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ABSTRACT 

The importance of the 1nd1v1dual 1s a central principle 

1n the drama philosophy of Margaret Faulkes Jendyk at the 

Un1vers1ty of Alberta. Her early work 1n this area was with 

Brian Way, who offered a diagram of the concept of the 

individual 1n his 1967 book, Development Through Drama. As 

a fundamental concept 1n an educational practice it relates 

to Western culture generally and specifically; it provides a 

compass for human development, and makes being a central 

concern. 

The thesis is divided into two parts. By examining 

philosophy, religion, politics, psychology, art and science, 

we locate Brian Way's concept in Western social and cultural 

tradition. Weighing language and def1nit1on, we assess the 

meaning of Brian Way's concept of the individual in relation 

to other models. 

In the second part we examine how Margaret Faulkes 

Jendyk uses Way's concept of the individual 1n her teaching. 



i i i 

Her approach and method has lead her to formulate a vision 

of the spectrum of human creativity, the creative process of 

grama. Interview, Margaret Faulkes Jendyk ' s own writing, 

and autobiographical narrative are used to explore the 

concept of the individual as it relates to this creative 

process. 

Examiners: 

Dr Allan Hughes, Department Member (Department of Theatre) 

Dr. Alan Drengson, Outside Member (Department of Philosophy) 

- ·-------------

Dr. Patrick Verriour, Exter na l Examiner 
(UBC, Faculty of Education ) 
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INTROD UCTION 

"Who am I?" 

The dawning of self-awareness forces us to question 

our own existence 1n the universe However we phrase the 

question, heightened and precious moments of clarity exist 

when we wonder at our own being . Of course , answers are 

being delivered to us from every side 

has noted, 

As Jacob Needleman 

The passive acceptance of scientific concep ts of time, 
space, energy--and lately of m1nd --drives man further 
and further away from discovering his own space, his 
own time, his ow n vital energy , and h is ow n active 
intelligence So connected to the species has the 
1nd1v1dual become that his patterns of thought and 
feeling are now dictated on a worldwide basis by the 
needs and sufferings of the biological organism , man­
on -earth 1 

Since the very question, " Who am I? " arrives via the 

vehicle of language , it 1s reason that attempts to answer , 

reason using the accumulated cond1t1on1ng of our separate , 

similar worlds . As children, we answer the " Who - am - I? " 

question with a game that attempts to pinpoint self - in -

space an elaborate address- - name , s tr eet, city, province, 

country , continent , hemisphere, planet , solar system , 

un1verse- - 1s carefully inscribed 1n scribblers or furtive­

ly carve d on desks, r eady if the celestial postman 

d e m a n d s , " W h o a r e y o u ? " tv e l 1 , I a m H E R E 1 s t h e t r 1 u m p h a n t 

answer , and what we '<now of the world suggests that it is 

enough 

1 



As adults , ou r name remains our label, and ou r 

professi o ns and dctions become a firm carapace soldered to 

our psyche, ready for the conventional social demand, 

"Wh at do you do? " If we accept our work as ourselves and 

make our label into our very being, retirement is anguish , 

and to be without employment--and so a 'self'--will cause 

a sickness unto death The label, of course , can come 

from actions other than that of work whatever we "do" can 

suffice to delude us. As Jacob Needleman has 

provocatively pointed out, the whole conditioning of mind 

itself gives us the illusion that we are what is stored in 

our memory banks, with no other existence than that which 

mind l<nows 

Each one of us will feel the existential mystery in 

ou r own way, following the path created by our birth 

adventure in time and space As a child, my own labels 

were del i vered, ready for adoption, through the powerful 

influence of my family, a post-war childhood, school, 

association with the Catholic Church and a relatively 

isolated childhood, enlivened by reading, the impact 

of a small town community, and the great empty space of 

the Western prai rie 

My first years at the Uni versity of Alberta plunged 

me into the delights of social life , but scarcely self-

awareness It was in Margaret Faulkes' class that I first 

felt the shock of an insight into my own being , and so trie 
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larger world Immediately afte r graduation as a B Ed 

Drama Ma3or, chance ga ve me the opportunity to teach in 

the program I had 3ust completed From 1968 to 1974 I 

worked as a part - time sessional lecturer in the Drama 

Department while teaching drama full time in the public 

school system in Edmonton From 1974 to 1976 I was a 

full-time sessional lectu rer in the Special Division that 

Margaret Faulkes had created in the Drama Department My 

JOY in teaching alongside Marga ret Faulkes and my dedica­

tion to the drama process as a transformational tool was 

total 

When I switched careers to pursue filmmaking and life 

experiences arrived to deepen my awa reness, I realized 

that in the clarity of thou g'1t and the quality of work I 
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had experienced with Margaret , I had been give n entry to the 

same realm promised in sensitivity gro ups, ' consciousness ­

raising ', meditation , and even the spiritual path I 

encountered years later in India The core and central 

experience of self was offered in Margaret Fa ulkes' method 

of approach to drama as surely as in any othe r place my 

life adventure led me 

An additional advantage I saw in using drama method 

was that where othe r systems b rou gh t participants to a 

point of self - awareness , there was no extension beyond 

that moment of conscio usness. In contrast , drama work 

provided opportunities to exploit rele ased energies in 



art, which itself became an on - going stimulus for 

individual awareness . 

After straying down other pleasant paths, I returned 

to the world of drama by unde r taking formal study at the 

University of Victoria Where Rrian Way had been the 

leading figure in my student days, I found new names -­

Dorothy 4eathcote, Gavin Bolton, and others- - dominating 

the international drama field \J h i l e m u c h o f t h e " n e w" 

was exciting in its potential for stimulating collective 

experience, I was dismayed by the loss of elements that 

had enriched my own student drama experiences The dis-

tinctive difference seemed to pivot on an understanding of 

the term 'individual '- -how the ' self ' was considered in 

the respective approaches 

The structure of this thesis emerged from my desire 

to illuminate the power of a basic concept to shape educa -

tional practice The nature of University resea r ch 

methods gave me a traditional academic approach to explore 

the concept of the individual offered by Brian \Tay and 

used by Margaret Faulkes This was bolstered by a course 

with Dr Michael Booth , Chairman of the Theatre 

Department , and Dr Alan Drengson , who gave me a directed 

study in the Philosophy Department . A seminar in 

curriculum with Dr Ted Aoki led me to examine hermen ­

eutics as a method of understanding and interpretation 

appropriate to illuminate the 'person ' of Margaret Faulkes 

4 



Jendyk This provided the second ha l f of my thesis with a 

more in f ormal tone , based primarily on interview and 

personal recollection My association with my supervisor , 

Juliana Saxton , and with Gavin Bolton , who spent the 1988 -

89 winter session at the Unive rsity of Victoria , stim ­

ul ated me to define what was truly important to me in the 

drama field 

g r atit ude 

To all these individuals I owe a debt of 

Throughout , Margaret Fau l kes Jendyk has been 

my true inspiration It is to her I dedicate this thesis 
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BACK G ~ 0 UN D ~EFL EC TIO NS O /\J \v ES T SP N CO ~Cc PT S O v I ND IV I f' lJ AL IT Y 

Our awareness flowers within , but our existence 

proceeds blindly in oute r relationship From the smallest 

element to the grandest , things exist in relationship to 

each other In the material world of things, and in the 

inner world of ideas , all elements find the stamp of their 

nature in their difference and similarity t o other 

creations 

The first part of this thesis explores a concept of 

the individual o ffered by Brian Way in his 1967 book , 

Development T~rough Drama The significance and the 

meaning of that concept is discovered when we place it 

within a framework of other concepts of the individual as 

they have arisen within other domains . 

The force and power of any concept can be understood 

by discovering its resonance in those dimensions that 

measure energy for humankind . Does it hold meaning over 

time? Is there a real i nt elligence within it as a 

universal? What are the boundaries of its meaning? 

Comparisons made to those traditions that hold human 

truths will lead us to understanding the ' new ' concept 

Philosophy, re lig ion , politics , psychology , art and 

science , all hold within their traditi o n views on the 

meanings attached to the individual The means of 

discussion- - language its elf -- is op en t o the same scrutiny 
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we brin g to the ' content ' of the discussi o n . 

The Problem of Definition of Terms 

To define is to determine boundaries and limits as 

well as to make definite in o ut line or form Where 

language is the means to eYpress meaning , we must begin b} 

noting that anything known existentially cannot be 

expressed totally in wor ds The common ground of language 

is a means to frame the horizon of analytic understandin g 

As a means, it is a great achievement of hum ank ind, and 

language is the common coin o f the rational realm Yet 

th e words a re not the thin gs they re fe r to The 

philosopher , David Weissman , states the problem clearl y 

The idea th at the world is inte ll igible in itself , and 
representable in language is simple and powerful . 
Science has built and prospered on this rock But 
philosophers , afte r espousing the idea , have come to 
embarass~ent over it . For the idea is too g r and for 
proofs of the kind that might be supplied by con ­
ceptual analysis , or by regimenting the wo2ds and 
phr ase s of ordinary or imp r oved languages 

Benri Bergson explored this idea of the limitations 

of lang uage in Creative Svolution , stating th a t as the 

tool of langua ge moves fr om perceived thin g , to a 

r eco l l ection of that thin g , and by de g rees , " to the 

p i c t u r i n g o f t h e a c t b y w h i c h t h e i m a g e i s p i c t u r e d , 1, e 

arrive at a whole internal wo r ld -- the spectacle of its ow n 

workings 11 3 Fo r Ber;;son , the word , the ' intelligent 

sign ' , is mobile . Bergson emphasizes 
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The intellect is characterized by the unlimited power 
of decomposing acco rdin g to a ny law and of recomposin g 
into any system 4 

Th e word is a thing , an d so participa tes in "th e form of 

discont i nuity" , found in finite time Life, or consciou s -

ne ss , has developed intellect which is a nalytic , unlike 

intuition , 
,/ 

which partic ip a tes in the duree creatrice , 

characterized by unbroken flow and endlessness . Fere is 

the ultimate grou nd of all expe ri ence, it is the invisible 

pl a ne th at s upp o rts the visible world of flux and 

diversity . 

Ber g son says that philosophic speculation is li~ited 

"Outside [its] domain , pure reasoning needs to be super ­

vised by common sense , which is an altogether different 

11 5 th i ng By accepting 3er gso n's limitations on the power 

of logic , we can search within a frame of reference 

relevant to our inquiry for meanings of te r ms which will 

illuminate a nd enlarge our understandin g of the individu a l 

in drama as seen by Brian Way 

The concept of the individual proposed by \Jay is 

meant to be r e l evan t to the developme nt of persons through 

educa ti onal drama The ro ot of t h e word , "edu cation", 

comes from the Latin , educare which tr anslates as "t o 

l ead forth " l..f avi n 6 as a first, ge neral meaning " the 

process of nourishing , o r rearing yo ung pe r sons, " the 

definition also includes the "systematic instruction , 

schooling , or training given to the youn g ," (and , b> 
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extension , adults) , as well as " the whole course of 

scholastic instruction which a person has received" 6 

Cducation thus i~plies offering to another what is 

known -b 1- one The one - who - knows is the teacher , and the 

" one who is taught " is the pupil (or scholar, disciple , 

student) 

\Jhile this preliminary account of these terms may 

seem obvious to the reader, it is well to remi nd ourselves 

exactly what is implied in their use The education of a 

pupil offers transmission of knowledge from one person to 

another and so , invariably , revolves a round wha t is 

already understood o r known to the teacher 

within this term suggests a necessary movement from the 

known into the unknown Yet the evolution of the hum an 

race, the growth of science and culture , depends on a 

movement into the un~nown , othe rwise a static and self -

same order is perpetuated Fo r tho se who prize 

' education ' as something greater than mere conditioning , a 

larger focus must be disc overed Within the gestalt of 

teacher , transmission , and pupil , an element of tlie 

unknown must be discovered that moves instruction from the 

rote to the creative 

The creative is , by definition , "having the quality 

The ' creator ,' in the O>..ford 

dictionary , has as a first definition, " The Supreme l3eing 

who creates all things , the Creator " The second 
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definiti o n is "one who creates , or gives orig in 11 7 It is 

in " g ivin g o r igin " that new discoveries are made and the 

outlines of the known dissolve into the new formulations 

t ha t pi e rc e th e mystery of existence . 

As we follow the trail of definitions and o r derin g 

with th e t oo l of lan 6 uage, we must seel< the space th a t 

allows u s t o introduce the e lement o f o ri gi nating , o r 

c r eatin g , in t o ed uc a ti o n , whic h is the trans mitter of 

hu ma n culture By r e - statin g that all education is 

co ncerned not o nly with the content of what is t a u gh t, but 

also with the teache r a nd t he o ne t aught , we come close t o 

that pos s ibilit y. The words teacher a nd pupil offer us 

bo th th e ge ner al a nd th e spec ific 11 e c a n see th e 

individu a l hu man being . This individual hum a n bei ng , say 

John , we can understand fr ora o ur own huma nit y Ther e is 

a n individual pe rs on , a concrete livin g individual I am 

a n i ndiv id u a l 

humanity 

\Jho am I ? This is th e ult i mate re a lit y of 

The dic tion a ry offers us ma ny definiti o ns fr om 

vario u s disciplines as t o wha t ' individu a lit y ' me a ns 

Bio logicall y , there is " a sepa rate existence " from 

l o &ic a nd me t a physics " an ob Ject which is determined by 

p r ope rti es pec u lia r to it self , a nd which cannot be s u b-

divided int o o thers of the same kind " The individu a l is 

" n u me ric ally one , sing le, indiv isible, and d istin g uished 

fr om o th e r s by a ttributes o f its o wn" The individual 
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thus "has a separate existence from other members of a 

class, g r oup o r number, the individual as human being is a 

pers on , as opposed to society , o r faQily " 8 

F,ven where hum a n culture or lan g ua ge have made the 

concept of "ind ivid ualitj" insignificant in comparison to 

faQily o r g roup, the separate, indivisible, human being or 

person stands alone [very individual is as close to the 

'u nknown ' as ano ther, for each encapsulates within his or 

her humanity the central existen ti al m)s ter y 

of his o r her very human being 

Br i an \! a y ' s Con c e p t of th e I n d i v i d u a l 

It is pa rt 

11 

Sri an Way does not attempt to ' define' a human being i n 

his book, Development Through Drama He initiates his dis -

cussion of the individual by inviting us t o " consider a 

hum an bein g" 

The analogy of a straight line is incorrect when 
considering the development of a human being 
Instead , we need to consider a circle, however man 1 
points there a re on the circle --f acets~ of 

pe'rsona.J:i - -ea-cli -e rman en_t_ aJJ~°Zh is a valid 
p --o;_ n t f r O m W h i C h t O b e g i n , m O r e O V e r e a C h i S C o,rtc e r Il e d 
with the potential of continLinL develo~ri1ent an9 
needs to be returned to ove r and ove r again, each is 
subJect not only to possible progression but to 
eq ually possible regression Perhaps the 
a nal ogy of the 3rowth of a tree is pertinent, if we 
attempt t o watch that growth day by day o r even wee~ 
b) heel_ we see littl e if any tan 6ible change , af ter 
three mo nths, the chan ge o r g rowth may be ver y 
apparent , the g r ow th itself wil l depend on t~e con ­
sis t ency of certain conditions , for example , sunlight, 
r ain and soil ~o with drama and th e develop-
ment of people 



I n t h e d i a g r a m o [ " T h e P e r s o n " t h d t \J a y u s e s , w e a r e 

offered a ce n tral circle representing the person, and 

three concentric rin 3s representinb stage s of environment 

s urr o un ding th e core The seven "f ace ts of personality" 

th a t l~ay has es tabli s hed around the perimeter are pictured 

as r ad i a tin g spokes o ut from the center . The me ani ng of 

the diagram is n o t o nly deduced from the words lettered o n 

iL , but from 1ts shc.lpc 

S}mbol o f the person 

7 
lulcUa:t - -----

I 
U>lll.:culJ"a 

Way ha s offe red us a powerful 

---- ] 
- hUJe,lillUJOO 
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I/ hen we respond t o symbols , we do so from a plane 

th d t e ncompasses b o th th e consc ious and the unc onscio us 

The symbol conJ ur es me a ni ngs , bo th mythological a nd 

psycholobical , a nd a~pears throughout human c ulture, it 

12 



moves be1ond th e l i~i ts of ordinary lan s uage , and is an 

esse nt ial eleme nt in art a nd r eligion . 

C a r 1 J u n g h a s p e r h a p s d e v o t e d m o r e s t u d y t o rr, a n a n d 

his symb ols t han a ny other twe ntieth cent ury Western 

ps 1chologist Pe reco g nizes their i mpo rt ance 

13 

The unconsci o u s can be reached and expressed o nl y b ) 
symbols , and for this reason the process of individua­
ti on can never do without the symbol. The symbol is 
th e pri~itive exponent of th e uncon scious , but at the 
same tim e an idea th a t co r responds to the hi 6 hes t 
intuiti ons of the conscious mind ll 

In Jung ' s terms , the circle is the " s im plest a nd most 

perfect form " Si nce it is the simplest s ym bol of \,ho l e -

ness , it is a l so the simplest God - ima£e The " self " for 

Jun~ , embodies t~e whole ran&e of psychic phenomena in ~an 

He ac knowled ges that there are both conscious and un -

consc i o us components Th us , the self as a n er,pi ri cal concept 

is only potentially empirical the unconsc io us aspec t , or 

not - ye t - expe ri e nce d component is a postula te , a tr d nsc en dental 

concept presupposed on empirical grou nds This is wh y Jung 

finds the sel f appea rin ~ i n dre a ms , my th s , and fairy tales 

in va rious g uises , includ in& " t ota lilty symbols s uch as t he 

circle or cross" Since the union of opposites on a ~igher 

l eve l of consciousness is not t h e result of a pu rely 

r ationa l a ct nor a matter of will , intuitive for~ulations 

an d thought have led humans, through the ages , t o emplo 1 

circle f o rms , li~e mandalas 

Plato ~ictured th e soul as a ci r cle , the 0 ueblo an~ 



Na va ho Indi a ns used the circle in their sand paintings t o 

represent ' self ', Easte rn traditions, such as Tibetan 

Bud dhis~ , have also used the ma ndala as a ~editation 

symbol f o r the human condition Brian \Jay ' s diagram o f 

the individual is a nandala within this tr ad ition, and 

partakes of the po wer of the circle form as it '1as been 

us ed thr o u 6 hout the a 6 es 

In Jung ' s work with his patients, he te lls us th a t 

when mandala pict ures appe a r they coincide with the 

in t uition of the se l f and one ' s own hh o le individual 

Jung eYplains ~hy the fi g ure of the protectin b 

circle was seized upon "It i s intended t o pre vent the 

o utflowin g a nd to protect the unity of consciousness fr or, 

be i n g burst asunder by the unconscious " 12 

The implied mo vement within a circle , <a nd the 

im9lied mo vement around th e points of the circle in t'1e 

17ay dia g ram), is cyclical in nature and represents what we 

intuitively know about our universe The cycles o f the 

da} , the moon , the seasons, all ma r~ the c i rcular nature 

o f h uman life , from the wo rn ~ t o the t om b The } in - yang o f 

Chi nese philosophy , pictured as interlockin s fish symbols 

that for111 a circle, repres ents the Tao as th e way o f 

Nature , and also the wholeness of life 

\Jay 's second synbol f or human development -- the tre e --

he emplo}s only briefly as an example The tree is also 

considered a powerful and universa l s ymbo l for human bein g 

14 
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in Jungian psyc hol og) 

Acc o r ding t o anc i ent traditi on me n came fro m tr ees o r 
plants The tree is as it were a n in t ermediate f o r r1 of 
man , since on the o n e hand it sp rin gs from the Prim or ­
dial t!a n and on the o ther hand it grows into a man 
Ndtur a lly th e pa t ri stic conception of Chri s t as a tre e 
o r vine exe rted a very g r eat influen ce 13 

By emp l oyin b these two synbols for t he i ndivi dual, Pay is 

a bl e t o a ddress us not only thr o u g h o ur re aso n but Qy 

mea n s of univers al sywbols t~at tr a nscend universal words 

and so pr o vide a n immediate way o f conveyin g the meanin ~s 

he has intended 

B r i a n 1,J a y ' s P h i 1 o s o p h y o f t h e F u n c t i o n o f f1 r a r, a 

B r i a n 1-J a y ' s b o o k , D e v e 1 o µ m e n t Th r o u g h D r a m a , b e g i n s b } 

de lineating th e traditional bound a r ies of ed uc ation 

Th e answer to ma n y simple questions migh t t ake o ne o f 
t w o f o r rn s - - e i t h e r t h a t o f i n f o r n, a t i o n o r e 1 s e t h a t o f 
direct experience, the former a nswer belongs t o the L 
c a te go ry of aca demic educa ti on , t he l a tt e r t o dr a r.i a 1 ' 

13 1 u s i n B t h e e '<: a m p 1 e o f " b 1 i n d n e s s " \J a y d e m o n s t r a t e s t h a t t o 

close yo ur eyes a nd experience wh a t b lin dness is le a ds to a 

richer un de rstandin g o f it than can be provided b y a merel} 

verba l ex~lana ti o n Thi s brief e\.yerience tr a nscends " r1e r e 

knowledse , enriching the im agi nation, possibly touchin g th e 

he<l rt a nd so ul as we ll as the mi nd " Th us, the " p r ecise 

function " o f drana is to provide experienti a l ed uc a ti on 

!:-ir a rua a nd thea tre a re e xa[llined f o r their educ a ti o na l 

diffe r ences in ~ay ' s wo rk, which he s pecif i es is gea re d t o 

th e " devel op nent of peopl e " 
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The maJor difference between the two act 1v1t1es can be 
stated as follows ' theatre ' 1s largely co nce r ned with 
communication between actors and an a udience , ' dram a ' 
1s lar gely conce r ned with experience by the pa r t1c1 -
µants, 1rrespgct1ve of any function of cornnun1cat1on to 
a n dud1ence 

Th i s emp~as1zed d1st1nct1on betwe en the art form of 

' theatre ' and the expe r ience of ' d r ama ' 1s one that was 

i mportant 1n Peter Slade ' s Child Prawa, and a n important 

d1st1nct1on 1n an era where theatre arts for med a \Jart of 

school curriculum " Drdna " means " d o ing " and 

" struggling ", says Peter S lade , and , he emphasizes , "Child 

Drama 1s an P. rt 111 itself, and would stand by th a t alo ne 

as being of importance 11 16 

Brian ' la ) , heavily influenced h y Peter S lad e , t ool uµ 

this d1st1nct1 on between theatre and drar1a \T h1le theatr e 

1s for the talented or iS1fted , drama 1s concerned with the 

ma J Or1t y " There 1s not a child born anywhere 1n the 

world , 1n any physical or intellectual circumstances or 

conditions , who cannot do drama ," llay emphasizes 17 1J hat 

1s true f o r the child 1s true for the dd ult " Education 

1s concerned with 1nd1v1duals, drama 1s concerned with the 

1nd1v1dual1ty of 1nd1v1duals , with the un14ueness of edch 

human essence " 18 

The " 1nd1v1dual1ty of 1nd1v1duals " as a µh r ase le a ds 

us to examine this d1st1nct1on 1n the light of other 

twentieth century mean1n~s associated with the concept o f 

"1 n ct 1 v 1 du a l 1 t y '' 1Jay ' s cl1scuss1on r1ales clear that he 1:::i 



concerned with " inner resources ", especiallly intuition 

The " wh o 1 e" person in 1J a y ' s mo ct e 1 is the h urn an he in g w i th 

a vital "plane" of invisib l e e-<istence , real on the 

personal plane , but not visible to others Thus , we are 

to recognize subJective states of feeling , intuitions, 

hoµes, dreams , and desires , as a vital yart of the 

individual I n s o d o i n 1:, w e r°t o v e t o t h e l'1 e t a p h y s i c a 1 r e a 1 m 

and philosophy 

Relationship o f \ 1ay ' s Conceµts to Philosophical Postulates 

About Individualit 1 

Pow has the ' self ' been understood in the \✓ Orlci o f 

Western philosophy? In this area of the philosophy of th e 

self , philosophers have been in ~reat disabreement In 

the earlier p a rt of the twentiet~ century , 3ertrand 

~ussell and ~ N \Jhitehead wrote Principia 11athematica 

to g ether, saying " individuals are defined as whatever is 

neither a proµosition nor a function " 19 \!he n \' hi t eh ea d 

turned to met a physics after that pub l ication , his specula -

ti o ns be ga n to api,>ear " str a n 6 e" to ~ ussell , who sumriarizes 

them wonderingly 

/l,_ s f o r b e 11 u i n e c o 11 t a c t 1, i t h t h e r e a 1 , t h i s s e e r1 s t o 
require a knowinb from within , a conflation Bf the 
kno ¼er a nd his o~Ject i n t o a sin~le entity 2 

\,/ h i t e h ea d w a s a d o p t i n g w h a t h e c a 1 1 e d " a p o s i t i o n o f p r o -

vi~1 o ndl re a lisril " , betheen t h e "subJect1v1sts " and the 

" obJect1v1st " for \'h1tehe ad , "the unity of the per -
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ce~tual field therefore nu~t be a unity o f bodily 

experience " 21 

Bertr a nd Russell , the century ' s ~reat e st proponent of 

formal logic, was disturbed by such views , for " those who 

insist t hat truth is somethin~ malle a ble and subJective 

f a il to observe that on this view inquiry is imposs -

ible " 22 u e n1 e a n t , o f c o u r s e , " s c i e n t i f i c i n q u i r y " , w i t h 

its experiment a l , verifiable, quantifiable basis 

l<ussell ' s celebrated student , T, ud1n g \Ji tt g enstein , 

insiste d that Jhilosophy could seek to elucidate concept s , 

a nd a na l y z e a n) a ctivit y whatsoever , and t h u s f o r hin 

philosophy was seen as an activity , not a body of 

doctrine \, hen within the wo r ~ of three pr o minent ~hil -

o s o p h e r s 1, e f i n d s u c h a d i v e r g e n c e o f v i e w s , i t i s n o t 

surprisin g th a t the area o f n etaph; s ical c o ncepts of 

individu a lit y has been subJect to disagree ~ ent as well 

Huston Snitn has reviewed the \Je stern ~hilosop~ical 

positi o ns in a manner that simplifies the field for 

us 

T h r e e e p i s t e r1 o 1 o 6 i e s h a v e d o rn i n a t e d i n t h e \ I e s t 

18 

Roughly speaking , they c a n be identif i ed with Plat o , 
Aristotle, and racon, a nd they differ in the instrum e nt 
of lnowledge -- the noetic or g an , we might c a ll it -- t~ a t 
the y consider decisive . P l ato s a w kn o wledge as 
der i vin 3 from intellect, reason , and the sense, 
Arist o tle, fr om reas o n a nd the senses, I3 d c o n, fr o 111 th e 
sense o n1 23 almost The progressive restrictions a r e 
dr ama t ic 

\'hil e we can disc o ver ph1 lo s op ~ers a nd sch oo ls ½ho r o u~h l ; 

fall int o o ne o r a nother o f t he se ep1stew o l o g1es still 



ar g uin g in the p r ese nt , i t was Ba c o n , with his inductiv e 

metho ds , who se t philosophy on the ~a th of ac conoda t in g 

sci e nc e 

As th e seventeenth cen t ury d a¼ ne d , th e e~ergence of 

th e new c riteri a in science , art , poetry and philosophy , 

s i 3 n a 11 e d a " c 1 a i r.1 t o a u n i q u e n e s s r i v a 1 1 e d o n 1 y b y t h e 

6 olde n a; e of Gree!.c phil o sph 1 " 24 

~ewton , a nd other scientific innovators established t he 

b d s i s for " M o d e r n Sc i enc e " , th e i r Iii ind s , as \J i 1 1 i a r,1 

Bdrrett poin t s ou t , wer e " a ll so lid l y p l a nt ed in th e r,nnd 

of God " Re ne Desca rtes , now seen as a f o und e r o f modern 

~ationalis w, fo r mul a t ed his cogi t o e r &o s um as a di r ect 

intuition of t be thin~ing self , a nd used the same f o r mul a ­

ti on to es t a bli s h dn ulti na t e 6 round f o r h is the o r 1 of 

\n o wled ge an d realit y 

\l ha t rn a k e s r;1 a n y p e o p 1 e f e e 1 t h a t i t i s d i f f i c u 1 t t o 
know of the existe nce of God , or even of the na t ur e of 
their own s o uls , is th at the y 2gver c o nsider thin bS 
higher th a n co r po r eal o bJects 

D e s c a r t e s f e 1 t c o 11 1, e 1 1 e c t o " s p l i t " t h e \ J o r 1 d i n t o m i n d 

a nd matt e r bec a use of the emer g in g ph ysical scien c e , th e 

fr a wework o f which he was hel~ i ng t o cr ea te . 

Th u s the f am iliar q ua l itie s of o ur world -- colo r s , 
so u nd s , s n e 11 s , a nd t he r es t - - \Jere ? 6 o b e r ep 1 ace cl b) 
confi g ur a tions o f matter in s~ace -

Se vent y - f iv e ) ea rs a ft e r resca rtes ' d ea th , ~<ln t was bo r n , 

a n d h i s c r i t i c a 1 JJ h i 1 o s o p h y " 1 a i d v' a s t e t h e t r a d i t i o n a 1 

d r ~ u r1 en t s fo r Go d a nd und er nn n e d t b e o 1 o 6 J " 2 7 
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\ J 1 1 1 1 a m B a r r e t t p 1 a c e s I( a n t 1 n t h e c e n t e r o f a " 111 a ~, 

o f the :'1 o d e r n \J o r 1 d " a s t he p h i 1 o s o p he r w ho ha d the sh a p e 

o f t h e " IJ e \I S c 1 e n c e " a r o L n d h 1 r.1 1Jlnle he sees !(ant 

" securel y within the piety of his place and t i me ," T(ant ' s 

critique of the traditional proofs of God , and his 

c r 1 t 1 q u e o f t h e f 1 n 1 t e p o w e r s o f 111 1 n d , r,1 a d e h 1 m t h e f a t h e r 

of later prab~atism 

Idealisn , Pos1t1v1srr, , Anal 1 tic Philosophy , 

Phenomenology , Prasnatisn and E~1stent1al1sn , in othe r 

words the philosophic rnove11ents of the twentieth century , 

all are fore - shado¼ed in Xant ' s thou gh t /\s scientific 

r1 a t er 1 a l 1 s m b e ca r11 e t he v e r y t e m p e r of t he t 1 1,1 e s , y h 1 l -

oso~hy turned from metaphysical speculation to verifiabl e 

pr1nc11:--les 

1 l 1 11 1 a rr, E a r r e t t c h a r a c t e r i z e s t h e 1 e g a c y o f t h e " ~ 1 e \v 

Science " of the seven t eenth centu r y as a " pa r ade'{ and dn 

irony " 

20 

The hunan mind WdS 111 the µrecess of creatini_, , in this 
:,: e w S c 1 e n c e , t h e b o l d e s t a n d m o s t p o \ I e r f u l 1 n s t r u 1i1 e n t 
in hu1'an his t o r y for coping with our material Lniv erse 
The presence of mind is every\vhere 111 the forr1at1on o f 
t~is science , and yet the results of th1s science were 
to be alleged dS evidence for some general mechanistic 
v 1 e w o f the w o r l d , a c co r d 1 n g 2 % w h 1 ch t he h u r.1 an n, 1 n d 
appears as feeble and unfree 

If the human r1ind ap~ears feeble anrl unf re e in the stress 

that is row l a id on episte@ology , as distinct from meta -

p h ; s 1 c s , t h 1 s i s b e ca u ~ e s c 1 e n t 1 f 1 c r,1 a t e r 1 a l 1 s 11 n o w 

insists th at beliefs r11 ust pass certain narro\, tests , and 



explana t ions r1ust be abstract and irn9ersonal 

A philosophe r- sociologist , [ rnest Gellner , th u s con -

\1 e have of course no g u a r a 11 tee th a t the w o r 1 d mus t be 
s u c h a s t o b e a m e 11 a b 1 e t o s u c h e x µ 1 a n a t i o n s , \v e c a n 
only show that He are constrained to think so It \vas 
~an ' ts nerit t o see tha t this cow~ulsion is i11 u s , not 
i11 things It was 1/eber ' s to see that it is hist o ric ­
al ly a spec ific kind of mind , n o t human mind as s uch , 
w h i c h i s s u b J e c t t o t h i s c o r1 p u 1 s i o n 1v h a t i t a m o u n t s 
to is in the end simple if there is to be effective 
knowled ge or e,pla11ation at al l, it must have th is 
f or [T] , f or d n y o the r 12~n d of " exp 1 an at i o n " i s 
i~so facto powerless 

If we were to accept such strictures fro~ the world 

of scientific r,aterialism and its associated philosophies , 

there would be little r eason t o c o nsider t'1e " hui'lan bein g" 

valuable ot her than as unit or type Tl-iere ¼ould be even 

less reason to consider the " inner life " of individuals as 

of an) i n portance I n f a c t , t he e d u c a t o r ' s a i r1 w o u 1 d b e 

to liriit , in as careful a nanner as possible , all that did 

not e11c0Lrd~e th e e'(ternal , verifiable wo r ld of facts as 

defined 9y science 

Fo r tuna tel) , the life blood o f ~hilosoph) is dr 6 u r1er t 

and co unt er - a r bu~,ent --t he dialectic --and the final meanin g 

does no t rest wi th this na rr ow ~ositivism Before con -

siderin 6 twentieth century developments i n metaphysics , 

however , it would be wise t o examine what religion has 

said about the nature of human beings and the individual 
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Th e R e 1 a t 1 o n ~ h 1 p B e t "' e e n ,._ e l 1 r, 1 o n a n d Th e I n d 1 v 1 d u a 1 

The wes tern rel 1 g 1 o us tr ad l t 1 on has been formed fro n, 

Ch r 1 s t 1 a n 1 t y , J u d a l s r.1 , a n o I s 1 a n 

In each of th ese religions, God , Yahweh , or Allah , the 

S upreme Being , is seen as a µersonal God r:'.ach of these 

traditions has been 1nst1tut1onal1zed , and bound t o a 

specific creed I J h e n C h r 1 s t 1 a n 1 t y d o n1 1 n a t e d t h e 1..J e s t , 1 t 

ad hered to a fixed theolo gy , which included a concept of 

hum a n nature On earth a hunan so ul was its o wn ~erson 

Its f al len s t ate was to be redeemed through participation 

111 the faith, which was r equired to r etu rn to God ,/hen 

there were no questio ns which dis turb ed beliefs in the 

n a t u r e o f G o d , t h e r e \ t e r e n o c; u e s t 1 o n s t o d 1 s t u r ~ t h e 

understanding of the self 

significance throu~h God 

The individual soul had it s 

Joseph C c117,; be 11 s pea 1, s of the concept o f the u n 1 c; u e 

in d ividual emer~ing within the courtly tradition , which 

ca 1,1 e 1, 1th the ,( n 1 8 ht s of the round Tab 1 e in v t Ii o 1 o 6 )' As 

the troubadors celebra t ed personal love , libido s u persed ed 

credo If tlie individual ¼dS to step ou tsi de the bounds 

dictated by th e conventions of the church , he could onl) 

d o so f r o r1 a n e w ,; o 1 n t o f v 1 e \. o r 1 i:; 1 n a t 1 n ,_; i. 1 t h a n e 1v 

self - understandini,; 3 □ nuestions of dosma , church law , 

and social convention could no longer be referr ed to the 

ultim a te authority 

The ene r ~ence of dis ~ent wi thin the Catholic Churc h 
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gave further power t o the conce~t o f 1nd1v 1d ua l1t y 

L u t h e r ' s p r o c 1 a r,1 a t 1 o n 1 n 1 5 1 7 w a s b as e d o n e 1 e v a t 1 n g t he 

i mpo rt ance of 1nd 1v1dual conscience , ' God 1 s will ' dnd th e 

' Bible ' as sources of ultim a te truth and this shattered 

t he pow e r o f t~e c h urch hierarch y F u e led b y the desires 

o f s e c u l a r p o \s e r s , t h e r e f o r m a t 1 o n s ,, e p t t h r o u g h F u r o p e 

As the concept of the fix ed h1erarch l crumbled , the con ­

cept of the fixed , theolob1c a l ly ohJect1f1ed self also 

crunbl ed I he n t h e P o r1 e 11 a s n o 1 o n 6 e r c o n s 1 d e r e d t h e 

hi g hest a utho ri t y , the int e r p retatio n of scr1~ture could 

be the province of th e peasdnt an d ar t1 sdn , as surel} as 

that of the sc~olar and theolo gian 

The s c1 ent1f 1c and ph1losoph1c ad vctnce s of th e seven ­

t ee nth centu r } had their effect on the educated laity , and 

this further eroded fd1th 1n the o lder the o l ob1ca l 

doctrines Perh ap s the g re a test challenge t o faith c ar1e 

1 a te r 1 1th i) u bl 1 cati o n of Dar 111 n ' s Or 1 s 1 n o f S pec 1 es 

(1 859) and the r esce nt of tlan (1 8 71) \lhe n the P,1ble anrl 

sc r1Jt u r e becaMe not a n inf all ible rec o rd of the or1;1ns 

of the wo rld and huMan1ty bu t a collection of 1M ag1 111 a t1v e 

s t or 1 e s f r o r, a p r e - s c i en t 1 f 1 c a 6 e , t he c h 1 e f t a s 1< f o r t h e 

theologian bec ane reconc 1l1nc t he new sc1ent1f1c findin gs 

with tr adi ti onal rel1L1 o us doc trines 0nly rundar1ental1st 

Cr ed t1on 1s ts ba ve been unwi lling to re - interpret the Bibl e 

111 d Wct} ¼hic~ accomoda te s evolu tion and r elig i on , and so 

the battl e between science and pe rsonal 1nterpretat1on 1s 
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iv a 6 e d in t 1-i e courts of the ',/es ter n den o c rat i c 1, or 1 d The 

twentieth centur) has had to acknowledge the contradic ­

ti ons in a sec ul a r society which still clin;s to vesti 6 es 

of Christian tradition as used in social ceremonies , 

enshrined for th e ethical and moral lebsons contained 

therein (as in court oaths , and public prayer) , without 

Fl a lei n G a co 1, 1, it me n t to the under 1 y i n6 reli gion which 

d el'la nds a " l eaµ of faith " {et some within tra d itional 

reli 0 ion s have found a new dine nsio n of faith in a n 

emp hasis on dialogue and t ole r ance The ecunenical move -

m e n t i s s t r o n ~ i n r1 o s t o f t o d a \ ' s c h i.1 r c h e s Pe can bee 

this as r,ir r o rin g a democratic c om n1i tme nt t o th e ri g ht of 

ecch indivi d ua l to hold a pe rs onal , icios)~cratic 

It is the state th a t has increasingly 

t a ! en ove r f r or, th e church th e r o l e of no r al a rbit e r and 

g uardian o f ethics 

The Relat i on Bet¼een S t a t e and In d ivi dua l 

Democr a cy or domina t i o n from above? The desire f o r 

freedom and hu na n rights has been a continuous force 

througho ut human histor y In the ' ' est , as the " divin e 

r igh t o f t,i ngs " 6 ave way t o ,.JOi, ula,i ons der. anding c on tr o l 

of th ei r des tin ) , th e ris e o f democ r acy in a ll c o untri es 

has mirr o r ed th e µhi l o s o~hical princi ~le th a t a l l pe r sons 

s h o uld hav e d ch oice in how the y live and a r e ~ove rne d 

If pcl1 t1 cdl desµot1bn 1n Pastern bloc comnun1~ t co u ntries 
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is seen as the opposi te of P,2::,tern der1ocracy , the 

principle of givi ng voice to the collective ~ass has been 

the intention of ~, a r xis t - Lenin is fTt 

Tl-ie Ainerican constitution , with such stirrin 6 phrases 

a s " iJ e h o 1 d a 1 1 n e n t o b e c r e a t e d e q u a 1 " rr, a y h 2 v e b e e n 

only partially realized in the structure of l'estern 

societ}, nevertheless , it hds been a sou rce of inspiration 

which has ~elped political S}stems to replace religious 

precepts in 6 ivin 6 voice to individual rights If we 

c o n s i d e r t h e s n, a 11 e s t p o l i t i c a 1 u n i t a s t h e f a m i 1 y , w e c a n 

underst a nd the power of this idea \Ii th the women ' s 

liberation movement workin~ to o~tain political rights for 

iv o men , h u s b a n d s d n d 1, i v es b e co 0,1 e , a t 1 ea s t i n i-J r i n c i r, l e , 

equals in t~e eyes of the law " Childrens ' rights" becor.1 e 

a n i s s u e w i t h i n f a 1n i l i e s , a n d t he d o iii i n d t i o n o f one , b ) 

another , is legislated against as a woral and social 

I n c r e ct s i n g 1 ) 1 e b i s 1 a t i o n g u d r a n t e e s r1 i n o r i t i e s 

equal opportunities in wor~ and education 

free choice has become an ideal 

E v e r } 1v h e r e 

Totalitarian reBimes in any corner of the globe 

r ecei ve the dis a ppr o b at ion of the h o r 1 d co ,1 r.1 uni t} and e ven 

if our practices are still far fro~ perfect , th e 

µ r i n c i :.., 1 e s o f i n d i v i d u a 1 f r e e d o 11, a r e t a l• e n t o b e n o r d 1 1 ; 

correct Sla very and opr,ress1on are 1 1elding to the 

drea~s of freedom and the ideals of equalit) before the 

lah and equality in o~portun1ty . 
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All human groups can be analyzed using the termin­

ology of politics, with group structures discerned in 

terms of hierarchy, laws, rights, and freedoms In most 

educational settings, the model is not that of democracy, 

but of a benign dictatorship This domination by the 

teacher reflects a view of the student developing through 

"tr ansmission" of information In modern educational 

practice, this dictatorial rule by the teacher is 

changing, democratic decisions are made by the group , and 

student rights are articulated as clearly as teacher 

" rules " o r laws 

Brian Way ' s classroom model , wi th its emphasis on 

the individual, moves to the forefront of educational 

practice by asking the teacher to respond to the students 

in terms of their right to develop fully as human beings 

through personal choice . The students must find their own 

voice , and create their world in terms of an authentic 

expression of the self . It is a model well-suited to the 

democ rati c West but functions in a manner directly con ­

trary to that of communist count ries 

The Marxist-Leninist message of social democracy has 

had a patriarchial domination by the State , based on a 

materialist conceptio n of the universe . Born out of the 

idealist philosophy of Hegel in the late nineteenth 

century, Marx po sited a view which perpetuated the 

collective voice as a man1festat1on of an obJect1f1ed-
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materialist realm which outweighed the importance of any 

personal, individual reality The concrete, materialist 

order must hold sway against originality and the "unknown" 

as it emerges in individual consciousness Like many 

creeds, Marxism holds that the duty of the individual lies 

in adhering to the collective voice. In Marxist-Leninist 

thought the individual is subsumed in the collective It 

is necessary at this point to carefully examine the true 

basis of the difference between those systems that value 

the voice of the individual and those systems that honor 

the collective first 

The Concept of the Individual Contrasted \vith the Concept 

of the Collective 

Generalizations about world political systems reveal 

that individual human ps ychology is reflected in social 

patterns . Carl Jung made this forceful comparison of the 

politics of the West and Marxist ideals 

It requires no special effort of understanding to see 
where the Communist ideology gets the certainty of its 
belief that time is on its side, and t hat the world is 
ripe for conversion The facts speak a language th at 
is all too plain in this respect It will not help us 
in the West to shut our eyes to this and not recognize 
our fatal vulnerability Anyone who has once learned 
to submit absol utely to a collective belief and to 
renounce his eternal right to freedom and the equally 
eternal duty of indiv idual responsibility will persist 
in this attitude , and will be able to march with the 
same credulity and the same lack of criticism in the 
reverse direction, if another and manifestly "better" 
belief is foisted upon his alleged idealism What 
happene1 not so long ago to a civilized European 
nation? 1 
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The significant point for this discussion lies in contrast 

between the conditioned individual within the collective 

and the autonomous person who has the confidence to state 

his or her own view of the world 

Ar t hur Koestler has treated the question of the 

pathology of war in a way that runs counter to certain 

prevail i ng views about the innateness of human 

aggression His view of the individual is in line with 

Jung's assessment Examining popular theories that human 

aggression and war come from an innate drive and specific 

territorialit y , Koestler concludes that humanity marches 

to war with self-transcending "devotion " 

It (war) i& a depersonalized, quite unselfish kind of 
savagery, ge nerated b y the group - mind , which is 
largely indifferent, or even opposed, to the interest 
of the individuals who constitute the group Ident­
ification with the group always involves a sacrifice 
of the individual ' s critical faculties, and an 
enhancement potential by a kind of group - resonance o r 
positive feedback Thus the mentality of the group 
is not the sum of individual minds, it has its own 
pattern and obeys its own rules which cannot be 
'redu ced ' to the rules which govern individual 
behavior . 32 

Koestler attributes this human predicament to "the state 

of protracted dependence of the neonate on its parents," 

as well as inter-group dependence in early primate groups, 

and the "various forms of bondsmanship within the family, 

clan o r tribe" For Koestler, 

The helplessness of the human infant leaves its life­
long mark, it may be partly responsible for man's 
ready submission to authority wielded by individuals 
or groups, his quasi-hypnotic suggestibility by doc-
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trines and commandments , his overwhelming urge to 
be l ong , and to identify himself with tribe or nation, 
and above all, with its systew of beliefs Brain -
washing starts in the cradle . J 3 

The individual in Koestler ' s vision is ready to sub -

mit to a collective will As in J u ng's political 

analysis , he or she may not have consciously renounced the 

" eternal right to freedom" nor abdicated " individual 

respons1b1l1t 1 , " but if those are not articulated 

positions of importance in the individual ' s prevailing 

culture , they may have little force . 

The problem for society becomes that of strengthening 

the individual in a manner tl-iat does not run counter to 

other social beliefs Educational systems , which are 

society ' s means of socializing the young, need to pa r t ­

icipate in developing responsibility fully 

Brian Way ' s approach is to insist the individ ual 

choose wi thin a structure of experience , which re - enforces 

his or her personality and self, thus strengthening his or 

her freedom As a method , it fosters independence of 

Judge ment . As a parallel to certain directions in 

psychology , it promises the individ ual within the 

collective a sense of power This is directly in line 

with Carl Jung's own emphasis on matu r ity coming th r ough 

1nd1v1duat1on , but it runs counter to some other movements 

in the field of psychology 
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How Psychol o gy Views the Individual 

As with other sciences, psychology has undergone a 

sudden bur geoni ng power in this century The person most 

commonly associated with psychological theory is Sigmund 

Freud Until Freud , modern psychology was chiefly 

centered on conscious experience, Freud ' s psychoanalytic 

theory brought in the unconscious aspects of personality 

His systematic study of the unconscious presented a 

structural model consisting of the id, ego, and superego, 

an energy system fueled by sexual and other drives A 

determinist, Freud believed that of the forces and 

influences surrounding human functioning could be 

uncovered through a variety of techniques. Psycho -

analysis , as medical intervention , is designed to uncover 

the buried conflicts in the unconscious and integrate them 

into the conscious ego 

30 

Freud believed that theology and religion are "bunkum", 

his ultinate concern was the field of the visible and 

invisible realm as circumscribed by the human psyche As 

LeShan and Margeneau observe 

Most psychologists generally still hold to the belief 
that someday, somehow, we will have mechanical models 
of the human mind and of human societies . This hope 
and assumption lay behind the brilliance and the deep 
searching of Freud , and the psychoanalytic system of 
describing personality might be viewzd as the greatest 
monument ever built to this belief 3 

Freud's analysis of the individual compared with the 

group, however , lead him to the conclusion that "great 



discoveries and solutions of problems are only possible to 

individual working in solitude 1135 an 

Freud characterizes the psychol ogy of groups as 

credulous , open to influence, without critical faculty, 

and with simple, exaggerated feelings It is " an obedient 

herd which could never live without a master" For this 

reason, he hypothesizes from his understanding of the 

Darwinian model of evolution , that the herd is a horde 

with a powerful leader in ever y instance 36 

Freud held the notion that groups are at least par­
tially welded together as a result of their strong 
and quasih y pnotic attachment to a highly charismatic 
leader The psychology of the leader is completely 
different from that of the members The leader is a 
completely narcisstic figure whose real and fantasied 
physical and psychological attributes exert a power­
ful attraction and influence on the peer group 
members Despite charismatic tendencies , however , 
the leader is a l~o viewed in more adaptive terms as 
an expert problem-solver who is potentially capable 
of r esolving all the dilemmas that seem so frustra -
tingly difficult for the group members The 
leader remains the central figure of the group , the 
one whose influence is always felt , even when she or 
he i s behaving ]9 an outwardly nondirective and 
passive manner 

Freud concludes that the psychology of groups is the 

oldest human psychology, and that the psychology of the 

individual emerges from it . Only by "withdrawing the 

performance of intellectual tasks from the group and 

reserving them for individual members" is the lowering o f 

intellectual ability to be avoided . 

Freud's system of psychoanalysis was presented as a 

complete s ystem which coul d d eal with all aspects of hum a n 
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behavior However , when we apply that system to the 

emergence of the leader--to F r eud himself --it falters 

What was igno red except as temporary lacunae in the 
field of knowledge -- small gaps to be filled in 
later--was the fact that it was inadequate to account 
for creativity o r for the long , slow struggle ..!:!...12._ from 
the caves that the human r ace has made Psycho -
a nalysis could not acco unt for the beauty seen in a 
sunset , for the genius of Mozart , for the opera that 
Freud loved , or for his courage and his devotion to 
hurranity 38 

Brian Way 's concept of the individual can co-exist 

with the Freudian model since Way makes no specific claims 

as to what the ultimate g r ound of the inner experience of 

the individual must be . Other twentieth century psycho -

logies would not be so sympathetic to Way B F Slo nne r 

and Radical Behaviorism den y the relevance of inner 

experience 

For S~inner , human be in~s are controlled by environ ­

mental conditions that can be discovered and specified in 

ob3ective detail W~ile many contemporary psychologists 

are only ~ode rate behaviorists, since they include cer t ain 

internal dete r minants such as attit udes, cognitive 

processes, and motives , BF Sk inne r and Radical 

Behavio ri sts have a narrow er view of humans 

They do not look within the individual's psyche for 
any of the causes of behavior , and they deny the 
necessity of postulating states of mind or internal 
motives for explanator) purposes Radical 
behaviorists are able to describe with considerable 
detail various observable factors that affect 
learning, thereby buttressing their arguments that 
humans are controlled bj circ ums tances

3
~hat can be 

obJectivel y specified and manip ul ated 
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Although Radical Behavior i sm has been dismissed as 

" silly " it has nonetheless affected to a surprising degree 

ordinary thinking on ' being ' and the individual ' s role in 

society. The failures to predict and control behavior 

have been tak en only " as evidence that we did not yet know 

enough to implement a correct theory 1140 

The belief that a " single system " of total explana ­

tion is po ssible is one of the powerful legacies of 

Western monotheism Other examples of such monolithic 

thinking are the clock - work universe of Descartes, the 

unified single social system of Marxism , and the embracing 

explanatory mode of social Darwinism The Radical 

Behaviorists are followin g an approach based on the 

traditional Western belief in such systems , even though 

their theoretical universe is still unmapped 

Most criticisms of the inadequacies of such theories 

have centered on the reductionist methods employed and the 

lack of purpose in the universe post u lated . Huston Smith 

sees such theories as limited in four specific ways 

intrinsic and normative values, purposes, ultimate and 

existential meanings, and quality As he puts it 

This account of what science cannot deal with is 
resisted , but not, I feel sure, because it is untrue 
Given the importance of normative values , final 
causes, existential and ultimate meanings , and 
intrinsic qualities , the fact that science is no 
closer now than it ever was to dealing with them 
would seem to be clear indication that it is not 
desi gne d for their investi ga tion ror science 
to e n ter the domains it has thus far es chewed it 
would have to relax the d e ma nds for obJectivit~, 
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predicti on , control and number f rom w~ich its power 
in quantitative domains derives it is precisely 
from the narrowness of its approach that the power of 
sc i ence derives An effective and restricted science 
o r o n e t hat is afTlple but does not enable us to 
control the course of events much more than do art , 
reli gio n, or psyc h otherapv -- we can define the word as 
we wish What is not possible is to have it both 
wa ys 41 

When understanding and not mechanistic explanation is 

the aim of psychological theo r y , there are many important 

twentieth century psychologists who have offered insights 

into the human individual . Eric F r omm , for example, used 

Sp inoza ' s idea of " self - interest " as a virtue , and con -

structs his arguments t o show that such self - interest does 

not have to be "selfish" 

The failure of modern culture lies n o t in its 
principle of individualism , of self - interest , but in 
the deterioration of t~e meaning of self - interest, 
not in the fact tha t people are too much concerned 
with their self-interest , but that the y are not con ­
cerned enough with their real self, not in the fact 
that they a£~ too selfish , but that they do not love 
themselves 

Such a view places a burden on every individual , and 

certainly on those who educate the young , to discover the 

true nature of themselves and to allow such discovery in 

thos e around them A. H Maslow, a psychologist especially 

interested in ~ealth as creativity and growth , sees " self­

act ualized" people as bein g capable of democracy in a 

deeper sense . According t o him , they also are able to 

have a more profound love for their fellow hufTlans P,etter 

adJusted in ever y way , th ose who are "self - act ualized " 
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exhibit higher creativity a nd ability to solve µroblems 

In Maslow ' s stud y , he found self - actualized people to be 

mo r e comple tely "ind ividual " than any g roup that has 
ever been described a nd yet are also more completely 
s ociali zed, mo re identified with humanity, th an a ny 
other group yet described 43 

Other psychologists , like Carl ltogers , Ka ren 'lorne y , 

a nd Preston Lecky have all spoken of the necessity of the 

individual develoµins inner resource~ in order to achieve 

maturi t y and sound interpersonal relationships One of 

th e most important twentieth century psych o l og ists is Carl 

Jun g Sinc e man y of his insights appear t o have guided 

the forn a tion of the concept of the indivi dual emplo ye d b y 

Brian Way , a separ a te account of his insights will be 

Carl Jung on the Nd ture o f the Ind ividu a l 

Jun g was an early pupil of Freud, but broke with him 

when he became dissatisfied with the n o tion that the 

comp lexit y of the unconscious c o uld be explained in terms 

o f two bas ic drives His difference with freud begins 

with their interpretations of unconscious material 

For anyone who , whetl-ier b) tefTlperament, o r for phil­
osophical or religious reasons, cannot adop t the 
standpoint of scientific ma terialism, the realiz a tion 
of unc o nt~ious contents is in every respect a serious 
probler.i 

Jung saw th a t the psyc he is something which "we can 

neither vnow nor pretend t o knoi. . 114 5 Pe tre a ts the nature 
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of " mind " without pos t ulatin g that it is a fT'etaphysical 

entity, o r that " there is any connection between an 

individu al mind and a hypothetical Un iversal Mind " 46 

Our psychology is , therefore , a science of mere 
phenonena wi thout any metaphys i cal i ~plica tions 
Ps vc hology accordingly tre a ts all metaphysical clains 
and asser tions a s mental phenonena , and re ga rds then as 
statements about the mind and its structure that derive 
ulti nately from certain unconsc io us disposi ti ons 
We have no intellectual means of ascertaining whether 
this a ttitude is ri ght or wro n g . Psychology 
therefore holds that the mind cannot establish or 
asse rt anything be yond itself . 47 

As fo r th ose scientists who do as sert that the 

" ultimate g roun d" is to be discove red in t he see - t o uch 

world, Jun g says 

The conflict between science and r eligion is in 
realit y a nisunderstanding of both . Scien tific 
materialisn has me rel y i ntroduced a new hypostasis , 
and th a t is an intellectual sin . It has given 
another name to the supreme p rinci ple of re a lit y and 
h as assumed that this created a new thing and des -
tro yed an old thin g Whe ther you call the principle 
of exis tence " God ," " matter, " " energy ," or anything 
else yo u like , yo u have ~8eated nothin g , yo u have 
simply ch anged a symbol . 

This does not wean that Jung ignores the positive 

energy given conscious creation in collaboration with th e 

unconscious value assigned "t he highest goo d" . If we are 

not concerned with whether the thing is " ri g ht or wron g , " 

but only with "h ow t h in gs are in themselves" we can see 

that 

The datum which is called " God " and is fo r mulat ed as 
the " highest good " signifies as the t e r m itself 
shows, the supreme ps)chic value In otf-ie r wo rds , it 
i s a concept upon which is co nferr ed , o r is act uall y 
endo~ed with , the highest and most beneral si g &~fi ­
cance in determinin g our thoug hts and actions 
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Since the symbol has a value to the conscio u s mind , 

its " collaboration of the unconscious " achieves a libido 

charge that emerges as creative energy This is a point 

where the " soul " can be said to be significant. In 

Jun;ian psychology , the soul is " a clearly demarcated 

functional complex that can best be described as a 

personality " SO As such , it has an in tern edia te position 

and is 

re garded as a function of relation between the 
subJect and the inaccessible depths of the uncon -
scious The determining force (God) operating from 
these depths is reflected b y the soul , that is , it 
create 5 synbols and inages , and is itself only a n 
image 1 

For Jung , "th e immense significance of such symbols " 

can be denied " only by those for whom t'1e history of the 

world begins with the present day ." 

The mora listic and hygienic temper of our day must 
always know whe t he r such and such a thin g is harmful 
or useful, ri gh t or wrong . A real psychology cannot 
concern itself with such queries, tg r ecognize how 
things are in t hemselves is enough . 2 

In recog nizing " how things are " Juns points out t hat 

wha t emerges when the libido "dives down t o the firs t 

beginnings " is the symbol , a " god - ima ge , as history 

proves " 

Humanity came to its gods by accepting the reality of 
the symbol , that is , it came to the reality of 
thou.8..h.!, which has made man lord of the earth . 11 53 

This is the "common sense" viewpoint , advocated b y 

Henri ½ergson and those philosophers who call o n e very 
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human being to acknowledge that which is conscio us the m­

selves . Such pragmatism enables us to deal wi th those 

concepts which are available for fuller explication 

p r e c i s e 1 y i n t h e m a n n e r t h a t \,J a y h a s o f f e r e d u s h i s c o n -

cept of the individual . 

Carefull y using our share d symbolic-structure -- and 

language--Jung offers a definition of individuality 

By individuality I filean the peculiarity and singu ­
larity of the individual in every psychological 
respect . Everythin g that is not collective is 
individual, eve r ything in fact that pertains only to 
one individual and not to a larger gr o up of 
individu a ls . Individuality can hardly be said to 
pertain to the psychic elements themselves, but only 
to their peculiar and unique grouping and combina ­
tion 54 

Jun g ' s definition for the 'i ndivid ual ' has an important 

conditional provision 

The psychological individual, or his individ uality 
has an~ priori unconscious existence , but exists 
consciously only so far as a consciousness of his 
peculiar nature is present , i . e . so far as there 
exists a con 35 ious distinction frofil other 
ind i viduals 

For Jung , the "peculiar nature " of the individ ual 

appea rs chiefly in its complex formations . The conscious 

process of differentiation o r individuation is what brings 

the individual to consciousness . Of course, the process 

of individuation in Jungian psychology is a process which 

can be facilitated by the docto r- patient relationship . As 

a " development of the psychol o gical individual as a bein [; 

distinct from the g ene r al collective psycholo g y 11 56 it is 
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vital to maturation . \/hen the individual identifies with 

a g roup, or obJect, he has no "psychological individual­

it y , " but is me rely a "collective psychology of conscious-

ness , " The "unconscious individuality " can be tl-ien 

proJected onto the obJect , which consequently achieves 

g reat value It can then act as a " pow erful deter -

minant" . 57 As a process of natural development, 

individuation is a ll important 

Individuation is a natural necessity inasmuch as its 
prevention by a levelling down to collective 
standards is inJurious to the vital activity of the 
individual Since individuality is a prior psycho ­
logical and physiological datun, it also expresses 
itself in psychogical ways . Any serious chec~ to 
individualit;, therefore, is an artifical stuntin 6 
It is obvious that a social g roup consisting of 
stunted individuals cannot be a healthy a nd viabl e 
institution, only a society that can preserve its 
internal cohesion and collective values, while at the 
same time granting the individual the g reatest 
possible freedom , has any prospect of enduring 
vitality As the individual is not Just a single 
separate being , but by his very existence presupposes 
a collective relationship , it follows that the 
process of individuation wust lead to more intense 
and broadeS collective relationships and not to 
isolation 8 

The fin a 1 phrase echoes Er ich Fromm , and re - a ff i r ni s 

the findin g s of Ma slow Far from bein g a self - centered 

and subJective hur.1an bein g , the mature self, aware of 

individuality, is capable of entering into richer g roup 

rel a ti o nshi p s . 

education is obvious, it powerfully unde rsc o res Frian 

\ 1ay 's presentation of drama method 

Jun g himself was deepl y inte rested in the philo -
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sophical and psychological traditions of the Eas t 

in some respects the y offer a different vision of human 

nature , and also because they have influenced the rec ent 

interest in the study of consciousness, it is helpful to 

consider their contribution to the g ro wing philosophy of 

the individual. 

Eas tern 1eligious and Psychological Traditions Relating to 

Individuality. 

Rabindinrath Tagore, the celebrated Indian poet, 

expresses an idea of self in some ways similar to Jung ' s , 

but with a poetic flair 

The reality of the world belongs to t he personality 
o f 111 a n a n d n o t t o r ea s o n i n g , w h i c h , u s e f u 1 a n d g r e a t 
t h o u g h i t b e , i s n o t t h e r,1 a n h i m s e 1 f O u r 
individual minds are the strings which catch the 
rhythr1ic vibrations of this universal ~ind and res ­
pond in music of space and time . The quality and 
nu~ber and pitch of our mind strings differ and their 
tun ing has not yet come to its perfection , but their 
1 a \v i s t he 1 a w o f t h e u n i v e r s a 1 m i n d \J e h a v e a 1 s o 
seen that this relati onal world of ours is not arbit-
rar y It is individual , yet it is universal. /ly 
world is mind, its element is my mind , yet it is not 
wholly unlike yo ur world . Therefore it is not in ray 
O\✓ n individual personality that this re 39 ity is con­
tain ed , but in an infinite personality 

The great philosophical traditions of the Eas t , such 

as Ze n, Buddhism, Vedanta µinduism and o thers h a ve 

increasingly filtered into 1Jeste rn thinking . In 1967 , 

when Brian Way's boo~ was published , th e Beatles brought 

out SarReant Pepper ' s Lonely Hearts Club Rand , and ~ade 

their highly publicize d vi sits to the tiaharishi to lea rn 

meditation . t1edi tation was not an easy concept for the 
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Pestern rnnd to g rasp Dictionaries defined it in terms 

of "c ontinued thought "-- yet Uesterners who experimented 

with various yogas and spiritual practices discovered it 

was not thought but a different mode or state of awa re-

ness 

The Christian concept of prayer, with its subJect ­

obJect dualism, could not encompass the meanings inplicit 

in this new meditative path, with its emphasis on no -mind, 

non - dualism and union with the One . In providing 

techniques to the i/est for transcending the rational mode 

of consciousness , Eas tern religious practices led to 

different models of human reality 

According to Vedanta psychology , it is human accept ­

ance of dudlisms that lands us in the world of illusions 

The true " Atnan " (or soul , to use Western terminology) is 

reali6ed vhen the o rdin a r y waking consciousness is peeled 

back through its various oute r "she aths " 

I/ hen this sheath is pee 1 e d away, the pure R. ea lit :J of 
the Center alone remains , abso lute non - duality , 
ineffable , indescribable , Drahman - consciousness , 
underl ying the five sheaths and the t h ree bodies SO 

The underlying principle of Yindu creation is that every ­

thing created possesses individuali ty . 

This is not unlike the metaphysical theory of A N 

I J h i t e h e a d , \v h o w r i t e s f r o Pl t h e p o i n t o f v i e w o f I/ e s t e r n 

underst a ndin g 

Appe a rance s a re finall ) c o ntrolled b y the 
functionin 6 s of the an iR a l body . These functionin g s 
and the h a ppenin g s wit h i n t h e con t e mporary re g ions 
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(i . e . en,ironments of the body) a re both derived fro m 
a common past, highl y relevant to both . It is ther e ­
by pertinent to ask, whether the animal body and the 
external regions are not attuned together , so that 
und e r normal circumstances , the appearances conform 
to natures within the regions . The a tt ai nment of 
such confornation would belong to the perfection of 
nature in such respect to the higher types of animal 
life \le have to ask whether nature does not 
contain wit hin itself a tendency to be in tune , an 
Eros ur ging towards perfe c tion bl 

The i~portance of such thinkin g in relation to the concept 

of the individual is that in such a P1odel the discovery of 

the " inner contents " of t he self is not possible throu gh 

intellect. A maJo r emphasis in the second half of this 

thesis includes a method of "using " the various points on 

\J a.> ' s cir c 1 e of person al 1 t y (esp e c i a 11 y the ~a n n er in 

\J h i c h i n a g i n a t 1 on , c o n c e n t r a t i o n , t h e e n o t 1 o n s , a n d t h e 

senses are all given an "equ al " i~portance to the 

intellect) This consideration of the Eastern under -

standing of self is important to this naterial to be 

examined later . 

In postulating a "spectru m of conscio usness " beyond 

the empirical model of \Jestern science , easte rn insights 

complement Weste rn underst anding 

The levels that the West has heretofo r e ignored have 
been thoroughly invest igated by the ~ast, and vice 
versa . Thus the East has extensively explored those 
paths leadin 6 to Absolute ~ourienon , while the I-lest 
has restricted itself to scientific investi ga tions of 
pheno~enal psycholog .> 'a n, as Absolute SubJectivity 
is the Godhead -- this is the concern of the [ ast, man , 
a s a n o b J e c t o f 1< n o 11 1 e d g e , i s t he µ h e n o n e n a 1 e g o - -
this is the conce rn of the We st . Taken to§2ther the ) 
span the entire spectru ~ of consciousness 
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Way included the inner enrichment of dra~a as a 

function of maJor si gn ificance and used th e term 

' stretchin g ' to desc ribe the challen ge of usin g personal 

resou r ces fully fo r grea t e r awa r eness a nd perception . 

The words ' awareness ' and ' perception' a r e used 
ad\iisedl y rather than ' knowledge ' and ' understandin g ' 
for this factor of stretching i s as deeply concerned 
with emotional , sgi ritual and physical g rowth as in 
the inte l lect ual 3 

Th us, in \Jay ' s approach the " I:as tern end " of the 

spectruIT of consciousness is emphasized , as ' awareness ' 

eqLates hith the concept of medi tation In the West , 

a rt emphas izes aes thetic satisfac ti on , which overshadows 

rational app raisal 

The Individual in Art , and Aesthetic Expe rience 

As subJects , humans have been depicted in painting 

and r elated visual arts for millenia As cultural 

ac tivit y , we can see a rt in the twentieth cen tur y g r oping 

to wards new definitions of human experience Hhen we 

understand that art has a transcendent function , which 

symbolizes to conscio usn ess the enti r e ran ge of hunan 

expe ri ence, we can see how art can lead civilization into 

fut ure cultural cha nges . 

for primitive humans, ar t may have pointed to the 

mag ic relationship between hun ter and prey, in the 

classical period , a rt pointe d to a n ideal iz ed harmony of 

being, thr o u g h the medieval period , ar t led the explora -
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tion of humani ty in relation t o reli gio us creed Today 

the who 1 e p 1 an et 1 s a " corporate art for Iii ," 11 a rs ha 11 

McLuhan claims A work of a rt does not exist in a vacuu m 

It is the product of a total environ~ent --a social and 

cultural s 1 sten - -and parallel the ~e s will be found in 

literature , nusic and the o ther arts , as well as in the 

philosophy and science of a period 

If we consider painting as an example of art 

expression, we can isolate three individual aspects of the 

t o t al gestalt. There is the individual who p r od uce s th e 

work, the a rt i fact of the created piece itself, a nd the 

viewer ¼ho loo~s at the painting \J 1th in each of th ese 

three " otJects" (a n d the human - creator and huna n- spectator 

a re obJectified in our examin a tion) , we can see the 

twentieth century move t owa rd the " personal" 

As the patrons of art have changed , so has the artist 

in rel a ti o n to the producti on of art wor~ . 

Today the a rtist is , wi th the exception of th e 
architect , characteristically on his own He 
gener ally wg4ks to please himself , and seldom on 
COlil :'llSSlOn . 

The artist heeds fewer de mands o utside his personal 

preference , but creates according to the dictates of his 

individual will Fo rmerl y , the a rtist had a lilore clearly 

d e f i ned ?lace in society , and hi s creations reflected the 

desires of patrons a nd th e social forces in his environri1ent 

In the past , iconography was gene rall v related pre -
d o n 1 n a n t 1 y t o r e l 1 g 1 o n o r p o l 1 t 1 c s 

6 
g r b o t h , a n d 11 a s 

ther efo re li~ely to be s ystematic . 
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The " style" of ar t was also determined by pat r onage The 

Christian ethic , for example , demanded body coverings , and 

nud es could be shown only when sanctioned by the demands 

of the subJect, as 1n a saint stripped in ~artyrdom In 

this century , the artist has been r11oved by othe r con -

siderations . As Georges Br aq u e , one of th e founders of 

Cu bism , stated 

I c o uldn ' t po rtray a woman in a l l her natur a l love ­
liness I haven 't th e skill. 'lo one h as I must , 
theref o re , crea te a new sort of beau t y , the be au t y 
th at appea rs to re in terms of volume , of line , o f 
mass , of we i ght , and throu g h th at beauty interpret my 
subJectiv e impression . 1:a ture is a ~ere pretext for 
a decorativ e compos iti on , plus sentinent It 
sug ge sts emotion , and I translate th at e~otion int o 
a r t . I "' d n t t o e x p o s g t h e A. b s o 1 u t e , a n d n o t r1 e r e 1 y 
the f ac tit io us woman . 6 

Or fro~ the a rt ist , Fe rnand Leger 

r;e ver , unt il the impressionists , had painting been 
able t o sha~e off th e spell of l iter a ture The 
applic a tion of plastic con tr as ts was necessa ril y 
diluted by the need to recount some story, modern 
painters have recognized that this is futile 
His a im must be , not t o i~it a te the neh obJec t ive 
o f the visual world , but to ac hieve a purely 
s ubJ ective sensitivit y t o the new state of thin gs 

ima g e 

6 7 

The a rti st as an individual now tune s hinself to his inner 

space . Since twentieth centur y technolo gy a nd nass educa -

tio n have given both means and methods t o g re a ter number s 

of peo pl e , there is not only a g reater demand on the 

individual a rti s t , but a greate r number of individuals who 

can part1ciµate in the makin g o f a rt . The na ture of th e 

a rtifact th a t can be prod uced from t hi s hishly subJective 
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freedon allo~s expression of greater individuality The 

contemporary plurality of forms and the diversity of style 

attests to this subJective variety 

~larshall McLuhan points out that in tl edieval ar t the 

i d e a b e h i n d th e w o r le w a s i n p o r t a n t , r a t h e r t ha n a p s y c h o -

lo g ical narrative which demanded rational , continuous 

space Cartesian philosophy and the use of the new 

science changed the emphasis of art . 

In the seventeenth centur y , when a portrait turns its 
eye on the observer it creates a dualism that is 
intended to be notic e d The portrait becomes, in 
effect, a self - portrait in which the subJect is also 
t~e observer of the paintin 6 The painting becomes a 
mirror with, as it were, a psychological vanishin ~ 
point in the viewer 68 

Perspective then bec om es a "mode of perception" which 

fTlOves towards "specialism and fragnentation" This frag -

ment a tion, tlc Luhan says , developed i n space a nd time , 

poetry and painting , and served anal y tic observation In 

t h e t \, e n t i e t h c e n t u r y , C u b i s m s u b s t i t u t e d " a 1 1 f a c e t s o f 

an obJect simultaneousl) " for the specialized illusion of 

the third dimension 

Cubism , by seizin g on instant total aw a reness , 
suddenly announced that the medium is the message 
Is it not evident that the noment that sequence 
yields to the simultaneous , one

6
CJs in the world of 

structure and of confi g ur a tion? 

As the notion of conte n t is dropped , there is no 

lon g er a need to ask what the work is about . It lS 

pr1maril) in th e realm of t h e visual media that such 

pattern - rec og nition has be en de manded b y th e viewer . In 
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other art forms such a qc1estion has not a risen , even when 

hi ghly ori gi nal or diver gent paths are taken tlc Luhan 

says th at in relation to the f i eld of P1usic , we have 

retaine d a deeper sense of the unific a t ion of form a nd 

function There is no need to question 1 f'l elody ', even 

when taste has dictated confusion about an a rtist ' s 

production . 

In other twentieth centur y media , und e r s t oo d as a rt­

form thr ough ou r inclusion of the global definition of 

llcL uh a n , we find a new van t age for audience participation 

In the !i c Lu ha n cano n , t e 1 e vision is a 1 ow definition , 

' cool ' P1edium , wi th an iconic mosaic ima g e that requir es 

completion by th e viewer Our eye , ou r mind , fills in and 

supplies th e detail a nd meaning of the hazy sc r een image 

Thus tel evision has ended the "c o nsu!'ler phase " of AfT!erican 

culture Pa rti cipa tion has changed the a udi e nc e " Depth 

involverrent encourages everyone to t ake himself much no r e 

seriously tha n bef o re 11 70 

Har.let ' s existential questio n has been parap ~ras ed b y 

Rob ert Anton Wilson " T V. or not TV " J-le uses this 

J o k e t o r e m i n d u s t h a t " w h e n ' I ' a n d ' m y 1, o r 1 d bec ome 

one , ' I ' an tr ans for!'led utterly, as ' in a refiners ' fire ,' 

as the myst ics say 11 71 

The links between art and reli gion have a lw ays been 

seen to be at their stron gest in the m} ster y of the 

creative act itself , which confounds even the a rtist T~e 
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yrocess of creation can be observed, but it still eludes 

understanding the 'birth ' of the creative product 

co~nands our awe . A hallmark of artistic creativity has 

been originality, and a depart u re into the unknown . \vha t 

connects us inmediately to the work is the desree to which 

it fulfills its role in terms of tradition . \!hen we look 

at the poet ' s creation , we discover our shared particiya -

ti On . Palph Waldo Emerson has observed 

The poets nade all the words , and therefore lan g ua g e 
is the archives of history , and , if we must say it , a 
sort of tomb of the muses . Langua g e is fossil 
poetry . 7 2. 

This poetic extrene is made intelligible when we 

examine the artist and his context 

Thus environnent -- Nature and Society -- furnishes the 
context of poetry . But its significance is in ­
dividual, nor , I think, would the most enthusiastic 
expositor of social oribins c r edit the co~mune with 
more than the favoring atnosphere, the exciting 
occasion of song . . . Society supplies the milieu , 
but the poetry is achievenent of poets . The 
flash of individualism which in the far - off days 
minted new imagery in the mid - trenor of the dance 
alreaay prophesied a time when man might dare his own 
soul face to face , while the soft whisperings of that 
soul ' s daem~~ should ring louder than the t umult of 
nultitudes 

The florid language and poetic tone of the above passage 

reveals its author and his period (Hartley Burr Alexander, 

Ph d , 1905) as surely as tl arshall t1cLuhan ' s elliptical , 

terse prose marks his voice and day . We listen to their 

v o i c e s , a n d r e c e i v e t h e i r ' c r ea t i o n ' , a n d i n t h i s 1v a y 

their in dividualism contributes to our social and personal 
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evolution A rich multiplicity of vie,~points enables the 

art consumer to respond to the heroic dimension of the 

creator , and to fashion a personal vision with their 

shared insights \ l e ' re - create' when we inte g rate a nd 

synthesize their vision in ourselves 

Yet what can the artist tell us? Saul Bellow not ed 

Th e intelligent public is waiting to hear from ~rt 
what it does not hear from Theolo ~y , Philosophy , 
Social Theory , and ,.,ha t it cannot hear from pure 
science, a broader , fuller , rore coherent , mo re 
conprehensive ac count of what we human beings are , 
who we are , and what this life is for . If writers do 
not cone into the center it will not be because the 
center i s preempted It is not . 74 

The poet e . e . cunmin gs attempts to direct yo un g writ e r s 

to the basis of neaningful expression 

A poet is some b ody who feels , and who expresses his 
feelings through words Almost anybody can learn to 
t h i n ~ o r b e l i e v e o r k n o ,, , b u t n o t a s i n 5 1 e h u m a n 
bein 6 can be taught to feel. 1Jhy? Because whenever 
you thin~ or you believe or yo u know , you ' re a lot of 
other people but the momen t you feel you ' re nobod y 
but yourself To be nobody - hut - yo urs e lf- - in a world 
which is doing its best night and day , to mal<e you 
everybody else -- means to fight the hardest battle 
which any human being can fight, and never stop 
fightin g . . Does this sound dismal? It isn ' t 
It ' s 7~e mo st wonderful life on earth Or so I 
feel 

The hero or heroine in nyth , story , or real life is 

always waging the birth of his or her own , true , a uthentic 

self , and we respond to that q uest wi th rec o~n ition 

1/e are suddenly threatened with a liberation that 
t axes ou r inner resour ces of self employment and 
ima gi n a tive participation in society . This would 
s e e 'il t o b e a f a t e t h a t c a 1 1 s m e n t o t h e r o 1 e o f 
artist in society .• . . The soci a l and educational 
patterns laten t in a ut omatio n a re76 h o se o f self ­
employnent and artistic autonom) . 
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The second half of this thesis extends the idea of t he 

" a rtist in society " to t he participant in drama and the 

various possibilities implicit in theatre art Brian h'ay 

acknowledges in his text that S tanislavsk1 ' s system of actor 

trainin g has influenced his choices 77 In exam 1 n ins t1 a r gar et 

Faulkes Jendyk ' s drama method , we will discover an overall 

structure of twentieth century acting principles contribut ­

ing to its force . But now , as we follow tlarshall rlcLuhan ' s 

thought , we find we a r e led to a consideration of 

technolo gy and its t r ue parent scie nce 

Science a nd the Individu a l . 

The dizz ying progress of science over the last three 

hundred yea rs has created a torrent of chan ge which would 

drown Peraclitus As f. ~' . \Jhite head observed 

The r a te of prog r ess is such t hat an individual human 
be ing of ordina r y len g tri of life will be called upon 
to face novel situa t ions which find no parallel in 
his pa st The fixed person for the fix e d duties, who 
in older societies was sy~h a godsend , in the future 
will be a public dan ge r. l 

The real " public dange r" for society is not the isolated 

indiv idu al , f ixe d in d u ty , but the possibility of 

collec t ive terr o r which is connected with our advanced 

te chno lo g} . As Arthur ioestler states the problem 

From the dawn of consci ous ness until the middle of our 
centur y man had to live wi th the prospect of his death 
as an i ndividual, since 1-l iroshima , mani(ind as a wh o le 
h as t o live \, 1th th 7 prospec t of its e xtinction as a 
biol oeica l species . 9 



The Platonic ideal of the philosopher-king has not bee n 

realized in the individuals who are our leaders . The 

world's populatio n trembles a s the i gno rant lead the 

i gno r ant Scientific progress provides technologies which 

o utstri p human wisdom 

Th e scientif ic view of man is offered b y Buckminster 

Fuller Mith a touch of irony 

tlan? 

A self-b a lancing, 28-Join te d adapter-b ase biped, an 
electro - chem ical reductio n-plant, inte gral with 
se gre ga t ed s lo wages of special ene r gy ext r ac ts in 
s tor age ba tteries, for s u bse quent ac tu ation of 
th ousands of hydraulic and p neu ma tic pumps , with 
motors at t a ched, 62,000 miles of capill a ries, 
mi l li o ns of wa rnin g signal, railr oad a nd c on veyo r 
systems, crushers and cr a nes (of wh ich the a rms are 
mag nificent 23 - Jointe d affairs with self - s urf ac i ng 
and lubr i cating syste ms , a nd a universall y 
distributed telephone system needi ng n o service fo r 
70 yea rs if well mana ged ), the who le, extr a ordinaril y 
co mp lex me chanism g uided wi th exq ui site precision 
fro m a turr e t in which a re loca te d telescopic and 
microscopic self-re gi ster i n g and recordin g range 
finders, a spectroscope, et cetera , the turret 
control being closel y al lied with an ai r co nditi on in g 
inta~ e-and-exhaust , and a ma in fuel intake 

\T1th1n the few cubic inch e s housin g t he turret 
mechanisms , there is r oom , a lso , for t wo sound - \1a ve 
and sound-direction-fi nde r recordin g diap hr ag~ s, a 
filing and instan t ref erence syste m, a nd an expertly 
devised analytical l abo ratory lar g e enou g h not only 
to contain minute rec o r d s of every last and continu a l 
event o f up to 70 y e a r s , experience , o r more , but t o 
ext e nd , b y computati o n a nd a bstract f a brication, this 
experience with relati ve ac curac y int o a ll corners o f 
the o bserved univers e . The re is , also, a forecastin g 
and t ac t ical plottin g depa rtment for the reduction o f 
future poss1b 1l1t1es and prob a bilities t o ge nerall y 
successful spe cific ch oi ce . 

Finally , the whole str uc ture is not only directly dnd 
sim pl y mo bile on l and and in water , but, indirectl y 
an d by exquis ite p re cision o f co mplexity , mob ile in 
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air, and, e ven in th e intan g ible , mathe maticall y 
sens e d electral "world," by means of the extension of 
the prim a r y inte g r a l mechani sm t o secondary 
mechanical cor1positions o f its own devisin g , operable 
eith e r b v a direct mechan i cal hook -u p with the 
device , or by indirect control through wi red or wire ­
less electrical impulses 

" A man ," indeed ' 
Jones"rSO 

Dismissed with the a p pel la tion " t1r 

As w e saw in our examination of the Radical 

Behaviorists, man a s machine is noth i ng unless we g rant hi n 

consciousness , which must differ fro m brain a ctivity 

As a n ir on y of being - in-t he world, the determinist ' s 

bleak visi on o f humans is y ieldin g t o a new ~. etaph ysics born 

from a dv a nced r e search in s cience ' s most ri go rous field, 

ph ysics . Physic s brin g s in h um a n mys ter y o nce more 

Bridgman , a ph ys icist from Ha rvard, says 

The structure of nature ma y eventuall y be such that 
our processes o f thou gh t do not corresp o nd to it 
suf f icientl y to permit us to think a bo ut it a t a ll 
The world fades out and eludes us . . He are 
con f ronted with something truly ineffable . li e have 
rea c hed the limit of the vision of the g reat pioneers 
of s cience, the vision, namely that we live in a 
s y mpa t ~ ftic world in that it is comprehensible by our 
mi nd s 

For some physicists , there is a " way out " fror1 the 

mechan ic al view of humans that was part of the science of 

the last three hundred ye a rs . This wa y out lies within 

b o und a ries o f the ne w physics. LeShan and tlargeneau clai m 

science c a n le ad us into the new consciousness. 

The heart o f the ver y ra p id evolution of science and 
of the "a ge o f transit ion " in which we live is the 
g r o win g awa reness ~f how we invent as much as 
disc o ve r realit y . 8 
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Cartesian dualisn has fostered a science w~ich can 

study the outer world , the res extensa , but until now was 

useless in the stud y of the inner world, the res cogitans . 

The physics which LeSha n and Margeneau describe in detail 

shows that the concept of different realms of exyerience 

having diffe r ent metaphysical frameworks is pe r fectly 

compatible with a new concept of consciousness 

There is growing evidence , and an increasingly 
serious search , for modes of experience such as 
mystic states of consciousness , the attitudes reached 
through yoga and meditation , hypnotic awareness and 
drearis that are as human , and in their own ways as 
veridica l as physical or sensory reality These 
mo des of experience have been aptly called alternate 
realities . T~ey require an analysis of cons 83 ous ­
ness , perhaps in a manner not yet attempted 

LeShan and ~largeneau make use of Heisenberg ' s 

Uncertainty Principle to construct a Flodel tha t allo ,vs for 

uncaused atomic events, thus making possibile genuine 

chance and even " free will" . 

Physics thus makes understandable the occurrence of 
chance , of true alternatives u pon which the cou r se of 
events must seize . Physics alone, in its present 
state , can acco u n t for unpredictable , erratic h u rian 
behavior 8u~an behavior is more than chance . It 
Joins chance with deliberate choice But it needs 
the chance . So long as science can say nothing about 
this active , decisive, creative element called 
c hoice , it has no t fully solved the problem of 
f r eedom . Our proposed solution is simple . We invoke 
mind , or consciousnes84 as the independent agency 
effecting the choice 

Most of us mus t depend on "comrion sense " when we 

invoke human consciousness as agency . µowever , for some 

whose do main is science , 1t may be reassur i n g to know th a t 
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" physics alone" can give satisfactor y reckoning of human 

behavior . Our common sense ma y have allowed us to see 

that apparentl y " neutral " science employs value - laden 

packaging , when employing reductionism , (explaining a 

higher ,alue in terms of a lower) , or in depending on 

randomness to satisfy the creative requirements of the 

t1ona Lisa and our minds \I/here purpose or goal is said 

not to be an issue , conclusions are inescapable " I 

refuse to believe that God plays dice with the world ," 

declared :instein , noting his own metaphysical bias 

In mathem a tics , at the sane time that t~e Heisenberg 

Uncertaint y Principle was shaking classical physics , Kurt 

G o d e 1 f or m u 1 a t e d t h e " I n c o n p 1 e t e n e s s Th e o r e Ii," w h i c h s t a t e s 

" it is impossible to establish the logical consistency of 

a n y complex deductive system eYcept by assumin g principles 

of reasoning whose own internal consistency is as open to 

qu e stion as th a t of the s yste m itself."3 5 

If in the case of both the physical and men t al world , 

we are unable to find the com mon ground , what has been 

left o u t is the See - er , the individual who has divided his 

consciousness into the subJect-obJect dualism of t he 

mind ' s dialectic . Only the state of pure consciousness 

which transcends mind (the "no - mind " of the East) can 

enconpass the whole . In t h e state of pure consciousness 

one is in unit y with gods, o r God and the One 
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Summary of the Discussion Thus Far 

Carl Jung wrote these words in 1961, only months 

before he died 

THE rrrnIVIDUAL IS TIIE ONLY ~EALITl.' 
The further we move away from the individual toward 
abstract ideas about Homo sapiens, the nore likely we 
are to fall into error In these times of social 
upheaval and rapid change, it is desirable to know 
much more than we do about t~e individual human 
being, for so much depends upon his mental a nd noral 
qualities . 36 [~mphasis Added] 

We have looked at the definitions of the individual 

found in ordinary language and their limitations, at Brian 

IJ a y ' s concept of the ind iv id u a 1 , at some of philosophy ' s 

postulates about individuality, at the relationship 

between religion and the individual, at t~e relationship 

between state and the individual , at the contrast between 

the individua l an d the collective, at the manner in which 

nodern psychology has viewed t he individu a l, at Jung ' s 

special vision of the individu al and his relationship to 

the world, at Ea stern traditions relating to individual ­

it y , at th e individual as found in art and aesthe tic 

experience, and at how science sees the individual In 

all of these d oma ins we have seen the centrality of 

individual consciousness as it relates to the created 

order . 

S uch a conclusion should cause each one of us to ta~e 

co g nizance of the truth about our own consciousness . As 

long as we dwell o n the periphery of our being -- 1n 
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intellect a lone- - we cannot experience this truth as ~hole 

be ings . 

The eastern mystic, Bhag\an Shree RaJneesh, has clear ly 

stated t~e problem which arises with individual self con -

sciousness 

\·./ i t h m an , t h e n a t u r a 1 , a u t o m a t i c p r o c e s s o f e v o 1 u t i o n 
ends ~lan is the last product of unconscious evolu -
ti on . With nan , conscious evolution be g ins 

Now man becomes free to decide whether to 
evolve or not to evolve . Unco nscious evolution is 
collective, but the mome nt evolution becomes con -
scious it becomes individual Consciousness creates 
individuality . Before consciousness evolves , there 
is no individuality . Only species exist , not 
individuality . Phen evolution is still unconscious , 
it is an a utomatic process , t~ere is no uncertaint y 
about it Things happen through the law of cause and 
effect Existe nce is nechanical and certain . Cut 
with man , with consciousness , uncertainty comes int o 
existence Now , nothin g is certain evo l u tion may 
take place or it may not . The potential is there , 
but the choice will rest entirely with each 
ind iv id u a 1. n 

7
T hat is why anx iet y is a h u nan 

phenornenon . 0 

In o ther words , when we ack nowled ge our self ­

r es ponsibility , we can choose and , in each choice , realize 

\ I e a r e c r e a t i n g o u r s e 1 v e s . Ideologies which promise a n 

escape from individual freed om to collective responsibil -

it y deny the burden of self - responsibility It is only 

when we accept this burden that we begin to grow and to 

evolve 

Brian \lay has addressed the ind i vidual teacher in his 

book, Develo pm ent Throush Drana . qe has suggested th a t 

human development must start not o nl) with th e concept of 

the individual applied to the students in the group , but 
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to the teacher as well 

Ultimately t~ere may be only one goal , but the means 
to that goal are manifold and individual , dependin g 
on where you, as teacher , are , and g rowin g out of the 
particular bond you have made with the children or 
young people you are helping to develop . 88 

The compassion that arr i ves with self - res po nsibility is the 

love that enables the individual teacher to consider , 

without imposing any creed , the individuals in his or her 

care . 

Aldous Puxley examined the question of education b y 

lookin g a t " knowledge " 

Knowled ge is a function of bein g . I/hen there is a 
change in the being of the knower , there is a corres­
ponding cha n ge in the nature and amount of ~nowin g 
For example , the bein g of a child is transformed by 
growth and ed ucation into that of a man, the result 
of this transformation is a revoluti ona ry change in 
the way of knowinJ; and the amount an d character o f 
the thin gs known , 09 

Such a view does not den y the possibility of a wide 

variety of "knowing" Such a transformation is pr omised 

w h e n 1, e a 1 1 o w a f o c u s o n a n y o n e o f t h e p o i n t s o n t h e H a y 

circle 1v e b r i n g t h e i n d i v i d u a 1 t o t h e " w ho 1 e n e s s " o f 

being . 

The assumptions Brian \Jay has used in building his 

concept of the individual depend on a vision of human 

possibilit y that is not supported by a specific creed , but 

addresses both the res extensa (external world) and the 

res c o gitans (internal world) as being of equal importance 

in line wi th the highest psycholog ic a l investigations of 
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this century By insisting on ~erience as ~ore 

important than information, Way reinforces the notion of 

awareness as giving us ~ore than intellectual apprehension 

alone His vision is a democratic one , a vision which 

places the possibility of creativity in the province of 

each individu al. In this model, the self - actualized 

individual is not isolated but draws from the circles of 

the environ~ent around him . Brian Vay 's concept of the 

individual can be accorded value in the l i ght of personal 

consciousness and intuition . It is a practical compass 

for the individual teacher to employ when approaching the 

development of students . It is this compass that tla rgaret 

Faulkes Jendyk e~ploys in her teaching of drama 
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THE DR ft MA U OR l( 0 F MARG A P ET r A UL]( S S JI: ~rn Y tZ 

t1argaret Faulkes , Individual 

Margaret faulkes came to ~o r th America in 1965 , as a 

visiting lecture r in Creative Dramatics and Children ' s 

The at r e at the Unive r sity of \Ja shin gt on , Se at t 1 e There , 

she also directed at t he 11 O' Cloc~ Theatre for Children 

that was held at A Co nt emporary Theatre in Seatt l e She 

was at the Holiday Playhouse in Vancouver in 1967 , workin ~ 

as an administrator for the trans - Canada Centennial 

Production , instructor of Creative Drama courses , and 

director of Children ' s plays , and had accepted an 

appoi nt ment for ano t he r summer in Seattle at 11 O' Clock 

Children ' s Theatre , when an inte r esting request was made 

to her . The University of Alberta faculties of Ar ts and 

fducati o n wanted her to fill a Joint appointnent . She 

would be on her own , free to develop and teach co u rses 

related to drama with children and young people In her 

first year she wo u ld offer courses in Acting , Creative 

Drama , Education Cu r riculum and Instruction in Dr ama , as 

well as supervising s tu dent teaching . And so , in 

September of 1967 , Margaret Faulkes was appointed l\ssistant 

Professor in the Department of Drama at the Universi t y of 

ftl berta by the Department Chairman , Gordon Peacoc~ 4er 

appoint ment came in response to requests from the drama 

community for a representative of t he " new " drama 
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experienced by l oca l te ache rs at wor\rshop s with Br ian \Jay , 

from pressure brought by the Fine Arts Committee for drama 

in t he province ' s elementa r y schools, and fron a depart ­

nen t a l need t o expand its s taf f a nd programs recentl y 

focussed on a new BF . A deg re e ilaq;aret ' s appoin tm en t 

was a success . He r tal en ts, abili ties, and energies found 

a wide field for their exercise in the Un iv ersi t y , and 

beyond 1n the larger community . The Dr ama Depar tment 

gained a dynamic leader who revolutionized drana ed u ca ti on 

a t eve r y level in the province of Alberta It was a case 

of the ri g ~t individ ual being in the ri gh t place at the 

ri bh t time . 

Her back g round had prepared he r well As a child , 

she was fascinated with theatr e and played director with 

her b r o t he r s a nd sister, later staging plays when s he WdS 

a s tud en t a t S t Cecilia's Schoo l in Hinckley , England 

Afte r mat ricu la tio n a t Penrhos Col le ge , Colwyn Say , she 

auditioned t o go to the ~oyal Academy of Dramatic Art in 

London , somewhat surpris ing her parents no - one in th e 

family had previously chosen to " do a rt". \J hi 1 e a s tu d en t 

at the academ y she wor ked as an lecturer in speech in 

secondary modern and gramr.1er schoo ls, and in the summers 

as instructor of drama at Lougnbo rou gh Co lle ge . Her 

interest in t each in g dram a was piq ue d by these 

experiences , and in 1947 she decid ed t o a tt e nd a Dram a 

Conference th a t was be ing advert ised in London . 
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Th e conference pulled together al l the leadin g people 

in the field . Peter Slade , Drama Advisor for the 

City of 3irming ham an d Director o f Cduca tion, already 

possessed of a strong reputation within drama circles, was 

the keynote spe ak er A handsome, a ristocratic Cnglishman, 

Sla de had been a true "th eatre - person", active a s actor 

and then director . He h a d been inJured in the wa r and 

pas sed s everal yea rs at home, observing his two children, 

and watchin g th ei r development . He became interested in 

education, especia lly in t he experiments o f Professor 

Cizak , a Czechoslovakian who had writt en ex t ensive l y on 

child a rt . This led him t o o ther child a rt ex periwent s 

being conducted i n Europ e , an d to th e wr i t ings of Berbert 

Rea d a nd Ha ri an Richardson S l ad e made connections to hi s 

o \I n e x p e r i e n c e i n t h e t h e a t r e , a n d s a w 1 i n L, s i n t h e w o r k 

t o P i age t's t heo ries of development 1--I e began to work 

with children and became the Direc tor of th e ~d uc a tion a l 

Drama Association of England . 

Other leading drama fi g ures , amongst th en i'la isie 

Cobby , were making present a tions at the conference . There 

wa s a post - war stirring of creati ve ene r gy , a sense of 

r ebuilding life in a posit ive way . l1a r ga ret sat in the 

dark a udito r ium an d he a rd a st r a nger , th e Director of the 

West of England Chil dren's Theat re Company , rise and tal ~ 

abo ut th e manner in which his g roup had incorporated the 

spont a ne o us participati on of unsophis ticated rur al 
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children into the Company ' s productions. The g r o up had 

been founded in 1942 Since it was subsidized by the 

Local Cjuc a tion Authority , the company was required to 

take their presentations into isolated, tin y schools, 

some that lacked even electricity In the intimate, 

simple form of staging they had devised, the children, 

most of whom h a d never seen any form of theatre, becarie so 

involved in the action t hat they in terrupt ed the perfor­

mance with directions and interJections-- a pa rticipation 

that came from intense, sincere involvement A director 

concerned with the shape of his product might have worked 

at controlling such participation , or t aking steps to 

avoid it, but the response of this director, Brian 1Jay , had 

been to search for weans to use the children 's participa­

tion and to reshape his theatrical offerin g s to allow for 

more, and planned, participation . The full, imaginative 

experience of the company's produc ti ons was now extended 

6 2 

to the child audience in uhat came to be known as 'p articipa ­

tion theatre •. 90 

The change in emp~asis from theatre as product to 

t h ea t r e a s p r o c e s s i m p r e s s e d r1 a r g a r e t. She had been 

nursing a dream of directing while she worked as a 

beginning teacher and her techniques had been derived from 

what she had been taught at the ~oyal Academy of Dramatic 

Arts. S ud denly and intuitively she felt that drama 

experiences could be un derstood 1n a different way, that 



meaning c a me from response \Jor l<shop s in i mp rovisati o n 

with Peter Slade and Ma isie Cobby increased her enthus-

i asm , she returned to the Leicester schools to tr y 

improvis a tion with her own classes 

She so on found herself in difficulty tr y in g out new 

techniques a nd mad e a trip to Bi rmin g ham to meet with 

Pe ter Slade Slade didn ' t believe in fornul a s but in 

individuals . His ad vice was simple " Find yo ur own way " 

Ma r ga ret realized that meant allowing the children in her 

classes to find their " own way " into their wo rv to o 

Feeli n g a need for more expe rience, she directed a letter 

t o Brian \Jay and requested a n audition with his compan y 

To Bri an Hay she was " another bloody t eacher " who wanted 

in . I3ut t!a r ga ret was br ingi n g with her the g erm of a ne\v 

underst a ndin g that the centr a l issue in all work was th e 

individuals inv ol ved in the process . She became a menber 

of the company 

From 1 9 4 9 to 195 0 t1 a r ga r et worked w it Iii n The 1 Jest 

Coun tr y Children's Theatre Company , tourin g schools of all 

kinds as well as yo uth cl ubs . The comp a n y included 

participation in programs for young people of all ages , 

and me t hods continued t o be refi ned to e nsur e an effective 

framework for a udience sp ontane ity . 

No w ce rt ain of her personal direction , Ma r ga ret 

returned t o the classroom as a Sp eech a nd Drama speci alis t 

at Hinckley Secondary School , her hometown . Then , ir1 
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1952 , she wen t to London t o s et a Teachin g Ce rtificate 

from Londo n Un iv ersit y ' s Goldsmith College and with her 

certific a t ion she took up a a te a ch i ng position at Wes t 

Haf'l Se cond a r y School . 

An a rticl e b y the you n g te a cher appears in the Autumn 

of 19 53 in Creative Drama , the publication of the 

Ed uc a ti onal Dr a na Association t1 a r g a r e t i s a 1 s o l i s t e d o n 

the ma sthe ad as Group Sec ret a r y for London t1argaret ' s 

art i c 1 e, ' Be ~ inning Dram a in a Se condary i1 ode r n Sch oo 1 ' , 

is s i gnific a nt for its attention to the det a ils of her 

situation The children, a g roup of more th a n six hundred 

i n a d e p r e s s e d !:: a s t E n d 1 o c a t i o n c r o \/ d e d i n t o t h e 

190 ~ r amshack l e school buildin g , casu a ll y speak of 

" the debris " on the bombsites that litter t he nei ghb o rh oo d 

There is empathy for the children who ha ve faced disloca ­

ti o n and frequent staff changes, (br o u g ht about b y 

d i s c o u r a g e d , d i s g r u n t 1 e d t ea c h e r s w ho \ I a n t a m o r e p 1 e a s a n t 

env ir o nment) . t" argaret notes 

The Sta d i um and the Cinena are frequentl y visited , 
for , in recent years, a stable payroll has taken the 
place of ir r e gular and uncertain wages , and this new 
securit 91 has ca used rec kle ssness inste ad of enforced 
th r ift . 

l'la r gare t begins the article wit h an inJunction f ro rJ 

Peter Slade 

Always be s ure v~en you ent£ r the classroom that yo u 
kn ow wha t k ind of ex pe r ien ce you intend the children 
to have, will it be a Thea tre Experience, an 
opportuni~ 2 fo r out - pouring , or perhaps so rJ e So cial 
Tr aining . 
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This child -c entered app roach le ads t o experiments in 

"br eaking down certain resist an ces" and " ge tting response 

to so un ds ." 1a rg a ret sees results a fter t en weeks wor~ b y 

observing the students growing enJoy ment, their absorp­

ti o n, their relaxed movement, their requests for work , an d 

notin g certain "difficult" cases who have shown develop-

men t Happ il y , ima g ination, co-operation, a nd o r ganization 

is now evident in g roup work boys a nd girls mix , founda ­

ti ons have been laid a nd " opp ortunities for many different 

experiences c an g r a duall y be offered ." A quo te und e r -

scores her concern for tb e individual child 

It is i mpo rt an t to state here th a t the writer , havin g 
had experience both as Drama Spe ci al ist a nd a s Class 
Teacher, is firml y of the opinion that the Speciali s t 
is a t a r eal disadv antage f o r it is i mpos sible t o h a v e 
co □ ple te knowledge and understanding of each child's 
needs , i~ he or she is met on l y du rin g the dr ama 
lessons . 3 

The a rticle co nclud es with a note on the te a cher -

child rel a tionship, "a most vital factor in I: ducation, a nd 

not l ea st in Drama ", where " g ro wi ng confidence and faith 

in each other form the surest foundation f o r life in th e 

schoo l and th e seri o us business o f educ a ti on . 11 94 

Lager to continue th e experiments that had be g un in 

tl-ie Hes t Co untr y Children ' s Thea tre Compan y , llargaret and 

I3 r i a n \J a y s o u g h t o u t s p a c e t o c o n t i n u e w o r k i n i m p r o v i s a -

tion . A studi o was disc overed in Swiss Cottage, a band of 

o ut-of - work actors ga there d , and soon Mo nd ay nights bec ame 

th e re g u l a r meet in g ti me for th o se who wa nted to do 
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improvisations . As the only membe r with a s teady salary , 

Margaret undertook the lease Pe ter Slade came in to 

direct polished improvisations and his theories spu rr ed 

the o t hers l\s the company developed , Br ian 1Jay was 

inspired to do a showcase , based on Doro t hy L. Saye r ' s 

The Man Dorn To Be King Influenced by Tyrone Guthri e ' s 

earlier experiments , it was presented in the r ound 

Maisie Cobby , then Drama Advisor fo r London Co unty 

Council , saw it, liked it, and suggested doing a show for 

children wh ic h her influence would help suppo rt 

Pinnochio 95 was produced for the new company It was 

produced in the semi - round and ran for t hree weeks 

,largaret designed costu~es , choreog r aphed dances , helped 

to build sets , and paid for production expenses out of her 
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te ache r ' s salary . Thea tr e Centre had been born in London , 1953 

Bri an \Jay reflected on Marga ret's contributio n to 

Theatre Centre in the forward to his 1981 book , Audience 

ParticiI?_ation 

She built up the administration of Theatre Cen tre's 
tours to schools from a mere few weeks wi t h a single 
com pany t o a peak when seven companies visited over 
3 , 000 schools and perfor med to abou t one million 
children and yo ung people i n a sin 6 le year . In 
addition t o thi s a dmi nistrative wor~ , she also h elped 
to plan and develop the long tern experiments with 
audience participa t ion for all age groups , drawing on 
her ow n expertise as a teache r of drama She a l so 
designed costunes for the ma Jorit y of the plays, 
directed r1a n> producti on s a nd was responsible for all 
choreo g raoh y. She was one of the mos t significant 
pioneers o f Child ren's Theat re, the open sta 6 e , 
audience participatio n a nd Thea tre in Cducation and 
leis ure, and she has continued similar work in No rth 
America , partic ul arly in terms of tr aining unive r sit y 



students . 9 6 

As Thea tre Centre flourished, it a dded a lecture and 

wo rksh op se rvice which foc u ssed on educational dr ama 

Colleges employed Theatr e Centre t o g ive wo r ~s h o ps in th e 

ne w for~ and i t received support from var io us f o und a tions, 

education boards and councils . The na t ional and 

international ed ucation a l establishment bec a lile in tere sted 

in Theatre Centre experiments durin g t his pe r iod , and it 

was ac kn owle dge d as a vit al force in drama Invitations 

ex t ended t o Bria n Way , th e ar t is tic director , made the n ew 

f o r m of drama known in Canada , Austr alia , the U. S A., and 

o t h e r p a r t s o f t h e "' o r 1 d 

In 1965 , when Ma r ga r e t Faulkes was invited to colile to 

Seattle , she was asked as an active c reator of a 

philosophy which could, a nd wo ul d hel p resn ape current 

North American educational practice . EdrJo nt on , Alberta , 

became her home a nd c en tr e fro ~ 196 7 o nw ards 

The S tudent as Individual 

One of the students that 1a r ga re t Faulkes help ed 

re gister in her first week at the Unive rsit y of Albert a 

was a g irl who was transferrin g from a Ge ne r al Arts pro -

g r am into Sducation , with a Dr ama t1aJor. Conf us ed ide as 

abo ut futur e possibil iti es , opene d b y this chan ge, whirl ed 

throu g h the 6 irl's head . She saw herself going into hi gh 

school cl ass es an d st aging perform anc es simil a r to th ose 
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she had conducted with her fellow students in her own hi gh 

school years . A pastiche of skits, monologues , and ideas 

gleaned from her limited theatre back g round gave her no 

re ass ur ance that she knew where to begin . Two years in 

t~e Drama Department had included ac ting classes where her 

enJoyment of the lectures had outstripped her anxious 

preparation of "scenes ". The conflict between her careful 

persona of personal sophistication and the heavy demands 

of the various roles she had attenp ted (Blanche du Bois in 

A S t r e e t c a r 1~ a m e d De s i r e , V e r on i c a i n G h e 1 d e r o d e ' s \I o m e n 

at the Tomb , the ~urse in 9essie Smi th , and a n Iris~ lass 

in Synge) had left her exhausted at the distance between 

h e r ' c ha r a c t e r i z a t i o n s ' a n d t he " d e rn a n d s o f A r t " }-] o w 

could acting be taught? She felt more confused than she 

did when she be gan her tr aining At registration , she met 

the new instructor, Professor Fa ulkes and enrolled in 

Drama 251 and Drama 320 97 

A Spa ce Whe re Anything Can Bappen 

In 1967 Studio classes at the University of Alberta 

Drama Department were held in a high - ceilinged , black -

pciinted , rectangular room in the old Corbett 4all Room 

310 was a s~abby , friendly place . A good light board, 

rostrum blocks, and a few chairs were scattered a round the 

perimeter Ma rgaret Fa ul ~es' new office was ~itty - corner 

down the hall. Drama 251 , ould begin in this space 
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The Drama Session 

There were eighteen s tu dents in the first 25 1 Drama 

Class , the maJority , as usual , girls . Most of the 

students ~ne~ each other , at least by sight , as they 

walked into the first day ' s classes -- llargaret Fa u lkes was 

the unkno\/n quantity Five feet six , hai r styled in a 

severe but flattering short bob , Margaret appea r ed much 

taller than she actually was w~en she entered the r oom 

An erect posture and an elegance of simple style 

( " Reme'Tlber to dress pleasingly, your students must look at 

you 1" ) , contributed to the impression of calm good humour 

and unhurried ease . ~arga r et ' s voice was a marvel 

crisp , precise , I:nglish, a theatre voice that p r oJected 

undertones around the cave of ]oom 210 The usual first 

day fuddle students coming in late , lost , class list 

amendments . and TBI:N 1 

" Find a space f or yourself ." The light board was 

activa t ed , pools of colored light swam on the floo r, and 

the session started There was a chance to ease oneself , 

shoes off , lying on the back . Cutting through t he day ' s 

concerns , a new kind of awareness coming in , listening . 

(The space outside the room, the so u nds inside t he roan , 

cathedral quiet , the almost imperceptible sounds of one ' s 

own breathing, living , breathing , wonderful , alive , rich 

space . ) There was move ment an d stretchin g and music and a 
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clear set of directions for every step of the work, no 

fear of failure, no expectation of praise There was t he 

rhythm of fast movement a r ound the smooth floor of Roo m 

210 , Sandy Nelson ' s Birth of the Beat , and ideas flowing 

fast in pairs , groups and an exciting enactmen t . The 

student , worry washed away by the sheer enJoyment of the 

dance , forgot the regular rules of correct conduct and 

revelled in the freedom of ' the drama gam e'. 

After four weeks of practical work , Margaret Faulkes 

moved the group to desks ind conventional classroom . On 

the board was a diagram 

7 
Wltlla:t i. - - - ---

5 
Spcu:h 

] 

!WJ~oo 

" B r i a n Iv a y ' s b o o k , D e v e 1 o p m e n t Th r o u g h D r a m a , i s b e i n g 

published in December . Here's a diagram of the pe r so n 

98 
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that he uses in it This is h ow the worl( we have been 

doing rel a tes t o the diagram ." REVELA TIO N' 

is as t ounded at the elegance of the equation . 

She felt a thrill of tot a l co mp rehension . 

The student 

Of course ' 

Where listenin& had been a n intense experience , she 

h a d bee n making a connection t o her own awareness through 

her sense o f hearing, where the exploration o f th e space 

in the r oom had been pushed, throu g h music , to a larger 

pattern, her bo dy respond ing in ter~s of a given directive 

t o " find big shapes", she had been find ing awa ren ess of 

h e r body in space , where relaxation exercises had found 

her mov i n g down through the levels of the day ' s concern s 

t o a place where the only reality be came th e feeling of 

body we i gh t on the floor , she had been moved thr o u g h that 

awa rene ss to t he consciousness o f herself . The unif yi n g 

principle in a ll drama ~or~ was the experience of the self 

t h r o u g h awa rene ss , the uni fyins principle of the livin g of 

life , of being in the bod y as a human bein g , was to be 

awa re of that phenomenon . 

The diagram \Ja s an i ntellec tual construct that gave 

form to her intuitions about her " formlessness " in life 

~o thin g else ha d p repared her to loo ~ at her o wn awa reness 

of hers elf in this way As the intellect accepted the 

re ali t y of the symbol pro fferred by Professor Faulkes o n 

the classroom bla ckboard , the ~ eanings implied were 

connected t o t he drama experiences of self - awa ren ess , to 
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her awa r eness of self using intellec t in th at class ro om at 

that mo ment , to an under standing of the way in which a ll 

hu man consciousness r e lated t o the ~ode l of th e 

individual. All who posse sse d bodies could be aware in 

their bodies as she was in he rs' But how had thi s awa r e ­

n ess been delivered? 

On the perip hery of the inner circle of th e self 

there was pointed o ut, as number one , c on c ent r a tion 

"There is no r eal sig nific ance i n th e placement of the 

nurilbers , " Professo r faulkes was saying , " wo r l< can begin at 

any point on the circ l e " CO NC~NT~ATIO:J Awareness was 

concentratio n Conce ntr ation was awareness . It was a 

satori of e nor mo us personal iwpo rtanc e 

The Historf_ of the " Hew Drana" 

Reflectin g on t1argaret Faulkes J end)k 's history in a 

19 88 interview, David Barnet, Chai rman of th e Dr ama 

De pa rt Qen t , saw the proble ms she had fac ed in 1967 as 

e nor mo u s . 

This phil oso phy didn't exist before Margare t ar riv ed 
here . She didn ' t JU St crea te a different pro gram 
Before Ma r gar et, nob ody saw ped ago&y was pr~§ess, that 
t he principles of process we re development . 

\Jhen David Ba r net was appointed t o the Department in 

19 7 2 , h e ca rr; e t o the ne w "Spec i a 1 Division" ~1 a r gar et had 

c r eated , t o help dea l with the mushrooning crowd o f 

st ud en t s who wan ted to ta ~e the new pro g r a~ There were 
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the B Ed . (Drama maJors), 3 I:d elementarv teachers, the 

BA Drama maJors, special students , and a host of others 

fro m a va riety of f aculties and disciplines who saw these 

courses as useful to their own development . David Barnet 

acknowled ges his debt to her influence 

\/ hat !lar garet helped me create was a coherent struc ­
ture, an a rticulated philosoph). She said, " these 
people are of equal value, all humans are of equal 
v a 1 u e " . A f t e r l'1 e e t i n g h e r , i t w a s t h e 1 a s t t i r, e 
I pursued the theatrical rather than pursuing the 
meanin o lOO 

D 

From a p o int of practical work, the first stage of 

Margaret's process had stemmed from the mol'lent where she 

had first seen the primacy o f the individu a l's resp o nse a t 

the 1947 London Drama conference , throu gh the years of 

ex f eriment a t Theatre Centre in London The second sta be 

she herself sees as datin g frol'I an equally chance noment 

in Seattle . 

In 1965, [Dr] Greg Falls [Jirector of the School of 
Drama] met me on the staircase two days after 
I arrived there and a sked , "hThat do you do?" I 
started to answer and he interrupted , " What's your 
focus ? " When I began describing the type of work I 
was doing , he answered, "Oh , you mean psychodram a " 
I was shocked . I ~ne w emotiona l l y wh a t I was doing , 
bu t I dido ' t know intellectually . That was the 
catal yst . 101 

As co - founders and co - directors of Theatre Centre , 

M a r g a r e t F a u 1 1< e s a n d P r i a n \~ a y h a d s h a r e d a v i s i o n a n d a n 

a p p r o a c h t o d r a ma , bu t i t wa s Pe t e r S 1 ad e a n d 13 r i an \Jay 

who had 1 the o rized ' Now 1ar garet sought reasons for her 

own work in or der to codif y 1 t . She didn ' t 6 0 back to the 
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wurds of her brilliant associates, she asked herself why 

she was doing what she d i d, and why she believed every 

statement th at emerged as the or y . An article in the 1965 

newletter of the American Children's Theatre Conference 

shows her g ra pp lin g with the issue as she talks about 

differences betw een the Fnglish and American creative 

dr ama movements . 

If one is developing creative dram a as an art form or 
teaching the art of theatre, then, end results are 
looked f o r and _!Q_USt be looked for if the purpose is 
to be achieved . If one is developin g people, then, 
patience is perhaps the most necessary in g r edient , 
to geth er wit h a constant awareness of the right 
moment for introducing t he next experience . lvhatever 
the method of approach o r the philosophy or the 
reas o nin g , the purpose is of pr ime importance ~~ 
k n o w ~ h a t w e a r e d o i n g a n d ~.h_y_ w e a r e d o i n g i t 1 

Marga ret' s a rticle includes a statement a bo ut the differ­

ences between the English, Creative Drama, a nd the 

American Creative Dramatics, ("Drama 11 as "t o do " from its 

Greek ro o t, implying a broader field than d r a matics with 

its emphasis on performin g o r producing pla ys) An edit-

orial alongside the article considers a name change for 

the Children 's Theatre Conference which will convey "th at 

our organization includes both creative dramatics and 

theatre fo r young people." The two itelils direct attention 

t o the way in which langu age and labels affect issues. 

Te r mino l ogy Sha ping Histor y 

As the pioneer of the new drama movement in England, 
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Peter Slade had deliberately named the work , " Child 

Drama", and raade that t he title of his 1954 text , edited , 

arranged , and introduced by Brian Way . 

noted 

As Brian Way 

Peter Slade is the f i rst person to point out that 
there exists a Child Dr ama , an Ar t Form in its own 
ri ght with its own shape and development , J ust as 
Prof . Cizek drew a t tention to the Child Art of 
painting . 10 3 

This important distinction made " the discovery of 

life through imaginative play" an element to be reckoned 

with . For Slade , the recognition of the significance of 

Child Drama as art fo r r1 was needed "as the balancins 

factor i n a full arts -- or even in any sensible --

education ." Slade ' s observations led him to conclude 

There are two main types of activity in Man In 
children these show in their play they are 
ProJected Play and Personal Play . ProJected Play is 
where the child proJects ideas out of his mind into 
situations outside himself and makes obJects such as 
dolls , puppets and bits of stick live , organising 
patterns the while Pe r sonal Play is where the 
person takes on t he full responsrBtlity of doing 
thin g s or for being a character . 

This statement acknowledges the importance of the 

child ' s instinctive experiments in life experience , and a 

h u ma n universality of innate form . Pe t e r Slade obse r ved 

the sideways shove of the baby's foot that created the 

" first obvious sign of the circle or ring shape " which 

"takes s o irJp ortant a part in all Child activity and 

primitive communities ." lOS Using information from exper ­

imental psych o lo g ists , he sa w this physical movement of 
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th e baby as "centr e " of his own wo rl d as a fir st pa ttern 

of physical ego-distinction between self and environment, 

wi th obvious connec tions to the f r ee use of space in later 

years. S lade makes interesting extensions to the actor ' s 

use of the cir cle , to S t anis lavski's "circ le o f a ttenti on " 

in adult a rti s tr y , a nd to Jun g ' s study of the circl e as 

symbol , no tin g in his seminal t ex t, Child Drana th at ¼hile 

"we do not a tt emp t t o delve very far into th e matter a t 

this stage ," it was important t o n o t e "t hat the ci r cle and 

its implications are connected with something of inner as 

well as exte rn a l sig nific ance . 111 06 It is an impor t a nt 

point and the basis of the whole que st i on that Sl ade ' s 

work suggests What is the ideal balance between nature 

and nurture in educational work? S l ade ' s work g rants 

validity to human beings and insti nctive experience It 

has important corollaries in th e g r a ntin g of significant 

expe rience on the interna l plane to developmental phases 

at a l ate r level o f experience . Slade also described t he 

"b lah-bl ah " ta l k of babies as showing the child ' s " Joy in 

so und" as a musical , emoti onal app ro a ch t o langua ge 

development, pre-figuring the work of Noa m Chomsky and 

o thers. S uch compassionate obse rv a ti on of the child - as -

he - is r e inf o r ces t he rec ognition that "dram a is doing " and 

is the basis of na tural development . 

As an ac t or, , director, and th eatre - pe rs on , it was drama 

e ducators t o whom Sla de addressed himself with his 
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discoveries, although he continued to emphasize that "dr ama 

as doing" applied to the whole of education, and was the 

very basis of human development. In a 1989 letter, Peter 

Slade reflected on the term child drama 

I did not "invent Child Drama"--how could I? Child 
Drama is natural behavior. I Just wrote of what I 
had observed , then began to 111ake more and more 
suggestions about what to do to enrich a nd develop 
this wonderful god - given thing that so many people 
disregard--largely by being afraid of things 
"childish", forgettin g that education is tQ do with 
the chil d , not with adul ts being clever lU/ 

In the early fifties, Slade 's work was rec ognized , and his 

term, Child Drama, sufficed for the work. 

As work at Theatre Centre developed, the pointed 

caring for the individual child's development was applied 

to othe r age groups The mood in the United Kingdom 

favored a change in approach throughout the edu cational 

system, "Cr eative Drama" was chosen as the term to express 

the notion of personal, individual creativity and the 

distinction between drama-as-doing and traditional th eatre 

products. Yet a confusion about "drama as doing" 

developed. Some ill-informed teachers who took up the 

work reversed the equation, finding "doing meant drama" 

Free-form experiments resultin g in chaos threatened to 

undermine the value of the child-centered brilliance of 

Slade. 

In 1967 , Brian Way 's boo1< , Development Through Drama, 

with its valuable inc lus ion of the concept of the 
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individual, became a maJor text for Creative Drama work as 

it was taken up by the educational community . The 

di s tinc t ions Way made between drama and theatre have been 

g iven and discussed in the first half of this paper , (see 

pas es 15 t o 16), and clearly demonstrate the differences he 

saw between them . 

In one s e nse, play-making has been a continuous 
thread throughout this book , ranging from simple 
improvis a tions to the more complex and detailed 
plays arising in the last chapter on fi g hting 
from impr o visations in s ma ll g roups t o o thers 
involvin g the class as a single entity . The f a ctor 
of this continuous thread is important to bear in 
mind, because it sh o uld not be thought that pl ay ­
~a kinf gs a n intended and fin a l product o f dr amat ic 
work . O 

Ambiguit y arose with the phr a se, "it should not be th o ug ht 

that pla y- making is an intended and final end prod uct of 

dr a matic work" This statement brin gs later developments 

in Marg a ret Faulkes Jend yk 's work in t o a clear focus , as 

she sought to make this ambi g uity intelligible in her 

structure of the the creative process of drama , (discussed 

in detail later in the thesis . ) At t he period of Way ' s 

publication , however , interpretations of this point set up 

a dichotomy between the a tre - oriented teachers and creative 

drama practitioners , and polarized the field . The problem 

developed in En g land, as we ll as in the United States and 

Canada . 

American educators l ik e Geraldine Brain Siks at the 

U n i v e r s i t y o f \J a s h i n g t o n , a s t u d e n t o f t h e g r ea t A m e r i c a n 
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educator , Winifred Ward , had been using the term 

"cre ative dramatics " in a manner very similar to the 

British !::>ystem 

Creative dramatics is an a rt for children . It may be 
defined as a group experi e nce in which every child is 
guided t o express himself as he works and plays Jbijh 
others for the JOY of creating improvised drama . 

Geraldine Brain Sik s saw the process answering a child ' s 

physical, mental , social, emotional , and spiritual needs 

In her 195 8 t ex t, Creative Dramatics An Art for Children , 

Siks paralled the British wo rk in her emphasis on the 

individual 

Each child is a n individu a l . He comes int o th is 
world with a spirit of his ow n. Cach one is 
nor mal Each c hild is a pa ttern unto himself The 
spiritual side of an individual is in essence his 
person a lit y . It is the quality which gives him 
distincti on and sensit ivi t y Because ad ults do not 
readil y reco g nize the spiritual needs o f a child, 
they have, ij

1
bar too many instances, neglected its 

devel op ment. 

Siks ' text echoed Peter Sla de ' s "dr ama is doing" in a 

paraphrase of John Dewey's principle of "le a rnin g by 

doing ." Included was the emphasis , "an individual learns 

wha t he lives, and to the extent that he lives an 

experience ." Her book was de signed to give "cr eative 

le a dership" to ad ults concerned with child development , 

but on l y considered an age range ending with eleve n year 

ol ds . The inclusion of pla y- bui lding was gi ven consid -

eration throu ghou t as a for m for experience gea red to the 

child ' s level o f understandin g an d readine s s, but Siks no 
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more considered, than did \Jay, the inclusion of "theatre 

product" as an end in her work 

When Margaret Faulkes arrived in Sea ttle in 1965, she 

discovered the "creative dramatics" educators in an uproar 

ove r Gregory falls paper , Creative Drama, A Hoax?lll 

Falls paper charged that there was no intellectual or 

craft base in creative dramatics work and that it was not 

a legitimate form of expression . Taking an early, 

unfortunate lesson example from Siks ' text, he debated 

"transfe rence " with Margaret saying "If you teach someone 

to swim, all you teach is exercise . You're not giving 

them any change in their life, transference is 

impossible " His views challen ge d 11argaret to examine her 

beliefs and the American child drama scene . The work that 

Ma r ga ret Faulkes observed in the area showed format , but 

was , in most cases , only "playing around", and deserved 

the appellation of " pixie drama" current among University 

of Washington drama students . 

The new drama method challenged certain school 

traditions . Controversey was fueled by the incom-

prehension of administration and parents, who valued the 

annual "school production" from kindergarten to secondary 

school Arguments against the possible negative effects 

of such events held little swa y where principals and 

teachers perceived the outreach to the community as good 

public rel a tions . Drama was perfo rmance by popular 
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definition and when chaos was seen in drama classrooms in 

the name of individual development , there was no apparent 

Justificati o n for the approach . 

By the time Margaret Faulkes arrived at the 

University of Alberta in 1967 , she had clarified a good 

measure of her own thinking and , through a formal study of 

' obJectives ' , had understood how she would institute new 

programs . There were nagging doubts about the misunder -

standings created by the labels ( " Margaret , isn ' t all 

drama ' creative ' ?) ye t the emphasis provided by the 1963 

Newso m Report in Lngland and its celebration of the term, 

"improvisation", had added another element and implied 

level to personal evolution through the dr a ma process 

Though drama comes , by school tradition , into the 
Eng l ish field , it is a creative art embracing much 
more than English . Perhaps its central ele~ent is , or 
should be impf~visation . I t inv o lves mo vement as well 
as words ... 

Hhere " awareness of dramatic art form" implied a growth in 

dramatic maturity, " improvisation" could be used to 

distinguish i t from the term " creative drama " 

The time , the place , the situation, and the person , 

were all brought together in a fortuitous melting pot of 

circumstance t hat enabled 1argaret Faulkes to establish a 

coherent intellectual construct of not only her own 

process , but the whole field of drama education . 
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The Conce2t of the Time 

Memory's long highway leads many either to condemn or 

glamorize the explosion of creative consciousness in the 

sixties, but it was an undoubted factor in the ready 

acceptance of things new, especially when the emphasis was 

on valid inner experience . The psychedelic sixties' The 

use of c onsciousness expanding drugs, an interest in 

costuming , in music and rock concerts, in art, in social­

consciousness issues like the Vietnam War, in "youth 

power " or "flo wer power " , in sensitivity training, in hope 

for a better world, all these and more formed a mood of 

change . If Edmonton, Alberta, was a relative back-water 

geographically , far from centres like San Francisco, or 

swinging England and the fabled Carnaby Street, it was, as 

Marshall 11cLuhan described the situation, as central as 

any other place with a newspaper and television 113 

Edmonton had a theatre in the Citadel, the U. of A. Drama 

DepartMent was about to move into a new Fine Arts complex, 

there was plenty of money and room for growth 

The appointment, in earl y 1968 , to the Alberta 

Provincial Government Department of Education ad hoc 

comMittee for a new Secondary School Drama Curriculum 

helped Margaret focus her perspective . The needs of 

students of all ages had to be considered in a direct and 

sequential way . Unlike others who had labored in the 

field and had focussed on on l y one aspect of the drama 
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question by virtue of their consideration of only one age 

level (Peter Slade and the child, Brian Way and young 

people, Geraldine Braine Siks with children under eleven) , 

1argaret's responsibility ranged from kindergarten to 

university . The early age groups were considered because 

she offered a philosophy and method to the elementary 

education students who were taking her classes . (The 

Faculty of Education of University of Alberta suggested 

that all elementary maJors include a drama course in their 

program, it was manda t ory at the University of Calgary) 

The Junior high school prograr~ had to be considered 

through her appointmen t on the Curriculum Committee and 

through her teachin 6 of B.~d . students who were taking 

drama courses to prepare them for teaching at this level . 

The same factors were true for her understanding of the 

senior high school drama curriculum . Supervision of 

student teaching, and a consequently close connection with 

the real i ty of the public school system in Edmonton , 

allowed ~argaret to see the students, institutions and 

programs in a broad overview . Since the special division 

courses were provided not only for education maJors but 

also to B. A. students pursuing a liberal arts education 

(as well as individuals from Physiotherapy, Nursing , or 

Law,) the foundation courses she offered had to be geared 

to the development of the individual resources of all 

students, without a specia l e mphasis on the goals of 
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teaching or theatre product . The challenge offered a 

unique opportunity . 

A 19 68 article in FINE magazine, the Journal of the 

Fine Arts Council of the Alberta Teachers Association , 

shows Margaret preparing the education community to look 

at positive change . After introducing her subJect in a 

manne r that entices the reader to share a positive feeling 

for "Theatre as a Fine Art" , 1argaret labels the "Fine Art 

of Theatre" in Alberta schools "deplorable" Drama is not 

considered in elementary classes except as a tool in 

Language Arts or Social Studies . Although gif t ed te a chers 

might use a creative approach by instinct, the "activit y 

of d rama" as a medi um was still only "fun time ", o r an 

activity for the less able . Fven though drama was "equal 

to the other arts in the adult wo rld" it was denied status 

in elementary education . In secondary schools , it was a 

curriculum op ti on from g rades seven to twe l ve, but it was 

not ta~en seriously there, contempt for the subJect was 

evide nced by the allocation of the " new" teacher, the low 

man on the totem pole , or the one who was unprepared, to 

teach the subJect . Margaret goes on to point out training 

was not taken into consideration . Where schools hired 

trained or experienced drama teachers, they made "a 

valiant effort" to show that drama in schools "n eed not be 

poor, or only for the une ducable " A discussion of 

theatre fo rm as it is found 1n schools reve als th a t where 
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attempts are made to emulate th e p r ofession in " choice of 

plays , style of presen t ation , advanced techniques of 

acting and produc tion", they can on ly be Judged by com ­

parison to the adults imitated . 

As long as schools and drama te ache rs limit their 
thinking to this , there will a l ways be a ma Jorit y 
vote against them Education will accept drama only 
when it is co nvinc ed that in method and content the 
subJect makes f ~enuine contribution to th e educa ­
tional f abric . 1 

A change of emphasis allows a call to the avan t- garde 

experiment of improvisation as an ar t form in its own 

right, t o a " whole new concept of drama " whose aim is "n ot 

to teach English , nor is it to teach the art of theatre 

It is to help y oung people to come to terms with them ­

selves ." The rest of the article presents , in consider ­

able detail, the way in which creative drama can do this 

a n d goals are outlined for all levels . Wi thout antagon -

izing th e teachers in the schools , and sharing an inspira -

tional call to a higher level of achievement , Margaret 

focussed the educational issue to prepare for change It 

is a mas ter ful presentation of material that was highly 

controve r sial 

The Sea rch For Meaning in Drama 

By 1970 , tla r gare t was appoin ted full time to the 

Faculty of Arts . Having intr o duced courses in Improv -

isation , she had es tablishe d a Crea ti,e Drama and 
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Improvisation area in the Drama Department with an 

enthusiastic student registration and a waiting list . 

Yet , she held a University position and lacked an advanced 

degree, as a consequence she felt inadequate and 

concerned Admiring colleagues reassured her that her 

e'Cpertise outweighed the value of a "useless piece of 

paper " , and that her participation in national conventions 

in Canada and the United States had further established 

her reputation . But Margaret still wanted a more solid 

foundation for her own work . She enrolled in Unive r sity 

courses in Psvchology and !athematics, and embarked on an 

intensive self-directed study of creativity, immersing 

herself in a wide range of research materials . 

The psychology course offered a study of heredity 

versus environment and a look at personality . Long 

experience with schools and teachers had shown her t hat 

students labelled ' high - creatives ' were often considered 

disruptive and a nuisance in the conventional class 

routine . Ber interest was precisely in the creative 

process it had to be recognized and it had to be u sed . 

Although Peter Slade had worked fruitfully with 

psychia t rists and with spec i a 1 cases , t1 a r gar et de 1 i be r ­

ate l y eschewed the fields of sensitivity-training and 

therapy . In her view , if somebody needed therapy they 

clearly had a problem , and the the r apeutic process 

belonged to a differen t sphere . Psycho - drama held no 
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interest for her, it was not the field she wanted 

to foster . Clearly drama experience often touched on 

personal problems and sensitive emo t ional issues , and 

expression through drama moved the participants in a 

positive or negative way For Margaret the difference was 

clear personal mate r ial might fuel or charge cer t ain 

improvisations with individual meanings , but no deliberate 

setting - up of highly emotional situations to deliberately 

elicit such responses was permitted . The search was for 

the common ground of creativity within the students ' 

reality Margaret wanted to find a link between psycho -

logical research and high expectations in the drama class ­

room, and to be able to articulate , for her student 

teachers and herself , the passages of creativity and its 

patterns . 

She was filled with wonder as she observed her 

studen t s and asked herself , "Why does one group look at 

the theme of loneliness in this manner , compared t o 

anothe r who discovers the theme in a completely different 

wa 1 ? " She answered the question by returning to h e r basic 

und e rs t anding of individuality . Each group conceived the 

proJect wi t h their personal mate r ials, they created the 

landscape within themselves . 115 

Her research led her to reconsider material that had 

thrilled her with its significance in the early 19SO ' s, to 

Jung ' s psychology with its pregnant image of the 
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collective unconscious and the concept of inner wealth a n d 

intuition, whic h was manifested in her own method of 

a llo\vin g intui tion first and deduction after, and to th e 

work of Co nst a ntin Stanislavski and his d i sciple Michael 

Chekov 

Ma rgaret Fa ulkes ' Relationship to Stanislavski ' s Tradition 

Margaret had learned about theatre and theatre tech ­

niques at the Royal Academy of Dram a tic Art in London . 

Brian Way had learned about theatre directly, moving from 

a wa lk- on part in the r ole of Peter Simple in an Old Vic 

tour , where Ty rone Guthrie became his model for directin g 

Nei ther of th ese Eng lish approaches of tr aining a nd 

practice had included the type of work Stanislavski 

ad v o ca t e d , y et i n the 1 ate 1 9 4 0 ' s w hen t1 a r gar e t a nd Br i a n 

re ad Stanislavski's books, the material impressed the m 

deeply. As a method to free creative individu a lity and 

l i berate th e inner impulse, the text addressed their own 

a s pi rations . In an interview, Ma rgaret r emem bered 

Peter Slade was "St anislavs ki oriented" too . It 
permeated everything he did . The intuitive links 
were made from the method as discovered in J:!.y_ 
Life in Art and

6
An Acto r Prepares t o the child dr ama 

he developed . 11 

St a nislavsk i ' s discoveries did not l ead t o easy formul a ­

tion, but depended on the intense inner life of bein g , 

whic h itself depended on expe rienti al awareness and a 

harmon y of body , mind, emotions, the senses, will and 
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concentration. Acting was not imitation but process . He 

emphasized relaxation of mind and body as fundamental to 

all wo r k 

How was I to save my roles f r om bad rebirths , from 
spiritual petrification, from the autocracy of evil 
habit and lack of truth? There was the necessity not 
only of a physical make-up but of a spiritual make-up 
before every performance Before creating it was 
necessary to know how to enter the temple of that 
spiritufl atmosphere in which alone it is possible to 
create . 7 

Stanislavski understood the difficulties of forn-

ulating a method that would deal wi th as subtle and 

difficult a thing as " entering the temple" or " inner " 

creative space 

Nothing can fix and pass on to our descendan ts those 
inner paths of feeling , that conscious road to the 
gates of the unconscious, which and which alone , are 
the true foundation of the art of the theatre . This 
is the sphere of living tradition . This is a torch 
which can only be passed from hand to hand, and not 
from the stage , but through pe r sonal teaching, by the 
way of the discovery of mysteries on one side , and 
exercises , obstinate and inspired labor for the 
acceptance of those mysteries on the other side. 118 

Certain of Stanislavski 's pupils had been more spec -

Eugene Vakhtangov had emerged as chief disciple , 

and logical successor t o Stanislavski before his premature 

death in 1922, and an early diary e ntr y provides insights 

into the systen . 

The Stanislavski method aims to develop in the 
student those abilities and qualities which give him 
the opportunity to free his creative individuality -­
an individuality imprisoned by preJudices and stereo­
typed patterns . The liberation and disclosin g of the 
in dividuality, thi s Tt'gt become the principal ain of 
a theatrical school. 
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Even more specific was the work of l! ichael Chekhov 

who came to the 1Jest after an odyssey through Eastern 

Europe and America . Landing in England , and being invited 

to create the Chekhov Theatre Studio, he began working on 

the text that would be published in 1954 as To the Actor 

In an interview, Marga ret recalled the way in which she 

had acquired two unpublished manuscrip t volumes of t ype ­

written text that Chekhov had prepared in 1942 

The heir to one of the big estates of the West 
County --bi g arts aponsors--turned their Devon estate 
in t o a centre for the arts . Chekhov wrote his text 
there, and a young scion of the family gave mimeo ­
graphs of the typewritten files of Chekhov ' ~ work to 
Brian Way and me in the very early 1950's . 1 O 

The material made an impact on both Margaret Faulkes and 

Brian 1Jay , but at the time, neither of them were thinking 

of doing theatre . Their concern was with the development 

of yo un g people through drama response . The connections 

were indirect . Some elements entered Brian Way ' s work in 

a specific way . He developed a "whole ac tin g thing " using 

the " magic If" of Stanislavski. Years later , after 

detailing concentration exercises, and their use in an 

application to 'Theatre ' for "those schools which have 

dra~a or theatre clubs, or for par ticul ar reasons are 

concerned with performance", noted in his 1967 text 

Good performances arise from maximum concentration, 
maximum a wareness and maximum control, and each of 
these qualities is strengthened by regular practice 
Furthermore the detail of the three levels of 
attention are closely associa ted with Stanislavsky ' s 
circles of attention, gro wing outwards from the per ­
sonal self to embrace t he envi r onmen t in which that 
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personal self is performing within a larger environ­
ment that includes the audience with whom one is 
sharing 121 

Michael Chek hov had insisted in his introduction to 

acting that the only technique was Stanislavski's his own 

hope was merely to lay another building block in the 

edifice that would be constructed to the power of that 

work . As a transmission from the tradition of the great 

master , it pointed to patterns in creativity that were 

important to '1argaret ' s process in designing programs for 

her students Many of his points were already essential 

to her practice . 

His text offers parallels to her understanding 

91 

\Jhile teaching, I always endeavor to have my students 
and actors understand by experiencing the things 
which I wish to convey to them. That which takes but 
a few minutes of practical work in the classroom, may 
require l'lany pages when it is described I am very 
adverse to theorizing about the theatre , and there­
fore I must ask my reader to 1<eep in mind that the 
real content lies behind what is written, ~~d must be 
understood purely as an inner experience . 1 

Chekhov has understood with Stanislavs1<i the necessity of 

being attentive to the images that arise "in the mind ' s 

eye" . When we catch them, the) grow and flourish . 

Glir1pses of this kind lead us to believe that our 
images have a certain existence of their own - -that 
they come to us from their own world This proves 
even str onger when we train ourselves to perform 
conscious work upon our Creative Imagination . 123 

Margaret's .&.Q.tl was always the development of individual 

resources, with the meaning of developing the creative 

individual as ~art of societ y . Her work h ad centered on 
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imagination a nd originality She c ould f i nd the echos of 

her own call f o r .12.atience in Chekhov . 

Great artists of the past and the present in acknow ­
ledging the strong laws governing the imagination, 
also accept the necessity to wait patiently until the 
image has ripened to its highest expressiveness . 2 

~'I o s t i m p o r t a n t t o h e r w o r k , a n d i n th e Ch e k ho v ra a t e r i a 1 , w a s 

the emphasis on energy and concentration . 

How can the actor keep his grasp firmly on the tur­
bulent world of fier} images? From where shall he 
ta ke the strength to fix these movable , flexible 
ima ges? The a bility to concentrate his attention to 
the highest degree --t hat is this str e ngth 125 

That intuition was more important than intellect was 

also em phasized 

Thinkin g and reasonin g will not help the actor6 the 
sense of truth is the principle that counts . 12 

Margaret's own work demanded tha t students wor~ with 

a bsorpt i on and sincerity , and she believe d , with Chekhov , 

that there was no limit to the extent to which the pow e r 

of concentration could be developed . It was from Michael 

Chekhov ' s e a r l y writing , assimilated in the 1950's, that 

Ma rgaret found the inspiration for her new understandin g 

of the creative process Chekhov ' s material had been 

directed to the world of the professional theatre and the 

production of p l ays , but he h a d isolated the process as 

involvin g four stages the first occurs in the subcon-

scious, under the stimulus of the first readin g of th e 

play, the second in the conscious elaboration of images 

and resp on s e t o the dir ec t o r's l eadin g questi o ns, the 



third, in "i ncorporation " into the form of the production, 

and the fourth, the mature art product , where inspiration 

has brou gh t about divided consciousness, and the actor , as 

creator of his character, "becomes inwardly free from his 

own creation and becomes observer of his own work" 

Margaret ' s goal was not play production or the 

actor ' s process, but human creativit y as it developed over 

a life - time of experience within the specific ges talt of 

drama This brought her to the strong awareness of time 

as a consideration . In the mature artist , the sub -

conscious ma terial could provide flashes of int uit ion 

at any point in the process from first reading to per­

formance and Chekhov insisted it must not be "t a mpered" 

with by a forced return to "method" In Margaret 's work 

with students, it was clear that individuals who had 

developed a free access to their inner creative i~pulse, 

to their " whole self" in creative drama experience, moved 

more quickly to the expressive stages that paralleled 

Chekhov ' s process for the acto r Inprovisation as a 

process that honored the student's individual impulse 

allowed the integrity of the inner s e lf to media te with 

the emerging form . For the a rtisticall y immature , th e 

imposition of script could destroy the personal 

i1 a r g a r e t 1 o o k e d a t " n e w n e s s " a n d 

originality as a n at tribut e o f newness, the freshness of 

the stimuli in the students' wo rld c o ntributed to a 
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freshness of response that could be evidenced as original 

expression . This was linked to imagination , and the 

student's creativity in his own sphere 

In a 1972 article in an American magazine Margaret 

reflects on the similarities and contrasts between 

secondary school Drama in England and the American scene 

One of the main elements in the Cnglish model th at she saw 

impelling change was "the complete breakaway from 

traditional theatre forms" in the touring companies that 

visited schools . 

Or i ginal plays appropriate for different age groups 
have replaced the adaptation of fairy stories and 
ch i ldren ' s classics Open stage, in -t he -r ound, or 
some form of intimate contemporary staging presented 
on the floor of the school hall or gymnasiur1 is now 
the accepted convention , whether or not the school 
has a stage . The participation of the audience 
through spontaneous or (in the case of secondary 
schools) rehearsed improvisation intebrated into the 
play has made the strongest impact- - partly because of 
the obvious involvenent of the audience , and partly 
because of the links through this approach to the 
educational concept of im provifi~ion as an ir1portant 
part of the school curriculum 

Margaret concludes her article by demonstrating that 

although improvisation is "a link from drama with Grade 1 

children through all age ranges into adult professional 

theatre", education and theatre still mutually distrust 

each other . The complex details of the dichotomy cannot 

be considered here " but each must understand only 

ob1ectives differ . 

In the professional theatre , the obJective is to im­
prove the arts of theatre and to further develop the 
artist, in education, t h e obJective is to develop the 



individual and to lay the foundations for further 
creative experience which may or may not lie in the 
realms of professional or community theatre . 128 

Th e a r t i c 1 e m i r r o r s i1 a r g a r e t ' s p e r s o n a 1 , c r e a t i v e 

achievement in synthesizing a coherent vision . By seein g 

the organic nature of theatre product through the "new" 

form of improvisation, the meanings within the notion of 

creative art could be applied to the expressive obJectives 

of Crea t ive Drama. 

The text of a paper that 1argaret delivered to t he 

Symposium on the Arts in Education at Illinois State 

University in 1977 helps us place this insight into clear 

perspective Ma rgaret ' s talk was titled, The Creative 

Process of Drama and her first task was to clarify th e 

nature of "process" 
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When we use the word 'process ' in education we t end 
to imply that it is an alternative to product instead 
of a means whereby product is achieved . This is 
particularly true in drama where process and product 
are viewed not only as mutually exclusive but as arch 
enemies •.•• In an effort to disassociate drama in 
education from the performing art , ' process' has been 
described as experience, and ' product ' as communica­
tion . But this is an uneasy distinction because 
obviously theatre production involves creative 
experience JUSt as our eAperience in the process 
involves communication - -albeit not in the performing 
sense . . .. It is time, I think, to refute 
arguments that drama and theatre are two different 
and unrelated activities . For too many people , drama 
a nd theatre are either synonymous or are different 
aspects of an art form and we only contribute to 
confusion , misunderstanding and controversy by adding 
qualifiers such as 'e ducationa l', 'developmental ', or 
'creative' to the word drama in an attempt to in­
dicai59that we do not mean the exhibitive performin ~ 
art 
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Margaret has discovered John Dewe 1 ' s phrase that " ex -

perience is art-in-germ ." By reversing and developing the 

thought, she suggests "that the~ of art can provide 

experience which is educationally valuable ." In order to 

do this , she reminds her audience that the cornerstones of 

theatre art are playwriting , directing , design , and 

a cting . An examination of the factors involved in each 

process reveals the very elements that education fosters 

These descriptions of highly co@plex and 
sophisticated skills are by no means comprehensive , 
but they serve to make the point that th e s ubst an ce 
or germ of dramatic art is the substance of educa ­
tion We can argue , ther e fore, that expe ri ence in 
the basic elements of dramatic art can be utilised to 
develop fundamental ap titudes and basic skills which 
provide the groundwork for the pursuit of professions 
other than theatre , for trades , and f o r day-to - day 
livin g . A more usual argument for drama in education 
is that it is a ' nethod' which 1s applicable to 
te a ching ~ethod It seems more precise to suggest 
that if dramaturgy , directing , desibn and acting are 
the cornerstones of theatre art , and the germs of 
these arts a re basic to education , then the creative 
process involved 1n achieving a work of art can be 
applied to the cry~5ive process involved 1n achieving 
other ob J ectives . 

Since there are a variet y of obJect1ves educators 

pursue, i ncluding artistic, pedagogical, social, or 

expressive goals, it 1s cle a r th a t 

• the creative process of drama can be utilized 
to achieve any and all of t he above obJectives, and 
by referrin g to the 'cre a tive process' we avoid an y 
sug gestion that we are involved in something 
different from the art form, or that we are offering 
something whi ch 1s an alte rnative to the art form 
\Jhat we are doing 1s offe ring something which is a 
part of the art form, for wh ereas the artist is 
concerned with completi on of the whole creative 
process in the realis ation o f a work of a rt, the 
educ a tor may be concer ned on ly with completion of 



part of the
1
gfocess in the realisati on of other 

obJectives . 

The bulk of Ma rgaret ' s address is concerned with the 

investi ga tion of creativity and the realization that the 

elements of creative thinking , creative behavior , and 

creative expression have many components . 

prog r essive levels of experience within these behaviors 

are seen as spontaneous response , creative activity , 

creative action , creative wor1< , art fo r m, a nd art 
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Each level of experience can be an end , or it can lead 
on t o the ne~t level of experience depend 1~2 on the 
students, and , of course , the instructor . 

In the last half of her paper Margaret identifies 

these levels as they relate to the creative process of 

drama . She concludes with references as to what is meant 

by "achieveli1ent" in the creative process . This must be 

distinguished from " s u ccess ", -for " under - achievement 

occurs only if an individual fails , for whateve r the 

reason , to carry o ut an assignment of which he is 

capable ". 

The criteria for Jud gemen t is not " what is the measure 
of success" but what is the measure of ach 1~vement for 
t his individual or f o r a group as a whole . 3 

Margaret had united her concern and respec t fo r the 

individual with her appreciation for the world of theatre 

in a way that honored both to the fullest exten t through a 

recognit ion of the process that united the two l•Jer con -

tr1but1on to the Alberta drama program in schools 



continued on this theme, with further articles in the 

A T . A FINE magazine . 

Among drama teachers , pride in Alberta ' s past and 
present drama record cohabits with controversy and 
mistrust--a situation which can only be detrinental 
to all involved The " traditionalists " and the 
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" creative dramatists" discriminate , attack and defend 
amon g themselves, disregarding on the one hand 
organic development and on the other the heritage 
which is the very foundation on which progress is 
built 134 

In a contribution to Nellie McCaslin ' s 1975 Children 

and Drama , Margaret added a term to help convey the 

organic nature of all development . The "spectrum of 

experience in drama " fits the definition of 

the image of something seen continuing when the 
eyes are closed or turned away . The "something seen" 
is the process whereby individual resources and 
creative potential are developed into dramatic art 
awareness which leads to a rich, dynamic expe r ience 
of the product. 13 '.) 

A 1975 study leave gave Margaret an opportunity to 

return to London , England to pursue a program of studies 

at the Central School of Speech and Drama under David 

Herbert . All the material from the proceeding years was 

waiting to be given clear form The book that she began 

that year was published by the University of Alber t a press 

in 19 78 , and titled The Creative Process of Drama Its 

application to drama in education , b) Margaret Faulkes 

Jendyk . 136 

T h e b o o k w a s w r i t t e n t o b e u s e d b y t1 a r g a r e t ' s 

students in Drama 321 classes as a practical guide to 



their own use of drama in educational settings The 1978 

edition of th e book was divided into two parts the first 

contairs an outline of the el e ments of drama, as well as 

the levels of the creative process and research into 

creativity, the second half offers a method for using 

drana , with su gg ested levels of achievement for groups at 

any age or experience level. ObJectives , stra te gies , and 

goa ls for all levels of the creative process a re offered 

in detail 
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Since Marga ret was using the handbook with her 

students , she had an opportunity to revise and chan g e the 

material 's presentation to clarify and to enrich those 

points which were difficult or needed more focus. The 

third edition, titled The Creative Process of Draoa, a 

Handbook for Drama 321, bea rs the stamp of completion, and 

serves as the first work to a companion volume published 

in 1985, Impr ovisation and Youth Theatre, A Handbook for 

Drama 323 which addressed the explo r atio n of art -f o rm and 

the art, the two hi ghe r l evels of th e creative process 

The clarity, scope and intelligence offered by these 

two volumes is such that the reader must regret that their 

format, and the singularit y of their direction, has given 

only a limited readership for the contents. "I have 

never desired to be the queen of the fie 1 d," ~la r gar et said 

in an interview. If we can fault her as an educator in 

any respect, 1t must be this: that a g reater sense of the 



value of her contribution did not extend itse lf t o a 

promotion of her material to a wider audience through an 

alternative style of publication . 
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t1argaret Faulkes Jendyk ' s Philosophy The Creative Process 
of Drama 

A 11 the \Jo r 1 d ' s a stage , 
And all the men and women merely players 
They have their exits and their entrances, 
And one man in his time plays many parts , 
His acts being seven ages . 137 

Shakespeare r emi nds us that humans live in their 

world, and each person ' s life drama belongs to them 

~arga ret Faulkes Jendyk ' s stage is the world of theatre , 

and her role that of educator . The three elements of any 

life are the individual themselves, their life conditions 

as metaphor, and the pla y as their development within that 

metaphor. Stoppi ng with any one is to miss the overall 

picture finite creatures, we dwell in time, an apparent 

progressive motion throu gh space . We become aware of o ur 

self - hood, we become aware of our world, we become aware 

of our relation to that world, which is our process . When 

we re turn to our early definition of education , we 

disco ver that the unknown, hence the space for the 

creative, lies within the individual themselves 

Margaret's " one , all embracing goal " is " developing 

creative individuals who contribute to a creative 

society" The world is created anew, and the society 

becomes creative as the individuals within it are 



creative. The interaction between the two is a creative 

process . It was Brian \Jay ' s brilliance to insist on a 

clear look at the individual and his or her resources as a 

compass for human development , proceeding outwa r d into 

ever - widening spheres of experience . It was l1argaret 

Faulkes Jendyk ' s brilliance to take that individual as a 

central concern and , using the traditions of the world of 

the theatre and the elements of theatre art , to foc u s on 

the process of interaction between the two 

" I have always been interested in the ' big philoso ­

phers ', in the ' big philosophies '," '1a rgaret said in an 

interview . Her own philosophy of the creative process of 

drama has that dimension of size and universality . 

The linear parallel between individual development 
and the crea t ive process o f drama is interesting only 
in so far as it equates personal growth and develo ­
pment of the human being with development of exper ­
iences in creativity . The force of Yay ' s circle is 
that development of the person is a continuum, it is 
never completed but is foste r ed and enriched by 
experiences , social inte r action, the environment and 
other influe n ces . In the same way , the creative 
process o f d r ama is a series of experiences, o r 
levels of expe r ience , during which individual 
r esources continue to develop , a re nastered , 
en r iched , and are applied to the variety and 
increasing complexity of group creative proJects 
Th e social nat ur e of drama ens ures that t he 
individual not only develops the creative self , but 
contributes t hat c r eativity t o the group . 13 ~ 

Just as Brian \Jay ' s concept of the individual can be 

used as a model of being - in - the - wo r ld , applicable to any 

human bein g of any age , so Margaret Faulkes Jendyk ' s 

spectrum o f the c r eative process can be seen evidenced in 

101 
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the life of any individual, at any stage of their 

existence . That drama is her particular focus reveals her 

personal cho i ce in her own life play . \le can use the same 

focus whenever we are interested in the application of 

theatre principles to the world of action . Experience is 

art - in - ger~, the germ of art provides experience . 

Margaret ' s handbook points out that the study of the 

creative process of drama includes not only scientific 

research as related to creative thinking but also 

introspective materials , the lives of creative 

individuals . Iler philosoph y resolves the dichotomy 

between process and product , and embraces a range of 

educational obJectives 

and artistic 

expressive , social , pedagogical , 

The deve l opment of the individ ual is affected by 
education and socialization processes . The develop ­
~ent of creativity is affected by individual and 
group creative experiences . Both involve full 
mental, emotional and physical resources and 
energies ••• 

Drama is an art , the realizatio n of wh ich involves an 
intensive creative process from the reception and 
germinat i on of an origina l stimulus throu g h to the 
refinement and application of special skills in its 
presentational form ... . 

The argumen t for practical drama is based on the 
belief th a t the activity of doing or enacting makes 
more of an impact than that effected by conventional 
learning stragegies .... 

The creative process of drama is a series of pro­
g ressive cumulative experiences and actions which 
begin \vith non - technical exercises and simple 
expressive activities, develo ps into elementary 
unstructured a nd struct ured g roup proJects , and lead 
to more advanced proJects wi thin an artistic/dramatic 
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framewor1< . 139 

These ex t racts from the first Handbook point to the 

centrality of the individual, the importance of embracing 

the drama mode and process as experience through pro ­

gressive stages . That the education system is more 

concerned with a teacher ' s lesson plans , notes , red ink on 

student lessons, records and highly controlled classes , 

than with achievement within over-all development , is part 

of what Margaret sees as the " crushing" of the teacher ' s 

individuality 

The nor@ is the overall problem in education It is 
the cross of the teacher , and part of the panic in 
modern methods . It is behind the push to pursue 
educationall y acceptable goa ls like learning to the 
more abstraf!~ less observable goals like fostering 
creativity. 

tlargaret faulkes Jendy!r ' s t1ethod of Approach 

The phrase " method of approach " implies the wisdom 

the teacher as individ ual must exercise in approaching the 

student in the educational setting . The preparation and 

training of the "wise teacher" will be discussed in the 

following section . The method of approach discussed here 

is that employed by Margaret faulkes Jendyk and those of 

her students who carry on in her teaching tradition 

The breadth of understanding and preparation tlargaret 

brin g s her students is formi da ble but it can be effect ­

ively shared a s an educati onal approach when the bas ic 

element in her philosophy is in the fo re g r ou nd the 



104 

concep t of the individual . The method of approach to that 

individual comes from an understanding of the creative 

process of drama. The student has resources that can be 

developed. These resources are energies--physical, mental 

and emotional. This mental self, emotio nal self, and 

physical self is the complex mix we bring to life itself but, 

in the space and time of the drama classroom, a meth od of 

app r oach acknowledges the creative proce ss b y using the 

struct ur e of goals and obJectives opened by drama. 

l1argaret Fa ulkes Jendyk identifies the first four 

levels of the creative process of drama as they rel at e to 

Brian Wa y 's concept of the individ ua l as diagrammed in the 

ever - widening circles of experie nc e through which personal 

resources a r e con tinu o usl y developed. In her handbook, 

Ilic Creative Proce~s of Drc1111a , a chc1rt i s offered to 

identi f y levels 

Wf!,/ s Circle of Hum1m Development 
(,1d1pted/ 

Discovery release ~elopment mastery 
of persona l resources 

Sens i t 1v ity to othe~s w 1th 1n discovery of 
environment 

Enrtcnment or otner Influences w1tn1n 
personal experience ano environment 

Enr 1chment of other 1nrluences out$1~ 
of personol ex per 1ence ono env 1ronment 

The Creative Process of Drama 
(urly levels/ 

Soontanrous Resoonse tndlVlduol 
exercises , act 1v It 1es 

Cr eat 1ye Act 1y I tv group 1mprov ,sat 1onal 
act 1v It 1as p tanned and unp tanned Dul 
usually open-en~ expression Dasecl 
on or1gmol 1CEaS ond life experienres 

Creal!ye N;tton group 1mprov1sat1onal 
drama pro1ects with a sirnp le ar11st1c 
framework based on original 100dS stories 
themes , top ics of in terest I 1fe ex per 1ences 

Creauve Wor~ group pr o1 ec ts mctuo1no 
scenor10& script wr it1ng/eoiptot 1on 1n o 
structured dramatic framewor~ basej or, 
original ,ooas soc1al/life s1tua ions 
themas and top1cs ,ner1te(J! ana literature 141 
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The experiences in The Creative Process of Dr ama are 

seen by Margaret Faulkes Jendyk as valid in a gene r al 

education fro~ childhood through adulthood Any 

specialization through a specific vocational choice is 

clearly dependent on the individual ' s disposition The 

highe r two levels of the creative process-- art-fo r m, and 

art -- relate to vocational choices or are dependent on 

individual orientation , aptitudes , experience and 

training . These are seen as the process experienced by 

all creative artists . 

Personal development is a lifelong process b u t is 

especially significant during format i ve years . Wo r k with 

children and )Oung people is emphasized and discussed in 

the Handbook , although the re - discovery and re­

vitalization of creative resources in adult students is 

implicit. The early circle of experience , perceived as 

natural organic growth , reflect the child ' s discovery and 

development of self and capacities (senses , imagination , 

physical movement/action , speech , feelings, thinking) , and 

the beginning of socialization th r ough playing with other 

children. The enrichment of other influences include the 

intellectual , cultural and life experiences of the child 

as he or she progresses through school and matures from 

childhood through adolesence into adulthood 

Any person involved with dramatic activity draws on 



the mental, emotional and physical resources, or the 

wh o le self. Margaret presents her students with the 

resources o f the Way circle grouped in the following 

manner 

Mental concentrat1on - focus or attention which rosters absorption 
lfic,JIOatIOn - inventive or creative faculty which also incluoos forming 

imeQeS or concepts of thin(JS not experienced and re-creating 
past experiences 

mte))ect - the faculty of knowing, perceiving , thinking, which incluoos 
reflection esp on problems, ond reasontno 

Emotional .senses - sense awareness lea:15 to awareness of self, of others and the 
world around, thus to sensit1v1ty and empathy 

Physical 

emot100s - strong sensations or feelings which include sympathy sensibility 
and appreciation fee linos affect attitures and behaviour in the 
sense of conduct, ond effect personal or social relationships 

ohys1ca) se)f - In ~neral terms physical harmony and well-beino, sp~ifically, 
expression through movement ll:l1vity end action 

~ especially communication in a social context, of thoughts, i<EaS 
feelings 

142 

As a general beginning rule, the intellectual self 

has received the maJority of the school focus throughout 
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the student's day. A sensitive balance of energies might 

be found in releasing physical energy through movement, 

with or without music, with or without an imaginative 

stimulus added. Again, and in a very general way, the 

session mi ght begin with an o pportunity for the student to 

focus on the reality of the self through awareness in 

concentrati o n exercises directed to the senses, or through 

making abstract sounds, l e ading to group chanting The 



107 

m2aning of Brian Way ' s "begin with where they ' re at ", 

becomes a guide to the spontaneous level of response as 

well as a guide to appropriate stimuli . All sessions 

start with some sort of "warm up ". The possibilities are 

endless and bounded only by the imagination of the teacher 

as individual , and the class as individuals . 

Each session is similarly structured t o provide a 

balance so that each of the individual ' s resources are 

considered . The instructor must offer strong guidance in 

terms of providing over - all stimuli . The expression of 

the individual is fostered by honoring the individual ' s 

right to choose within the parameters of the stimuli what 

the response will be . For example , in usin g the sense of 

touch to explore text u res , the choice is personal and the 

awareness is individual . 

In general terms , experience in the Creative Process 

of Drama begins with the individual working on personal 

expression, leads to group activities where exercises or 

proJec t s are the responsibility of the collective , and 

builds to art-centered activities . In practice , a 

beginning group of teens or adults might find their way 

into work most easily through group interaction and 

participation to mitigate inhibition The depth demanded 

by person-centered expression will come with confidence . 

It is up to the instructor to gauge readiness . Margaret 

helps with detailed information about each stage . For 
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example, s t arting with the beginning level of the creative 

process of drama--spontaneous response--Margaret 

establishes four obJectives 

Through experiences in spontaneous response, eac~ 
participant should achieve 

1. discovery/re -discover y and release of mental , 
physical resources and energies 

2 . awareness of self within the environment 

3 . the ability to respond openly , freely and 
confidently to stimuli/activators 

4 . concentra tion, absorption and sincerity in 
individual expression . 14 3 

The spontaneous response level of the creative 

process of drama is impulsive, or involuntar y , and is a 

response to a stimuli or ac tivator from a variety of 

sources. While such expression may be acted on without 

inhibition by young children, confidence i n olde r students 

and ad ults may have atrophied the urge to expression . 

Margaret offers her students a detailed analysis of 

possible reactions , materials and sources for classroom 

activi ties, and a focus and responsibility for teachers 

and students for every level of the Creative Process of 

Drama . 

The "Golden Rule " of the drama session, established 

with eve r y group, is not to inte rfere or impede th e work of 

another . This emphasis again returns us t o the sanctity 

of the individual and the self -responsibil ity gained 

through mutual respect . It is a respect that the teacher 
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extends to the students and the students learn to give 

each other . The great JOY that can accompany the release 

of energies in drama enables the individuals within the 

group to sustain extended experiences , and to welcome the 

challenges presented as opportunities for growth . 

Margaret Faulkes Jendyk connects to the work of Peter 

Slade in her use of the term, Pro1ected Play . Established 

as a reference for the first three levels of the creative 

process in her text, ProJected Play exercises are offered 

as a balance to Personal Play , which can be "both 

energizing and enervating . " At the spontaneous response 

level , ProJected Play for young children could be writing, 

drawing or modeling , linked to a stimulus from the 

Persona l Play work . 

Every successive level of experience in the Creative 

Process of Drama builds on the foundation of self -

awareness fostered in the spontaneous level of response 

Margaret makes a strong point about individual achievement 

in relation to early work 

Not until concentration , absorption and sincerity are 
strong in individual exercises will a person

1
gf ready 

t o apply such qualities to work with others 

Each stage of the Creative Process of Drama receives 

a detailed analysis , in terms of definition, character­

istics , obJectives , achievement, sources , readiness for 

progression, focus and responsibility . 

out in the preface to her Handbook · 

As Margaret points 
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The notes provide background for course lectures and 
discussion topics. Very few examples of practical 
drama are included, since these form paf! of course 
work as "moments of direct experience." 5 

The approach is communicated in Margaret's text and is 

codified in obJec tives and strategies for every level of 

the creative process . This knowledge of method must be 

balanced by an understanding of the process, gained 

through the personal experience of the potential drama 

instructor who has participated in drama sessions at his 

or her own level As Gordon Brassell points out in his 

1974 essay "Researching Drama A Humanistic Perspective" 

Conceptual knowledge of drama can only come from ex-
periential knowledge of drama . And experiential 
knowledge can be verified only by experiencing . 146 

The instructor bears the responsibility of creating a 

conducive environment and receptive atmosphere and for 

organizing and initiating . All ideas volunteered by stu-

dents are honored as val id , givi ng confidence, and based 

on the understanding that contributions from everyone are 

expected . 

The Dimension of the Teacher 

The level of trainin g and expertise of individual 

teachers, their mastery of personal resources, and their 

expression of socia l awareness through sensitive guidance, 

will determine in great measure the experiences that can 

be offered to students at any level of development in the 
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creative process of drama. In a 1972 article, Ma r ga ret 

Faulkes talked about teacher training 

An ideal training program for drama teachers includes 
all aspects of formal theatre plus a broad background 
of improvised movement and dance, and an underst andi ng 
of a creative approach as part of the educational 
process. 147 

Mar gar et herself had this kind of teacher trainin g 

The rich combination of professiona l theatre study, 

coupled with teacher trainin g , years of professional 

experience and diligent self study made a foundation from 

which she could construct a coherent and meaningful niethod 

of approach, based on a philosoph ical recognition of 

individual human value. It was this back grou nd that 

prepared her to develop a program of improvisational drama 

designed for liberal arts students t ak in g drama as an 

e lective and th a t dictated her concerns as she shaped the 

program for potential dr ama teachers at the University of 

Alberta. In her position at the University, through her 

students, a nd through her inv ol vement in Alb e rta 

curriculum, she has helped shape drama histor y from 

kindergarten to universit y , to other provinces, a dmirin g 

the Alberta model 1 as wel l as to the U.S. 

The curriculum guide she wa s instrumental in shapin g 

was in use from 1970 unti l 1989, over eighteen years 

Whe n the new guide was be ing written f o r the Ministry of 

Education three members of the committee were former 

students of Margaret's, thus furth erin g her influence 
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1-!owever , a member of that comnnttee and a former colleague 

of Margaret ' s , Sister Therese Craig , discussed in an 

interview in 1988 some of the changes made in the new 

curriculum guide that will inadvertantly undermine 

Marga r et ' s drama legacy The committee was enJoined by 

the Ministry of Education not to use Brian Way's text as 

part of the bibliography . Way ' s use of the term , " Red 

Indians"-- understandable as emerging from an Englishman 

who was distinguishing from "Indians-from - India " and in no 

way meant peJoratively , caused a " reader " in the 

provincial civil service to reJect the book . 148 It is 

perhaps more distressing that the significance of the 

concept of the individual has been subsumed in the new 

drama guide in the attention that is paid to the process 

of the wor1<, losing the force of that insight into human 

dignity and potential uniqueness offered in the Brian iJay 

text . 

Other aspects of Margaret ' s work do continue to exert 

their force in the d r ama community . She served t he 

Unive r sity of Alberta as Assistant Dean of Arts , Student 

Programs , from 1976 - 1977 and again in 1980 - 83 For 

several years she was co - ordinator of the B. A. division 

and , in addition to her teaching responsibilities , 

assisted with the revision and restructuring of the four 

year B. A. General Degree program in Drama . She has taught 

every year but two from 1967 to 1990, organized and 
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instructed for special programs and attended conferences 

internationally . She has directed at Playground Players 

and for the Citadel Drama workshops, acted as agent for 

Brian Way's plays, co-founded Young Audience Scripts, 

collaborating with Playwrights Co-op, Canada, for the 

promotion and distribution of Canadian plays in the United 

States, she has served on the committee o f the American 

Theatre Association to prepare a model for training 

teachers of creative drama and for the same agency was a 

~ember of the committee which examined theatre for 

children . 

Conclusion 

During the months of writing this thesis, the world 

has been heaving and changing . In interviews published in 

the Rolling Stone, December, 1989, two young student 

leaders of the Tiannamen Square uprising in China talked 

about their motivations . Twenty year old Shen Tong echoed 

those youths in the West who had discovered awareness 

through music . For Shen and his friends, it was imported 

Western rock and roll . 

The new music exploded onto the Chinese youth scene 
and shook society . It reflected not only our deer

49 loneliness but also our belief in the individual . 

Other forces that ignited Shen's politica l consciousness 

were Chinese poets, whose s pirit "t a ught him to look 

i n s 1. d e h 1. m s e 1 f • " \~ u e r K a 1. x 1. , t h e t w e n t y - o n e y e a r o 1 d 
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rebel who was studying education at BeiJing Nor~al 

University before Tiannaman Square and his subsequent 

escape through the " underground railway " to the safety and 

publicity of the West , also sees art as a motivation in 

his own political rebellion 

I like artists because they tend to emphasize the 
validity of individual feelings , while politicians 
stress rules and the collective . In China, 
there has been no such thing as private life, because 
there has been no respect for individualism . What we 
students have been fighting for is a system that 
respects this right . It is ~~bs as much as anything 
that led us into the square . 

Nineteen - eighty - nine will also be remembered as the 

year when a dramatic change throughout the U. S . S.R 

shifted emphasis from communism to a more democratic 

system . How these political changes will impact on the 

society generally is difficult to say, but the message 

from those who have been held by the theory of the 

collective is that they long for a voice in running their 

own lives . 

Throughout North America, environmental concerns have 

taken precedence over other questions and the burden of 

change has been laid not only upon government and corpora ­

tions but on the individual's conscience . The power of the 

call to individual responsibility brings the question of 

self and group interest into clear focus , defining ecology 

as the political question for the West . 

Spiritual values have opened to new age alternatives 
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that offer self - fulfillment throu g h a wide variety of 

means. The search for this authentic self continues to 

fuel mov emen ts that blur the line between the therapist 

and the spiritual leader . Jacob Needleman points out that 

the human quest for self - knowledge arises out of 

tradition 

According to tradition, there is something potential­
ly divine within man, which is born when his physical 
bod y is born but which needs for its g rowth an 
entirely different sustenance from wha t is needed by 
the ph ysica l body or the social self Tr a ditionall y , 
then, t he term self-knowledge has an extraordinary 
me aning . It is an act th a t is in itself the princi­
pal mea ns by which the evolving part o f man c a n be 
nourished with an ener gy that 1s as real, or mo re so, 
as the ener gy deliv ered to the ph ysical organism b y 
th e food we eat. ... It is s o lely a matter of 
di ge stin g deep impressions of ~yself as I actually a m 
fr om moment to moment a disconnected, helpless 
collecti o n of impul ~es and reactions, a beigT of 
dish a rm onized mind, feeling , and instinct 

The self-knowledge and personal master y f o stered by the 

drama struc tures offered in Margaret Faulkes Jendyk's 

Creative Process of Drama method are in line with thi s 

tr ad itional search and return us to Carl Jung 's 

observation The individu al is the only re a lity 

The reality of the individual , as Jacob Needleman 

tells us, is found in an awareness , "moment to moment", of 

our Jumble of impulses, feelings , reactions, instincts, and 

disharm o nized mind This "ev ol vin g part o f man " or 

person a l realit y must be made conscious f o r the 

nourish ment t o be recei ved . "The individual is the only 

r e a 1 i t y " i s a p h r a s e a s m e a n i n g 1 e s s a s a n y o t h e r u n t i 1 \v e 
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haveexperientialawareness ofits truth , that is , 

experiential a wareness of 'self '. This is the power of 

awareness br o u g ht throu g h creative , artistic means to 

provide a digesting of impressions of self that Jacob 

Needleman discovers is called for in traditional paths to 

self - knowledge . If rock music forces that message for the 

youn 6 Chinese leaders , it may be , as in the explanation 

John Lennon offered Yoko Ono , that rock music returns us 

to our heartbeat , and our heart ' s beat returns us to 

feeling and love . 152 

All these ideas coalesce in the artistic vision of 

Margaret Faulkes Jendyk . She has used the concept of the 

individual in a way that honors inner as well as outer 

experience . 

res extensa 

Her vision unites the res cogitans and the 

\J h e n t h e i n d i v i d u a 1 be c o m e s c r e a t o r , 

creative, there is no limit to human possibility In 

formulating an open - ended plane for individual creativit y , 

Margaret suggests the broadest possible stage of achieve ­

ment in a world without bounds . 

Her philosoph y is that the in dividual is important, 

the individ ual is the sacred . Her me t hod of approach 

affirms the hope of creat i ve action throu g h art form and 

offers an opti~istic view of human possibility . By seein g 

the enactment-of-being i n a finite world as a thing of the 

momen t - - the here and now - -she has stressed the meta -

physical mystery . By r e l atin g human achievement to a 
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process, she has valued tradition , history, and the art of 

the theatre. The concept of the individual has been a 

compass in her development of philosophy and method . To 

share her vision demands effort and self-responsibility 

With that self -responsibilit y comes evolution . There is 

no real conclusion to the odyssey the play is open - ended 

and on-going . Margaret Faulkes Jendyk ' s positive con -

tributions to the lives of her many students cannot be 

adequately assessed . The spark of faith and belief she 

gave each individual encounter moves in ever-widening 

circles of conscious experience from her life to their 

lives, and widens into the lives of all the other 

individuals who are the fortunate recipients of her 

creati\e artistry and love 
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