 mode where thc demands and potential are dlf{crcnt
. though the goal of the drama may remain the same. If the new wates.into
which. the net is dropped is a classic rather than a domestic stance, a_more -
highly stylized and carefully selected gesture and behavior are appropriate.
The classic mode calls for_the most economical and effective exprcssnon
" possible and for'a projection that is larger than life. .

To most teachers, the domestic:mode looks easier; it is casual and akin to

: everyday human relationships. Although it is the mode most Americans
. choose -for nearly “all of their daily affalrs-—certamly for their. marital and - -
 social relationships—it is actually the more difficult mode to get into, because

it demands great belief. In this mode, gesture and language. are not con-

sciously selected. (At the unconscious level there is no such thmg as a com-

pletely unselected or random gesture or word, however.)
_If-aclass.is.doing.a_drania_about.a tribe showing their younghow to carry

on the traditional procedures of work, the tone of the tribe member may be
casual “We take three” buttercup leaves and grind them with this bone
..... " This casual tone.may ‘be hard to sustain becausc all of the familiar
gestures .and words are available. Ironically enough, the very limitations
imposed by the classic tend to free the participarit. Because so lltllc can
be chosen, the act of choice itself is easier. ‘

In the highly. stylized classic ‘mode, posture is delermmcd by the role; ‘

gestures are dictated by a stereotyped norm; actions are based on a cultural
expeetancy; and even tone and diction.are prescribed by. prccedent This is
not to imply that the classic is‘always formal or stiff. Rather, it is stylized;
_stereotyped; stated both verbally and nonverbally in the broadest, highest,
and most blatant fashion. A cardinal in procession to the altarisin the classnc

"“'mode, but so is a first mate shouting, “Come on, you ‘Tubbers! Hoist that

mainsail!” or a seated, humble beggar stretching out a hand for alms: The

- classic simplifies experience; one characteristic is heigh tened at the expense, of

__the_complexity of human feeling, thinking, and behavior. What is gained by |

the classic is a clear, clean look at one quality, one aspect of experience. What
is lost, of course, is the ebb and flow of human_feeling and mood, the
oscillation and complexity of ordinary human responses. If this latter is what

-you are after, the domestic modc is the more appropriate; if the quality of a

single stance is what you want to examine, choose the classic. Young children
have trouble making. sense of complexity because their capacity for
abstracting into categories and concepts is limited; they find in the classnc an
ordering and simplifying that they much need.

‘Stereotyped characters frame a quality before children have a conccpt or
word for it. Not only young children, but also oldcr students with little or
no drama experience find in the classic an easier entrée into assuming a role.
Even if. the role is unfamiliar, the classic stance imposes a structurc and
dlctates a style. The discipline of styhzcd gesture, action, and language llmlts

Y
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and, at the‘same time; frees. When Heathcote uses another person in role,*

. she sets that person up in the classic mode, not only to simplify the attitude -

the one-in-role is to project but also to simplify the signals so the class can
respond more easily. The classic mode projects a more powerful signal than
does the domestie. : ke .

* 1 first experienced the classic stance in one of Heathcote's classes when we
were asked to use as our frame, or limitation, a chessboard; we were to
assume the roles of chess pieces and in" those roles improvise a drama. My
previous experience in theater was virtually nil; and the idea of actually -
“acting” terrified me. However, the- command to assume a stance on the

+ chessboard sounded” simple enough, and before I knew -it I found myself

stretching up to a posture hoth regal and stiff. I stood poised as one of my
classmates. placed an imaginary crown on my head; I held out my elbows to,

_ sustain my royal garments. Behold, I was a rigid chess piece queen, ready-to - -

attend to the demands of the role. - .
- I could move rapidly—and in any one of eight directions—across the cheéss-
board we had drawn on the floor. I could capture any opponent on contact, I

. -was very proud. Only then did I discover that I was. continually blocked by

the other picces on my side—my own people. Only as they chose to move was

D'granted power; I could not run them down. I was limited by one of the

most rigid of all classic stances—that of a mere object in a game with time-
honored and inviolable, rules. The very limitation had plunged me, quite -
ry plung q

without my trying, into a new area of awareness about the restrictions a head -

of state faces. . ‘ .
In my case, the imposition of the first Big Lie plunged me into a classic
stance.” In. some other instances, it is the participant who chooses this mode. I

~ have seen students choose a classic stance within what is otherwise a very

domestic drzma in order to help themselves to belief. Once a group of junior

“high students were taking on the roles of members of a primitive tribe. One of

the girls streiched herself up tall, limited her_ gestures_ to_the_most stylized,

- #See Chapter 11, “Using Role in Té;'iching._”

and began lifting the water pot from her erect head and pouring it-into her

_bowl, without any random movement or idle chatter, Everything she did had )

an order and concentrated respect for form. She moved quite intuitively into
the classic mode to capture the essence of the tribal task and its significance.
Her choice led her into belief and into a sense of the primitive. Her whole
body expressed her isolation in a personal experience as she concentrated on
precise gesture, . T
Although the classic seems simple as a way into drama, it is actually the

~ mode that demands the greatest discipline over the long. term. One simply

may not drop back into the natural and normal for respite. The press for style
and form.is continuous, and to sustain it requires great concentration and

control. The classic is always larger than life and more highly selective in

.
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.

" gesture, tone, . posture, and language In most groups, no matter how

compellingly the drama may.cry for the stylized, there will a,lways be some
students who simply cannot sustam the classic mode for more than a few _
minutes. This few mmutes, however, is enough to turn some of those who
‘usually_]ust mumble into eloquentsPeakers B ‘

In every drama I:have seen Dorothy Heathcote lead, there ir at least one.
moment when she moves into the'classic in order to upgrade and give dlgmty )
to_ what the children have done. For example, when a group of sixth and
-seventh’ graders have spent ‘most of an hour as the members of,a prlmltlve“‘
tribe going through. the first activities of the morning, she calls them all
together to share  what they have been domg She doesn’t just say in a
domestic language, “Let’s all come over here now and tell what we've been ‘
doing,” even though it is in the domestic:mode that most of: the youngsters
have been’ working. Instead, she sets a tone of dignity by lifting the language
at the same_time as she calls them together “Can we gather now to tell the
essence of the morning?” After they- move to where she is kneeling by a big -
drum, she says. slowly, “For me, the &sence -of the mommatlme is arising .

“early to see the world anointed by the sun. I feel myself anomted by the day.
What is the essence of the morningtime for you?” One’ chlld “still’ clearly in
the domestic' mode, ventures, “I start getting the. food ready

Heathcote repeats slowly, upgradmg a little, “The ‘morning is a time pf
preparation.”- She goes from child to ‘child, askmg, “What is the essence of
the mornmg’” Before long, the answers are taking up her language and
serious tone: “a time of preparation’’; “a time of sharing food™; “a time to
watch the wild creatures wake up from their sleep™ “a fresh, happy time™; “‘a

.new beginning,” Heathcote repests each response, even if it is itself a
repetition. The. answers.move slowly from descriptions of what the children
have been doing to descriptions of the mood of the time of day The children
begin to pick up the classic style, llftmg their language, s! owmg theu pace,
and deepening their tone. ,

The further-removed is the dranatic materiai—the furthf-r in t|me and
place from the present condition of the class—the easier it is to lift it to the
classic. The closer the material is to the present condition and real
circumstances of the class, the more likely ‘it is that the youngsters will work
in the domestic mode. Every child has some relationship with the material of
the drama, and that relationship can be located somewhere on the continuum
from the highly selected (classic) to the unselected (dornestic).

-For example, when Heathcote was working with a group of adolescent
Loys who were actually. in prison, they chose to do a drama about prisoners
»f wer. The prison camp would move mest groups of youngsters into a classic

‘mete bechuse of the diitance from their own experlence the setting would
provide.. However, to these boys, already. in prison, the situation is theirs. .
They know what it is like to live hehind locked doors while all the authority
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and power are in the hands of somecne else. When Heathcote says, in role as

- a threatening German officer, “Thirty-six standard British rifles out of there,”

her own tone is in the classic mode. She is assuming the stance of a stereotyped
officer in relation to a group of captured enemy soldiers. Her gun is pointed

at them, and they have surrendered.” They have no choice" but to obey.
However, this group of boys don’t respond in the classic mode. Because they

 are prisoners in real life, their daily life'is in many -ways not urilike :he life of
.prisoners of war. Thus, “when' Heathcote takes a classic stance as the
“authority of the enemy government, their response is. in' the domestic mode. -
‘They are bringing to the drama their own wide range of experience in P+ison.
“Heathcote knows that by using their own material, in this case a prison, they

will drop naturally into the domestic. She knows, too, 'that the material is
good for winning them over to her but difficult to use to get them into the
classic or 'more highly selected mode. Yet she wants to use the classic mode to

~ get the boys out of their own experience and int6 a new one that can shed

a light on their present i::ohditipn._Changing the mode of projection from the

- domestic to the classic is often a very effective way to get a drama deeper, to

get to areflection on universal human exjerience.* In order to moye the boys

vinto the classic, Heathcote deci les to take the domestic aspects that they

understand and then drop them into a. problem that demands a reflective

- response. She chooses to. cxamine the time in the prison camp when the

soldiers are getting their letters. During her coffee break,-she painstakingly
‘writes 33 letters for the 36 boys. She is careful not to put any implication

into the letters that are not there in the room already, so she writes things
like this: :

" Dear Son:

Thope this finds you as it leaves me at present. The war scems long
over here. How is it with you?

' Mom
. P.S. The cat has had .two kittens,
She put in this last kine in case the reader wants to latch onto a bit of
loving. . - - -
By writing too few letters to go around, Heathcote gets the drama from
the domestic to the classic. She resists any temptation to play funny games

. and say: “You've got one, you've got one, you've got one, you've got orie,
_and you three haven’t got any. Now deal with it.” Instead of that kind of -

self-indugent role playing with the class, she Just throws the letters on the
floor and says matter-of-factly: “Theyre all for them in_this lot.” She does
not plan which three boys won’t get letters, because that js precisely what the
group must decide.. The way they deal with this problem- demands ‘a

*See Chapter 8, “Dropping to the Universal.”
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selectivity and focus that their ordinary domestic- behavior does not neces
- sarily. call for, and it is this challenge that extends their area of experience.
She knows she is taking the chance that the ones who don’t get letters in this
imagined pnson camp might well be the same ones who don’t get mail in
their own prison. In that case, she wil! quickly bringin a “late mail.” The -
problem she drops provules a press out of the domestic mods, however, and
some of “the boys are in fact ready to re5pond in a more selectlve or classic
manner. -

Heathcote cannot magic a boy into giving his own letter to someone else
She has no right to do that. All she can do is to use drama as a tool to make a
new extension possible. Drama puts at the center human_beings struggling -
with a problem, Heathcotes goal is' to get them out of the muddles of
uncaring or “anything goes” and enable them to think about a problemina .
.new way and begin to examine dlfferent ways to deal with it. When this:
happens, the ‘language changes and there is a greater understandlng of how
people can relate to one another.

A useful way to tlunk about classification is to comblne mode of
expression with the .14 ‘areas into which Heathcote divides any culture:”
commerce, communlcallon, clothing, education, family, food, health, law, -
leisure, shelter, travel, war, work, and worship. We have already seen how
Heathcote uses these areas to firid a moment of beginning for a drama.* If we
reflect on how we would project them dramatically, we can discover i in each
area exampl% of modes of expression that illustrate the classnc and the
domestic, as on the chart on the next page.

The classic-domestic continuum classnflcs the way a drama is projected, the -
stance the participants take as they assume and develop their roles..Heathcote
also classifies the source of authority for the decisions a person in role makes
within the drama. Borrowing the terminology Edward T. Hall used in The
Silent Language,** she -calls her thre¢ tlasses the formal, informal, and
technical levels. These are the terms Hall uses-to-describe-three levels-of——

+ functioning that take place in every culture. To avoid confusion I shall call
the three sources of aulllorlty within drama the unquestioned assumption,
relxance on eaperts, and, using David Riesman’s term, inner direction. -

‘The first category, unquestioned assumptions—what Heathcote calls’ the
formal—is the level of culture that everyone agrees onj acls on, and takes for
granted. The system made up of these assumptions, never senously challenged
in daily life, is the basis of all the other elements of. the culture. No matter -
how “liberal™ or “modern,” every society and every subgroup (professions
and institutions, for example) has a mass of customs based on unquestioned
assumpt:ons Such customs are taught by example and warning, by tone of

a0 N

_ *Sce Chaptcr 5, “P rom Segmenung to Dramatic Focus.”
Dp cit. . . .
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.voice rather than explicit explanation. Those who ignore them are ad-

monished or punished. Eating with silverware, washing oneself, toilet
training children, examining evidence in scientific procedure, assuming that

* there are psychological norms for sanity, protecting and nourishing all viable "
" infants, voting—all are -based on largely . unquestloned assumptions of
.comtemporary U.S. society. .

When she works at the level of unqueshoned axqumptlons, Heathcote
(elther in"or out of role) gives each person a task. ““You will be a potter; you
will be a weaver; you will-grind the corn.” Here there is no questioning of the
authority. This level meets the needs ,o,f?an immature_class. It-has these

-advantages: it gives the class an instant focus; a limited view; a chance to use

all previous knowledge abcut, for example, making pols; and the possibility
of getting started without having to make a lot of decisions. It has these .
disadvantages: you as teacher must set up the communications between
individuals; and you will riever know what the group’s idea of how to set up
this situation would have been. If you plan to set up &asks, you plan only two
things: how to gét each iiidividual going, and how to get these individuals
back into communication. In classes wnth poor social health, you will

* probably use crude strategies like calling them to meetmgs If you sense they

can handle a less crude approach, you might ask, “Can you find a way of

* needing each other?”

The second source of authont) is reliance on experts—in Heathcotes '
termmology, the informal. This is the level of functioning in which a person
has a right to question an assumption, to debate whether or not a certain
cultural pattern is right, but in which there are authorities who, can provide -

. expertise if one chooses to seek it. Whén Heathcote sets up a drama at this

level, she will move into role not as an expert, but as a person with the power

.- to bring in the expert if one is needed. If possible, she lures a class member-.

into assuming the role of the expert. If the class decides to solve a certain

“problem, there is an authority who must be consulted for this type of matter;

they dare not make up the rules themselves. .
The third source of authority within the drama is what I’ll call inner
direction—what Heathcote terms the technical. This is the level of functioning

. on which each participant has-an equal opportunity to lead. When she wants

to get a class to work by inner direction, Heathcote doesn’t set up tasks for
them—she lets them find their own tasks, their own way of responding to the
situation. “There can be no appeal to experts, nor-to any unquestioned
assumption. The class members by themselves have to find the solutions to

-problems. As in a dcmocracy, each citizen is - responsible for what happens.

When Heathcote has a class working by inner direction in a drar:a, she presses

. them to gnalyze a problem and solve it without relying on her or anyone clse
_They are the ones who make all the decisions. '

The unquestioned assumptlon creates atmosphere very fast, bccause you_as

S 1
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teacher create it; inner direction relies on_the group to create atmosphere.
Heathcote will risk having a class work at.the inner direction level if their
social health, the quality of interaction, is good. When Heathcote introduced

- thie sixth and seventh grades to the tomb drama,* she quickly assessed their
-social health as she watched them approach the tomb. She decided that it was

good. They treated the tomb with respect and interest; they looked her

- straight in the eye; and they were able to share sitting space on the floor

easily. So she "decided to let them function at the inner direction level,
‘assuming the mantle: of the expert, the archaeologist, and examining the
artifacts on their own.-She imposed no rules; whatever structure the class gave
to their discoveries was of their own devising. The atmosphere was established
by the tomb—not by the teacher in role, as it is in a drama based on-
unquestioned assumptions. o

If a class’s social health is poor, working by inner direction won’t extend

‘them; they will fall into the same interpersonal traps that characterize their
out-of drama relations. At the unquestioned assumption level, on the other

hand, there are rules. The teacher, in role as a-person with authority, can

impose ‘these clearly defined limitations, and the .class members have to

commit themselves to working within them. If the class in the tomb had been

less mature, Heathcote would have moved to the urjuestioned assumption .
level and come in as an expert on bones. .

If a class is doing a drama about making cars in Detroit, you can begin at
any of the three levels. If you assess their social health as poor, you choose
the unquestioned assumption level. You start in role ‘as foreman, and no one
can do anything before checking in and seeing the foreman for orders. You
are the one-who-knows—and who will tell them—how to make cars. The
unquestioned assumption level demands the greatest commitment to letting
you, the teacher, lead. o : _
- If you decide to work at the reliance on experts level, you begin as one of
the workers. “I don’t know what’s wrong with these .damn things, but all

“these chassis are coming out square, and they should be comin’ out oblong.
"Let’s go ask the foreman. Hey, you, come on over here and look at this.
- What’s wrong?” Heathcote is a worker guiding other workers to an authority

should liave done this. . ..” :

If you think the class is socially mature enough to handle the inner
direction level, you can start with, “Well, where the hell'is the manager? If
he’s still out, like he has heen all these weeks, well just have to get on by
ourselves. Do you think we can manage it? Can we cope? - Will we be
responsible?” This is the level thai demands the greatest individual decision
taking by the students. o

who will show them, probably largely nonverbally, how to do the job. “You

*Deseribed in Chapter 10, “Plar_ming,."

J
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Heathcote once set up this situation to illustrate the three levels—-
unquestioned assumption, reliance on experts, and inner direction: She, a
member of a primitive society, is sweeping the house of the women, when in
walks a man, an anthropologist. If the action is to be based on unquestioned
assumptions, she knows that if anyone finds out he has been.there, she will .
have to die and so will he, because a pattern has been Jbroken. The rule need -
not be explained, because.“Thus it has been and thus it shall be.” All she can -
do is run away and try to get to a place of refuge beforé she is caught; from
now on, her life will be burdened with this event. The anthrOpoloalst of
course, may never know: why he is killed. If the action is to be base ~on
reliance on experts, “its dreadful for the anthropologist to enter the house “of
the women, but she can go to the pnest and get purified. If the action is to be
based on inner direction, here she is sweeping, and she says to the man who
walks in, “Don’t you think you're in the wrong place, sir?” : '

Heathcote uses these three levels as a way of tripling the potential for
dramahzmg any situation. The unquestioned assumption level looks most like

“‘real drama,” because it gets to the spectacular very fast; Heathcote’s instinct
s to resist it, however, when she finds a group that can handle iriner direction.
. ‘This does not mean she won't allow the group to decide to take it into the
. unquestioned assumptlon level, but. she -tends not to lead them that way

herself. .
When the- class can handle inner dlrechon, they are providing the energy

- for the drama; they are making it theirs; they are deciding. When' the drive is

in the students, they can run the show. This usually doesn’t look as.
interésting from the outside hecausé the participants are talking directly to
one. anothcr, often too soflly for observers ta hear. Neverthelcss, this is when

drama is really happening in the classréom.

As we combined the classification of the 14 areas of culture wnlh that of
the two modes of expression, we can combine it with Heathcote’s classifica-
tion of drama according to source of authority: unquestioned assumption,

relianice on .experts, and inncr direction. The examples on the chart arc from

-contemporary U.S.. culture; of course, they would be different for another

culture or for tlus culture at a different period in time.

17T -
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. We can put the two classification systems presé_ntgd in  this, chapter \
- together in this way:. - i - . \\\\ :
\ "N
NN
DOMESTIC

CLASSIC

\

. E}

*'A -teacher selects.the appropriate source of authority, for a drama on the
 basis of the needs of the class. Any role in the drama can tlien be projected in - .
either a classic or -~ domestic manner; or-somewhere on-the .continuum
between these two poles. For example, if a drama about skiing is to'be based - .
on inner direction, each class participant will decide how to actin the drama _ .
. and the teacher is clearly not leading. However, within this drama based on. -
inner direction, a student has the further choice ‘of whether to project the °
~role in a classic.or a domestic mode: Either way; the student is still operating ',
on. the basis of inner direction. Suppose a boy is in the role of ski instructor. .~."
He might say, “You must never let a pole out of your hand,” projecting his -
directive in a classic manner. On the cther hand, though his role as instructor .
“is the same, he might choose to keep his manner in the domestic, saying,
. “Will you come alittle closer, you guys?” The langiage and gestures and
" postuie differ, but the role and the level of the drama—in’ this case_inner .




O

ERIC

Aruitoxt provided by Eic:

. . . . . oo

_Clanil'xingl)n‘b@ o C . : 185

"

direction—remain the same. . o . o
Roles at the unquestioned assumption level tend tc call for a classic.stance

‘more frequently than do those at the other levels, but.any role at any of the
. tiree levels can be projected in either a classic or a2 domestic manner.
- Heathcote prefers to start.a drama at the reliance.on experts level, especially

when she does not know a class well. If she sees they can manage well, she

" can move them to the inner direction level; if they cannot, she can go to the
-unquestioned assumption level. At the reliance on experts fevel she assumes a
* strong role to get the class’s bslief going, and then she looks for ways to move

them to.inner diréction. In the sailing ship drama described in Chapter 1,
Heathcote assumed the role of first mate: and projected that role in a classic
manner in a_drama that was at the reliance on’experts level. Through this role__

happening in a'drama. By using them, you can be miore flexible and avoid ©
~being trapped in your plan. At the same time you have a handy way of not

she Ted the class a ship, a rope, a horizon, a mission, and a mainsail which
became » task. Every ‘signal she gave was classic, highly selected to evoke

she senses their readiness. Her leadership can diminish as theits swells forth.
Classification, systems provide you with a way. of thinking about :

- getting lost, because™you can know at which of the three levels you are

~

+ to keep a drama from drifting. ~ . = - . L

. .operating and think about the gains and losses of changing to another level.: .
"You may decide.that the best way. to extend- a class’s area of referencéis to
move.from reliance on experts to.inner direction at one point. At another. -
stage the -nature of the situation may call out for the unquestioried - -’

. shipniess. Because the group handled reliance on experts well, she could later ..+
. move: them to the “inner direction level with the musing, “I wonder how
' rumor spreads on'board. Let’s just seé when we know there’s a murderer on
. this ship.” She asks questions that will lead them. to, inner direction because

L E .

assumption level. Cha}nging'"lé\'elé_pr changing modes of projection from the - -

domestic to-the. &lassic-is often a very effective way to get a drama deeper, to -

out clear signals ind not mixing them up.- All of your energy-can be focused

" on evoking the- ‘_dési‘rea"'r'é_ipbns'e from the class. Classifying is an effective w'éiy;;

. *Described in;Chflptér-.8.:”“.D_|:oppil"léi{(;'l>h'é [_]tl.l;i!ersal." - . N ) .

)l k -

gettoa reflection on universal huinan experience.* If you, know. where.you - "
~are in terms of level and mode of-expression, you can concgntrate on sending .
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'Not surprisingly, some of Dorothy Heathcote’s most enthusiastic followers
are not teachers of drama at all but teachers of other sub]eus—especlally
literature, “ocial studies, and history. She has shown. how the discipline of _
theater can be harnessed to the service of other academlc -disciplines. No
matter what theii acadcmic expertise, teachers find in-Dorothy a kindred

. spirit,: a"person: steeped in the rich heritage of Western. civilization and curious
o aboul:, appreciative of, and conversant with a "wide -range of- academlc :
dlsmplmes and creative arts

-If we think of any material stored in books as an unpalatable beef boulllon
cuhe, to use Heathcotes metaphor, then somé mean’ miist be found for
releasing this dense . mass into_a savory. broth -of human experience: In
educational circles, this process has been- called code cracking—breaking the

_ code so the message can be read. Heathcote guarantees that her lessons will

do thls.* She will lead a class to want to know. In a drama she delnberatelyw

‘immerses a class in the' mystery of not:knowing and shows them that the

lmpulse to research is born of this tension, that the process- -of dlscovery is

‘joyous'and exciting. When her students % start askmg for and -poring over big . :
*-* dictionaries, art books, examples of illuminated lettering, adult texts of all R
' kmds Heathcote knows the drama has done’its work; it has created a need .
_ for’ mformatlon The code has been cracked, and the learners have found they -

have power over material rather than‘its having power over them..
" She doesn’t care how much a child has read. What’s important is not to.

_ collect -a: few: more titles or vocahulary ‘words, but to be- modified in some-

way- by whét one has read. Has reading been a means_of* relatmg personal -

" experience to that of other people? ‘Has the student ‘transiated writlen

symbols into expegience? Through the process of idéntifying, readers give life~ ..

. to texts;-in this sense;. reading is akin .to role playmg in a drama. All print
fremmns dense untll a reader agrees. to belong to it.i in.some way, ldentlfymg

b

*See Chapter 20, “Guaramees for Drama
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with the protagonist or writer énough torallow the reader’s own subjecfive
world to come into play. Then the reader’ being can flow into the dense

-words and provide a medium through which they can be dispersed and under-

stood. Like role -playing in drama, identifying as a reader releases a fund of
subjective experience and recalled information that aids 'understanding and
appreciation. The truth of any “text is always limited by what the reader

brings to it at the moment of reading. The reader’s prejudice determines the o

——range-of inderstandingsthe materia) yields, for sensitivity and awareness are

~

Just as selective and limited in the process of feCeiving written material as

‘they are-in firsthand experience or drama, .

A reader who has discovered what words on a page actually are—distilled
human experietice~has cracked the code forever.-Such a person can translate

any text into meaning by bringing to it the understanding, first, that it is

indeed a code'to be cracked, a script to be interpreted not for ‘an audience
but fof one’s own illumination; and, second, that to make scnse of it requires

 the application of one’s own experience. -

For the rcader who has not yet made this discovcry, Heathcote uses drama -
' to crack the code. She is often called in to prepare a class for a text. Her goal

in such cases is not to go over the material, but rather to raise the questions
about the text that will stimulate the class to read more selectively and

" insightfully. Unless her goal is to interpret or act out.a seript, she does not act

out the scenes in the text. Rather, she reorders the events in the bbok_, raises
questions about them, or has the class enter into and role play a situation that

- is tangential or analogous to them. -

- Heathcote' avoids * simulation, - an -approach’ common among American
teachers. In simulation the class acts out asituation, capturing as much of the

When introducing a class to literature or even to anthropology or history,

factual truth“about a culture or historical period ‘as possible. Simulation has

the advantage of bringing a great deal of information into play and thereby -«
preparing students most fully ‘for the facts of the ‘text. Heathcote doesn’tuse "
it, however, because of its one great weakness: it burdens students with so” ~

much. information . that they cannot get to the heart of .the : matter—the
identification-and hence the helief. s ' '

' Analo'gy, ori-the other hand, rémoves the burden of simulation, which can
weigh a drama down. Analogy starts with attitude alone ‘and, through it;

unlocks the code to an internal understanding, By starting with feelings, not

facts; Heathcote stimulates curiosity and stirs students to"want toread texts

and research for facts dfter.the drama is over. Analogy sacrifices accuracy of -

o

i

,,;jdctail*for“c‘mdlj'q‘ifz’il"'déﬁth';"it"'is easier than simulation, because any. one .

" particular will do for a beginning, As the elaborate web of the drama is spun

- would'be like.” -

out from this single thread, the class is caught in the tension of the moment;
through this: involvement they get a glimpse into what this time or place

s
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The facts Heathcote feeds the class as they assume their roles are those

details thathelp them bring to life the partlcular moment. For example if she

is preparing them to read a text about life in the fourteenth century, she
_might say, “Your boots would come up to here, and they. would have been

"painstakingly sewn by a man you knew: Isn't it mterestmg—-everythmg you_

would be wearing would have been made by a person you knew.” -

Once a group of English teachers asked Heathcote to help a class of inner- -

* ity high school students in Toronto understand The Mayor .of Casterbridge
by Thomas Hardy. The teachers said this was one of the most difficult novels
for their students, so they wanted.Heathcote to get their students to want to
tead it; she agreed to do this in four days of drama. She decided that what
was cntlcal in understanding. this book was that “it happened a loag time

~ago.” She started with an analogy to get at three things. The first was the
slower pace of life in the period when the novel takes place. Second was the
parochial nature of the community then—in a day, a man would travel only as
far as a horse could travel; most of the people one would meet in a lifetime
would be known and would fit a familiar place in a social hierarchy that was
clearly defined. Third was the impact of a stranger.in that kind ‘of com-

= munity. Without this understandmg, Michael Henchard:. relatlonshlp to

_ Casterbridge might seem absurd.

To take the class back to a moie parochial time, i“:athcotc used a vnhage S
: shop as symbol, as the analogy that would be significantly . like the village of .

the ‘book, but would be neither an attempt to simulate Castertmdge nor a
setting for acting out’a specific scene from the book. First, she-went to the

store and bought everything she could think of that would be available in a

market of 1820—cheese, eggs, a honeycomb, a bottle of real maple syrup, a

homemadc—lookmg loaf of unsliced bread in the shape cf a braid, ears of comn, _

butter, fish, brown sugar, brown and white flour, birdseed with groats in it,

dried lima beans and peas, bars of homemade soap with bayberry scent,’

homemade candlcs, and a stack of plates. (After the drama was dver, she took
“the food home to her own kitchen, so it wouldi’t be wasted.) She tells
teachers to do what they can; if you have only-a loaf of bread and a pound of
cheese, use that and lmamhe the rest. In this case, when the class came in,

V-

they found all the things Heathcote had brought arrayed on a table, all with -

- their heavy purple prices still stamped on them Heathcote said, “Could you

“turn_all this into an old-fashioned” shop?” They eagerly set to work, first
argumg about prices and then.changing all ‘of them. After _they got the prices

sorted, they began tentatwely to open the packacres and pour the contents

outonto the plates in tiny heaps:

Then Heathcote asked them to tell -her how she would be dressed. “1 hve L

in this old-fashioned. shop.” They’ put her into a typlcal colonial costume. A ..
Then she asked them to tell where each of her garments came from and where”
each of the goods on the'table originated. What they gave her was their idea - - .

.....
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of the commerce of the day. “Now, will you come into my shop?" she asked,
moving into role. “Yesterday was Sunday. What do you suppose we tak
about this morning when we come into the shop to réplenish our larders?”
“That cheese ‘has a right good flavor this morning,” one womin said,
 pinching a bit off > lazge ronnd piece. “Who made it?” -
“What did you thirk of the homily yesterday, Martha?” another 18-year-
old asked. Gradually they ‘developed ‘a sense of the period and of the
-~ parochialness of this community. They chatted about who was having a baby,
whose husband had been drunk last week, whose land wasn’t doing too well,
who was reputed to be chort of monéy. P o
.. Then Heathcote stopped them. “To a village like this, perhaps to a shop
“%ke this, there came a young man looking for work, Who would like to be
- t7~Es‘youn‘g“fr’iéﬁ?”‘T6"th?é"b‘6}7ivh6'VOlu'nteered, she said, “I do not know
-"at kind of work you seek, but you carry your tools with you; you let us
¢ oW what kind of thing you can do.” In ‘a minute or so he was ready; he
raned inives and a scythe and was preparéd to cut grass and clean out
_Viteher, The villagers all knew he was a stranger; his entrance into the shop
i mgew all iheir dialogue. _ ‘ . : :
After this deama was over, Heathcote uncovered a blackboard on which
she had written Michsel Henchard's Jast letter, pencilled before his suicide.

so

S - Michael Henchard's Will

- That Elizabeth-Jane Farfrae be not told of my death, or made to grieve .
on account of me, o v : '
& that I e not bury'd in consecrated ground.
& that no sexton be asked to toll the bell. _
& that nobody is wished to ee my dead body. - ..
W ) "& that no mourners walk behind me at my funeral,
& that'no flours be planted on my grave.
& that no man reme mber me, L
g‘o this I put my name.*

Then in role, Heathcote said, “That young man who came into my shop
sceking work wrote that at the tme of his death, when he was still a com-
-paratively young man but old enough to: have a grown-up, married daughter.
Whatever was in that man’s mind to muke him write that, I wonder?”

The lass members talked spiritedly with one another. “Who is this Jane
Farfrae?” “Is it his wif or his stownup daughter?” “If itis his wife, why is
she called" Farfrae?” “Is there a Mr. Farfrae?” “I¢ seems like this Michael
Henchard is afraid of something hes done.” -

_ “Weil, would you like to know what. happenied between his looking for

“work and that letter?” By this time, they winted to read the book; through
analogy she had piqued their curiosity and nelped them crack a code.

. "fHa.-‘dj:: Thomas. The Mayor of ‘Casterlzridge.a' New York and.Londofx: Harper &
Brother:. 1922, Chapter "45, ‘ i

<
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To get a class interested in Chaucer s Troilus and Criseyde, she beaan by
asking them what kind of person in our society goes out and faces danger '
each day but comes back to sleep at home each. nigit. They suggesied a facing
car driver, so this was their modern, Troilus. Dyomedg was the old hand who

drove for the opposing side; Pandarus the public relations agent; Cnseydc, the .. 1.  -

model who sold the car by publicizing the sex angle, Caikas, who could read
the future because he developed new engines, was the modern soothsayer. As
lhcy dramatized this analoaous play, they came to know the plot of Troilus .
and Crtseyde ‘inside out”; they wrote up a script of their play and compared

it with Chaucer’s work.--

Another ploy Heathcote uses to get a class interested in a text is to discuss
with them what makes a book g,ood She lists their responses on the black-
board. Then she ‘a:ks them what makes a book Loring. She gives each persona . -
set of these latter charactexistics—each written on a separate slip of paper—to "~
rank in ocder, with the qualities that do most to make a book boring or -
difficult =t the top. The list includes things like long sentences, long conver-

- sations, small print, long descriptions, thin pages, hzavy books, and poetry in

-+ the middle of prose. This process evokesa discussion based on a fact teachers_

© . sometimes-fail to acknowledge: the books they assign students often. look -

.’boring to them. One high schonl hoy told Heathcote, “I’ve never known what -

IR ¢ thouaht about buoks before. I now know why I couldn t finish’ some and”
-~ why I went back t6 reread others.”

- A third way to get a class started in a hook that seems formldable is to

begin,teiling them the plot and ask them to stop you when they find they are

- interestéd in what happens next. This is a useful way to. get students to the
point where - they—are-ready—to- tackle- - fau'ly difficult text like Pilgrim’s
Progress or one of Shakespeare’s plays.

A fourth ploy Heathcote hss frequently used is to have a teacher’ who -
knows 2 pook: well come:in and- pose as its central character, letting the class
ask questions of her or him. This way the students start with what mtcrcsts
them about this character, and that interest is the key that unlocks the test of
tie hook. When Heathcote introduced the. mayor of Casterbridge this way,
skt and the class were in role as villagers. She told them, “This man is your
mayor.’ "You-have.a right to examine hit: closely and find out his attitudes. He
is bound to answer honestly and not to dissemble.” She had ‘the. class open
their books’to the first: page, and their questions began. “Why dld you let
your wife carry the haby-on that dusty day?” one gil asl\cd

“I had ‘iher things on ‘my mind,” the teacher in role answered, finding his

’kruwied"e oi the book tested in a new way. ,
“Is thisa good reason?” the. girl pushcd -
(lf course, it’s a gond reason.” : -

“Just what other things did you have on your mmd"”

Throunh tlus dlalovue the ‘class pcnctratul further and further into the

v \
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shame of Michael Henchard. By first takingvt]iis teacher to be Henchard, they
effected what Coleridge ‘termed “the willing suspension of‘(_iisbeli_ef_“* and

* could then transfer this act of will to the book itself... .-+

To help a class get ready for an examination on Arthur Miller’s The
Crucible, Heathcote had them pose as a team of counselors in a‘ marriage
guidance clinic. They worked to help John and Elizabeth Proctor, teachers in
role, first to feel at ease and then to go back over- their experiences Lo see
whether they could get a new insight about what had happened.’ The ‘class
looked at the play from a new perspective. One student concluded at the end
of the hour, “You know, I coiild write a book about John Proctor’s relation-:

 ship to Mary Warren, Abigail; and Elizabeth.” ‘ o
Each of these four techniques helps a class realize that a text is muck miore

than words: It'is always a script to be interpreted, whether it is written in
conventional drama form or. not. Not all teachers share this view, however;

some are convinced that most lexts are unambiguous, subject to only one

~ “right” interpretation. One way Heathcote breaks through this prejudice is to
-have teachers work in pairs on a “text” of their own making, in-the same way
she has younger students do. Each pair makes up four lines of dialogue, which , .

may be as mundane as this:
“Coffee?™ L
“Yes.”
“Cream?”.
“No, thanks.”

“This is the text they use for a series of dialogues, each time adding another

layer of meaning, The first time through, . Heathcote asks each “person to

_assum_&_an_attitudc,-a,—Way-—'o'f—fecling,—“md—proj’ec"t that—Tle second time-

through, she asks them to add the way they feel about each other.. Then,
“Are you rushed or do vou have plenty of time?” Then, “What is your social

class?” Then, “How old are you?” Then, “Are you at.the-breakfast table or
- camping out. in the wilderness?” Each time they add a layer, they try to

preserve the previous layer as well, augmen ting the words with gesture and
expression, ' ‘ '

This experience cracks the code of a dialogue in-a book! It shows that -

there is no suck thing'as a dull line. Those words“on a page that seem so

flatly there are not all there is. What is said in words is often not what 5 -

really being said; under any printed dialogue are layers of meaning that can

- never be fully captured in words alone;

Another way Heathcote shows this is to have each pair of students act out

- one dialogue—a short one of their own making; like the one above—in a series

of different ways, each of which has its own meaning. For example,-she once™

- " had us use our four-line dialogues to ‘make clear the first linie that we were

*Biographica Litezaria, 14." - _ )
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. lovers; the second, that we were spies meeting and recognizing each other; the-
third, that one of s was leaving a place where we had been living togcther. I

vividly remember ‘two of my classmates who acted out their dialogue as they .
met as spies in adjacent toilet stalls! My partner and I used our four absurd.

- lines as part of ‘a deathbed scene. ~ - =

Another dialogue Heathcote has used with older students and .tqacliers is

this ambiguous text, which she has them act out in groups of four, one for -

each speaker: _ ' .
A: This wood’s damned hard. _ : -7
B: Tt isn’t as if he’s a big fella, either. :

A: T hate 'these rush jobs. ‘ :

.B: What’s he supposed to have done, anyway?"
- C: You hate any job you do. ' ’

D: Never mind, guys, double pay.:

- Each speaker assumes an attitude to project into the relationship. Then each .

group decides on a time period when the action took place and the nature of

- the project in" which they aré engaged; fleshing out a drama from these six-

stocks or coffin to fashioning Christ s cross. o o
- When it comes time to actually get beyond the improvisation' stage of

lines of sparse, ambiguous dialogue: Interpretations range from building a

introduction te a particular piece of literature, Heatlicote uses the words just -

as the author wrote them. She never alters or modifies a text. If a class needs
an improvisation first, she sets up a scene.that is not in the text. Her goal is to
lure a class into wanting to read, not to substitute jmprovisation for reading
and ihtérpreting Lo o _ )
Heathcote also works to lure~or press—a class into greater eloquence. This
involves. helping children-crack a code that is within themselves so that they
can recognize and express their own feelings and perceptions in a new way. -
Heathcote’s explicit goal here.is to expand the children’s vocabulary and
develop their rhetorical style, but she sees this aim in a larger .context.

- Receiving and sending messages in words is never all there is. This process is

always just a part (in some situations, as drama vividly reminds us, a very,

- small part) of any. total experience. Heathcote’s definition of education takes
- account of this reality: “Education is a continuous process of assimilation of

incoming data together with a constantly developing ability to respond.”
What we do with words, then,. is never the whole, but only a part, of
education. Heathcote’s definition is similar to the. one developed
independently by James Moffett.* To perceive and take something in as full,
complex, and sensitive a.way ‘as possible and then to bring it out again as
words—as a statement that reflects the fullness and complexity of the
experience and at the same time orders it :nd relates it to other knowing—is a

*See befélt, James, and Wagner, Be'tty Jane.. Student.Centered Language Arts and

. Reading: Boston: Houghton, Mifflin Co., 1976. Chapter 20, *‘Setting Goals.”

A,
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.goal %orthy of any educational ‘endeavor. This is precisely what drama does
best: it provides an evocative context for the expression of feelings and ideas,
and.it demands clarity--and force. of thetoric in that expression. When the
- pressure- for language is on in a drama, children move from-their passive to -
their active vocabularies, words they may never before have had any reason to -
In addition, drama often provides -a press for language ihat_ is special, in - .
some way.* Heathcote is always alert to situations ‘which call for an archaic, . "
_ word, a correct precise term;. or upgraded language style..She introduces
“whatever term is needed, hoping the class will follow her lead. Here are‘'some.

examples: -
¢ Cne of a grou;.  six-year-old-astronauts in a-rocket ship said the
weather was getting bad. “In" role as ground control, Heathcote
reported “the deteriorating weather.” S
¢ When an eight:year-old-doctor in a hospital drama needed “an air
thing you put on your mouth,™Heathcote supplied the words as sh
handed over “the oxygen'mask for the patient,”" : )
o She gave another, doctor 2 “stethoscope” when hu needed *“a thing
for hearing the heartbeat.” - L
‘0 When they were going to operate to - find out’ what ‘was wrong,
" Heathcote asked urgently; “What did the biopsy show? Who was
résponsible for examining that tissue sampie you took?” Both her
tone and her tertis‘upgraded the_ responsibility of the medical team,
o In-another drama; a ¢hild suggested that one of the things a governor
might 'do is smile when he saw that oune of thecolonists had a baby.
Heathcote both upgraded the. language and’ extended the idea by
- - saying, “Yes, he might congratulate them on their babies;” .
o If she is trying to get a feel for the Middle ‘Ages, Heathcote might.
. . move into role as one of the lord’s followers and call herself a
' —'»%—liegeman',‘accompnnying her use of the word with the correct gesture
of obeisance,**. ’ o ’

ant

_ When she wa's.x&orkin‘g_-_. ;'CromWell-fs meeting with Charles I, Heathcote_ -
helped a child-who was using a modern oath by feeding him archaic language.
for a curse; “By God’s good grace, my.blood is as blue as thine.” By taking it
up, the boy had another experience in shaping his language to fit its purpose.

- - At another point, Charles I ‘was at a séaport, oyerseeing the levying of a
duty on each of the rough sea captains who brought their ships into that
_harbor. Heathgote again was in role as the one who carries out ‘the king’s
-orders. She probed for archaic language: “His Majesty requires that every
- captain who arrives'at this port pay tonnage.” A bit later, she brought the
_king a message: “Your Majesty, this sea captain ‘by the name of Jim Brown
‘(the child’s real name) has refused to pay: tonnage on’his-vessel, which has.
sailed from Spain.” Depending on how Chares -esponded, she either .

.- *See the discussion of classic language in Chapté; 15, “Classifying Dram'a‘”l '
_**See.page 28 for examples of the correct terminology she introduced to make a
sailing vessel seem authentic, . . L
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~lowered her tone or appliéd a press.for archaic languaae.

In a medieval- market, Heathcote went up to the child who was the
“flesher” (a term she had supplied when he chose to be a butcher) and said,
“Iy mistress demands that you send up two beasts ‘on the hoof.” ”

Puzzled, he asked. “What’s ‘on the hoof?”

By ;“If they are not walking, she will not pay you, Heathcote still clearly in
ro e, warned him. ‘

“\Before long, another child, who was dealing in skins, was askmg her
whether she wanted her skins dead or *“on’ the hoof * That, of course, is one™
of the predict:hle consequences of teaching vocabulary through drama.
However, such misconceptions are not: precluded by ary teaching method;
they are just more obvious in drama. When they are brought out, misconcep-
tions can become occasions for further learning. In the same drama, for
exainple, a little girl was selling spices: cloves, cinnamon, saffron. Heatllcote
asked to buy some saffron, but the girl said, “There is no saffron now.”

“Qh, no, not this week of all weeks!” Heathcote lamented in role.

" “If the wedding’s gomg to take place, theyll have to have all that saffron . .
in the wedding cake,” said the chlld obvnously not knowing anything about
. saffron.

““Somebody getting marncd"” Heathcote asked, projecting her voice s the
word would get to the other artisans and sellers.

“Yes,” she said. Almost at once, the bakers were busy ‘with a Iluge
wedding cake.

. “Why all the stress on. yellow" Heathcote quened cxtendmg their under-

. -standing of saffron. “You’d think they could make an ordinary white cake ~ "
——————and-not-use-up-all of this town’s saffron!” At this, the tailor got busy ona .

_yellow bridal gown, and the farmers began gathering up yellow flowers. By..
. not correcting but achmly magnifying the girl’s initial mistake, Heathcote
had fed the class a focus for a group event. She still kept pressing, “But why .

: yellow"” Under this pressure tlley came up wllh an answer: The groom was .
the Duke of Orange! 1 - .

In “Dropping to the Umverf“l » we made a distinction between a probe,
‘tentative attempt at upgrading the class’s effort, and a press, which won’t let
them get out of the situation without extending themselves into new areas. In
extending language, Heathestc never stops probmg for more precise or aptlan-
guage; she applics a riess at the point when she senses the class can handle it.

. She knows thatac! Lild who assumes the role of. King Arthur may just sit there
like a'sack at first. She can help the new monatch by feeding him lnnguaae as
she gives him time to get the feel of the role. She may try a ritual in which

" each of the knights pays homage to the king. Inrole as a page,’ shc might say,
“His Majnsty, ng Arthir, greets,) hlm and would have his name. " If the king

~ does not yet'inow_how to take’ up the language probe, Heathcote wnll '
continue to ask the quesl:lon of each knight in turn and pass on hlS answer to

189
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‘His Majesty. Neither the king’s language nor hers will be particularly high-
flown at this point. If, a little later in the drama, the king is able to say,
“Bring Sir Lancelot hither,” Heathcote will immediately lift her own language
into the classic and continue to provide a language press: “Certainly, Your
Majesty,” with a wide flourish, “it shall be done.” L '

So far we have considered oral language only. Heathcote is committed to

- developing a child’s written style as well. She likes her classes always to come

to a‘drama with pencils and paper handy. Often when she stops the drama for
reflection, she asks the children to take the drama to paper, to writé out what

. they are feeling and thinking, A ‘scrap of paper in the pocket will do; if not

that, Heathcote keeps pads and pencils handy or a roll pf shelf paper and lots
of porous-tipped pens. Quite often, a drama ends with the writing of the
scroll that preserves this history, the summary of how it was in our village at”
this time, or some similar record. - e '

- Heathcote never asks a class to write anything that is meaningless, that has
no purpose, that is simply a test which the teacher can use in judging the .
children. Thus the records the children write are shared with the rest of the

- class or with other classes; are mounted and preserved; or are collected into

books for class efererice and use. -

What Heathcote -gives children is not information on how to write, but a
reason for writing. Writing is never “assigned”; rather, it comes forth when
students have something they simply must say, when their emotional drive to
express what they. have just discovered plunges, them into figuring out for
themselves a way to say it..Heathcote often stops a drama at the height of its ~
action and asks the participants to write out what they have just known and .
felt.. . ' . o

Heathcote builds an appreciation for records by showing students actual
handwritten accounts, documents that have never been reprinted, or old
Pages from archives. She. may say, “Come, sit in front of this log. A man
wrote that on a moving deck, and he had sworn on oath to write the truth.
It’s sacrosanct.” At other times, Heathcote will make the writing itself a part

_ of the drama. If the children are young and their oral capacity outstrips their

writing skills, she has older children or adults take down what they say. Here

. are excerpts_rfrom the diaries .of two boys, hoth less than eleven years old,
who wrote them as part of a drama about monastic life: - -

" Sunday. I earned a penance by’ looking at Brother Luke’s face, My
‘punishment: praying for.four hours on.my knees, ’ )
Monday. T was writing the third page of the Bible. I went into the
woods'to pick a feather from the gander. .
Tuesday. I went to the woods to pick elderberries for some ink..T mixed ‘J
them with rose hips and they produced a beautiful deep blue, - . . .

I walked back toward myice“ﬂ, .my stomarh einply, my knees stiff from

kneeling I enter my’ stone room. A shaft of light falis upon my unfinished
manuseript. My eyes glance up at, the holy cross, My legs need rest, so I sit
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on my StOll’lC. seat, The table, wooden, a privilege to use. On it,.my sheet of

., vellum; also a fine quill, a pot of black ink. I borrow other colors frof my
_ fellow brothers, As I begin to sketch my design, I wonder, is this the right .
life” : : . ’ .

" Here’s another example, this time a letter from a ten-year-old: = -

O Great Lord Pharaoh of £gyyt, I am an old slave in your quarry, We

have been working from early mc raing until late at night, and we have just’

settled down to sleep, .but L.have :‘ayed awake to write this letter, I could -

hardly hold.the instruruent I wrote this letter with for the cuts and blisters

on my hands. I do not quite know what we have doneto be brought here.

You have set-us to work i rags. We are working all day long, your task-

master at our heels all day long If we stop for a moment to rest, we are- *
. whipped. You are never in the quarry long enuf to see us working: You -

-have never seen. the blisters on our hands and our feet or the whip marks.

on our backs. We are all just dead, We are asking you please to let us go

free. Please let us to. go back to-our own lands. We are all old now. We are -

of no use now, We have made your bricks and built your palace. -

And here’s what Moses wrote after this same drama: .. . ot

To *he Tiver I went forth to chéng; the water to bl(.uid. Outstrefched 1
thy rod and made the command of the Lord. | command thee to turn to
‘blood, and it.was so—red, red Lke the redness.cf a Baby but in a way.not -
the same. This redness is'of:fire, Red, red, | _thi;\lk. that our people will be
free now. : S : o
"By the” time ordinary, previously undistinguished children can _wri;e'

.personal passages. like these, uplifting language 'has been internalized. The
students have cracked the internal code that kept form and feeling separate; - -
now they can wed feeling to a form that suits it. ' '

.
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.-Tl'ie;e is almost 'no area of ‘the curriculum' for which Heathcote has not .

used" drama. Its value in building confidence in"using a foreign language for
- example;, is obvious. What it does, of course, is to build in reasong for talking..

= .One way to do this'is to introducé. an'aduit—in1EQl_e,-'as'Heathcofe,di_d with the .

~ o

Latin teachier.* . SE LT R . . _
" --Although mathematics seems fiore difficult to crack through drama, there

-

~ are ways t6 do it. Whenever children are planning trips, feasts, or purchases, . _
~. however;, Heathcote stops thern to_explore what the costs are likely to be, . -

{2

i '.'.35-}5

how much money théy. will-need, and wayz.tS get resources. She often moves
- from drama to construction of such_things as pyramids for the story of

. Moses, a carton castle for a king, or clay~cliff dwellings for Indians of the
Southwest. In each case, she crestes a need for mathematical calculations, _

- To teach'a group of mentally. handicapped children the concepts of tall
and short, and to help them classity shape, Heathcote introduced a teacher in

- who crossed in front of him and. stole. an imaginary chicken. The tall king
+ captured-him, but the children pleaded:that he not hurt the little }ggnz The
~king agreed to spare him if he would build the king a house., The little man

+ . and the class built a big round house, marching i~ a Gircle and then drawing

 thet path with chalk on the floor. That wouldn’t do, so they built the king a
square house, then a rectangular one, then oval, and then triangular. Finally
‘the king was* sitisfied.” After the drama was over, they ‘played.the game

-+~ role as a tall, tall, tall king.- Against his height she juxtaposed a short man,

Granddad Says, Everybody into the Round House, until they lea‘?_ned the

' i‘%ar?o-ls'six_agpes:' -
. *See page 146. - . ) j 9& ;

a
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Another time, Heathcote introduced shapes to a group of five-year-olds by
setting up a soap factory, in which they actually made soap. She brought in
real lye, which she kept locked up and ceremoniously took ont when it was
time for the process to begin each day. The children sorted the soap by
shapes and by colors, learning the diffecences among hexagons, diamonds,
and ovals, and ameng the various colors, in such a way that they would see
them true forever. ‘

Drama frequently gives rise to situations that call for experts. Heathcote’s
technique in such cases is to bring in a real expert and have that person
answer the class’s questions. In the soap factory, the class decided they
wanted to send the Queen their best cake of hexagon-shaped soap stamped
with the initial of their school; Heathcote brought in the mail carrier to
explain how to address a parcel to Her Majesty. Another group of children
had been making clay jewelry and carving in their own assay marks.

" Heathcote called in a real goldsmith to answer their questions about how

these marks are arrived at and to show them assay marKs from various places
and times. He also showed the book of assay marks he used for reference.

Often Heathcote will-bring in a stranger in role to get a class to describe
their school, community, or activities more fully than they would need to do
for one another. Working with four- to six-year-olds, she dressed up two
Chinese teenagers and introduced them as visitors who needed to take back to
their ‘government a report on this school and town. The children gave them a
party to sec whether they liked it; they drew maps of their schoo! and town
for the visitors to take back to China. Before long, the children began to say
things like, “Newcasle is bigger than Gateshead, and Gateshead is bigger than
Felling.” A reason for conceptualizing and using language in this way had
sprung from the presence of the Chinese visitors,

Drama can provide a powerful stimulus for careful handwriting. A group
of .eight- and nine-year-olds—40 percent of whom had previously had great
problems in legibility—overcame all their problems in handwriting as they
made an illuminated manuscript of 800 A.D. for ‘a historical drama. Fach
chose a Bible verse to copy; they uscd old medieval manuseripts as guides for
the illumination. They worked with either quills prepared from feathers or
penholders with nibs. Like the monks of old, they were limited to one piece
of vellum (actually paper) apiece, so any blots or errors had to be disguised in
some way. T : "’

How does Heathcote use drama to crack the code of history itsclf? She
thinks of ways to remind a class that history lies close at hand, just waiting to
be picked up. She may dramatize this with ghosts of the past who arise and

~ speak, or with-{tones that cry out the truth they know. She may bring in a

teacher who knows a great deal about a certain historical period and have him
or her dress in role as ; well-known historical figure and answer the class’s
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'questions. This person will need the self-discipline to channel all he or she

knows through the narrow end of a funnel; that is, through what the class
shows they are interested in. Thus, if 2 class is interested in Thomas -
Jefferson’s invention of the dumbwaiter, any facts about his life ‘as an
architect or statesman will have to flow through that invention.

Characteristically, Heathcote will start a historical drama by asking the
class what they know about older times. Suppose a child says, “History is
kings who'own all the land and poor people who have to work for the king all
the time and have to do what he says all the time”; then that will be the
relationship Heathcote builds first. More sophisticated information is fed in
bit by bit after what they already know is elaborated and made tangible.

When she introduced a group of eight- and nine-year-olds to the events of
the American Revolution (in the drama discusscd earlier), Heathcote’s goal
was to get to the heart of the matter, the inner urging towards revolution and
the ultimate feel of freedom. She proceeded by assuming the roie of a harsh
and uncompromising governor; even in her role as teacher, she pushed the
children hard to get them to believe in and stay with their roles as colonists.
The first sessions of this drama were tough ones for the children.

Even after one of the village children who threw snowballs at a British _
guard is killed, Heathcote as governor continues her pressure.. The child’s
parents have to billet that very gard in their home that night; such is the
governor’s order. At this point, a tall girl in role as the bereaved mother
shouts in defiant anger, “We won’t let that murderer in our house!”
Heathcotc still won’t let her win. She i forced to take in that soldier under
threat of imprisonment. The plight of the colonists continucs to worsen for
four straight days of drama. Both in and out ‘of role, Heathcote shows them
little mercy. As teacher, she keeps pressing the class to discipline themselves
to.the heavy demands of their roles, - o

By the end of the fourth day, Ken, in role as Samuel Adams, stands up on
a table and sums up their situation: ) :

-- P

*

What I have seen in this village is the Governor bringing soldiers out to
the houses and thgn charging a half crown and a daily meal board for each

soldier. I think this is just terrible. The Governor is going to have soldiers

waste of the troops. The guard will have a rotaticn about every two hours,
The changing guards get people mad. They make so much noise, People are
woken up every two hours *cause the soldiers are put in their houses, The
people can’t get enough sleep in this coiony; we can’t win independence,

And_it looks like right now the people are getting mad and a revolution is
«coming. I know that! : :

As teacher, Heathcote summarizes the day’s drama this way:

: O_ut of this is going to come a very,. very terrible war, and out of that
1§ going to come your independence, Then Never again can an English king '+ -

v
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demand money of you. They may ask, and you may give as you did during
the last World War, but nobody candemand it. You shall control your own
purse.

By the fifth day of the drama, the colonists decide to drive out Heathcote
in role as governor and elect their own. Once the governor’s pressure is off, a
surge of new energy fills the room. The colonists all start shouting at once as
they eagerly pitch in to do the work of the village. The men start to plow, the
women to cook for the busy farmers.

“We need a police force. We need to make’ this town more prosperous.
" Everybody will help everybody else’s farm. One big, huge farm.”

“Somebody get a plow.”

“Cormrie over here. Help loosen this hard soil.”

“OK.”

“Get another horse and plow over here.”

“You get the horse. I bring the plow.” .

“Attention? Attention! Listen, if anybody needs a carpenter. . . .

“Yeah,” several colonists chorus. “Let’s build a house.” They are all work-
.ing purposefully now, happily sharing tasks, shouting for aid, pulling ropes,
plowing, hammering, all chatting at once.

“Hey, somebody get up there on the roof. Il hand ya’ this.”

“I’ve got a plan for a new house.”

“Somebody go down and start carving stuff on the door.”

“We have to repair the rope in the well,” one boy reminds them, and they
set to work on a job the governor had frequently urged them to do.

They sense their new -feeling of liberation. “We .can do lots of things
without the governor watching over our work.”

“Hey, let’s build a new school!” This is greeted by enthusiastic cheers.

Heathcote, no longer the governor but now in shadowy role as one of the
colonists, presses them, “If you build a school for the children, aren’t you
going to take away their freedom?”

“No, this school will have fun things to do. One of us wil! teach.”

“Yes, I wnll ”

“I will, too.”

" “What if they don’t want to go?” Heathcote asks.

“They’ll go, don’t worry. They’ll go. We won ’t have to forcc them. They 1l
have games to play, and they’ll want to come.’

““Get the books from the governor’s old place. He’s got a whole shelf of
books from England.”

One of the girls starts to read. When another child asks her about it, she
-reminds her that she has to read if she’s going to teach. “This is my favorite
book about King George,” she says, expressing a need for continvity even
" . during a revolution, although she probably could never have Verballzed it that

”
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way. ‘

Heathcote as teacher stops them so she an list on the board the fresdoms*
they now have: She writes what they tell her: “You can do the things you
find fun.” “You can do the things you find useful.” “You have the right to
disagree if you don’t like what was done.” “You have the right to choose the -
labor you will do.” “You:-have the-right not to pay to the common taxes,”

*The freedom they feel is real hecause the previous pressure has heen
intense and felt. ‘As one boy puts it, “I never caught a fish so easy before”;
the fact of.freedom energizes. Actually, by the end of the drama the class are
working very hard, and Heathcote is redundant. They have learned something
whieh is central to an understanding of the American Revolution.

In the drama of 1,200 years of history,* Dorothy Heathcote started with
research. All the children chose aspects of life in the Middle Ages to report to
~ their classmates. Although most wanted to write about arms and armor, they
agreed to have only one child do that. The others wrote reports to answer
such questions as: How did the Vikings get across the sea? What did people
eat at that time? How -did they buy and sell things? Who was Hilda of
Whitby? Were there schools? What was a Saxon village like? How did the
monks live? The regular teacher of this class upgraded their efforts by
mounting them carefully and lettering the title of each display in Old English -
script. The children also " painstakingly copied the Gospel of John. This
became part of the manuscript that was the pivot of the drama. What made
the book valuable to these twentieth-century children: was the long period
they spent finding true Celtic letters; copying the verses; illuminating them;
gluing each page to a piece of leather so the book would open flat; and
binding the book in a wooden cover decorated with an authentic Celtic
design. This process built up the children’s drive to preserve the book.

In the drama, the nionks found themselyes under pressure to; defend the
book’s value, especially when the crops were failing and the people were
tempted to call on the old gods for help. As the monks were dedicating the
book, Heathcote, in role as one of the common people, pressed them.

‘The abbot {egan, “This is our book. It is-a beautiful book made by the
monks of our monastery.” ‘ ' '

“What good is a book?” sneered Heathcote in role. ]

“We gan read out of it for our prayers.”

. “Why do you need tc do that?” . ;

“It’s the words of God.” - ' : : :

“But the words of God don’t fill empty bellies,” Heathcote growled in
disgust. : _ o '

The abbot was desperate by now, shouting, “This book was made-from the
feather of a goose that never knew he dropped it!™ Under the pressure of

*See pages 45 and 46.
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drama, his understanding of the value of that manuscnpt had moved firmly
into his left. hand. -He caine to a new synthesis, an intuitive insight that was
not mere feeling but passion fused with the act of valuing. This book, which
had been lettcred with a worthless feather, now represmted the faith of a
people. It must be believed.

In another drama Heathcote wanted to capture the essence of the life of
the Venerable Bede, 1,200 vears after he lived and wro'e in the monastery of
Jarrow in Northumbria. This time she had all the children in the school copy
Bible verses, using real feathers. This dictated a style of writing that was
close to that of the old Anglo- Saxon manuscripts. Tension was providéd by
the fact that there were only 10 goose quills; the rest were sea gull feathers. A
child who-wrote a perfect page with a sea gull feather earned the right to use
the goose quill. By that time she or he knew what it felt like to need a better
lmplement. “Sea gull feathers are no good; you can’t write neat. They’re too
soft.”

Throughout the drama, which lasted two ‘weeks and involved the whole
school, the discipline of the monastic life was increasingly imposed .and
extended. Each child was dressed in a swatch of black material to symbolize a
cowl; went barefoot despite the winter weather because the eighth-century
monks did; and took an Anglo-Saxon name. The children took turns baking
the 96 little loaves of bread which, with glasses of water, comprised their
daily lunch. One group of children made butter. Eight times a day a bell rang,
and they left whatever they were doing and went to prayers. On the fifth day,
Heatheote decided it was time to impose silenee in the chapel. She did it at
the noon service before the bread was passed amorg the children. “When the -
bread comes in today and when 96 people have sung their way into the
ehapel, there will be no voice heard; do you know what this means?”

“Yes,” they ehorused solemnly. _

“No voice must say anything, not even the abbot’s,” she said, looking at
the child who stood behind the altar.

“Yes.” :

“You realize that if there is a voice heard, there is no bread?”

“Yes,” again in chorus. At this point one girl turned to another and said
something. Heatheote could have wept; but she kepther word. No bread was
shared that day.

After chapel the questlon arose, “Hey, what are we going to do with all
that bread?”

“T don’t know, what do you think we should do with lt"” she asked the

- group.

“Give it to the poor people.” ThlS she did after school, continuing to act
in the mode of the eighth eentury, when bread mattered very much.

She went up to the two girls who had talked and.said to them warmly,
*“Oh, Liam sorry about thls ” They forgave her with their smiles.
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“So are we.”

“Tomorrow wel make it; well be quiet and get the bread, won't we?”

“We'll oy.” :

“That’s all I ask you to do.” .

The next day at chapel there was great tension; from then on there was
silence wken the lay brothers were called to.prayers. Through discipline the
children discovered the pride of rising to the demands of a monk’s commit-
ment; they experienced the quality of a life otherwise alien to them. A

When the bread was blessed and shared in the'monastery the children had
built with their belief, those who had made butter shared it with those who
had made bread. The abbot himself broke the bread; the most important

-elected member of the community became the servant of all the others. What

the children were living through symbolized the:values of a community of a

- distant past.

" In addition to identifying with people who lived in the past, Heathcote
wants her students to identify with historians, to develop an appreciation for
their task of selection, compression, and interpretation. To develop this sense
in a group of 18-year-olds in Bristol, England, Heathcote used a real event,
one they had all lived through. This was a six-weeks’ strike of garbage
colleotors (called dustmen in England). With- thig situation she cracked the
code so that the group could understand how history gets written and what it
actually is. : ‘

During the dustmen’s strike in 1970, huge piles of plastic bags of garbage -
collected in the parks and along the sides of the old Gothic buildings. Schools
were closed because the custodians, who had custody of the keys, had gone
on strike with the dustmen. No burials could take place because the sextons

. were part of the-same union. All in all, it was a time of hardship for most of
. Bristol’s citizens. '

~ Heathcote began her lesson by reminding the class that one day this event
that they had lived through would become a line in a history book. She asked

- them. “Is there"any way we can catch the feeling of this strike and preserve

it?” They talked together about all of the things that had happened that

- should be remembered. For the next day’s drama, she developed a set of roles

from the class’s anecdotes. She put each role together with a clus to an.
attitude that might go with it, on a piece of paper. Here are some of the rcles,
with their clues: ' :

A -widowed janitor, nonunion “My rentis £2.10 a week.”

A vicar . “I feel so helpless.”

A retired citizen . “Ilive near a small patch of land.”

A driver of dust cart No. 47 “Things aren’t always what they seem.”

An employee of Radio Bristol ~ “We'd only just got our heads above water.”

Apurdertaker - “Death waits for no man.”
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A school supervisor _ “We haven’t a bad educational system.”

A park kecper of fishponds “I took a pride in being solely responsi- )
ble for my park.” ’
A school principal “Mine is a_big responsibility.™ ¢
A city councilor “I'm in politics because 1I'm prepared
: to do something about things.”
A store manager “New packaging methods have changed
the job considerably.” a Ty
A university custodian - “I've always liked my job and held my
head high.”
A janitor, union ¢ “t've worked in this school all my life.”
A mother of six “Nobody realizes; you don't, until you's-
" have children.”
A fishmonger . “I'live over my shop. I'm allowed twe

garbage cans.”
s . )
" hvathcote had each student choose one of these roles to assume. Her adult
student teachers then came in as newspaper reporters and interviewed each of

‘thzse Bristol, citizens, asking what it was like in Bristo! during the strike. Then

the adults wivfe up these interviews, upgrading the language; these became
the documents ¢f historical importance.

The accon:uts of the strike were very vivid. One girl assumed the role of a

park keeper who had in reality committed snicide, telling the reporter that

- she just couldn’t bear to look at the rubbish any more. The rats and stench

were more than anybody should ask her to deal with. The reporter who had

-talked to the undertaker wrote a letter to the newpapers, coolly stating the

problem as the undertaker saw it.”
N

Dear Sir:

As a funcral director and a member of our local Socicty I feel that your
readers should be aware of the particularly great distress which has affccted
the bereaved of our city. No grave has been dug for three weeks, and the
accumulation of the deceased has greatly increased the burdens which have
to_be borne by those who have been left behind when-they must perforce
extend the period between preparation and burial, : ‘

Another aspect of the problem has been the misconception by the
public of the cause of their distress. We have borne the whole brunt of the
accumulated frustration and anger caused by the events of those five weeks
on our wholly inadequate shoulders. The more uncontrolled of our
customers have on two or three occasions laid the blame for the dislocation
of our services fairly and squarely, as they say, at our door. In short, there
are some among our customers who have conducted themselves with little
short of barbarous effrontery. Our Society felt that the danger inherent in
industrial action of the kind which has afflicted our community in thiese
last distressing weeks should be brought to the notice of your readers who
might othcrwise feel that we in Bristol are merely concerned with dispute

over ¢cid figures.
Sincerely,

John Smith’
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Another Bristol citizen dictated this letter:
My Dear Catherine! .

I am writing to.tell you about the last few weeks. I have been very
worried because as a result of the strike of dustmen the people in our street
have been putting their rubbish on the bit of waste ground next to the
house. I can't sleep at night because I worry ‘about the rubbish catching
fire. I was particularly worried on bonfirenight {Halloween] because I was
afraid the boys in.our street might set it alight, You remember the time
they threw stones at the windows and the cats, .Talking about the cats, that
is another thing about the rubbish. The cats have been bringing in mice and

- even a rat! [ am convinced they are breeding in the rubbish which smells
something'awful, °

I wish they would pay the -dustmen what they want because they
deserve it,

I hope thé children are well and give them a big hug from their Gran.
Lots of love,

Mom

In addition to interviews and letters, the adult students helped the young
people compose various other kinds of documents, such as this notice, putup
by the vicar: : : '

N

NOTICE ON THE DOOR QF ST. GILES ~ °
5.11.70 -

We regret that owing to conditions in the city it will not be possible to
conduct any funeral ceremonies until further notice.
Anyone in need of comfort or advice see

The Rev. John Hopkins at St, Giles

. Heathcote xeroxed copies of all these documents; and the class, as town
councilors, worked in small groups to categorize them, They wrote summaries
of the various kinds of materiai, using illustrative anecdotes with quotations
from the original documents. These summaries were to be filed for reference -
in the city’s archives. One group put their information together in a §ilm to be
shown-once a year to schoolchildren. S : :

Finally, Heathcote turned the whole class into historians, who had for
their perusal both the original letters, news reports, and other documents and
the summaries of the town coufi¢ilors. The challenge now-was how to reduce
all this even further—to show this strike in relation to all the other wealth of a
nation’s history. The class finally reduced it down to a single paragraph for a
history book. R '

This process of reduction cracked the-code of history. The students’ own -
experience had shown them what a paragraph in a history book really °

- is—distilled experience. They would be able to see all ines in history books as
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Japanese paper flowers that fill out in water. They coul” make-words become
big and colorful in their minds, without doing a week’s {rima each time.
Drama is a partieularly effective tool for gaining insight into the patterns

- and tensions of community life, thereby cracking the code of anthropology.

Frequently Heathcote will deliberately set a drama back in time to a more
primitive agc when tribal con flicts are acted out face-to-face and issues can be
seen more clearly. An example of this occurred in the tomb drama.* Onthe
next to last day of the drama, Heathcote asked the class what they wanted to
do next day. They decided they would like a ceremony, and Jerry, a tall,-
black 12-year-old, agreed to lead it. He kept to himsclf how he would do this.

The next day, Jerry takes over the leadership of the tribe. He has secured
the support of the dead bodies (who are by this time sitting on chairs rather

than lying in the tomb). When he addresses the community, he can get their -~

attention by using a formal posture, coupled with phrases like “The spirit of

our fathers has spoken.” _ .
What Jerry actually does now is to lead a rebellion. The seeds of this revolt

were planted the day before when Heathcote unwittingly did scmething that,

as it turned out, some of the clildren much resented. From their chairs along'3

the sidelines, the adult observers were unable to hear much of the dialogue
among the children. To help them, she asked that each adult shadow a member
of the tribe and take notes on everything that was said and done. After the
children left, the adults wrote in the form of un anthrepologist’s notebook on
long sheets of kitchen shelf paper all they had learned about the life of the
tribe. )

Thus, when the children come in for this last day of drema, thelle, along
the end of the long hall, are stretched scrolls with the descriptions and

interpretations the adults have written on them. The session begins with the

reading of this record. . ,

After reading the record, the children drape or tie swatches of black and
brown fabric about them and go back into their roles as tribc members.
Before long, Jerry is instructing the corpse of the dead man for his role in the
ceremnony to come. He tells him what to say and directs him to speak in a
deep voice. _ ' ’

When he and the man-n-role as the dead man are reacy, Jerry calls the
group together to -listen to the. words: of the spirits. “Spirits!™ he calls
ceremoniously. '

“Spirits! " Heatl:cote repeats.

[X1]

“Come, Spirits!” Several other tribe members join her in repeating this
invocation ritualisticaily. o '

Then the voice of the dead resounds in an authoritative, sepulchral tone:
“Let the dead be worshipped. May the words of ‘those who watched be

destroyed.”

*Described in Chapter 10, “Planning.”

N
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Jerry tumns to his tribe. “You have heard the Spirit tell us to tear up the
reports that they wrote.” With a long spear he points to the back of the large
hall. “Let every tribe member “go over to the papers and tear up those
papers.” Heathcote is clearing her throat and visibly tense at this point. She
values the written word and efforts of the adult students very highly, so she
find Jerry s leadership painful t‘%follow. ; {}; : :
A girl, looking up at Heath ote’s,agonized fade, shouts, “I cannot ‘bring
myself to tear them.” ' -

“What the Spirits said, we met do,” warns Jerry. He ceremoniously tears
the first sheet, saying, “In the name of ‘the Spirits.” The tribe hesitates. “Go
aheard, tear!” They join him. After a few moments of frantic tearing, Jerry
looks at the shredded bits of paper and says with conviction, “These are not
otr words, not our laws. We hzve wrote our own laws.”

“Then we can never learn trom others,” Heathcote says in a soft, regretful
tone. . )

“No, we will not’ lem from others. I want all the tribe to grab these and
put them in a pile over here.” .

After they cutifully do that, Heathcote says humbly to her leader, “The
unlaw is now piled beside the true law.” ‘ 4 : .

Jerty points to the pile. “I have read it, and these Spirits have read it, and -

" they know it’s the wrong law. Now ‘we shall learn our own law.” He then

!eads a procession down 5 the other end of the large hall and again invokes
the Spirit of the dead. '
“Spirits! Spirits! We have done what you have asked. What is your wish?”
The Spirit doesn’t answer.’ “Spirits! Spirits!” Jerry calls again. “The words

.of our tribe are now the only words.”

“Behold the words of the past,” the Spirit says solemnly. “Thus have died
those words that are not our words. May they never retiien.”

“Yes, oh Holy One.” : ‘ , : .

Then the tribe follows Jerry’s lead and sitsin a circle. They begin to think
about what they have just done. One girl in role 2s a woman of the tribe
thoughtfully confronts Jerry, “You have just torn up what our tribe is about.
What are we if we are not that?” : .

“That we have not wrote. This we have wrote,” nesys, pointing to their
records. “That is not our law,” he says, for:efully gesturing with his spear.

“towdo we kniow?” asks the girl. ‘

“The Spirits have spoken. No reporters will come on our land.”

“But I trusted the words of the reporters.”

“Why did you trust them?” :

“Because they spoke true about ourtribe.”

Another woman says, almost to herself, “It is against our law to destroy.”™

Jerry is hard pressed ncw; he calls on the Spirit again. “Why did we tear up
the laws of the strangers? this woman asks. Our law says not to destroy.”
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.The Spirit replies, “Let t"10se of our tribe behold the words of the past. You
are as we were, and thus it shall_be done and understood. in our tribe. That
which is gone is of the eyes of those who are not of us.”

“You hcar” » :ays Jerry, vindicated. #After this, no one shall come in xt:d
visit on us.’ :

When the drama is over, the children discuss-what they have do-e. Th«
haye expericnced the classic confropntation of the tradigional tribal icidee w'lh
" members of the community who ‘are rcady to open themselves tc new under-
standmos v

Cne girl says, “Oh, the excitement of knowing that Jerry was on the
spot—but actually we were all on the spot.” Jerry assumed what he thought
would be a very secure role and played it with ritual and formality, only to
discover that he was suddenly mose vulnerable than he had expected. Jerry’s
‘choice of tearing up the records provided a moment of superb theater and an
unforgettable entrée into the inevitable cenflict between anthropologists and
the subjects of their study. The problems on both sides are the heart of
anthropological investigation. -

Heathcote is sometimes asked to use drama in career educa*lon, helping
students identify with the demands of a particular vocational role. She does
this by having each class member take on the “‘mantle of a discipline™ as she
calls it. The student tries to see everythin; wiih the eye of one who has
chosen that responsibility. Pushed to identify; she or he discovers ways'to be

effective ‘in the career Wmn, what Heathcote is getting at is the
c a

appropriate inner attitud eeling

We have seen hovs she helped students identify with historians by studyma
the Bristol garbage strike. In the tomb drama, her first goal” was to give the
students insight into the career of the archaeologist. She knew that if they -
could capture the tension of the archaeologist’s eye, the tomb’s mystery
would hold them to the drama. She wanted them to face the challenge of
explaining the grave’s arrangement and artifacts and ‘defending their
interpretation of the life of this culture, now dead. The group took up the
challenge and workec very seriously for the four days lhey were scheduled
with her. They probably would have gone on explorm!r ior much longer had
further sessions been possible.

Heathcote provided the group with virtuly no information. She snnply
asked earnestly such questions as, “Have we any cvidence that they had fire?”

JIn responsc to this question, the children first noted that-nothing was

charred; then’th